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Пояснювальна записка до авторського курсу
Історико-літературні дисципліни відіграють важливу роль у формуванні
гуманітарного кругозору майбутніх філологів і перекладачів, сприяють
вдосконаленню їх естетичного смаку, творчих та аналітичних здібностей.
Вивчення курсу «Жанрово-стильова своєрідність англомовних романів»
здійснюється у зв’язку з іншими теоретичними та літературними
дисциплінами (літературознавство, історія вітчизняної та зарубіжної
літератури), завдяки чому студенти розширюють своє уявлення та кругозір.
Авторський курс «Жанрово-стильова своєрідність англомовних
романів» має на меті розглянути англійську літературу та літературу
американського континенту ХІХ-XХІ століть як важливий етап безперервного
розвитку світової літератури, особливо відзначивши своєрідність
національних варіантів цього розвитку. Програма базується на суміщенні двох
принципів: типологічного та монографічного. Зважаючи на спеціалізацію
студентів, головна увага приділяється англомовній літературі, яка дала світові
цілий ряд видатних митців і збагатила світову культуру.
Завдання курсу:
–
дати студентам уяву про генезис, основні етапи, риси і
закономірності літературного процесу та розвитку англійського роману;
–
розкрити його специфічну самобутність, відмовляючись від
упередженого та тенденційно спрощеного його тлумачення;
–
дати уяву про суперечливі проблеми вивчення англійської
літератури окресленого періоду.
У результаті вивчення даного курсу студент повинен
знати: художні тексти, що наведені в списку рекомендованої
літератури; основні етапи розвитку літератури означеного періоду;
характеристику провідних напрямків та течій; основні теоретичні поняття;
вміти: працювати з навчальною та науково-критичною літературою з
питань курсу; окреслити творчий шлях письменника і визначити місце твору,
що вивчався, у його спадку; охарактеризувати ідейні та художні особливості
окремих творів; проводити типологічні зіставлення.
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TOPIC 1. Introduction. Definitions and Distinctions
Novel, an invented prose narrative of considerable length and a certain
complexity that deals imaginatively with human experience, usually through a
connected sequence of events involving a group of persons in a specific setting.
Within its broad framework, the genre of the novel has encompassed an extensive
range of types and styles: picaresque, epistolary, Gothic, romantic, realist,
historical—to name only some of the more important ones.
The novel is a genre of fiction, and fiction may be defined as the art or craft
of contriving, through the written word, representations of human life that instruct
or divert or both. The various forms that fiction may take are best seen less as a
number of separate categories than as a continuum or, more accurately, a cline, with
some such brief form as the anecdote at one end of the scale and the longest
conceivable novel at the other. When any piece of fiction is long enough
to constitute a whole book, as opposed to a mere part of a book, then it may be said
to have achieved novelhood. But this state admits of its own quantitative categories,
so that a relatively brief novel may be termed a novella (or, if the insubstantiality of
the content matches its brevity, a novelette), and a very long novel may overflow the
banks of a single volume and become a roman-fleuve, or river novel. Length is very
much one of the dimensions of the genre.
The term novel is a truncation of the Italian word novella (from the plural of
Latin novellus, a late variant of novus, meaning “new”), so that what is now, in most
languages, a diminutive denotes historically the parent form. The novella was a kind
of enlarged anecdote like those to be found in the 14th-century Italian
classic Boccaccio’s Decameron, each of which exemplifies the etymology well
enough. The stories are little new things, novelties, freshly minted diversions, toys;
they are not reworkings of known fables or myths, and they are lacking in weight
and moral earnestness. It is to be noted that, despite the high example of novelists of
the most profound seriousness, such as Tolstoy, Henry James, and Virginia Woolf,
the term novel still, in some quarters, carries overtones of lightness and frivolity.
And it is possible to descry a tendency to triviality in the form itself. The ode or
symphony seems to possess an inner mechanism that protects it from aesthetic or
moral corruption, but the novel can descend to shameful commercial depths of
sentimentality or pornography. It is the purpose of this section to consider the novel
not solely in terms of great art but also as an all-purpose medium catering for all the
strata of literacy.
Scene, or setting
The makeup and behaviour of fictional characters depend on
their environment quite as much as on the personal dynamic with which their author
endows them: indeed, in Émile Zola, environment is of overriding importance, since
he believed it determined character. The entire action of a novel is frequently
determined by the locale in which it is set. Thus, Gustave Flaubert’s Madame
Bovary (1857) could hardly have been placed in Paris, because the tragic life and
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death of the heroine have a great deal to do with the circumscriptions of her
provincial milieu. But it sometimes happens that the main locale of a novel assumes
an importance in the reader’s imagination comparable to that of the characters and
yet somehow separable from them. Wessex is a giant brooding presence in Thomas
Hardy’s novels, whose human characters would probably not behave much
differently if they were set in some other rural locality of England. The popularity
of Sir Walter Scott’s “Waverley” novels is due in part to their evocation of a
romantic Scotland. Setting may be the prime consideration of some readers, who can
be drawn to Conrad because he depicts life at sea or in the East Indies; they may be
less interested in the complexity of human relationships that he presents.
The regional novel is a recognized species. The sequence of four novels
that Hugh Walpole began with Rogue Herries (1930) was the result of his desire to
do homage to the part of Cumberland, in England, where he had elected to live. The
great Yoknapatawpha cycle of William Faulkner, a classic of 20th-century
American literature set in an imaginary county in Mississippi, belongs to the
category as much as the once-popular confections about Sussex that were written
about the same time by the English novelist Sheila Kaye-Smith. Many novelists,
however, gain a creative impetusfrom avoiding the same setting in book after book
and deliberately seeking new locales. The English novelist Graham
Greene apparently needed to visit a fresh scene in order to write a fresh novel. His
ability to encapsulate the essence of an exotic setting in a single book is exemplified
in The Heart of the Matter (1948); his contemporary Evelyn Waugh stated that
the West Africa of that book replaced the true remembered West Africa of his own
experience. Such power is not uncommon: the Yorkshire moors have been
romanticized because Emily Brontë wrote of them in Wuthering Heights (1847),
and literary tourists have visited Stoke-on-Trent, in northern England, because
it comprisesthe “Five Towns” of Arnold Bennett’s novels of the early 20th century.
Others go to the Monterey, California, of John Steinbeck’s novels in the expectation
of experiencing a frisson added to the locality by an act of creative imagination.
James Joyce, who remained inexhaustibly stimulated by Dublin, has exalted that city
in a manner that even the guidebooks recognize.
The setting of a novel is not always drawn from a real-life locale. The literary
artist sometimes prides himself on his ability to create the totality of his fiction—the
setting as well as the characters and their actions. In the Russian expatriate Vladimir
Nabokov’s Ada (1969) there is an entirely new space–time continuum, and the
English scholar J.R.R. Tolkien in his Lord of the Rings (1954–55) created an
“alternative world” that appeals greatly to many who are dissatisfied with the
existing one. The world of interplanetary travel was imaginatively created long
before the first moon landing. The properties of the future envisaged by H.G.
Wells’s novels or by Aldous Huxley in Brave New World (1932) are still recognized
in an age that those authors did not live to see. The composition of place can be a
magical fictional gift.
Whatever the locale of his work, every true novelist is concerned with making
a credible environment for his characters, and this really means a close attention to
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sense data—the immediacies of food and drink and colour—far more than
abstractions like “nature” and “city.” The London of Charles Dickens is as much
incarnated in the smell of wood in lawyers’ chambers as in the skyline and vistas of
streets.
Narrative method and point of view
Where there is a story, there is a storyteller. Traditionally, the narrator of the
epic and mock-epic alike acted as an intermediary between the characters and the
reader; the method of Fielding is not very different from the method of Homer.
Sometimes the narrator boldly imposed his own attitudes; always he assumed an
omniscience that tended to reduce the characters to puppets and the action to a
predetermined course with an end implicit in the beginning. Many novelists have
been unhappy about a narrative method that seems to limit the free will of the
characters, and innovations in fictional technique have mostly sought the objectivity
of the drama, in which the characters appear to work out their own destinies without
prompting from the author.
The epistolary method, most notably used by Samuel Richardson in Pamela
(1740) and by Jean-Jacques Rousseau in La nouvelle Héloïse (1761), has the
advantage of allowing the characters to tell the story in their own words, but it is
hard to resist the uneasy feeling that a kind of divine editor is sorting and ordering
the letters into his own pattern. The device of making the narrator also a character in
the story has the disadvantage of limiting the material available for the narration,
since the narrator-character can know only those events in which he participates.
There can, of course, be a number of secondary narratives enclosed in the main
narrative, and this device—though it sometimes looks artificial—has been used
triumphantly by Conrad and, on a lesser scale, by W. Somerset Maugham. A, the
main narrator, tells what he knows directly of the story and introduces what B and
C and D have told him about the parts that he does not know.
Seeking the most objective narrative method of all, Ford Madox Ford used,
in The Good Soldier (1915), the device of the storyteller who does not understand
the story he is telling. This is the technique of the “unreliable observer.” The reader,
understanding better than the narrator, has the illusion of receiving the story
directly. Joyce, in both his major novels, uses different narrators for the various
chapters. Most of them are unreliable, and some of them approach the impersonality
of a sort of disembodied parody. In Ulysses, for example, an episode set in a
maternity hospital is told through the medium of a parodic history of English prose
style. But, more often than not, the sheer ingenuity of Joyce’s techniques draws
attention to the manipulator in the shadows. The reader is aware of the author’s
cleverness where he should be aware only of the characters and their actions. The
author is least noticeable when he is employing the stream of consciousness device,
by which the inchoate thoughts and feelings of a character are presented in interior
monologue—apparently unedited and sometimes deliberately near-unintelligible. It
is because this technique seems to draw fiction into the psychoanalyst’s consulting
room (presenting the raw material of either art or science, but certainly not art itself),
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however, that Joyce felt impelled to impose the shaping devices referred to above.
Joyce, more than any novelist, sought total objectivity of narration technique but
ended as the most subjective and idiosyncratic of stylists.
The problem of a satisfactory narrative point of view is, in fact, nearly
insoluble. The careful exclusion of comment, the limitation of vocabulary to a sort
of reader’s lowest common denominator, the paring of style to the absolute
minimum—these puritanical devices work well for an Ernest Hemingway (who, like
Joyce, remains, nevertheless, a highly idiosyncratic stylist) but not for a novelist who
believes that, like poetry, his art should be able to draw on the richness of word
play, allusion, and symbol. For even the most experienced novelist, each new work
represents a struggle with the unconquerable task of reconciling all-inclusion with
self-exclusion. It is noteworthy that Cervantes, in Don Quixote, and Nabokov,
in Lolita (1955), join hands across four centuries in finding most satisfactory the
device of the fictitious editor who presents a manuscript story for which he disclaims
responsibility. But this highly useful method presupposes in the true author a
scholarly, or pedantic, faculty not usually associated with novelists.
Scope, or dimension
No novel can theoretically be too long, but if it is too short it ceases to be a
novel. It may or may not be accidental that the novels most highly regarded by the
world are of considerable length—Cervantes’Don Quixote, Dostoyevsky’s Brothers
Karamazov, Tolstoy’s War and Peace, Dickens’ David Copperfield, Proust’s À la
recherche du temps perdu, and so on. On the other hand, since World War II, brevity
has been regarded as a virtue in works like the later novels of the Irish absurdist
author Samuel Beckett and the ficciones of the Argentine Jorge Luis Borges, and it
is only an aesthetic based on bulk that would diminish the achievement of Ronald
Firbank’s short novels of the post-World War I era or the Evelyn Waugh who wrote
The Loved One (1948). It would seem that there are two ways of presenting human
character—one, the brief way, through a significant episode in the life of a personage
or group of personages; the other, which admits of limitless length, through the
presentation of a large section of a life or lives, sometimes beginning with birth and
ending in old age. The plays of Shakespeare show that a full delineation of character
can be effected in a very brief compass, so that, for this aspect of the novel, length
confers no special advantage. Length, however, is essential when the novelist
attempts to present something bigger than character—when, in fact, he aims at the
representation of a whole society or period of history.
No other cognate art form—neither the epic poem nor the drama nor the
film—can match the resources of the novel when the artistic task is to bring to
immediate, sensuous, passionate life the somewhat impersonal materials of the
historian. War and Peace is the great triumphant example of the panoramic study of
a whole society—that of early 19th-century Russia—which enlightens as the
historian enlightens and yet also conveys directly the sensations and emotions of
living through a period of cataclysmic change. In the 20th century, another Russian,
Boris Pasternak, in his Doctor Zhivago (1957), expressed—though on a less than
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Tolstoyan scale—the personal immediacies of life during the Russian Revolution.
Though of much less literary distinction than either of these two books, Margaret
Mitchell’s Gone with the Wind (1936) showed how the American Civil War could
assume the distanced pathos, horror, and grandeur of any of the classic struggles of
the Old World.
Needless to say, length and weighty subject matter are no guarantee in
themselves of fictional greatness. Among American writers, for example, James
Jones’s celebration of the U.S. Army on the eve of World War II in From Here to
Eternity (1951), though a very ambitious project, repels through indifferent writing
and sentimental characterization; Norman Mailer’s Naked and the Dead (1948), an
equally ambitious military novel, succeeds much more because of a tautness, a
concern with compression, and an astringent objectivity that Jones was unable to
match. Frequently the size of a novel is too great for its subject matter—as
with Marguerite Young’s Miss MacIntosh, My Darling (1965), reputedly the longest
single-volume novel of the 20th century, John Barth’s Giles Goat-Boy (1966),
and John Fowles’s Magus (1965). Diffuseness is the great danger in the long novel,
and diffuseness can mean slack writing, emotional self-indulgence, sentimentality.
Even the long picaresque novel—which, in the hands of a Fielding or his
contemporary Tobias Smollett, can rarely be accused of sentimentality—easily
betrays itself into such acts of self-indulgence as the multiplication of incident for
its own sake, the coy digression, the easygoing jogtrot pace that subdues the sense
of urgency that should lie in all fiction. If Tolstoy’s War and Peace is a greater novel
than Fielding’s Tom Jones or Dickens’ David Copperfield, it is not because its
theme is nobler, or more pathetic, or more significant historically; it is because
Tolstoy brings to his panoramic drama the compression and urgency usually
regarded as the monopolies of briefer fiction.
Sometimes the scope of a fictional concept demands a technical
approach analogous to that of the symphony in music—the creation of a work in
separate books, like symphonic movements, each of which is intelligible alone but
whose greater intelligibility depends on the theme and characters that unify them.
The French author Romain Rolland’s Jean-Christophe (1904–12) sequence is, very
appropriately since the hero is a musical composer, a work in four movements.
Among works of English literature, Lawrence Durrell’s Alexandria Quartet (1957–
60) insists in its very title that it is a tetralogy rather than a single large entity divided
into four volumes; the concept is “relativist” and attempts to look at the same events
and characters from four different viewpoints. Anthony Powell’sDance to the Music
of Time, a multivolume series of novels that began in 1951 (collected 1962), may be
seen as a study of a segment of British society in which the chronological approach
is eschewed, and events are brought together in one volume or another because of a
kind of parachronic homogeneity. C.P. Snow’s Strangers and Brothers, a
comparable series that began in 1940 and continued to appear throughout the ’50s
and into the ’60s, shows how a fictional concept can be realized only in the act of
writing, since the publication of the earlier volumes antedates the historical events
portrayed in later ones. In other words, the author could not know what the subject
9

matter of the sequence would be until he was in sight of its end. Behind all these
works lies the giant example of Proust’s roman-fleuve, whose length and scope were
properly coterminous with the author’s own life and emergent understanding of its
pattern.
Myth, symbolism, significance
The novelist’s conscious day-to-day preoccupation is the setting down of
incident, the delineation of personality, the regulation of exposition, climax,
and denouement. The aesthetic value of the work is frequently determined by
subliminal forces that seem to operate independently of the writer, investing the
properties of the surface story with a deeper significance. A novel will then come
close to myth, its characters turning into symbols of permanent human states or
impulses, particular incarnations of general truths perhaps only realized for the first
time in the act of reading. The ability to perform a quixotic act anteceded Don
Quixote, just as bovarysme existed before Flaubert found a name for it.
But the desire to give a work of fiction a significance beyond that of the mere
story is frequently conscious and deliberate, indeed sometimes the primary aim.
When a novel—like Joyce’s Ulysses or John Updike’s Centaur (1963) or Anthony
Burgess’ Vision of Battlements (1965)—is based on an existing classical myth, there
is an intention of either ennobling a lowly subject matter, satirizing a debased set of
values by referring them to a heroic age, or merely providing a basic structure to
hold down a complex and, as it were, centrifugal picture of real life.
Of Ulysses Joyce said that his Homeric parallel (which is worked out in great and
subtle detail) was a bridge across which to march his 18 episodes; after the march
the bridge could be “blown skyhigh.” But there is no doubt that, through the classical
parallel, the account of an ordinary summer day in Dublin is given a richness, irony,
and universality unattainable by any other means.
The mythic or symbolic intention of a novel may manifest itself less in
structure than in details which, though they appear naturalistic, are really something
more. The shattering of the eponymousgolden bowl in Henry James’s 1904 novel
makes palpable, and hence truly symbolic, the collapse of a relationship. Even the
choice of a character’s name may be symbolic. Sammy Mountjoy, in William
Golding’s Free Fall (1959), has fallen from the grace of heaven, the mount of joy,
by an act of volition that the title makes clear. The eponym of Doctor Zhivago is so
called because his name, meaning “The Living,” carries powerful religious
overtones. In the Russian version of the Gospel According to St. Luke, the angels
ask the women who come to Christ’s tomb: “Chto vy ischyote zhivago mezhdu
myortvykh?”—“Why do you seek the living among the dead?” And his first name,
Yuri, the Russian equivalent of George, has dragon-slaying connotations.
The symbol, the special significance at a subnarrative level, works best when
it can fit without obtrusion into a context of naturalism. The optician’s trade sign of
a huge pair of spectacles in F. Scott Fitzgerald’s Great Gatsby (1925) is acceptable
as a piece of scenic detail, but an extra dimension is added to the tragedy of Gatsby,
which is the tragedy of a whole epoch in American life, when it is taken also as a
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symbol of divine myopia. Similarly, a cinema poster in Malcolm Lowry’s Under the
Volcano (1947), advertising a horror film, can be read as naturalistic background,
but it is evident that the author expects the illustrated fiend—a concert pianist whose
grafted hands are those of a murderer—to be seen also as a symbol of Nazi infamy;
the novel is set at the beginning of World War II, and the last desperate day of the
hero, Geoffrey Firmin, stands also for the collapse of Western civilization.
There are symbolic novels whose infranarrative meaning cannot easily be
stated, since it appears to subsist on an unconscious level. Herman Melville’s Moby
Dick (1851) is such a work, as is D.H. Lawrence’s novella St. Mawr (1925), in which
the significance of the horse is powerful and mysterious.
Interpretation of life
Novels are not expected to be didactic, like tracts or morality plays;
nevertheless, in varying degrees of implicitness, even the “purest” works of fictional
art convey a philosophy of life. The novels of Jane Austen, designed primarily as
superior entertainment, imply a desirable ordered existence, in which the
comfortable decorum of an English rural family is disturbed only by a not-tooserious shortage of money, by love affairs that go temporarily wrong, and by the
intrusion of self-centred stupidity. The good, if unrewarded for their goodness, suffer
from no permanent injustice. Life is seen, not only in Jane Austen’s novels but in
the whole current of bourgeois Anglo-American fiction, as fundamentally
reasonable and decent. When wrong is committed, it is usually punished, thus
fulfilling Miss Prism’s summation in Oscar Wilde’s play The Importance of Being
Earnest (1895), to the effect that in a novel the good characters end up happily and
the bad characters unhappily: “that is why it is called fiction.”
That kind of fiction called realistic, which has its origins in 19th-century
France, chose the other side of the coin, showing that there was no justice in life and
that the evil and the stupid must prevail. In the novels of Thomas Hardy there is a
pessimism that may be taken as a corrective of bourgeois Panglossianism—the
philosophy
that
everything
happens
for
the
best,
satirized
in Voltaire’s Candide (1759)—since the universe is presented as almost impossibly
malevolent. This tradition is regarded as morbid, and it has been deliberately ignored
by most popular novelists. The “Catholic” novelists—such as François Mauriac in
France, Graham Greene in England, and others—see life as mysterious, full of
wrong and evil and injustice inexplicable by human canons but necessarily
acceptable in terms of the plans of an inscrutable God. Between the period of
realistic pessimism, which had much to do with the agnosticism and determinism of
19th-century science, and the introduction of theological evil into the novel, writers
such as H.G. Wells attempted to create a fiction based on optimistic liberalism. As
a reaction, there was the depiction of “natural man” in the novels of D.H. Lawrence
and Ernest Hemingway.
For the most part, the view of life common to American and European fiction
since World War II posits the existence of evil—whether theological or of that brand
discovered by the French Existentialists, particularly Jean-Paul Sartre—and assumes
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that man is imperfect and life possibly absurd. The fiction of the former Communist
Europe was based on a very different assumption, one that seems naïve and oldfashioned in its collective optimism to readers in the disillusioned democracies. It is
to be noted that in the erstwhile Soviet Union aesthetic evaluation of fiction was
replaced by ideological judgment. Accordingly, the works of the popular British
writer A.J. Cronin, since they seem to depict personal tragedy as an emanation of
capitalistic infamy, were rated higher than those of Conrad, James, and their peers.
Entertainment or escape
In a period that takes for granted that the written word should be
“committed”—to the exposure of social wrong or the propagation of progressive
ideologies—novelists who seek merely to take the reader out of his dull or
oppressive daily life are not highly regarded, except by that reading public that has
never expected a book to be anything more than a diversion. Nevertheless, the
provision of laughter and dreams has been for many centuries a legitimate literary
occupation. It can be condemned by serious devotees of literature only if it falsifies
life through oversimplification and tends to corrupt its readers into belief that reality
is as the author presents it. The novelettes once beloved of mill girls and domestic
servants, in which the beggar maid was elevated to queendom by a king of high
finance, were a mere narcotic, a sort of enervating opium of the oppressed; the
encouragement of such subliterature might well be one of the devices of social
oppression. Adventure stories and spy novels may have a healthy enough
astringency, and the very preposterousness of some adventures can be a safeguard
against any impressionable young reader’s neglecting the claims of real life to dream
of becoming a secret agent. The subject matter of some humorous novels—such as
the effete British aristocracy created by P.G. Wodehouse, which is no longer in
existence if it ever was—can never be identified with a real human society; the
dream is accepted as a dream. The same may be said of Evelyn Waugh’s early
novels—such as Decline and Fall (1928) and Vile Bodies (1930)—but these are
raised above mere entertainment by touching, almost incidentally, on real human
issues (the relation of the innocent to a circumambient malevolence is a persistent
theme in all Waugh’s writing).
With the 18th-century precursors of Romanticism—notably Richardson,
Sterne, and Rousseau—the notion of sentiment entered the European consciousness.
Rousseau’s Nouvelle Héloïse fired a new attitude toward love—more highly
emotional than ever before—as his Émile (1762) changed educated views on how to
bring up children. The romantic wave in Germany, with Goethe’s Sorrows of Young
Werther (1774) and the works of Jean-Paul Richter a generation later, similarly
aroused modes of feeling that rejected the rational constraints of the 18th century.
Nor can the influence of Sir Walter Scott’s novels be neglected, both on Europe and
on the American South (where Mark Twain thought it had had a deplorable effect).
With Scott came new forms of regional sentiment, based on a romantic reading of
history.
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It is rarely, however, that a novelist makes a profound mark on a national
language, as opposed to a regional dialect (to which, by using it for a literary end,
he may impart a fresh dignity). It is conceivable that Alessandro Manzoni’s I
promessi sposi (1825–27; The Betrothed), often called the greatest modern Italian
novel, gave 19th-century Italian intellectuals some notion of a viable modern prose
style in an Italian that might be termed “national,” but even this is a large
claim. Günter Grass, in post-Hitler Germany, sought to revivify a language that had
been corrupted by the Nazis; he threw whole dictionaries at his readers in the hope
that new freedom, fantasy, and exactness in the use of words might influence the
publicists, politicians, and teachers in the direction of a new liberalism of thought
and expression.
It is difficult to say whether the French Existentialists, such as Sartre
and Albert Camus, have influenced their age primarily through their fiction or their
philosophical writings. Certainly, Sartre’s early novel Nausea (1938) established
unforgettable images of the key terms of his philosophy, which has haunted a whole
generation, as Camus’s novel The Stranger (1942) created for all time the
lineaments of “Existential man.” In the same way, the English writer George
Orwell’s Nineteen Eighty-four (1949) incarnated brilliantly the nature of the
political choices that are open to 20th-century humanity, and, with terms like “Big
Brother” (i.e., the leader of an authoritarian state) and “doublethink” (belief in
contradictory ideas simultaneously), modified the political vocabulary. But no
novelist’s influence can compare to that of the poet’s, who can give a language a
soul and define, as Shakespeare and Dante did, the scope of a culture.
Expression of the spirit of its age
The novelist, like the poet, can make the inchoate thoughts and feelings of a
society come to articulation through the exact and imaginative use of language and
symbol. In this sense, his work seems to precede the diffusion of new ideas and
attitudes and to be the agent of change. But it is hard to draw a line between this
function and that of expressing an existing climate of sensibility. Usually the nature
of a historical period—that spirit known in German as the Zeitgeist—can be
understood only in long retrospect, and it is then that the novelist can provide its best
summation. The sickness of the Germany that produced Hitler had to wait some time
for fictional diagnosis in such works as Thomas Mann’s Doctor Faustus (1947) and,
later, Günter Grass’s Tin Drum (1959). Evelyn Waugh waited several years before
beginning, in the trilogy Sword of Honour, to depict that moral decline of English
society that started to manifest itself in World War II, the conduct of which was both
a cause and a symptom of the decay of traditional notions of honour and justice.
The novel can certainly be used as a tool for the better understanding of a
departed age. The period following World War I had been caught forever in
Hemingway’s Sun Also Rises (1926; called Fiesta in England), F. Scott Fitzgerald’s
novels and short stories about the so-called Jazz Age, the Antic Hay (1923)
and Point Counter Point (1928) of Aldous Huxley, and D.H. Lawrence’s Aaron’s
Rod (1922) and Kangaroo (1923). The spirit of the English 18th century, during
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which social, political, and religious ideas associated with rising middle classes
conflicted with the old Anglican Tory rigidities, is better understood through reading
Smollett and Fielding than by taking the cerebral elegance of Pope and his followers
as the typical expression of the period.
Similarly, the unrest and bewilderment of the young in the period after World
War II still speak in novels like J.D. Salinger’s Catcher in the Rye (1951) and
Kingsley Amis’ Lucky Jim (1954). It is notable that with novels like these—and the
beat-generation books of Jack Kerouac; the American-Jewish novels of Saul
Bellow, Bernard Malamud, and Philip Roth; and the black novels of Ralph
Ellison and James Baldwin—it is a segmented spirit that is expressed, the spirit of
an age group, social group, or racial group, and not the spirit of an entire society in
a particular phase of history. But probably a Zeitgeist has always been the emanation
of a minority, the majority being generally silent. The 20th century seems, from this
point of view, to be richer in vocal minorities than any other period in history.
Creator of life-style and arbiter of taste
Novels have been known to influence, though perhaps not very greatly, modes
of social behaviour and even, among the very impressionable, conceptions of
personal identity. But more young men have seen themselves as Hamlet or Childe
Harold than as Julien Sorel, the protagonist of Stendhal’s novel The Red and the
Black (1830), or the sorrowing Werther. Richardson’s novel may popularize Pamela,
or Galsworthy’s Forsyte Saga (1906–22) Jon, as a baptismal name, but it rarely
makes a deeper impression on the mode of life of literate families. On the other hand,
the capacity of Oscar Wilde’s Picture of Dorian Gray (1891) to influence young
men in the direction of sybaritic amorality, or of D.H. Lawrence’s Lady Chatterley’s
Lover (1928) to engender a freer attitude to sex, has never been assessed adequately.
With the lower middle class reading public, the effect of devouring The Forsyte
Saga was to engender genteelisms—cucumber sandwiches for tea, supper renamed
dinner—rather than to learn that book’s sombre lesson about the decline of the old
class structure. Similarly, the ladies who read Scott in the early 19th century were
led to barbarous ornaments and tastefully arranged folk songs.
Fiction has to be translated into one of the dramatic media—stage, film, or
television—before it can begin to exert a large influence. Tom Jones as a film in
1963 modified table manners and coiffures and gave American visitors to
Great Britain a new (and probably false) set of expectations. The stoicheroes of
Hemingway, given to drink, fights, boats, and monosyllables, became influential
only when they were transferred to the screen. They engendered other, lesser
heroes—incorruptible private detectives, partisans brave under interrogation—who
in their turn have influenced the impressionable young when seeking an identity. Ian
Fleming’s James Bond led to a small revolution in martini ordering. But all these
influences are a matter of minor poses, and such poses are most readily available in
fiction easily adapted to the mass media—which means lesser fiction. Proust, though
he recorded French patrician society with painful fidelity, had little influence on it,
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and it is hard to think of Henry James disturbing the universe even fractionally. Films
and television programs dictate taste and behaviour more than the novel ever could.
TOPIC 2. Literary Criticism and its Evolution. The “Englishness” of
the English Novel
The newfangled world arises from the long slumbers of medieval ages with
the world shaking slogans of equality, liberty and fraternity but humanity is still
awaiting to realise these ideals. In the times when humanity is bleeding and
haemorrhaging grotesquely with one poor child dying of hunger every ten seconds
somewhere in the sad melancholy, a woman being raped every minute with
inexpressible brutality, the heartbreaking crimes meted out to millions in the
outpouring insurgencies and unrest all around the world, some that will never even
be known to humankind; it has become indisputably clear that the study of the
humanities in general is no longer a luxury but a necessity, vital to our very survival
as an enlightened civilization that we claim to be. The articulate vision of moral,
educational and political values of the world's multifarious cultures can't be
understood today unless we don’t revisit our past to understand where those values
come from, the struggles in which they were forged, and the historical contexts
which generated those struggles. Inspite of succumbing to blind ignorance of
nationalism, religiosity or chauvinism in all its manifold guises; it is now rather
essentially important to undertake close, careful, critical reading of the Bible, Plato’s
Republic, Greek tragedy, Shakespeare, or Roman Law, Jewish or African-American
history, likewise to examine the Quran and the long history of the Western world’s
fraught engagement with Islam. It entails not merely the call for critical and
comprehensive reading of immediate text written in accordance with its language,
style, rhetorical devices and deployment of literary techniques that confront us but
also the need to understand that why and for what purpose the particular text was
enacted or written. There is one discipline which is defined by its insistence on such
strategies: this is the discipline of Art criticism, as operating through both practice
and theory.
The word criticism has been derived from the greek word “Kritikos” which
means “able to discern and judge” and whoever does the act of judging is called a
Critic. Today when one hears the word 'critic', one might first imagine people
standing in an art gallery furrowing their brows as they point out the flaws in a
painting. But the work of an art critic is much more than just commenting on a work
of art or pointing out what's wrong with it. A literary critic is not someone who
merely evaluates the worth or quality of a piece of literature by studying its merits
and demerits but, rather, is someone who argues on behalf of an interpretation or
understanding of the particular meaning(s) of literary texts. A literary critic does
more than simply discuss or evaluate the importance of a literary text; rather, a
literary critic seeks to reach a logical and reasonable understanding of not only what
a text’s author intends for it to mean but, also, what different cultures and ideologies
render it capable of meaning. The task of a literary critic is to explain and attempt to
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reach a critical understanding of what literary texts mean in terms of their aesthetic,
as well as social, political, and cultural aspects. In fact, the work of literary critic is
to analyze and evaluate any type of art that involves his own interpretation, which
actually starts to have as much of an influence on art as art has on it, done to help
others understand a particular work of art by using what he knows of art theory, and
establishing where a work fits in with the different artistic styles and movements
throughout art history, sometimes from feudal Christianity or Judaism or Islam
(loyalty, devotion, faith) or from Romantic attitudes (an emphasis on imagination,
creativity, emotion, and a sense of the mystery of the world), as well as from
Marxism (a belief in equality of opportunity, an openness to various modes of
reconceiving history, and a redefinition of bourgeois values such as freedom in a
comprehensive sense that applies to all people), not to mention certain many more
radical ideas of the human psyche deriving from Freud and other pioneers in the
fields of psychoanalysis. The work of a literary critic is not as simple as it seems,
having evolved and emulated in various forms throughout the history of human
evolution.
The history of art criticism is profoundly imbricated in the history of thought
in a broad range of spheres, philosophical, religious, social, economic, and
psychological. Art criticism has been a part of many different cultures, as evaluating
art has been seen as a tradition thus evolving from the outrageous political criticism
of Greeks to Chinese tradition of evaluating principles of great art and biographies
of artists in the sixth century to African cultures of verbal evaluations to recognize
order, form, beauty of an artwork with spiritual and communal effect to Islamic
cultures of a long-standing tradition of writing about art, often focusing on arts
concerning the production of decorative-yet-useful objects, such as woodwork,
metalwork, textiles, and calligraphy. But today, art criticism has become its own
monster, in a way. A food reviewer in the Pixar movie Ratatouille gave a surprisingly
nuanced take of criticism's role in art. "We thrive on negative criticism, which is fun
to write and to read. But the bitter truth we critics must face is that in the grand
scheme of things, the average piece of junk is probably more meaningful than our
criticism designating it so. But there are times when a critic truly risks something,
and that is in the discovery and defence of the new.” It's no accident that this genre
of literary criticism starts to evolve alongside movements like Modernism in the
early 20th century avant-grade work, which was kind of self-consciously about
making things new. That's Ezra Pound's famous statement about Modernism - 'Make
it new.' If criticism becomes important in the defence of the new, we can see how art
and criticism would evolve alongside each other
Criticism and creativity are inextricably mingled with each other. Thus the
artist is the critic of life and Critic, that of art. The artist must have the imagination
and vision to critically imitate the life/nature; the Critic from beginning to end relives
the same experience. No critic can ever form accurate judgement unless he possesses
the artist’s vision. The amount of work and labour that is required and put in making
a piece of art, the same is required to interpret it. Alexander Pope has rightly said:
“Both from Heaven derive their light these born to judge, as well as those to write”
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giving equal value to both the critic and the creative writer. To him both are gifted
writers, one to write creatively and the other to judge the creativity. But this idea has
received opposition throughout the history. For instance, Dryden believed that “the
corruption of a poet is the generation of a critic.” Similarly Oliver Goldsmith calls
them “eunuchs – themselves unable to create, and therefore they hinder creativity
in others.” In the words of Thomas De Quincey, “Criticism may be termed as the
literature of knowledge and creative writing as the literature of power”. Literature
of power deals with life, where as literature of knowledge share information on
creative composition. Ben Jonson said that to ‘judge a poet is only the faculty of
poets; and not of all poets, but the best’. Only the best of poets have the right to pass
judgments on the merit or defects of poetry, for they alone have experienced the
creative process from beginning to end, and they alone can rightly understand it.
Though these kinds of contradictory ideas can’t be eliminated completely, yet this
doesn’t seem to diminish the importance of the work of any good critic.
On the contrary, a more profound overview is provided in R.A. Scott’s
statement “To the critics of the arts and especially literature, custom has given an
independent place. In this respect it differs from all other kind of criticism.” The
critic of architecture is architect, of that of gardening is gardener, but that of poet
may or may not be a poet. Thus, since time immemorial, it has been customary to
accept the criticism of art from a man who may or may not have been artist himself.
While it is true that the critic has understanding of poetry as well as analytical mind,
the poets are not quite without the gift of analytical thinking. However sometimes
we find purely professional critics who lack both sympathy and impartiality of an
ideal critic thus not being fair and qualified for the subject. They do not render good
service to literature but hinder the young and rising talent taking for instance Hardy’s
giving up of writing novels. Scott James has commented that, “Less gifted man
would be certain to miss the significance of his drawing. If you show a dog a
photograph of his master he will not recognize it. It will show more excitement at
the photographs of dog next door”. Most often, the poet who bursts out into
spontaneous utterance has no critical awareness of it. He has a powerful experience,
a vision of life which he wishes to communicate to others through his work, but
whether it is adequately communicated or not, whether it has moving, transporting
qualities or not, whether the writer has succeeded in expressing what he intended to
express etc are the questions which a literary critic with balanced mind, poetic
sensibility – though not poetic ability and capacity – has to reply that makes him
distinguished person qualified for his task.
Any student of literature who wishes to take some profitable use of the critical
literature available to him will do well to keep the following words of Scott James
in his mind before he goes on with the task that he has undertaken to accomplish: “It
may be a gain to attend to the writer of this critical literature precisely in so far as
they are not standing aloof, like magistrate who were never guilty of crime
pronouncing dispassionately upon the blamelessness or the misdemeanour of
artist”. There is generally a four-step process of description, analysis, interpretation,
and evaluation through which critics define a piece of art. In describing any piece of
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art, it is significant to leave out judgments and our own interpretations of what we
think it means and our analysis of it and instead, we ought to describe elements such
as articulation and where and when the work was written to give its historical
context. Next step is analyzing the work of art in which the elements are described
suggesting why the artist used those specific themes to convey feelings, ideas, or
historical events focusing on details and its purposeful disproportion. After the apt
description and analyzation of the work of art, it must be interpreted to establish
context, explaining why the artist created it and what it means by pointing to
evidence inside the work, historical context clues such as what was going on in
history when it was created, and what art theories or movements relate to it. And the
fourth step is evaluation, or judgment where an artwork stands alongside similar
works and the critic has to explain its most important when deciding its quality.
Evaluation can be tricky because our own biased views often come into play here,
and they shouldn't because we should let the work decide its own significance. For
example, a psychoanalytic literary theorist might take the psychological theories of
Sigmund Freud or Carl Jung and seek to reach a critical understanding of a novel
such as Ernest Hemingway’s For Whom the Bell Tolls. A literary theorist applying,
perhaps, Sigmund Freud’s notions of trauma to Hemingway’s novel might explore
the protagonist’s psychology, using Freud’s theoretical “tools”, argue that the
protagonist suffers from what Freud termed “shell shock” and that the novel, then,
can reasonably be argued to be a commentary upon the effects of war on the
psychology of individuals. Literary theorists and critics often adapt systems of
knowledge developed largely outside the realm of literary studies and impose them
upon literary texts for the purpose of discovering or developing new and unique
understandings of those texts that its traditional literary writer might not be
intellectually equipped to recognize.
“Western philosophy is a series of foot- notes to Plato” remarked the great
mathematician and philosopher A. N. Whitehead. While this claim may be
exaggerated, it rightly suggests that Plato gave initial formulation to the most basic
questions and problems of Western thought: How can we define goodness and
virtue? How do we arrive at truth and knowledge? What is the connection between
soul and body? What is the ideal political state? What is the use of literature and the
arts? Plato’s answers to these questions are still disputed; yet the questions
themselves have endured, often in the forms and contexts posed by Plato. According
to Plato, the world of Forms, being changeless and eternal, alone constitutes reality
that attempts to give reality an objective foundation which transcends mere
subjective opinion. In his theory of mimesis, he states that art deals with illusion,
being imitation of an imitation and thus twice removed from reality. Plato writes:
“If we mean our future guardians to regard the habit of quarrelling among
themselves as of all things the basest, no word should be said to them of the wars in
the heaven, or of the plots and fighting of the gods against one another, for they are
not true. If they would only believe as we would tell them that quarrelling is unholy,
and that never up to this time has there been any quarrelling between citizens. These
tales (of epics) must not be admitted into our State, whether they are supposed to
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have allegorical meaning or not.” Plato confused the study of ‘aesthetics’ with the
study of ‘morals’. Aristotle, his disciple removed that confusion and created the
study of aesthetics clearly stating that neither art is slavish imitation of reality nor
literature the photographic reproduction of life in all its totality, rather they are the
representations of selected events and characters necessary in a coherent action for
the realization of artist’s purpose. He even exalts, idealizes and imaginatively
recreates a world which has its own meaning and beauty. Comparing poetry with
history, he says that poet and the historian differ not by their medium, but the true
difference is that the historian relates ‘what has happened?’ but the poet deals with
‘what may/ought to have happened?- the ideal’. He therefore calls poetry more
philosophical as it tends to express the universal. Aristotle also argued Plato’s claim
of poetry making people weaker and sentimental. In his famous Poetics, he has
defined catharsis as ennobling that humbles human being. Aristotle therefore
believed that all good literature gives pleasure, which is not divorced from moral
lessons or civic morality.
Artistic creation cannot be fairly criticized on the ground that it is not the
creation in concrete terms of things and beings. R.A.Scott-James rightly observes:
“But though he (Poet) creates something less than that reality, he also creates
something more. He puts an idea and his perception into it giving us his intuition of
certain distinctive and essential qualities.” Plato’s theory may sound strange to
modern-day readers brought up on empiricist assumptions who tend to value what
is particular and unique as our modern science rests on accurate observation of
physical phenomena and we are trained to view the world immediately before us as
real. Such thinking was entirely foreign to Plato, whose insistence that reality lies in
the universal rather than in the particular that continued to profoundly influence
philosophy and theology until at least the eighteenth century when Enlightenment
thinkers began to see knowledge not as innately present in the mind but as deriving
from the particulars of sensory experiences. The inheritance of the modern world
from classical period is profound and pervasive and its influence in education is still
visible in its continued domination of the teaching of composition, influenced by
theorists of argumentation such as Stephen Toulmin.
To understand the importance of the gloss and commentary in the teaching
and transmission of texts, we need to analyze medieval books and manuscripts like
Bede’s De Arte Metrica, Dante’s Epistle etc closely. They were designed to include
gloss and substantial commentary within the very wide margins having negligible
division between the text and commentary unlike modern texts. Martin Irvene
suggests that medieval literary theory gave priority to inherited forms of literature
and stressed the virtue of treating traditional matter in novel ways rather than the
invention of radically new viewpoints giving much broader notion of “grammar,”
and its ideological importance in the entire scheme of medieval thought. From late
classical times until the early Renaissance, grammar had a foundational role,
furnishing a model of learning and interpretation particularly playing an analytical
role in deciding the critical role of significant texts. After the Renaissance, the
gradual rise of bourgeois economy and modes of thought reaching an explosive
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predominance in the late eighteenth and nineteenth centuries contributed to the
disintegration of arts in a severe process through increasing specialization, whereby
each area of inquiry aspired to a relative autonomy possessing not only its own
unique content but also its own methods.
The British Romantic movement of the early nineteenth century introduced
new aesthetic ideas to critical study of literature including the idea that the object of
literature need not always be beautiful, noble, or perfect, but that literature itself
could elevate a common subject to the level of the sublime Towards the end of 19th
century one of the greatest critic, Mathew Arnold remarked “This new swarm of
sophorists has got empire in our schools.” emphasizing the role of negative criticism
thriving in the literary circles revering the change of intellectual climate to that of
nihilism, nominalism and every degrading nature of interpretation which man is
capable of conceiving. He argues if criticism is really, in itself, a baneful and
injurious employment? And that all time given to writing critiques on the works of
others would be much better employed if it were given to original composition, of
whatever kind this may be? And that Johnson had better have gone on producing
more Irenes instead of writing his Lives of the Poets? Or that Wordsworth himself
was better employed in making his Ecclesiastical Sonnets, then when he made his
celebrated Preface, so full of criticism, and criticism of the works of others? He states
that a critic may with advantage seize an occasion for trying his own conscience,
and for asking himself of what real service, at any given moment, the practice of
criticism either is, or may be made, to his own mind and spirit, and to the minds and
spirits of others.
A formalist movement began in the start of 19th century with the belief that a
work of literature functions as a self-contained, self-referential aesthetic object, thus
opposing the philological schools focused on the history and meaning of individual
words and their relation to foreign and ancient languages, comparative sources, and
the biographical circumstances of the authors. It was called “New criticism” and the
pioneer critics of this movement were J.C. Ransom, I.A. Richards, T.S. Eliot etc.
Although T.S. Eliot regarded his criticism as merely a by-product of his private
poetry-workshop, he is by far regarded as the most important literary critic of the
20th century in the English-speaking world who influenced contemporary taste in
poetry most conspicuously, revaluating major periods of English poetry. In his
“Traditional and Individual talent”, he exalted Metaphysical poets, Dryden and the
French symbolists as the tradition of great poetry reacting strongly against
Romaniticism, further criticizing Miltonic tradition. His concept of ‘impersonal’
poetry, the description of creative process that demands ‘unified sensibility’ and uses
‘objective correlative’, his scheme of the history of English poetry as a process that
led to the ‘dissociation’ of an originally unified sensibility, his emphasis on the
‘perfection of common speech’ as the language of poetry, his discussion of the
relation between ideas and poetry under the term "belief"; all these are important
critical matters for which Eliot found memorable formulas, if not always convincing
solutions. Eliot argues that art must be understood not in a vacuum, but in the context
of previous pieces of art. Eliot's essay "Hamlet and his problems” interprets a
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connection among the words of the text and events, states of mind, and experiences
and is also an important idea of New criticism that treated literary texts as
autonomous and divorced from historical context.
Since the late 19th century, literary criticism has often made use of different
“theories” drawn from particular academic, scientific, or philosophical approaches
that appeared and peaked throughout European and North American intellectual
circles, colleges, and universities in the middle part of the 20th century. Northrope
Fry published the influential Anatomy of Criticism in 1957 noticing that some critics
tend to embrace an ideology and judge literary pieces on the basis of their adherence
to such ideology. For example, a psychoanalytic theorist might examine and
interpret a literary text strictly through the theoretical lens of psychoanalysis and
psychology and, in turn, offer an interpretation or reading of a text that focuses
entirely on the psychological dimensions of it. Literary theory proposes particular,
systematic approaches to literary texts that impose a particular line of intellectual
reasoning to it; influenced by Historical approach evaluating the life and society of
author, Philosophical approach probing into the seriousness of moral objective,
Formalistic study highlighting the value of analyzing text solely, Psychological
approach of Freud and Jung interpreting various influences on the character’s
psyche, Feministic approach focussing upon the effect on gender, Marxist approach
emphasizing the role of class and ideology, Deconstructionalism approach of
Jacques Derrida based on inherent contradictions in examining text, Eco-critical
approach deriving relation of natural sciences with literature.Modern day critics find
literary theory quite challenging to master but nevertheless can allow for incredibly
insights into literary texts that would otherwise be unreachable without making use
of the interpretive apparatus of literary theory.
Thus we see the role of criticism and thus of literary critics evolving
throughout history but their importance never reduced, rather increasing
exponentially in the modern era to provide a better understanding of the world, to
form a better outlook of nature of things and to arrive at better interpretation of
conditions predominant around us.
The “Englishness” of the English Novel
Scope: More specifically, we will identify the novel as a form with two major
dimensions: one sociological, the other psychological. A great novel can seem to
take in an entire society, exposing the hidden connections among entire classes of
people. At the same time, novels can give us a vivid sense of how particular
individuals think and feel. By the time we have finished reading a novel such as Ian
McEwan’s Saturday, we may feel that we know the main character better than we
know our own friends and neighbors. Once we have defined the novel in this way,
as a form preoccupied with the relationship between individuals and their larger
social world, we will be ready to consider some of the most distinctive features of
the English novel tradition, including its preoccupation with courtship and marriage
and its traditional preference for comedic plots. As a final illustration of these
differences, the lecture will compare two novels focused on the life of a writer—one
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French, Balzac’s Lost Illusions, and the other English, Dickens’s David Copperfield.
Whereas the English hero eventually finds a way to combine personal fulfillment
with professional success, the French protagonist is destroyed by his quest for fame
and social distinction.
Outline
We will ask ourselves what might distinguish the English novel tradition from
other national traditions. Are there themes or structures that tend to recur in English
novels, and if so, what are they?
The sociological dimension of the novel is crucially important, because novels
are almost always concerned with social distinctions, social hierarchies, and social
values. Novelists seem to be especially attentive to issues of social status, noting
what matters and how one gets ahead in particular communities.
In my view, novelists noticed these things long before they were codified by
sociologists. Novelists also noticed the social phenomenon later labeled as status
incongruence, that is, the possibility of conflict or tension among different factors in
the status equation. This is not to say that all novelists explore such issues in exactly
the same ways.
Many novels, such as those by Jane Austen, are focused rather narrowly,
concentrating on the members of a family or the residents of a small town. Other
novels take advantage of the form’s length, taking in dozens of characters and
moving from the top to the bottom of the social ladder. A novel such as Thackeray’s
Vanity Fair, published in monthly installments during 1847 and 1848, may seem to
describe an entire society, uncovering relationships among classes of people. In
addition to exploring these sociological issues, the novel also delves into human
psychology, providing vivid images of how individuals think and feel.
Whereas plays and films may be forced to concentrate on externals—how a
character moves or speaks—novels are free to probe the inner recesses of both head
and heart.
Some of the most important scenes in a novel may involve no dialogue at all.
In such scenes, a character may be sitting quietly, reflecting on his or her thoughts.
Because the novel can go slowly, such scenes may allow us to trace very subtle shifts
in feeling or mood. A recent example, one that illustrates the continuing vitality of
the novel tradition, comes from Ian McEwan’s Saturday (2005).
The central character is Henry Perowne, a middle-aged neurosurgeon.
Perowne is usually on the left politically, but recently, in the course of his medical
practice, he has treated an Iraqi expatriate—a professor who is still suffering the
aftereffects of torture at the hands of Saddam Hussein’s regime.
In a passage from Saturday, Perowne examines the question of the war from
all sides. This passage provides an excellent example of the novel’s interest in the
inner workings of the human mind. By the time we finish reading a novel like
Saturday, we may feel that we know the characters better than we know our own
friends and neighbors.
The sociological and psychological dimensions of the novel form are
closely related. Indeed, the novel’s close attention to the relationship between
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society and the self or the individual is one of its defining features. Novelist Jane
Smiley puts it well when she describes the form as being “first and foremost about
how individuals fit, or don’t fit, into their social worlds.”
Having defined the novel in this way, as a form preoccupied with the
relationship between self and society, we can appreciate the most distinctive features
of the English novel tradition. Perhaps the most obvious aspect of the English
tradition is its virtual obsession with courtship, love, and marriage.
Almost all of the greatest English novels of the 18th and 19th centuries can be
described as love stories. Love and marriage also loom large in the novels of the
20th century, dominating such Modernist classics as Sons and Lovers (1913),
Ulysses (1922), and To the Lighthouse (1927). This is really quite unusual. Major
works in other traditions (The Brothers Karamazov, Moby-Dick) are not best
described as love stories.
Even more important to the English tradition, especially in the 18th and 19th
centuries, is its striking preference for comedic plots. Comedic endings are indeed
happy endings. But there’s more to such endings than meets the eye. In comedic
endings, as characters are fit into the larger social order, a sense of harmony and
reconciliation is achieved. Because virtue is rewarded and vice is punished, a sense
of poetic justice also prevails. Thus, comedic endings offer us a vision of the world
as well-ordered and generally sympathetic to human needs and desires.
Taken together, the dominance of the courtship plot and the comedic ending
account for much of what we might call the “Englishness” of the English novel
tradition. To flesh out our sense of these matters, we compare two novels based on
the life of a writer—one French, Balzac’s Lost Illusions (1837–1843), and the other
English, Dickens’s David Copperfield (1849–1850). Although these novels are
roughly contemporary, and although they share an interest in the literary life,
Balzac’s depiction of the literary world is much more detailed, and much more
unsettling, than Dickens’s. By the end of Balzac’s story, the central character has
been destroyed by his pursuit of fame and fortune. Balzac’s point is not that the
character should have held fast to his original ideals but, rather, that idealism is
dangerous. It sets you up for a fall. Dickens’s hero, by contrast, emerges triumphant.
He refuses to negotiate with publishers and pays no attention to reviewers. He’s
devoted exclusively to his art. At the end of the novel, he returns home, not to be
lionized, but to marry his childhood sweetheart. The difference in these endings
suggests the larger differences between these two literary traditions.
In the French novel, society overwhelms and undermines the individual.
In the English novel, society provides for the hero. The world of David
Copperfield, though not without its difficulties, is finally a hospitable and satisfying
one.
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TOPIC 3. Literary Periods and Representatives
Renaissance Literature
The Renaissance in Europe was in one sense an awakening from the long
slumber of the Dark Ages. What had been a stagnant, even backsliding kind of
society re-invested in the promise of material and spiritual gain. There was the
sincerely held belief that humanity was making progress towards a noble summit of
perfect existence. How this rebirth – for Renaissance literally means rebirth – came
to fruition is a matter of debate among historians. What cannot be debated is that
humanity took an astounding leap forward after hundreds of years of drift. The
fourteenth through the sixteenth centuries in Europe witnessed a deliberate break
with feudal modes of living. Aristocratic landowners lost their hegemony over the
lower classes, as opportunities for growth and enrichment beckoned from the
swelling urban centers. In Italy, for example, educated citizens rediscovered the
grace and power of their classical, pagan traditions. Greek and Roman mythologies
and philosophies served as the inspirational material for a new wave of artistic
creation. Intellectuals adopted a line of thought known as “humanism,” in which
mankind was believed capable of earthly perfection beyond what had ever been
imagined before. The overwhelming spirit of the times was optimism, an
unquenchable belief that life was improving for the first time in anyone’s memory.
Indeed, the specter of the Dark Ages and the Black Death were still very fresh in
people’s minds, and the promise of moving forward and away from such horrors
was wholeheartedly welcome.
Several threads can be said to tie the entire European Renaissance together
across the three centuries which it spanned. The steady rise of nationalism, coupled
with the first flourishing of democracy, were traits common to the entire Continent.
The first inklings of a middle class began to gain power in the cities, as trade and
commerce became full enterprises in their own right. With the fear of contagion a
distant bad memory, and people eager to get out of their homes and see more of the
world, international and even global trade began to surge forward. Along with
products and wealth, ideas also spread from one nation to another. Fashions in
Venice soon became the fashions in Paris and eventually London. Speaking of the
British Islands, the well-known practice of young privileged men “touring” the
continent first began during the Renaissance. The ideas these travelers brought back
to their homelands would influence culture, government, literature and fashion for
many years thereafter. Until the Renaissance, Britain was regarded as something of
a wilderness, lacking culture and refinement. Even the English language was
disdained. The preeminent English philosopher Thomas More published
his Utopia in Latin, and a vernacular English translation did appear until decades
afterward.
The single greatest innovation of the Renaissance era was the printing press,
put into service around 1440 by Johannes Gutenberg. Rudimentary presses had
existed for a long time, but Gutenberg’s design maximized printing efficiency in a
way that changed the world of arts, letters, and ideas forever. His greatest innovation
was a means to rapidly produce movable typesets, meaning that new sheets of text
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could be set in place and printed with far less effort than had previously been the
case. The revolutionized printing press allowed for the fast and relatively cheap
reproduction of work. Certainly it is no coincidence that literacy rates saw a
measurable uptick in the decades following the press’s invention. The religious
upheaval known as the Protestant Reformation would not have been possible without
the capacity to make many copies of a document quickly and with minimal effort.
Martin Luther’s famous “95 Theses” spread like wildfire through Continental
Europe thanks to the newfound ease of reproduction. Even more so than easy
reproduction, printing changed the whole social economics of reading and learning.
No longer was literature a rarefied, privileged domain. The effect of having readily
available literature was almost inconceivably profound in its democratization of the
written word. Another overlooked aspect of this innovation is the effect that it had
on the act of reading. Previously, one document was read aloud to a group of people.
In the oral tradition, biblical or humorous stories were memorized and then passed
down. Thanks to the sudden increase in printed material, communal reading and the
oral tradition gradually gave way to silent, individual reading. At the time, silent
reading was considered something of a novelty, and there were even those who
looked upon the practice with suspicion. Nevertheless, the image of the individual
engaged with the text on a solitary journey of interpretation is a quintessential
Renaissance image.
Every nation in Western Europe experienced its own incarnation of the
Renaissance. In different nations, even different cities within the same nation, the
manifestations of Renaissance art and thought were unique. Whereas in one region,
architecture might be the most obvious outlet for new creative energies, in other
regions literature might take the most prominent position. At every locale, however,
the rebirth of passion and creativity had undeniably world-altering effects. Although
the Italian Renaissance is most familiar to students, the literary output of
Renaissance England rivals anything else of the period. Spanning the years 15001660, the English Renaissance produced some of the greatest works of literature the
world has known. The spirit of optimism, unlimited potential, and the stoic English
character all coalesced to generate literature of the first order. At the same time,
England graduated from an overlooked “barbarian” nation to a seat of commercial
power and influence. This power naturally translated into a literature that was bold,
sweeping, innovative, and trend-setting. Poets experimented with form, and
dramatists revived and reinvented the classical traditions of the Greeks and Romans.
The dominant forms of English literature during the Renaissance were the
poem and the drama. Among the many varieties of poetry one might have found in
sixteenth century England were the lyric, the elegy, the tragedy, and the pastoral.
Near the close of the English Renaissance, John Milton composed his epic Paradise
Lost, widely considered the grandest poem in the language. Conventions played a
large part in how particular poetic styles were manifested. Expectations about style,
subject matter, tone, and even plot details were well-established for each poetic
genre. Even the specific occasion demanded a particular form of poetry, and these
tried and true conventions were tacitly understood by all. Not infrequently, poetry
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of the era was intended to be accompanied by music. In any case, the general
consensus among critics is that the chief aim of English Renaissance verse was to
encapsulate beauty and truth in words. English poetry of the period was ostentatious,
repetitious, and often betrayed a subtle wit. One attribute that tended to set English
letters apart from the Continent was the willingness to intermix different genres into
a sort of hodgepodge, experimental affair. This pastiche style is exemplified in
Edmund Spenser’s Faerie Queen, a long poem which mingled elements of romance,
tragedy, epic and pastoral into an entertaining and still cohesive whole.
English court life and the opinions of noble patrons had a profound influence
on the direction of the arts. Being close to the king or queen was desirable, but also
dangerous. The literature reveals that courtiers were exceedingly clever with their
use of language, employing double meanings and sly wit to protect their own
interests. The verbal duels one might have overheard in the court naturally found
their way into the poetry and drama of the time. The nuanced communication style
of Shakespeare’s vivid characters, for example, had its genesis in the court of the
English royalty.
In the area of drama, no one matched William Shakespeare in terms of variety,
profundity, and exquisite use of language. His subject matter ran the gamut, from
classical Greco-Roman stories to contemporary tales of unrequited love.
Shakespeare is known for his ability to shift between comedy and tragedy, from
complex character study to light-hearted farce. He is likewise highly regarded for
the exquisite formal structure which all of his plays demonstrate. This goes beyond
just acts and scenes, but encompasses the emotional and psychological arc of the
action in the drama. More than anyone else, he elevated the English language to a
level of sumptuousness that previous generations would not have thought possible.
In particular, Shakespeare’s sonnets display a verbal pyrotechnics seldom seen even
today, with images layered one on top of another in a kind of sensory collage.
Strangely enough, very few details of the playwright’s life are known today. His
uncertain biography has led to numerous conspiracy theories, even to the point of
questioning whether he was in fact a single person. One of the profound difficulties
in ascribing authorship to any piece of literature from so long ago is that copyright,
in the modern sense of the term, did not exist. A writer simply did not own his or her
own words, an inconceivable state of affairs
The theatre in Renaissance England steadily evolved from a village festival
attraction to a bona fide cultural institution. During the Middle Ages, troops of
vagabond actors would perform morality plays, essentially live-action sermons, to
delighted provincial audiences. In 1567, the Red Lion was erected on the outskirts
of London, one of the first commercial playhouses. From the very beginning, the
theater had its detractors. Locals despised the crowd and the noise that the popular
houses attracted, and the pubs and brothels that inevitably cropped up nearby. Many
saw the theater as an invitation to laziness, with children abandoning their studies
and laborers leaving work to see the plays. Others found the subject matter
distasteful and wicked. The Puritans, in particular, aimed their barbs directly at the
Elizabethan stage. The intensely conservative offshoot of Protestantism, the Puritans
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feared that the cross-dressing and playacting one found at the theater would lead to
sexual corruption among the general populace.
One of the greatest stumbling blocks for artists and writers during the English
Renaissance was the ever-present need to somehow eke a living out of their craft.
The system of patronage was one means by which talented and creative individuals
sustained themselves. A patron was an independently wealthy noble person who had
a taste for the finer things, and lavished money and attention on artists who catered
to that taste. In some cases, the patron surrounded themselves with poets and
dramatists as a mere pretence. On the other hand, many patrons had a deep and
genuine appreciation for artistic creation. From the point of view of the starving
artist who reaped the benefits of such generosity, it did not really matter either way.
The freedom to pursue one’s craft to the utmost would certainly have been a blessing
in sixteenth century England. Original manuscripts which have survived the ravages
of time bear witness to the importance of securing the blessings of a wealthy patron.
Typically, such works are dedicated to the patron who provided the funds for its
production. Or, the writer may be seeking the good favor of a patron who has yet to
loosen their purse strings. There are even accounts of a single piece of literature
being reproduced and dedicated to several potential patrons, a kind of wide net
approach that demonstrates the business savvy required of the Renaissance artists.
In the majority of cases, artists had to give much of their time to a career in some
other more lucrative field and only pursue their craft as a sort of hobby. Four hundred
years have done little to change that unfortunate reality.
The unbounded optimism and humanist spirit of the Renaissance could not go
on forever. By the middle of the seventeenth century, the quest for human perfection
had given way to decadence, cynicism, and an introversion which would stifle
creativity for a long time to come. In England, the rise of Puritanism, itself an
offshoot of Renaissance philosophy, put the brakes on the pursuit of knowledge and
aesthetic endeavors. Another factor leading to the end of the English Renaissance
was the failure of Queen Elizabeth to produce an heir. All of England adored their
Queen, yet she was literally the end of a line. The power vacuum she left behind was
immense, and set the stage for shocking violence and intrigue. In a nation fraught
with such political uncertainty, the arts invariably suffered a decline.
Major Writers of the Renaissance Period
•
Elizabeth I (1533-1603)
•
Campion, Thomas (1567-1620)
•
Donne, John (1572-1631)
•
Jonson, Ben (1572-1637)
•
Shakespeare, William (1564-1616)
•
Marlowe, Christopher (1564-1593)
•
Milton, John (1608-1674)
•
Spenser, Edmund (1552-1599)
•
Sir Philip Sydney (1554-1586)
•
Sir Thomas More (1478-1535)
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•
•
•
•

Sir Thomas Wyatt the Elder (1503-1542)
Sir Walter Raleigh (1552-1618)
Calvin, John (1509-1564)
Wroth, Mary (ca. 1587- ca. 1651)

The Enlightenment
The Enlightenment, sometimes referred to as the Age of Reason, was a
confluence of ideas and activities that took place throughout the eighteenth century
in Western Europe, England, and the American colonies. Scientific rationalism,
exemplified by the scientific method, was the hallmark of everything related to the
Enlightenment. Following close on the heels of the Renaissance, Enlightenment
thinkers believed that the advances of science and industry heralded a new age of
egalitarianism and progress for humankind. More goods were being produced for
less money, people were traveling more, and the chances for the upwardly mobile to
actually change their station in life were significantly improving. At the same time,
many voices were expressing sharp criticism of some time-honored cultural
institutions. The Church, in particular, was singled out as stymieing the forward
march of human reason. Many intellectuals of the Enlightenment practiced a variety
of Deism, which is a rejection of organized, doctrinal religion in favor of a more
personal and spiritual kind of faith. For the first time in recorded Western history,
the hegemony of political and religious leaders was weakened to the point that
citizens had little to fear in making their opinions known. Criticism was the order of
the day, and argumentation was the new mode of conversation.
Francis Bacon and Isaac Newton are frequently mentioned as the progenitors
of the Enlightenment. In the later phase of the English Renaissance, Bacon
composed philosophical treatises which would form the basis of the modern
scientific method. Bacon was also a logician, pointing out the false pathways down
which human reason often strays. He was also an early proponent of state funding
for scientific inquiry. Whereas Bacon worked in the realm of ideas and language,
Isaac Newton was a pure scientist in the modern sense. Like Galileo, he relied on
observation and testing to determine the soundness of his theories. He was a firm
believer in the importance of data, and had no philosophical qualms regarding the
reliability of the senses. Newton’s Principia, completed in 1687, is the foundation
of the entire science of physics. This mechanistic view of the universe, a universe
governed by a set of unchanging laws, raised the ire of the Church fathers. However,
the mode of inquiry which both Bacon and Newton pioneered became much more
influential than the Church’s teachings. The Enlightenment would see these ideas
applied to every segment of life and society, with huge ramifications for citizens and
rulers alike.
The Enlightenment was, at its center, a celebration of ideas – ideas about what
the human mind was capable of, and what could be achieved through deliberate
action and scientific methodology. Many of the new, enlightened ideas were political
in nature. Intellectuals began to consider the possibility that freedom and democracy
were the fundamental rights of all people, not gifts bestowed upon them by
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beneficent monarchs or popes. Egalitarianism was the buzzword of the century, and
it meant the promise of fair treatment for all people, regardless of background.
Citizens began to see themselves on the same level as their leaders, subject to the
same shortcomings and certainly subject to criticism if so deserved. Experimentation
with elected, consensual leadership began in earnest. The belief was that the
combined rationality of the people would elect the best possible representatives. The
idea of a collective, national intelligence led many to imagine that virtually all the
world’s serious problems would soon be solved. Discussion and debate were
considered healthy outlets for pent-up frustrations, not signs of internal weakness.
Argumentation as a style of decision-making grew out of the new scientific method,
which invited multiple hypotheses to be put to the test. Empiricism, or the reliance
on observable, demonstrable facts, was likewise elevated to the level of public
discourse. During the Renaissance, there was certainly unbridled optimism, and a
sense of humanity’s great unfulfilled potential. The Enlightenment was believed to
be the realization of the tools and strategies necessary to achieve that potential. The
Renaissance was the seed, while the Enlightenment was the blossom.
The idea of a “public,” an informed collection of citizens invested in the
common good and preservation of the state, reached fruition during the
Enlightenment. Curiously, the coffee shop or café became the unofficial center of
this new entity. Citizens would gather to read whatever literature was available, to
engage in heated conversation with neighbors, or to ponder the affairs of state. What
made this kind of revolution in free time possible was an increasingly urban,
sophisticated population coupled with the steady progress of industrialization. The
coffee houses became the stomping grounds of some of the greatest thinkers of the
age. Indeed, democracy would have been unachievable if the citizens had no
community forum in which to commiserate, plan, and debate their needs and desires.
Grassroots political movements were the natural outgrowth of these populist venues.
It must be stated, of course, that this public entity was still a very exclusive one.
Women, minorities, and the lower classes were not exactly welcomed into this new
civil discourse. For all the high-minded discussion of a new, egalitarian social order,
the western world was still predominantly owned by middle class men.
One of the beneficial effects of the Industrial Revolution was a surge in the
amount of reading material available to the general public. Consequently, the cost
of such material decreased to the point that literature was no longer the sole purview
of aristocrats and wealthy merchants. Literacy rates are believed to have risen
dramatically during the eighteenth century, as the upwardly mobile citizenry
clamored for information, gossip, and entertainment. Some coffee houses and salons
appealed to more lowbrow tastes, and these were sometimes the target of authorities.
Personal libraries were still expensive, but they were becoming more common. The
trend of solitary reading, initiated during the Renaissance, continued unabated
throughout the Enlightenment. The first modern lending libraries began to dot the
provincial capitals of Europe, with the trend eventually reaching America as well. A
literate public was a more opinionated public, and so more equipped to engage in
the political discourse. Probably some of the elites looked upon the new reading
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public with disdain. However, the days of literature as a sacred and guarded realm
open only to a few were all but gone by the time the nineteenth century arrived.
In Europe, Voltaire and Jean-Jacques Rousseau were the torchbearers of
Enlightenment literature and philosophy. Rousseau was a strong advocate for social
reform of all kinds. He more or less invented the autobiography as it is known today.
His most important work, however, was Émile, a massively influential piece of nonfiction that argues for extensive and liberal education as the means for creating good
citizens. Rousseau’s work on behalf of social empowerment and democracy would
remain influential long after his passing. Espousing similar political positions,
Voltaire employed dry wit and sarcasm to entertain his readers while making
convincing arguments for reform. Voltaire was in fact the pen name of FrancoisMarie Arouet, and there are endless interpretations of the meaning of that name. On
the most practical level, a pen name probably helped shield him from the persecution
which his writings encouraged. For like Rousseau, Voltaire had harsh criticism for
many of the powers-that-were. He reserved especially pointed barbs for the Church,
which he reviled as intolerant, backward, and too steeped in dogma to realize that
the world was leaving the institution behind. Together, Voltaire and Rousseau are
the most well-known of a collective of European writers working to promulgate
Enlightenment philosophy, all for the sake of making their world a better and fairer
place.
Britain likewise had her share of satirists and humorists attacking the tired and
ponderous institutions of the eighteenth century. In the genre of the novel, Jonathan
Swift is probably most well-remembered. In all honesty, the Enlightenment was a
bit of a dry spell for English literature. Working in the shadow of the Elizabethans
presented creative difficulties for English writers, as no one could quite determine
how to follow up after Shakespeare and Marlowe. Swift answered the call with a
sizzling wit that resonates to this day. Gulliver’s Travels has established itself as a
classic of world, not just English, literature. The fantastic story, which in one sense
could be seen as mere children’s literature, works on multiple levels at once. Each
of the societies that Gulliver encounters has a metaphorical relation to the eighteenth
century in England. Whereas some authors confronted social injustice head-on,
Swift preferred the inviting trickery of the allegory. His sense of humor charmed his
admirers, disarmed his critics, and cemented his reputation in literary history.
Alexander Pope was arguably the only great poet of Enlightenment England.
Not surprisingly, he was a controversial figure who invited as much scorn as praise.
His biting satires were not modulated with as much humor as Swift or Voltaire, so
he drew down the thunder of many powerful figures. From a literary standpoint,
Pope was an innovator on several fronts. For one, he popularized the heroic couplet,
a sophisticated rhyme scheme that suited his subject matter well. He took mundane
settings and events and made them grandiose, a kind of irony that anticipated
Modernism by two centuries. He blended formal criticism into his poetry, a diffusion
of generic boundaries that also strikes one as an entirely modern practice. In his own
day, Pope was possibly most admired for his capable and effective translations of
classic literature. He single-handedly elevated translation to an art-form, and
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demonstrated that a good poetic sensibility was necessary to pull it off with any
success. Pope’s great masterpiece was The Dunciad, a four-part, scathing indictment
of eighteenth century English society. Although he initially attempted to conceal his
authorship, the vitriol of his attacks made it clear that only Alexander Pope could
have produced such a piece of literature. Unlike most of his Enlightenment brethren,
Pope was singularly pessimistic about the future of civil society. Perhaps he foresaw
that the tide of rationalism could sweep out just as easily as it had swept in.
Like many other intellectual movements, the Enlightenment frame of mind
transcended the distance between Europe and the American colonies. However, the
vastly different political climate of the colonies meant that the Enlightenment was
realized in very different ways. Though it may have been transmuted, the essential
elements of Enlightenment philosophy had a profound impact on the history of the
New World. Benjamin Franklin and Thomas Paine, each in his own way, took up
the mantle of rational thinking and encouraged that perspective for an entire society.
In America, one could effectively argue that the Enlightenment provided the
accelerant for the fires of revolution. For Paine especially, the new ideas from
Europe incited in him a desire to see the colonies separate and independent from the
British Crown. His Common Sense, an impassioned yet well-reasoned plea for
independence, was instrumental in gathering supporters to the cause. The rallying
cry of “No Taxation without Representation” was the manifestation of
Enlightenment principles of fair governance. Franklin, for his part, was more
utilitarian in his approach to matters of public consequence. He saw the need for
becoming independent of the British Empire, but he also foresaw the difficulties in
forging a strong and lasting union out of disparate and competing colonial interests.
His contributions at the Constitutional Conventions were indispensible, and needless
to say informed by the principles of rational thinking and the observable facts of the
matter.
The essential beliefs and convictions of Enlightenment thinkers were by and
large committed to writing, thus a fairly accurate sketch of the eighteenth century
mind is available to historians working in this century. The principles set forth during
the Enlightenment had consequences in the near term that very few anticipated, and
these would spell the end of the so-called Age of Reason. If there is a historical
moment that can be said to mark the beginning of the end of the Enlightenment, then
that moment was the French Revolution. France in 1789 was an example of a civil
society intoxicated with its own power. The belief that the collective power of the
public will could shape the future devolved into a kind of ecstatic anarchy. The
sadism that French citizens perpetrated on each other was horrifying to the entire
western world, and governments took quick measures to curtail the possibility of
such violence on their own soil.
As the eighteenth century drew to its inevitable close, the passionate calls for
social reform and a utopian, egalitarian society quieted down substantially. If
nothing else, people were simply tired. The bloodshed in France and a variety of
other upheavals had seemed to demonstrate that Enlightenment principles were not
practical, or at least not yet. The atmosphere that permeated early nineteenth century
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Europe was one of relative tranquility. Granted, there had been substantial gains
made in nearly all walks of life thanks to the progressive ideas of the Enlightenment.
Science had been propelled forward, such that the traditional authority of the Church
was in real jeopardy. Monarchs no longer ruled by Divine Right, and citizens had
frank conversations about their nation’s policies and the course of world events. The
literary world, too, had to catch its breath. No one yet knew how to deal with a
suddenly literate public, clamoring for reading material. The next several decades
would be spent figuring that out. Despite its apparent failures and setbacks, the
Enlightenment paved the way for the modern world.
Major Writers of the Enlightenment
•
Congreve, William (1670-1729)
•
Diderot, Denis (1713-1784)
•
Franklin, Benjamin (1706-1790)
•
Hume, David (1711-1776)
•
Johnson, Samuel (1709-1784)
•
Locke, John (1632-1704)
•
Kant, Immanuel (1724-1804)
•
Newton, Sir Isaac (1642-1727)
•
Paine, Thomas (1737-1809)
•
Pope, Alexander (1688-1744)
•
Rousseau, Jean-Jacques (1712-1778)
•
Swift, Jonathan (1667-1745)
•
Voltaire (1694-1778)
•
Wollstonecraft, Mary (1759-1797)
Romancticism
No other period in English literature displays more variety in style, theme, and
content than the Romantic Movement of the eighteenth and nineteenth centuries.
Furthermore, no period has been the topic of so much disagreement and confusion
over its defining principles and aesthetics. Romanticism, then, can best be described
as a large network of sometimes competing philosophies, agendas, and points of
interest. In England, Romanticism had its greatest influence from the end of the
eighteenth century up through about 1870. Its primary vehicle of expression was in
poetry, although novelists adopted many of the same themes. In America, the
Romantic Movement was slightly delayed and modulated, holding sway over arts
and letters from roughly 1830 up to the Civil War. Contrary to the English example,
American literature championed the novel as the most fitting genre for
Romanticism’s exposition. In a broader sense, Romanticism can be conceived as an
adjective which is applicable to the literature of virtually any time period. With that
in mind, anything from the Homeric epics to modern dime novels can be said to bear
the stamp of Romanticism. In spite of such general disagreements over usage, there
are some definitive and universal statements one can make regarding the nature of
the Romantic Movement in both England and America.
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First and foremost, Romanticism is concerned with the individual more than
with society. The individual consciousness and especially the individual imagination
are especially fascinating for the Romantics. “Melancholy” was quite the buzzword
for the Romantic poets, and altered states of consciousness were often sought after
in order to enhance one’s creative potential. There was a coincident downgrading of
the importance and power of reason, clearly a reaction against the Enlightenment
mode of thinking. Nevertheless, writers became gradually more invested in social
causes as the period moved forward. Thanks largely to the Industrial Revolution,
English society was undergoing the most severe paradigm shifts it had seen in living
memory. The response of many early Romantics was to yearn for an idealized,
simpler past. In particular, English Romantic poets had a strong connection with
medievalism and mythology. The tales of King Arthur were especially resonant to
their imaginations. On top of this, there was a clearly mystical quality to Romantic
writing that sets it apart from other literary periods. Of course, not every Romantic
poet or novelist displayed all, or even most of these traits all the time.
On the formal level, Romanticism witnessed a steady loosening of the rules
of artistic expression that were pervasive during earlier times. The Neoclassical
Period of the eighteenth century included very strict expectations regarding the
structure and content of poetry. By the dawn of the nineteenth century,
experimentation with new styles and subjects became much more acceptable. The
high-flown language of the previous generation’s poets was replaced with more
natural cadences and verbiage. In terms of poetic form, rhymed stanzas were slowly
giving way to blank verse, an unrhymed but still rhythmic style of poetry. The
purpose of blank verse was to heighten conversational speech to the level of austere
beauty. Some criticized the new style as mundane, yet the innovation soon became
the preferred style. One of the most popular themes of Romantic poetry was country
life, otherwise known as pastoral poetry. Mythological and fantastic settings were
also employed to great effect by many of the Romantic poets.
Though struggling and unknown for the bulk of his life, poet and artist
William Blake was certainly one of the most creative minds of his generation. He
was well ahead of his time, predating the high point of English Romanticism by
several decades. His greatest work was composed during the 1790s, in the shadow
of the French Revolution, and that confrontation informed much of his creative
process. Throughout his artistic career, Blake gradually built up a sort of personal
mythology of creation and imagination. The Old and New Testaments were his
source material, but his own sensibilities transfigured the Biblical stories and led to
something entirely original and completely misunderstood by contemporaries. He
attempted to woo patrons to his side, yet his unstable temper made him rather
difficult to work with professionally. Some considered him mad. In addition to
writing poetry of the first order, Blake was also a master engraver. His greatest
contributions to Romantic literature were his self-published, quasi-mythological
illustrated poetry collections. Gloriously colored and painstaking in their design, few
of these were produced and fewer still survive to the present day. However, the craft
and genius behind a work like The Marriage of Heaven and Hell cannot be ignored.
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If one could identify a single voice as the standard-bearer of Romantic
sensibilities, that voice would belong to William Wordsworth. His publication
of Lyrical Ballads in 1798 is identified by many as the opening act of the Romantic
Period in English literature. It was a hugely successful work, requiring several
reprinting over the years. The dominant theme of Lyrical Ballads was Nature,
specifically the power of Nature to create strong impressions in the mind and
imagination. The voice in Wordsworth’s poetry is observant, meditative and aware
of the connection between living things and objects. There is the sense that past,
present, and future all mix together in the human consciousness. One feels as though
the poet and the landscape are in communion, each a partner in an act of creative
production. Wordsworth quite deliberately turned his back on the Enlightenment
traditions of poetry, specifically the work of Alexander Pope. He instead looked
more to the Renaissance and the Classics of Greek and Latin epic poetry for
inspiration. His work was noted for its accessibility. The undeniable commercial
success of Lyrical Ballads does not diminish the profound effect it had on an entire
generation of aspiring writers.
In the United State, Romanticism found its voice in the poets and novelists of
the American Renaissance. The beginnings of American Romanticism went back to
the New England Transcendental Movement. The concentration on the individual
mind gradually shifted from an optimistic brand of spiritualism into a more modern,
cynical study of the underside of humanity. The political unrest in mid-nineteenth
century America undoubtedly played a role in the development of a darker aesthetic.
At the same time, strongly individualist religious traditions played a large part in the
development of artistic creations. The Protestant work ethic, along with the
popularity and fervor of American religious leaders, fed a literary output that was
undergird with fire and brimstone.
The middle of the nineteenth century has only in retrospect earned the label
of the American Renaissance in literature. No one alive in the 1850s quite realized
the flowering of creativity that was underway. In fact, the novelists who today are
regarded as classic were virtually unknown during their lifetimes. The novelists
working during this period, particularly Nathaniel Hawthorne and Herman Melville,
were crafting densely symbolic and original pieces of literature that nonetheless
relied heavily upon the example of English Romanticism. However, there work was
in other respects a clean break with any permutation of Romanticism that had come
before. There was a darkness to American Romanticism that was clearly distinct
from the English examples of earlier in the century.
Herman Melville died penniless and unknown, a failed writer who recognized
his own brilliance even when others did not. It would take the Modernists and their
reappraisal of American arts and letters to resuscitate Melville’s literary corpus. In
novels like Benito Cereno and Moby Dick, Melville employed a dense fabric of
hinted meanings and symbols that required close reading and patience. Being wellread himself, Melville’s writing betrays a deep understanding of history, mythology,
and religion. With Moby Dick, Melville displays his research acumen, as in the
course of the novel the reader learns more than they thought possible about whales
34

and whaling. The novel itself is dark, mysterious, and hints at the supernatural.
Superficially, the novel is a revenge tale, but over and above the narrative are
meditations of madness, power, and the nature of being human. Interestingly, the
narrator in the first few chapters of the novel more or less disappears for most of the
book. He is in a sense swallowed up by the mania of Captain Ahab and the crew.
Although the novel most certainly held sway, poetry was not utterly silent
during the flowering of American Romanticism. Arguably the greatest poet in
American literary history was Walt Whitman, and he took his inspiration from many
of the same sources as his fellows working in the novel. His publication of Leaves
of Grass in 1855 marked a critical moment in the history of poetry. Whitman’s voice
in his poetry was infused with the spirit of democracy. He attempted to include all
people in all corners of the Earth within the sweep of his poetic vision. Like Blake,
Whitman’s brand of poetics was cosmological and entirely unlike anything else
being produced at the time. Like the rest of the poets in the Romantic tradition,
Whitman coined new words, and brought a diction and rhythmic style to verse that
ran counter to the aesthetics of the last century. Walt Whitman got his start as a
writer in journalism, and that documentary style of seeing the world permeated all
his creative endeavors.
In somewhat of a counterpoint to Whitman’s democratic optimism stands
Edgar Allen Poe, today recognized as the most purely Romantic poet and short story
writer of his generation. Poe crafted fiction and poetry that explored the strange side
of human nature. The English Romantics had a fascination with the grotesque and
of “strange” beauty, and Poe adopted this aesthetic perspective willingly. His singsong rhythms and dreary settings earned him criticism on multiple fronts, but his
creativity earned him a place in the first rank of American artists. He is credited as
the inventor of detective fiction, and was likewise one of the original masters of
horror. A sometimes overlooked contribution, Poe’s theories on literature are often
required reading for students of the art form.
The master of symbolism in American literature was Nathaniel Hawthorne.
Each of his novels represents worlds imbued with the power of suggestion and
imagination. The Scarlet Letter is often placed alongside Moby Dick as one of the
greatest novels in the English language. Not a single word is out of place, and the
dense symbolism opens the work up to multiple interpretations. There are
discussions of guilt, family, honor, politics, and society. There is also Hawthorne’s
deep sense of history. Modern readers often believe that The Scarlet Letter was
written during the age of the Puritans, but in fact Hawthorne wrote a story that was
in the distant past even in his own time. Another trademark of the novel is its
dabbling in the supernatural, even the grotesque. One gets the sense, for example,
that maybe something is not quite right with Hester’s daughter Pearl. Nothing is
what it appears to be in The Scarlet Letter, and that is the essence of Hawthorne’s
particular Romanticism.
Separate from his literary production, Hawthorne wrote expansively on
literary theory and criticism. His theories exemplify the Romantic spirit in American
letters at mid-century. He espoused the conviction that objects can hold significance
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deeper than their apparent meaning, and that the symbolic nature of reality was the
most fertile ground for literature. In his short stories especially, Hawthorne explored
the complex system of meanings and sensations that shift in and out of a person’s
consciousness. Throughout his writings, one gets a sense of darkness, if not outright
pessimism. There is the sense of not fully understanding the world, of not getting
the entire picture no matter how hard one tries. In a story like “Young Goodman
Brown,” neither the reader nor the protagonist can distinguish reality from fantasy
with any sureness.
As has been argued, Romanticism as a literary sensibility never completely
disappeared. It was overtaken by other aesthetic paradigms like Realism and
Modernism, but Romanticism was always lurking under the surface. Many great
poets and novelists of the twentieth century cite the Romantics as their greatest
inspirational voices. The primary reason that Romanticism fell out of the limelight
is because many writers felt the need to express themselves in a more immediate
way. The Romantic poets were regarded as innovators, but a bit lost in their own
imaginations. The real problems of life in the world seemed to be pushed aside. As
modernization continued unchecked, an earthier kind of literature was demanded,
and the Romantics simply did not fit that bill.
Major Writers of the Romanticism Movement
•
Hawthorne, Nathaniel (1804-1864)
•
Whitman, Walt (1819-1892)
•
Poe, Edgar Allen (1809-1849)
•
Shelley, Mary (1797-1851)
•
Shelley, Percy Bysshe (1792-1822)
•
Wordsworth, William (1770-1850)
•
Coleridge, Samuel Taylor (1772-1834)
•
Melville, Herman (1819-1891)
•
Blake, William (1757-1827)
•
Lord Byron (1788-1824)
•
Keats, John (1795-1821)
•
Bryant, William Cullen (1794-1878)
•
Cooper, James Fenimore (1789-1851)
•
Longfellow, Henry Wadsworth (1807-1882)
•
Irving, Washington (1783-1859)
•
Lowell, James Russell (1819-1891)
•
Whittier, John Greenleaf (1807-1892)
Trancendentalism
In the early to mid-nineteenth century, a philosophical movement known as
Transcendentalism took root in America and evolved into a predominantly literary
expression. The adherents to Transcendentalism believed that knowledge could be
arrived at not just through the senses, but through intuition and contemplation of the
internal spirit. As such, they professed skepticism of all established religions,
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believing that Divinity resided in the individual, and the mediation of a church was
cumbersome to achieving enlightenment. The genesis of the movement can be
accurately traced to 1836 and the first gathering of the Transcendental Club in
Cambridge, Massachusetts. The father of the movement, an appellation he probably
did not relish, was Ralph Waldo Emerson. Other prominent contributors included
Henry David Thoreau, Margaret Fuller, William Henry Channing, and George
Ripley. In the grand scheme, the Transcendentalist’s moment on the literary stage
was decidedly brief. With Fuller’s death in 1850, one of the movement’s great
advocates was silenced. Emerson lacked the vitality and desire to follow in her path.
Though their hold on the public imagination was short-lived, the long-lasting
influence that the Transcendentalists had on American literature cannot be denied.
Even the philosophy’s critics were forced to acknowledge the effects that the
Transcendental Movement had on the world, particularly the American experience
of the world. For Transcendentalism was a distinctly American expression, with
concerns and ideals that perhaps did not fully translate in England or Continental
Europe. The philosophy was inexorably bound together with American’s
expansionist impulse, as well as the troubling question of slavery and women’s place
in society. A philosophical-literary movement cannot solve such problems, but it can
provide the vocabulary to discuss them reasonably.
On the most basic level, Transcendentalism represented a new way of
understanding truth and knowledge. The roots of the philosophy go back to
Germany, specifically the writings and theories of Immanuel Kant. In contrast to the
scientific revolutions which were daily adding to the store of facts, Kant concerned
himself with the abstractions of existence – those things which cannot be known for
sure. He argued that individuals have it in their power to reason for themselves
whether a thing be true or not, and how to fit their reasoning into an overall view of
the world. Kant set himself apart from those who believed the senses to be perfect
measures of reality. He encouraged a healthy level of doubt and skepticism, but not
to the point of nihilistic despair. Kant asserted that humans must embrace the fact
that some things cannot be known with certainty, no matter how advanced science
and technology become. Together with the spiritualism of Emanuel Swedenborg, a
religious mystic gathering a large following in Western Europe, American
intellectuals had the ingredients for a philosophical mélange that blended a powerful
idealism with Puritanical humility and work ethic.
In addition to their heady philosophical forebears, the Transcendentalists
owed a great debt to the English Romantics of the late eighteenth and early
nineteenth centuries. Many distinctly Romantic tropes echo through the pages of
Transcendental literature. Obviously, the predilection to turn to the natural world for
intimations of truth was a recurrent theme for the Romantics. In Transcendental
philosophy, the grind of ordinary life and society are seen as barriers between the
self and the spirit. Thus, Nature presents a way to free the mind of its typical
distractions. The very word “transcend” connotes moving beyond some stultifying
condition of mind or body. Another strongly Romantic concept that the
Transcendentalists embraced was the renewed potency and potentiality of the
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individual. Specifically, the imagination was glorified as one of the defining, almost
divine characteristics of consciousness. Through imagination, the human mind could
extend itself in ways that had never been considered. Transcendentalists differed
somewhat from the Romantics in that they ultimately wanted to effect change, both
personally and globally. Romanticism, generally speaking, was too much
preoccupied with the ego and aesthetics to work for change in the real world. This
newly enlightened, transcendent individual could go into the world and work to
make it a better place. The Transcendental Movement was nothing if not idealist.
Not surprisingly, the conflation of German philosophy and English
Romanticism transplanted on American soil produced something quite original. The
fact that the United States was still such a young nation, still seeking out her borders,
had a powerful impact on the literature being produced. Emerson and his
contemporaries saw a nation on the brink of discovering its own voice. Until that
time, American literature had merely replicated the fashions of Europe. There was
precious little originality or innovation. Furthermore, the cultural hub of the new
nation was firmly rooted New England. The remainder of the continent was still
rather a wild place, where surviving was a more pressing concern than producing
high art or pondering the day’s big questions. The Transcendentalists saw an
opportunity to make a break with England and forge a new literature for a new
continent. That literature would be bold and expressive, and a bit wild, like the land
itself.
If the Transcendental Movement had a founding father, then he was most
certainly Ralph Waldo Emerson. However, he only reluctantly adopted the role of
figurehead. He mostly preferred to remain behind the scenes, observing the action
but not participating. Emerson was a man of deep faith, though in his personal life
he was struck down more than once by tragedy. His first wife Ellen Tucker died of
tuberculosis after just two years of marriage. The loss was deeply felt by Emerson.
He later remarried, only to lose the first child of that marriage to illness as well. Such
tragedies naturally came to inform Emerson’s way of seeing the world. Despite such
ample experience of the dark side of life, Emerson managed to carry forward with a
sort of resolute stoicism, if not optimism. At Harvard Divinity School’s 1836
Commencement, he delivered an oration that would become the foundational
document of New England Transcendentalism. In “The American Scholar,”
Emerson beckoned for a new kind of spirit to take root in humanity, a spirit fueled
by individualism, creativity, and a tireless work ethic. That Emerson’s idealized
scholar was “American” is not by accident. The belief that the young nation was
fertile ground for a new and more enlightened kind of citizen was quite popular at
the time. The Puritan forebears planted the seed of American exceptionalism, which
grew fast and strong in the intellectual atmosphere of nineteenth century New
England.
In sharp contrast to the sober calculation of Ralph Waldo Emerson is the life
and work of Henry David Thoreau. Not content to simply muse and write about the
new way of thinking, Thoreau sought to live the Transcendental life to its fullest
potential. He spent two years living in a self-built cabin on Walden Pond on land
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that belonged to Emerson. His goal was to simplify his existence, get back in tune
with the natural world, and have more freedom to write and meditate. Thoreau would
later recount his experience in Walden, or Life in the Woods. By far his most famous
work, Walden is part autobiography and part rambling essay. He anticipates stream
of consciousness narratives, while laying the foundation for later forms of social
activism and naturalistic living. While living on Walden Pond, Thoreau was arrested
and spent a night in jail for tax evasion. He argued that his political beliefs forbade
him from supporting the government through taxes. The experience of his arrest
served as the inspiration for an essay which would later be known as Civil
Disobedience. In the essay, Thoreau outlines the justification and even the
responsibility of citizens to peacefully resist the government’s power whenever that
power reached too far.
The individualist politics of Henry David Thoreau sometimes earned him the
label of anarchist. He was vehemently anti-slavery his whole life, though he also
opposed warfare as a kind of barbarity. Though no one can know for certain, it is
probable that Thoreau was chaste his entire life. From many corners, he was decried
as cowardly in his retreat from the normal flow of life. For Thoreau, retreating to the
isolation of Walden was absolutely necessary for his creative impulses to flourish.
He was firm in his beliefs, which he arrived at through steady and careful reasoning.
More than any other intellectual, Thoreau put into practice many of the basic
assumptions of the Transcendentalist way of thinking. At Walden Pond, he lived
almost entirely on what the land would provide for him. He communicated little with
the outside world, despite the fact that he was only a few miles from civilization. It
is a fair criticism that Thoreau’s expression of Transcendentalist philosophy was
impractical. Not everyone can retreat into solitude for years at a time. Society would
grind to a halt were the whole world to go on leave. However, the literary output that
Walden Pond allowed for is a landmark in American philosophy.
Ralph Waldo Emerson may have been the father of the Transcendental
Movement, but Margaret Fuller had arguably as much influence on its development
as anyone else. Emerson was somewhat reluctant to attach his name to progressive
political initiatives. He reportedly turned down invitations to speak at abolitionist
meetings. It was not that Emerson disagreed with such political and social ends;
rather, he simply lacked the necessary egotism to take the lead of those movements.
Fuller, on the other hand, was unabashed in her support of abolition, women’s rights,
and overall social equality. Easily the most important contribution Fuller made for
the Transcendental Movement was in her publishing ventures. With some support
from Emerson, Fuller was the main publisher behind The Dial, which ran from 1840
to 1844. A journal devoted to printing the work of prominent
Transcendentalists, The Dial holds a place of high esteem in the history of American
letters. Despite its short run, Fuller and Emerson’s joint venture was influential and
formative for an entire generation of up and coming writers. More than any other
collection of documents, the publication history of The Dial reveals the heart, soul,
and mind of the Transcendental Movement.
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The Transcendentalists were not without their critics. Edgar Allen Poe
referred to them as “Frogpondians” and repeatedly mocked their writing. Nathaniel
Hawthorne, who was marginally associated with the movement, eventually
developed distaste for their utopian idealism. He wrote a satirical novel, The
Blithedale Romance, based largely on his experience at Brook Farm, a
Transcendentalist utopian commune. On the political front, Transcendentalists were
frequently the targets of ridicule for their abolitionist beliefs and generally pacifist
stance on national affairs. More than anything, they were accused of lacking concrete
ideas, instead dwelling in a foggy abstract world of their own creation. This criticism
is not without merit. However, the lasting impact of the Transcendentalist
philosophy testifies to the influence of the philosophy. Emerson’s essays alone
represent a broad slice of the intellectual climate of 1830s New England. With his
grandiose themes and national idealism, Emerson extended the limit of the essay
form. Henry David Thoreau contributed his own wit and clarity to the body of
Transcendental literature.
The death of Margaret Fuller took much of the steam from the Transcendental
Movement. Coupled with the growing unease over slavery and the economy, the
intellectual climate simply no longer supported the high-minded idealism of the
Transcendentalists. Everyone sensed that the nation was headed towards a cataclysm
that a quasi-philosophical literary movement was in no position to avert. Emerson’s
oratorical prowess could not resolve the slavery question, nor could Thoreau’s
primitivism supply an antidote to the heedless western expansion of the frontier.
Writers growing up in the shadow of Transcendentalism largely reacted against its
unbridled optimism. Nathaniel Hawthorne in particular saw the world through a very
different lens. Where Emerson saw limitless potential and a growing confidence,
Hawthorne saw doubt, mistakes, and the darker side of human nature struggling
towards the surface. Of course, Hawthorne would not have produced the literature
that he did without the influence of the Transcendental Movement. It is often those
ideas and philosophies that an author most vehemently discards that come to inform
their work most strongly.
Although Transcendentalism in its proper sense did not last much into the
1850s, American literature as a whole saw a revival that may not have been possible
without the inspiration of Emerson, Thoreau, and their ilk. The decade or so before
the Civil War has in the last century come to be known as the American Renaissance.
The literary productions of Nathaniel Hawthorne, Herman Melville, and Walt
Whitman shifted the balance of power in English literature away from the British
Isles and towards the United States. The new American literature was bold, fresh,
and young. It encompassed the sweep of the prairies and the energies of the
explorers. Not everything was glory and progress, however. Social historians look
back today and see that other cultures suffered at the hands of American settlers and
American industry. For their time, the Transcendentalists were remarkably attuned
to the needs and interests of non-white persons, namely Native Americans and
African Americans. They spoke in favor of women’s rights and abolition, and
encouraged protest against the government when its actions disagreed with the
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common good. In the realm of art, Transcendentalism was the intellectual fuel that
stoked the fires of American literature for years to come.
Major Writers of the Transcendentalist Movement
•
Emerson, Ralph Waldo (1803-1882)
•
Thoreau, Henry David (1817-1862)
•
Fuller, Margaret (1810-1850)
•
Channing, William Henry (1810-1884)
•
Ripley, George (1802-1880)
•
Dickinson, Emily (1830-1886)
•
Whitman, Walt (1819-1892)
•
Very, Jones (1813-1880)
•
Alcott, Amos Bronson (1799-1888)
•
Francis, Convers (1795-1863)
•
Peabody, Elizabeth (1804-1894)
•
Hedge, Frederick Henry (1805-1890)
Victorian Literature
Defining Victorian literature in any satisfactory and comprehensive manner
has proven troublesome for critics ever since the nineteenth century came to a close.
The movement roughly comprises the years from 1830 to 1900, though there is
ample disagreement regarding even this simple point. The name given to the period
is borrowed from the royal matriarch of England, Queen Victoria, who sat on throne
from 1837 to 1901. One has difficulty determining with any accuracy where the
Romantic Movement of the early nineteenth century leaves off and the Victorian
Period begins because these traditions have so many aspects in common. Likewise,
identifying the point where Victorianism gives way completely to Modernism is no
easy task. Literary periods are never the discrete, self-contained realms which the
anthologies so suggest. Rather, a literary period more closely resembles a rope that
is frayed at both ends. Many threads make up the rope and work together to form the
whole artistic and cultural milieu. The Victorian writers exhibited some wellestablished habits from previous eras, while at the same time pushing arts and letters
in new and interesting directions. Indeed, some of the later Victorian novelists and
poets are nearly indistinguishable from the Modernists who followed shortly
thereafter. In spite of the uncertainty of terminology, there are some concrete
statements that one can make regarding the nature of Victorian literature, and the
intellectual world which nurtured that literature.
If there is one transcending aspect to Victorian England life and society, that
aspect is change – or, more accurately, upheaval. Everything that the previous
centuries had held as sacred and indisputable truth came under assault during the
middle and latter parts of the nineteenth century. Nearly every institution of society
was shaken by rapid and unpredictable change. Improvements to steam engine
technology led to increased factory production. More manufacturing required more
coal to be mined from the ground. The economies of Europe expanded and
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accelerated, as the foundations of a completely global economy were laid. Huge
amounts of wealth were created, and the spirit of the times discouraged the
regulation of business practices. Today, this is called laissez-faire economics. This
generation of wealth was to the sole benefit of the newly risen “middle class,” an
urbane, entrepreneurial segment of society which saw itself as the natural successor
to the noble’s former position of influence. At the same time, scientific
advancements were undermining the position of the Church in daily life. Charles
Darwin’s theories of evolution and natural selection brought humanity down to the
level of the animal, and seemingly reduced the meaning of life to a bloody struggle
for survival. Rather than a benign Creator, the world was dominated and steered by
strength alone. In the general population, the ever-present gap between the haves
and have-nots widened significantly during the Victorian period. The poorest of their
poor found their lot in life to be worse than it had ever been, as the new market
economy favored industry over agriculture. Large numbers of dispossessed farmers
and peasants migrated from the countryside to the cities, seeking work in the
factories. The effects of that demographic shift can still be observed. Conditions in
the overwhelmed, sprawling cities degenerated as the infrastructure simply could
not handle the influx of new workers. Slums and shantytowns became the norm, and
depredation was a fact of life for the majority of the working class.
For some, the fundamental changes taking place in the world meant progress,
and were a source of hope and optimism. For the majority of writers and thinkers,
however, the inequality present in Victorian society was a kind of illness that would
sooner or later come to a tipping point. Many intellectuals saw it as their duty to
speak out against the injustices of this new and frightening world. Essayists like
Thomas Carlyle railed against the systematic abuse he saw happening all around
him. He saw machinery and the Industrial Revolution as engines of destruction,
stripping people of their very humanity. The level of social consciousness and
immediate relevancy one finds in much of Victorian writing was something not
witnessed before in English letters. Rather than turning inside or escaping into
fantasy, essayists and novelists chose to directly address the pressing social
problems of the day. These problems ranged from atrocious labor conditions and
rampant poverty to the issue of women’s place in the world – what contemporaries
referred to as “The Woman Question.” Elizabeth Barrett-Browning’s long-form
poem “The Cry of the Children” represents an attack on mining practices in England,
specifically the employment of young children to work deep in the mines. BarrettBrowning had been outraged by a report she read detailing the practice and felt
compelled to make her voice heard on the issue. She was certainly not alone in this
feeling. Novelist Charles Dickens made a cottage industry out of addressing social
ills in a light-hearted, optimistic tone. Each of his many novels called attention to
real-world problems that others might just as soon have swept under the rug. Dickens
is also noteworthy for his “rock star” status, attaining popularity that would not have
been possible in the previous generation. He wrote with a voice that was very
accessible to the ordinary reader of the time, and yet couched within his fiction were
essential questions that society would sooner or later be forced to confront. One
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cannot say exactly how much influence Dickens and others had on their society, but
the fact that they tried to change their world is what is important. Writers of the
preceding era did not speak to a popular audience nearly as much as the Victorians,
or at least not as self-consciously. The Romantic Movement was marked by
introversion and abstraction; they were much less interested in commenting on,
much less altering the course of world events. Furthermore, the Romantics did not
see leadership as a primary objective for art. Victorians, on the other hand, tacitly
agreed that encouraging society toward a higher good was a righteous, noble
occupation for any artist.
Not surprisingly, women in the Victorian world held very little power and had
to fight hard for the change they wanted in their lives. What one thinks of as
feminism today had not yet taken form in the Victorian period. The philosophy of
female emancipation, however, became a rallying point for many female Victorian
writers and thinkers. Though their philosophies and methods were often quite
divergent, the ultimate goal of intellectual women in the nineteenth century was
largely the same. Poets and novelists frequently had to be coy when addressing their
status in society. Christina Rossetti’s “Goblin Market” combines early feminist
imagery with many other concepts in a fairy-tale like world of imagination. Her use
of religious symbolism is especially fascinating. Though not as highly regarded,
Letitia Elizabeth Landon was also an accomplished and popular female poet.
Charlotte and Emily Brontë crafted novels that have stood the test of time and taken
their place as literary classics. These women were exceptions to the rule. Patriarchy
had been firmly entrenched in Western society for so long that women writers faced
an uphill climb to gain any level recognition and acceptance. Some authors, like
Mary Ann Evans, felt the need to work under a male pseudonym in order to receive
recognition. Evans published her first two novels, Adam Bede and Scenes of Clerical
Life, under the false name of George Eliot. Interestingly, even today Evans is more
commonly known by her pseudonym than her real name.
In the early years of the Victorian Period, poetry was still the most visible of
literary forms. Like everything else, poetry and poetics underwent an evolution
during the nineteenth century. Both the purpose of poetry and its basic style and tone
changed drastically during the Victorian Period. In the first half of the nineteenth
century, poetry was still mired in the escapist, abstract imagery and themes of the
earlier generation. While essayists and novelists were confronting social issues headon, poets for their part remained ambivalent at best. This self-induced coma
gradually lifted, and by mid-century most poets had moved away from the
abstractions and metaphysical tropes of the Romantics and fashioned a more downto-earth, realistic kind of verse. Alfred, Lord Tennyson was the master of simple,
earthy lyricism to which everyone could relate. His In Memoriam shows off this
simplicity and economy of verse, while remaining an effective and moving elegy for
his deceased friend Arthur Hallam. The obsession with the natural world and the
imagination that so clearly distinguished the Romantic poets was supplanted during
the Victorian Period by a clear-headed, almost utilitarian kind of poetics. The subject
matter of Victorian poetry was quite often socially-oriented, but this was by no
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means set in stone. Victorian poets were nothing if not masters of variety and
inventiveness. Robert Browning’s dramatic monologues, for example, covered a
wide array of subjects, from lucid dreams to the nature of art and even the meaning
of existence. Throughout his various aesthetic experiments, Browning never failed
to inject humanity into his subject matter. “The Bishop Orders His Tomb at St.
Praxed’s Church,” one of Browning’s most famous poems, demonstrates the
intensity and psychological realism he was able to portray in the space of a few
hundred lines.
At some point in the Victorian era, the novel replaced the poem as the most
fashionable vehicle for the transmission of literature. This fundamental shift in
popular taste has remained to the present day. Serial publications in magazines and
journals became more and more popular, and soon these pieces were being bound
and sold in their complete forms. Dickens made full use of the serial format, and his
novels betray the episodic arrangement of their original publication method. He was
the first great popular novelist in England, and was the forerunner of the artistcelebrity figure which in the twentieth century would become the norm. The
influence of Dickens was so severe that every novelist who came after him had to
work under his aesthetic shadow. Part of his appeal certainly owed to the fact that
his literary style, while always entertaining, put the ills of society under the
microscope for everyone to see. His Hard Times was a condemning portrait of
society’s obsession with logic and scientific advancement at the expanse of the
imagination. Until the Victorian Period, the novel had been frowned upon as a lesser
form of writing, incapable of the sublime reaches of lyric poetry. Critics saw that the
novel appealed to a popular, often female readership, and therefore dismissed it as
artless and dull. The later Victorian novelists, however, proved that the form could
attain heights of artistic achievement previously reserved only for poetry. Thomas
Hardy, for example, pushed the novel to its limits, significantly expanding the
possibilities of the form. Although he thought of himself more as a poet, his first
best talent lay in constructing detailed, fatalistic plot-structures that still captivate
readers. Novels like Jude the Obscure share many qualities with Greek tragedy, of
which Hardy was quite fond, but they also contain psychologically sophisticated,
realistic characterizations. His gift for characterization would influence an entire
generation of writers.
Thomas Hardy must be regarded as a key forerunner of the Modernist
Movement in literature. His novels and poetry all display tendencies that would
reach their apex in the early twentieth century. Hardy often created desolate,
hopeless worlds where life had very little meaning. He also actively questioned the
relevance of modern institutions, in particular organized religion. Sentiments like
these would find accomplished spokespersons in poets like T. S. Eliot and Ezra
Pound. Another skilled poet who is often considered a precursor to Modernism is
Gerard Manley Hopkins. Though he never published in his lifetime, his work was
greatly received after his death. His unusual use of language set him apart from
virtually every other poet of his day. Hopkins was very much concerned with
religion and the nature of Creation. However, he still preserved a healthy quantity
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of skepticism. It is this existential doubt that, like Hardy, made Hopkins a favorite
among the Modernist writers who would later discover his work.
For many, the word “Victorian” conjures up images of over-dressed ladies
and snooty gentlemen gathered in parlors and reading rooms. The idea of “manners”
essentially sums up the social climate of middle-class England in the nineteenth
century. Rules of personal conduct were in fact so inflexible that the Victorians
garnered a reputation for saying one thing while doing another – an attack that the
next generation of writers would take up with vigor. In the world at large, change
was happening faster than many people could comprehend. A surging global
economy was orchestrated by the might of the British Empire. The nobility, formerly
at the top of the pyramid in society, found their status reduced as agriculture lost its
preeminence in the now industrial economy. Mechanization and steam power led to
ruthless efficiency, while more often than not the poor suffered under the weight of
the capitalist middle class. Being impoverished in Victorian England was unpleasant
to say the least, but there were efforts underway to improve the lot of the poor. The
Reform Bills of the nineteenth century extended voting rights to men who were
previously disenfranchised – but not, of course, to women. That would require years
more of struggle. For all of the social inequalities which still persisted, the Victorians
successfully undermined some of humanity’s most time-honored institutions. Some
writers greeted these changes with fear, and wanted desperately for society to check
its relentless pace. Others embraced the new world that was coming into being,
thrilled at the progress of science and society. Together, these voices comprise an
important and sometimes overlooked era in English literary history.
Major Writers of the Victorian Period
•
Arnold, Matthew (1822-1888)
•
Brontë, Charlotte (1816-1855)
•
Brontë, Emily (1818-1848)
•
Browning, Elizabeth Barrett (1806-1861)
•
Browning, Robert (1812-1889)
•
Carroll, Lewis (1832-1898)
•
Carlyle, Thomas (1795-1881)
•
Dickens, Charles (1812-1870)
•
Doyle, Arthur Conan (1859-1930)
•
Eliot, George (1819-1880)
•
Hardy, Thomas (1840-1928)
•
Hopkins, Gerard Manley (1844-1889)
•
Housman, A. E. (1859-1936)
•
Kipling, Rudyard (1865-1936)
•
Landon, Letitia Elizabeth (1802-1838)
•
Rossetti, Christina (1830-1894)
•
Rossetti, Dante Gabriel (1828-1882)
•
Stevenson, Robert Louis (1850-1894)
•
Swinburne, Algernon Charles (1837-1909)
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Tennyson, Alfred (Lord) (1809-1892)
Thackeray, William Makepeace (1811-1863)
Wells, H.G. (1866-1946)
Wilde, Oscar (1854-1900)
Yeats, William Butler (1865-1939)

Realism
The dominant paradigm in novel writing during the second half of the
nineteenth century was no longer the Romantic idealism of the earlier part of the
century. What took hold among the great novelists in Europe and America was a
new approach to character and subject matter, a school of thought which later came
to be known as Realism. On one level, Realism is precisely what it sounds like. It is
attention to detail, and an effort to replicate the true nature of reality in a way that
novelists had never attempted. There is the belief that the novel’s function is simply
to report what happens, without comment or judgment. Seemingly inconsequential
elements gain the attention of the novel functioning in the realist mode. From Henry
James, for example, one gets a sense of being there in the moment, as a dense fabric
of minute details and observations is constructed. This change in style meant that
some of the traditional expectations about the novel’s form had to be pushed aside.
In contrast to what came before, the realistic novel rests upon the strengths of its
characters rather than plot or turn of phrase. The characters that the realistic school
of novelists produced are some of the most famous in literary history, from James’s
Daisy Miller to Dostoyevsky’s Raskolnikov. They are psychologically complicated,
multifaceted, and with conflicting impulses and motivations that very nearly
replicate the daily tribulations of being human.
Realism coincided with Victorianism, yet was a distinct collection of aesthetic
principles in its own right. The realist novel was heavily informed by journalistic
techniques, such as objectivity and fidelity to the facts of the matter. It is not a
coincidence that many of the better known novelists of the time had concurrent
occupations in the publishing industry. The idea of novel-writing as a “report” grew
out of this marriage between literature and journalism. Another fair comparison
would be to think of the realist novel as an early form of docudrama, in which
fictional persons and events are intended to seamlessly reproduce the real world. The
Victorian Period saw growing concern with the plight of the less fortunate in society,
and the realistic novel likewise turned its attention on subjects that beforehand would
not have warranted notice. The balancing act that the upwardly mobile middle class
had to perform in order to retain their position in the world was a typical subject for
realistic novels. There arose a subgenre of Realism called Social Realism, which in
hindsight can be interpreted as Marxist and socialist ideas set forth in literature.
Advances in the field of human psychology also fed into the preoccupation
with representing the inner workings of the mind, and the delicate play of emotions.
William James, brother of novelist Henry James, was a gargantuan figure in the early
history of human psychology. One can imagine that their conversations proved
highly influential in Henry’s creative development. Psychologists were just
46

beginning to understand that human consciousness was far more complicated and
various than had previously been considered. Debates about nature versus nurture
were as popular then as they are today. More than anything, the understanding that
in the human mind there are very few absolutes was critical for the realist sensibility.
To put it another way, Realism embraced the concept that people were neither
completely good or completely bad, but somewhere on a spectrum.
The overriding concern of all realist fiction is with character. Specifically,
novelists struggled to create intricate and layered characters who, as much as
possible, felt as though they could be flesh and blood creatures. Much of this effect
was achieved through internal monologues and a keen understanding of human
psychology. Not surprisingly, the field of psychology was in the process of evolving
from metaphysical quackery into a bona fide scientific pursuit. Students of the
human mind were beginning to realize that an individual is composed of a network
of motivations, interests, desires, and fears. How these forces interact and sometimes
do battle with each other plays a large part in the development of personality.
Realism, at its highest level, attempts to lay these internal struggles bare for all to
see. In other words, most of the “action” of the realist novel is internalized. Changes
in mood, in perceptions, in opinions and ideas constitute turning points or climaxes.
Realist novelists eschewed many of the novel’s established traditions, most
notably in the form of plot structure. Typically, novels follow a definite arc of events,
with an identifiable climax and resolution. They are self-contained and satisfying in
their symmetry. Successful careers have been built on the scaffolding of a single
story arc. The school of Realism observed that life did not follow such patterns, so
for them, neither should the novel. Instead of grand happenings, tragedies, and epic
turns of events, the realist novel plodded steadily over a track not greatly disturbed
by external circumstances. Nothing truly earth shattering happens in James’s The
Portrait of a Lady, despite it hundreds of pages. The same can be said of
Dostoyevsky – He composed lengthy and weighty fiction where most, if not all of
the action happened in the minds of the characters. Narrative style also changed with
realistic fiction. Instead of an omniscient narrator calmly describing the persons and
events, readers often confront unreliable narrators who do not have all the
information. Often, the narrator’s perceptions are colored by their own prejudices
and beliefs. A popular device for many realistic novelists was the frame narrative,
or the story inside a story. This device compounds the unreliable narrator by placing
the reader at a further remove from the events of the novel. The purpose of all of
these innovations, as with the whole of Realism, was to more accurately simulate
the nature of reality – unknowable, uncertain, and ever-shifting reality.
The beginnings of the realist narrative style can be attributed to French
novelist and playwright Honoré de Balzac. His portraits of ordinary French life were
remarkable in their careful attention to details. Balzac reportedly consulted with
associates in order to learn more about specific subjects, so as to portray them in
their fullness. He expressed the idea that characters come to life through the
painstaking accumulation of environmental details. His methodology was a
departure from the Romantic tradition which was near its zenith when he was
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crafting his stories. Balzac also put enormous emphasis on the settings of his stories.
Whether urban or provincial, the locale almost becomes a character of its own. His
most famous work, which was left unfinished, was The Human Comedy, an
assortment of interwoven tales and novels which depict life in early nineteenth
century France. The effect of the narrative buildup in The Human Comedy is the
realization of an epic that is more than the sum of its parts. Like the realists who
would follow in his footsteps, Balzac did not rely on profound or spectacular events
to move his stories along. Instead, he paid attention to the small things, the nuances
that made up the experience of typical French life.
In America, Samuel Clemens was the early pioneer of Realism. Writing under
the pen name Mark Twain, he was noteworthy for his faithful reproduction of
vernacular speech patterns and vocabulary. He more or less gave birth to “local
color,” a sub-genre of the novel that still enjoys wide appeal today. Replicating
natural speech required not just great listening skills, but a sense of how the written
version sounds to the imagination. In addition to the use of vernacular, Twain was
an innovator in focusing on middle and lower class characters. Previously, novels
had concentrated on the experiences of the elite. Presumably, the upper crust enjoyed
seeing their lives of privilege reflected back to them in art, while salt of the earth
readers had something to aspire to and fantasize about. It was a revolutionary
concept to incorporate unremarkable characters into an art form as serious as the
novel. In a development that continues to bewilder, The Adventures of Huckleberry
Finn is one of the most frequently banned books in the public school system. One
imagines that certain language is indeed offensive; however, Twain was doing
nothing other than representing honest speech. Huck Finn was in all reality an
astonishing leap forward in racial awareness – Jim, the freed slave, is as fully
realized a character as Tom or Huck.
A great friend of Mark Twain, and an eminent American realist in his own
right, was the magazine editor William Dean Howells. In charge of
the Atlantic Monthly for several years, Howells exercised a lot of authority over the
currents of taste on his side of the ocean. In his role as editor, he was instrumental
in promoting the fame of literary rising stars, such as Frank Norris, Stephen Crane,
and Sarah Orne Jewett. Howells wrote copious volumes of fiction of his own, and
was an unqualified success in that regard. For a time, he was widely considered the
most accomplished of all American Realists. That reputation faded somewhat and
today Howells’s work as an editor is held up as his most important contribution. That
being said, several of his novels are in the first rank of American Realism. Published
in 1885, the ironically titled The Rise of Silas Lapham tells the story of an ambitious
businessman who tumbles out of fortune through his own mistakes and poor
judgment. It is an anti-success story, and illustrates one of the central ideas of
Realism, that of crafting honest narratives rather than feel-good sentimental
fantasies. In short, there is a kind of grimness to Realism that many readers have
found unappealing. A Modern Instance highlights this same principle in detailing the
steady disintegration of a seemingly happy marriage.
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Without a doubt, American expatriate Henry James represents the most skilled
and accomplished practitioner of Realism in fiction. He was fascinated by
encounters between representatives of the New World, America, with members of
the Old World, or Europe. He observed a distinct set of traits that permeated each of
these groups. With Americans, he witnessed vigor, innocence, and strict moral
righteousness. Europeans, on the other hand, represented decadence, lax morality,
and deviousness. With such seeming prejudices built into his aesthetics, one is
surprised to learn that James renounced his American citizenship and became a
British subject. Nevertheless, James made a cottage industry out of examining what
happened when these two worlds collided. Arguably his most famous work was the
novella Daisy Miller, which relates how a young and rich American girl touring
Europe is victimized by sophisticated schemers, with no compunctions about right
or wrong.
At the height of his powers, Henry James crafted intricate novels that featured
completely realized characters. He was remarkable for his ability to dispense with
commentary or subjectivity within his narratives. The reader sees the events through
the eyes of the characters; James the author makes himself as invisible as possible.
In terms of prose style, he was admired for the simplicity and directness of his
language, a quality not generally noted during the Victorian Period. His most
successful novel was The Portrait of a Lady, published as one volume in 1881.
With Portrait he expands upon many of the themes one finds in Daisy Miller –
greed, power, and the exploitation of the New World by the Old. Revealingly, film
adaptations of the novel have generally not made good impressions. As with the bulk
of fiction that earns the title of Realist, the narrative simply does not lend itself to
visual reproduction.
Realism came under attack largely because it represented such a bold
departure from what readers had come to expect from the novel. The fascination
with things falling apart was unpleasant to many, and critics sometimes accused the
practitioners of Realism of focusing only on the negative aspects of life.
Additionally, the intense focus on the minutiae of character was seen as
unwillingness to actually tell a story. Readers complained that very little happened
in realistic fiction, that they were all talk and little payoff. Henry James in particular
was criticized for his verbosity, especially in his later years. By the end of the
nineteenth century, Realism in the pure sense had given way to another form called
Naturalism. With Naturalism, authors looked to heredity and history to define
character. Ironically, many of the qualities that people found distasteful in realism –
the obsession with character, the superficially mundane plots – were all intensified
in Naturalism.
Major Realist Writers
•
de Balzac, Honoré (1799-1850)
•
Dostoyevsky, Fyodor (1821-1881)
•
Eliot, George (1819-1880)
•
Flaubert, Gustave (1821-1880)
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Howells, William Dean (1837-1920)
James, Henry (1843-1916)
Twain, Mark (1835-1910)
Wharton, Edith (1862-1937)

Naturalism
The logical outgrowth of literary Realism was the point of view known as
Naturalism. This literary movement, like its predecessor, found expression almost
exclusively within the novel. Naturalism also found its greatest number of
practitioners in America shortly before and after the turn of the twentieth century.
Naturalism sought to go further and be more explanatory than Realism by identifying
the underlying causes for a person’s actions or beliefs. The thinking was that certain
factors, such as heredity and social conditions, were unavoidable determinants in
one’s life. A poor immigrant could not escape their life of poverty because their
preconditions were the only formative aspects in his or her existence that mattered.
Naturalism almost entirely dispensed with the notion of free will, or at least a free
will capable of enacting real change in life’s circumstances. The theories of Charles
Darwin are often identified as playing a role in the development of literary
Naturalism; however, such a relationship does not stand up to investigative rigor.
Darwin never applied his theories to human social behavior, and in doing so many
authors seriously abused the actual science. There was in the late nineteenth century
a fashion in sociology to apply evolutionary theory to human social woes. This line
of thinking came to be knows as Social Darwinism, and today is recognized as the
systematized, scientific racism that it is. More than a few atrocities in world history
were perpetrated by those who misguidedly applied Darwinism to the social realm.
Naturalism, for better or worse, is in some respects a form of Social Darwinism
played out in fiction
One could make the case that Naturalism merely a specialized variety of
Realism. In fact, many authors of the period are identified as both Naturalist and
Realist. Edith Wharton for one is frequently identified as perfectly representative of
both aesthetic frameworks. However, Naturalism displayed some very specific
characteristics that delimit it from the contemporary literature that was merely
realistic. The environment, especially the social environment, played a large part in
how the narrative developed. The locale essentially becomes its own character,
guiding the human characters in ways they do not fully realize. Plot structure as such
was secondary to the inner workings of character, which superficially resembles how
the Realists approached characterization. The work of Emile Zola provided
inspiration for many of the Naturalist authors, as well as the work of many Russian
novelists. It would be fairer to assert that all Naturalist fiction is Realist, but not all
Realist fiction is Naturalist.
The dominant theme of Naturalist literature is that persons are fated to
whatever station in life their heredity, environment, and social conditions prepare
them for. The power of primitive emotions to negate human reason was also a
recurring element. Writers like Zola and Frank Norris conceived of their work as
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experiments in which characters were subjected to various stimuli in order to gauge
reactions. Adverse social conditions are taken as a matter of fact. The documentary
style of narrative makes no comment on the situation, and there is no sense of
advocating for change. The Naturalist simply takes the world as it is, for good or ill.
The Naturalist novel is then a sort of laboratory of fiction, with studies underway
that ethically could not be performed in the real world.
The work of French novelist and playwright Emile Zola is often pinpointed as
the genesis of the Naturalist movement proper. His most famous contribution to
Naturalism was Les Rougon-Macquart, a sweeping collection of 20 novels that
follow two families over the course of five generations. One of the families is
privileged, the other impoverished, but they each stumble into decay and failure. The
action takes place during the rule of Napoleon III, a time of great uncertainty for the
French people. The atmosphere in Paris, as well as in the novels, was one of dread
and uncertainty. Zola crafts over 300 characters for his epic, yet on the whole they
are rather thinly drawn. His concern is not with character as such, but how characters
react to circumstances. Often, an inanimate object or place is given as much potency
as a human character. Zola’s often grim subject matter is couple with a sober and
scientific narration of details. There is a clinical aspect to his craft that is echoed in
his descriptions of novel-writing as a form of science. Later writers would concur,
citing Zola as their major inspiration in pursuing the Naturalist aesthetic in literature.
One of the first truly Naturalist works of literature, and certainly the first in
America, was Stephen Crane’s Maggie: A Girl of the Streets. Crane spent a great
deal of time in the Bowery of lower Manhattan gathering material for his first novel.
Like a research scientist accumulating data, Crane wanted to learn as much as he
could about life for the impoverished, mostly immigrant residents. Maggie was
unusual for the time in that it perfectly reproduced the ostensibly vulgar dialect of
the persons portrayed. An earlier novel treating the same subject may have
romanticized the immigrant life, but Crane portrayed abject poverty exactly as it
was. The book was not a great seller, and he lost a hefty sum of money on the
venture, but those who did read it saw the promise of a new talent in American
literature. Like many of his fellow American novelists, Crane began his career as a
journalist, and he continued to travel and report on international stories for the
remainder of his career. His total contributions to the body of literature were
relatively small, as he died before his thirtieth birthday.
Despite his short career, Stephen Crane’s talent stands out above every other
writer of the period. This was not fully realized until many years after his death.
Modernists like Ernest Hemingway worked hard to rehabilitate the critical
reputation of Crane, and today that reputation is resoundingly positive. Crane’s most
celebrated and often misunderstood novel is The Red Badge of Courage. The novel
was set during the Civil War, and follows one young soldier’s experience of that
war. What’s truly remarkable is that Crane wrote Red Badge with no actual
experience of battle. His descriptions and scenery were inspired by war and history
magazines, which he found dry and too matter-of-fact. To Crane’s mind, the stories
lacked any connection to the real feeling warfare, as dates and locations of battles
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cannot even begin to reproduce the essence of combat. He saw an opportunity to
craft the first novel that explored warfare from the point of view of the psyche. In
his own words, Crane envisioned “a psychological portrait of fear.” He achieved this
vision through intense, almost painterly prose. Characters speak in realistic dialects.
The story is not rooted in a specific locale. The soldiers cannot see the big picture of
the war, and neither can the reader. Many characters are nameless, even the
protagonist Fleming is often just “the young soldier.” Throughout the novel runs a
current of deep, bitter irony. The glory of warfare is replaced by ignorance, pain, and
fear. Crane offers no sentimentality or mythology. He reports the events in fine
detail, but makes no authorial commentary. The Red Badge of Courage is frequently
required reading for high school English classes, yet the irony of the text is often
lost. Crane abhorred the mythmaking that surrounded armed combat, and his greatest
novel is an attempt to show that humans were not designed to commit such atrocities
on each other.
Though she is frequently lumped together with the Realists, Edith Wharton
often produced novels that just as rightly belong in the category of Naturalism.
Unlike the bulk of her contemporaries in the Naturalist vein, Wharton’s novels dealt
almost exclusively with the concerns of the upper crust of society. Though she
herself descended from enormous wealth, Wharton was able to step outside her own
experience and take an objective view of privilege and class. Her agenda was to
show the unforgiving nature of life at the top of the class structure. Her characters
often fall from grace through their own mistakes, miscalculation, and sometimes for
no apparent reason at all. Interestingly, Wharton also had a successful career as a
designer of homes and landscapes. This attention to environmental details certainly
found expression with her literary productions. More so than most Naturalist writers,
Wharton displayed a real sympathy for her characters. Even when they meet
unfortunate ends, Wharton’s affection for the characters she creates is readily
apparent. In that sense, her particular brand of Naturalism was less cold and clinical
than many of her contemporaries. Still, one cannot escape the sense that Wharton
subscribed to the notion of determinism – a world devoid of free will.
In Ethan Frome, Wharton departs from her typical subject matter and attempts
a thoroughly provincial narrative. The setting is rural Massachusetts, and the
characters are poverty-stricken and hopeless. There is the faintest hint of romance,
but all hopes of a happy resolution are dashed, quite literally. Unlike her upper-class
novels, in Ethan Frome Wharton’s tone is cold and unsparing. The poverty of the
characters is presented as a roadblock to even the slimmest chance of fulfillment.
The lead characters are not even permitted to end their suffering through suicide –
their fateful sledding accident only adding to the tragedy of their existence. There is
no epic sweep to the tragedy either. The world of Ethan Frome is very small, and
the characters’ attempt to escape from it makes it even smaller. The sense of
irrevocable fate is overpowering, as is the unforgiving, elemental nature of the harsh
Massachusetts winter.
In Frank Norris, American literature found its most potent expression of
Naturalism. Profoundly influenced by evolutionary theory, Norris’s chief concern
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was with how civilized man overcame the brute, animal nature that still lived inside
of him. His novels are Darwinian struggles played out in fiction, and he was
sometimes criticized for making literature that was too scientific and lacking in
sympathy. Like many Naturalists, Norris was interested in the trials of life of the
poor and destitute. In McTeague, his most famous novel, he studies how ambition
and greed derail the life of a moderately successful dentist. Characters are frequently
referred to in animalistic terms, and there is an undercurrent of unhealthy sexuality
that permeates the first sections of the novel. Overall, McTeague is a grim exposition
on human nature’s inability to rise above instinct. The title character is smallminded, almost childlike in his view of the world. Because of this, his well-meaning
efforts to improve his economic situation go hopeless awry. In the final scene, one
gets the impression that the protagonist, if one can call him that, could not have
ended up anywhere else.
Despite the resounding pessimism of their literary output, the Naturalists for
the most part were genuinely concerned with improving the situation of the poor in
America and the world. Frank Norris wrote and campaigned on behalf of social
reforms, and Stephen Crane’s journalism reveals a mind keenly aware of human
suffering. There would seem to be a disconnect between the opinions of the authors
and the statements made in the contexts of their novels. However, closer study
reveals this not to be the case. Norris intended his novels to be warnings about the
capacity for mankind to sink to its lowest common denominator. Critics, both
contemporary and modern, sometimes accuse the Naturalists of ethnocentricity.
True, the images presented of immigrant and ethnic groups are unflattering.
However, given their backgrounds in journalism, the Naturalist writers would
probably argue that they simply presented life as it appeared. If the life they saw was
ugly or depraved, they were not to be held responsible.
Naturalism was a relatively short-lived philosophical approach to crafting
novels. Few writers of the period experienced real success in the style, but those that
did become titans of the art form. One wonders at the profound literature that might
have been produced had Stephen Crane not died before his thirtieth birthday. Frank
Norris likewise died before his time, an irony that should not escape modern readers.
It is difficult to gauge the total effects of Naturalism on the path of American
literature. The fact that Social Darwinism eventually came to be seen for the
disguised racism that it is probably marred the reputation of Naturalist writing.
However, the sheer art and craft of the literature that the greatest novelists of the
period generated overcomes such handicaps.
Major Naturalist Writers
•
Wharton, Edith (1862-1937)
•
Norris, Frank (1870-1902)
•
Zola, Emile (1840-1902)
•
Crane, Stephen (1871-1900)
•
Dreiser, Theodore (1871-1945)
•
Cahan, Abraham (1860-1951)
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Glasgow, Ellen (1873-1945)
Phillips, David Graham (1867-1922)
London, Jack (1876-1916)

Modernism
The Modernist Period in English Literature occupied the years from shortly
after the beginning of the twentieth century through roughly 1965. In broad terms,
the period was marked by sudden and unexpected breaks with traditional ways of
viewing and interacting with the world. Experimentation and individualism became
virtues, where in the past they were often heartily discouraged. Modernism was set
in motion, in one sense, through a series of cultural shocks. The first of these great
shocks was the Great War, which ravaged Europe from 1914 through 1918, known
now as World War One. At the time, this “War to End All Wars” was looked upon
with such ghastly horror that many people simply could not imagine what the world
seemed to be plunging towards. The first hints of that particular way of thinking
called Modernism stretch back into the nineteenth century. As literary periods go,
Modernism displays a relatively strong sense of cohesion and similarity across
genres and locales. Furthermore, writers who adopted the Modern point of view
often did so quite deliberately and self-consciously. Indeed, a central preoccupation
of Modernism is with the inner self and consciousness. In contrast to the Romantic
world view, the Modernist cares rather little for Nature, Being, or the overarching
structures of history. Instead of progress and growth, the Modernist intelligentsia
sees decay and a growing alienation of the individual. The machinery of modern
society is perceived as impersonal, capitalist, and antagonistic to the artistic impulse.
War most certainly had a great deal of influence on such ways of approaching the
world. Two World Wars in the span of a generation effectively shell-shocked all of
Western civilization.
In its genesis, the Modernist Period in English literature was first and foremost
a visceral reaction against the Victorian culture and aesthetic, which had prevailed
for most of the nineteenth century. Indeed, a break with traditions is one of the
fundamental constants of the Modernist stance. Intellectuals and artists at the turn of
the twentieth century believed the previous generation’s way of doing things was a
cultural dead end. They could foresee that world events were spiraling into unknown
territory. The stability and quietude of Victorian civilization were rapidly becoming
a thing of the past. The assassination of Archduke Ferdinand of Austria was
essentially the triggering event of the First World War, a conflict which swept away
all preconceived notions about the nature of so-called modern warfare.
In the world of art, generally speaking, Modernism was the beginning of the
distinction between “high” art and “low” art. The educational reforms of the
Victorian Age had led to a rapid increase in literacy rates, and therefore a greater
demand for literature or all sorts. A popular press quickly developed to supply that
demand. The sophisticated literati looked upon this new popular literature with
scorn. Writers who refused to bow to the popular tastes found themselves in a state
of alienation from the mainstream of society. To some extent, this alienation fed into
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the stereotype of the aloof artist, producing nothing of commercial value for the
market. It’s worth mentioning that this alienation worked both ways, as the reading
public by and large turned their backs on many “elitist” artists. The academic world
became something of a refuge for disaffected artists, as they could rub elbows with
fellow disenfranchised intellectuals. Still, the most effective poets and novelists did
manage to make profound statements that were absorbed by the whole of society
and not just the writer’s inner circles. In the later years of the Modernist period, a
form of populism returned to the literary mainstream, as regionalism and identity
politics became significant influences on the purpose and direction of artistic
endeavor.
The nineteenth century, like the several centuries before it, was a time of
privilege for wealthy Caucasian males. Women, minorities, and the poor were
marginalized to the point of utter silence and inconsequence. The twentieth century
witnessed the beginnings of a new paradigm between first the sexes, and later
between different cultural groups. Class distinction remains arguably the most
difficult bridge to cross in terms of forming a truly equitable society. Some would
argue that class has become a euphemism for race, but that’s another discussion. The
point is that as the twentieth century moved forward, a greater variety of literary
voices won the struggle to be heard. What had so recently been inconceivable was
steadily becoming a reality. African-Americans took part in the Harlem
Renaissance, with the likes of Langston Hughes at the forefront of a vibrant new
idiom in American poetry. Women like Hilda Doolittle and Amy Lowell became
leaders of the Imagist movement. None of this is to suggest that racism and sexism
had been completely left behind in the art world. Perhaps such blemishes can never
be fully erased, but the strides that were taken in the twentieth century were
remarkable by any measure.
In Modernist literature, it was the poets who took fullest advantage of the new
spirit of the times, and stretched the possibilities of their craft to lengths not
previously imagined. In general, there was a disdain for most of the literary
production of the last century. The exceptions to this disdain were the French
Symbolist poets like Charles Beaudelaire, and the work of Irishman Gerard Manley
Hopkins. The French Symbolists were admired for the sophistication of their
imagery. In comparison to much of what was produced in England and America, the
French were ahead of their time. They were similarly unafraid to delve into subject
matter that had usually been taboo for such a refined art form. Hopkins, for his part,
brought a fresh way to look at rhythm and word usage. He more or less invented his
own poetic rhythms, just as he coined his own words for things which had, for him,
no suitable descriptor. Hopkins had no formal training in poetry, and he never
published in his lifetime. This model – the self-taught artist-hermit who has no desire
for public adulation – would become synonymous with the poet in the modern age.
This stereotype continues unrivaled to this day, despite the fact that the most
accomplished poets of the Modern period were far from recluses. Even though
alienation was a nearly universal experience for Modernist poets, it was impossible
to escape some level of engagement with the world at large. Even if this engagement
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was mediated through the poetry, the relationship that poets had with their world
was very real, and very much revealing of the state of things in the early twentieth
century.
Leading up to the First World War, Imagist poetry was dominating the scene,
and sweeping previous aesthetic points of view under the rug. The Imagists, among
them Ezra Pound, sought to boil language down to its absolute essence. They wanted
poetry to concentrate entirely upon “the thing itself,” in the words of critic-poet T.
E. Hulme. To achieve that effect required minimalist language, a lessening of
structural rules and a kind of directness that Victorian and Romantic poetry seriously
lacked. Dreaminess or Pastoral poetry were utterly abandoned in favor of this new,
cold, some might say mechanized poetics. Imagist poetry was almost always short,
unrhymed, and noticeably sparse in terms of adjectives and adverbs. At some points,
the line between poetry and natural language became blurred. This was a sharp
departure from the ornamental, verbose style of the Victorian era. Gone also were
the preoccupations with beauty and nature. Potential subjects for poetry were now
limitless, and poets took full advantage of this new freedom.
No Modernist poet has garnered more praise and attention than Thomas
Stearns Eliot. Born in Missouri, T. S. Eliot would eventually settle in England, where
he would produce some of the greatest poetry and criticism of the last century. Eliot
picked up where the Imagists left off, while adding some of his own peculiar
aesthetics to the mix. His principal contribution to twentieth century verse was a
return to highly intellectual, allusive poetry. He looked backwards for inspiration,
but he was not nostalgic or romantic about the past. Eliot’s productions were entirely
in the modern style, even if his blueprints were seventeenth century metaphysical
poets. One of the distinguishing characteristics of Eliot’s work is the manner in
which he seamlessly moves from very high, formal verse into a more conversational
and easy style. Yet even when his poetic voice sounds very colloquial, there is a
current underneath, which hides secondary meanings. It is this layering of meanings
and contrasting of styles that mark Modernist poetry in general and T. S. Eliot in
particular. It is no overstatement to say that Eliot was the pioneer of the ironic mode
in poetry; that is, deceptive appearances hiding difficult truths.
In American Literature, the group of writers and thinkers known as the Lost
Generation has become synonymous with Modernism. In the wake of the First
World War, several American artists chose to live abroad as they pursued their
creative impulses. These included the intellectual Gertrude Stein, the novelists
Ernest Hemingway and F. Scott Fitzgerald, and the painter Waldo Pierce, among
others. The term itself refers to the spiritual and existential hangover left by four
years of unimaginably destructive warfare. The artists of the Lost Generation
struggled to find some meaning in the world in the wake of chaos. As with much of
Modernist literature, this was achieved by turning the mind’s eye inward and
attempting to record the workings of consciousness. For Hemingway, this meant the
abandonment of all ornamental language. His novels are famous for their extremely
spare, blunt, simple sentences and emotions that play out right on the surface of
things. There is an irony to this bluntness, however, as his characters often have
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hidden agendas, hidden sometimes even from themselves, which serve to guide their
actions. The Lost Generation, like other “High Modernists,” gave up on the idea that
anything was truly knowable. All truth became relative, conditional, and in flux. The
War demonstrated that no guiding spirit rules the events of the world, and that
absolute destruction was kept in check by only the tiniest of margins.
The novel was by no means immune from the self-conscious, reflective
impulses of the new century. Modernism introduced a new kind of narration to the
novel, one that would fundamentally change the entire essence of novel writing. The
“unreliable” narrator supplanted the omniscient, trustworthy narrator of preceding
centuries, and readers were forced to question even the most basic assumptions about
how the novel should operate. James Joyce’s Ulysses is the prime example of a novel
whose events are really the happenings of the mind, the goal of which is to translate
as well as possible the strange pathways of human consciousness. A whole new
perspective came into being known as “stream of consciousness.” Rather than
looking out into the world, the great novelists of the early twentieth century surveyed
the inner space of the human mind. At the same time, the psychoanalytic theories of
Sigmund Freud had come into mainstream acceptance. These two forces worked
together to alter people’s basic understanding of what constituted truth and reality.
Experimentation with genre and form was yet another defining characteristic
of Modernist literature. Perhaps the most representative example of this
experimental mode is T. S. Eliot’s long poem The Waste Land. Literary critics often
single out The Waste Land as the definitive sample of Modernist literature. In it, one
is confronted by biblical-sounding verse forms, quasi-conversational interludes,
dense and frequent references which frustrate even the most well-read readers, and
sections that resemble prose more than poetry. At the same time, Eliot fully displays
all the conventions which one expects in Modernist literature. There is the
occupation with self and inwardness, the loss of traditional structures to buttress the
ego against shocking realities, and a fluid nature to truth and knowledge.
The cynicism and alienation of the first flowering of Modernist literature
could not persist. By mid-century, indeed by the Second World War, there was
already a strong reaction against the pretentions of the Moderns. Artists of this newer
generation pursued a more democratic, pluralistic mode for poetry and the novel.
There was optimism for the first time in a long time. Commercialism, publicity, and
the popular audience were finally embraced, not shunned. Alienation became boring.
True, the influence of Modernist literature continues to be quite astonishing. The
Modern poet-critics changed the way people think about artists and creative pursuits.
The Modern novelists changed the way many people perceive truth and reality.
These changes are indeed profound, and cannot easily be replaced by new schemas.
Major Modernist Writers
•
Bishop, Elizabeth (1911-1979)
•
Conrad, Joseph (1857-1924)
•
Doolittle, Hilda (1886-1961)
•
Eliot, Thomas Stearns (1888-1965)
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Faulkner, William (1897-1962)
Fitzgerald, F. Scott (1896-1940)
Hemingway, Ernest (1899-1961)
Hughes, Langston (1902-1967)
James, Henry (1843-1916)
Lawrence, D. H. (1885-1930)
Lowell, Amy (1874-1925)
Pound, Ezra (1885-1972)
Shaw, George Bernard (1856-1950)
Stevens, Wallace (1879-1955)
Williams, Tennessee (1882-1941)
Woolf, Virginia (1882-1941)
Yeats, William Butler (1865-1939)

Post-Modernism features in English Literature
Postmodern literature is a part of socio-cultural and historical development
and can be seen as a specific way of a depiction of the postmodern life and culture.
It shows a crisis of identity of human being (ethnic, sexual, social and cultural) and
its struggle for legitimization in a hypocritical society. This theme was treated by
other authors before (example), but it started to be treated much more systematically
after the Civil Right Movement in the USA in the 1960’s (Martin Luther King, ethnic
and sexual/homosexual and lesbian minority rights), the Vietnam and student
protests in Europe and the USA. While this movement led to democratization of the
public life, more prerogatives, education and publishing opportunities for minorities
in the Western countries, the East and Central European countries became much
more authoritarian under the influence and control of the USSR, especially between
the 1950’s – 1980’s. With a more employment, educational and public opportunities
to find a place in the society, new authors representing minority ethnic (in addition
to quite well-established Jewish and Black-American authors, especially NativeAmerican, Asian-American and Hispanic-American authors), gender (female),
sexual (gay, lesbian) started to gain a prominent position in American literature, for
example. Later similar development could be observed in British, Australian and
Canadian literature in which the authors coming from different cultural background,
usually former British colonies, started to appear (Ben Okri, Kasugio Ishiguro,
Salman Rushdie, Hanif Kureishi, for example, in British fiction; or the
representatives of formerly oppressed original inhabitants such as Collin Johnson,
Kath Walker, Sam Watson and Kim Scott in Australian literature). In literary theory
and criticism, it was especially the emergence of feminist and post-colonial theories
which was a result of this development. At the same time, literatures in English,
especially American literature, depicted a growing awareness of the negative effects
of industrialization and commercialization of public life leading to the ecological
crisis and consumerism (the Beatnick authors such as Allen Ginsberg, Jack Kerouac,
William Burroughs, Lawrence Ferlinghetti, Robert Snyder, Gregory Corso and
others). These authors expressed negative attitudes to the Western civilization and
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emphasized oriental vision and understanding of the world (Zen-Buddhism,
Buddhism, Hinduism), pacifistic and peaceful way of life along with the
appreciation of drugs, alcohol and spontaneity as a liberating alternative to the
Western ethical norms, hypocrisy, and civilization.
“Postmodernism” is a fairly recent phenomenon, and is more evident in
America and France than in England, except in the field of Drama. Beckett, being
settled in Paris (France) and being French as well as English writer, showed
“Postmodernist” tendencies more than any other English writer. His plays as well as
novella are typical examples of Post-Modernist writings. Among other PostModernist, prominent examples are works of John Fowles, Alain Robbe Grillet,
Thomas Pnychon, John Barth, Kurt Vonnegut, Leonard Michaels, Brigid Brophy
and Richard Brautigan. Post-modernist writers break away from all the rules and
seek alternative principles of composition conforming to their content of
existentialist thought. They seek to capture human situation in is most concentrated
form and rend to employ a form which can fully assimilate human existence, which
is capable of accommodating the meaninglessness, purposelessness and absurdity of
human existence. They have employed various devices such as
fragmentation, paradox, questionable narrators, Contradiction, Permutation,
Discontinuity, Randomness, Excess, Short Circuit etc. which manifest chaotic
condition of the world in equally chaotic technique and form. Unifying features often
coincide with Jean-François Lyotard's concept of the "metanarrative" and "little
narrative", Jacques Derrida's concept of "play", and Jean Baudrillard's
"simulacra." For example, instead of the modernist quest for meaning in a chaotic
world, the postmodern author eschews, often playfully, the possibility of meaning,
and the postmodern novel is often a parody of this quest.
Some of postmodernism literature features:
1) The thematic level (thematization of ecological crisis, criticism of
consumerism, appreciation of freedom and spontaneity, oriental vision of the world),
but also in the changing nature and understanding of art and its form. Thus art started
to be seen not as separated, but a part of reality and experience, art became closer to
the public and was often presented in the form of show, happening or performance.
The Beats, for example, often wrote poems not for intimate reading at home, but
they were often recited on public places (sport stadiums, concert halls) and
accompanied by the pop, jazz, or rock bands and music (Bob Dylan, Rolling Stones).
Also their poetry and fiction used irregular and open, often fragmented form as well
as the rhythms of popular music such as blues, jazz and rock. Painters and sculptors
presented their artistic works outside traditional galleries directly in the urban
environment or in nature, sometimes not only un-artistic objects, but also living or
dead animals or human beings became the artistic objects (see photography, visual
arts, dead corps...). It does not, however, mean that the ethnic or other formerly
marginalized authors (female, gay, lesbian) became postmodern only because of the
thematization of this difference or because of their ethnic or sexual identity, or
ecological crisis and consumerism. Civil right movement has enabled these authors
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to gain an access to education, science and publishing opportunities, but their work
became postmodern because of their use of postmodern narrative techniques and the
vision of the world.
2) The most important postmodern feature is indeterminacy. Nothing is
certain: we cannot be certain about anything. This indeterminacy is also partly due
to our sense of fragmentation. The seamless totality of the classical and the Christian
worlds are lost to us. With the death of God, the world is fragmented; the society is
fragmented; the family is fragmented; the process of fragmentation is an on-going
process. In post-modernism, this is reflected in the breaking of forms, use of montage
and collage and mixing of genres in an unexpected manner. Since post-modern
culture is essentially mass culture, all canons are discredited. The traditional values
are flouted; the culture is de- canonized. Art is trivialized and carnival zed. Postmodernism insisted on the pleasure of the moment and looked for things easy to like.
3) In postmodern literary text, the idea of originality and authenticity is
undermined and parodied. Postmodern literary work does not pretend to be new
and original, but uses the old literary forms, genres, and kinds of literature and art,
kitsch, quotation, allusion and other means to recontextualize their meaning in a
different linguistic and cultural contexts to show a difference between the past and
present as well as between the past and present forms of representation as was
mentioned in famous John Barth’s essay The Literature of Exhaustion in which he
points out „an exhaustion” of the old forms of art and suggests a creative potential
of the use of the old forms, genres and styles. Postmodern authors intentionally build
the meaning on the use not only of the old forms and genres, but also by a deliberate
use of plagiarism, kitsch, false or pretended quotations from well-known literary and
other texts (by false or pretended I mean the authors’ close imitation of the ideas or
style of famous authors, works or philosophers without giving a bibliographical
note). Plagiarism is not meant to “steal” the authors’ ideas, but to evoke a parody
effect and an ironic distance from these texts. Some critics speak not about
plagiarism, but pla(y)giarism in a postmodern literary work, that is a creative use
and recontextualization of already existing texts through the use of techniques
reminiscent of plagiarism (unjustified use of these texts) and their further
modification by the use of linguistic and textual play.
4) Postmodern literary work often questions its own fictional status thus
becoming metafictional. Metafictional means that a literary work refers to itself and
the principles of its construction by using various techniques and narrative devices.
Simplistic understanding of metafiction is that “metafiction is a fiction about
fiction”, but postmodern fictional work is far more and about more issues than only
about fiction. The term was coined by an American author and critic William Gass,
but it can have various meanings (R. Scholes, P. Waugh). Metafiction, metafictional
elements, and metafictionality is a dominant feature of a postmodern literary work.
I think perhaps Patricia Waugh’s definition of metafiction is the most suitable to
understanding its working in literature. In her view, metafiction is
A term given to fictional writing which self-consciously and systematically
draws attention to its status as an artifact in order to pose questions about the
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relationship between fiction and reality. In providing a critique of their own methods
of construction, such writings not only examine the fundamental structures of
narrative fiction, they also explore the possible fictitiousness of the world outside
the literary/fictional text.
5) One of the most important aspects of a postmodern literary work closely
connected to metafiction is, however, intertextuality. Broadly speaking,
intertextuality, a term coined by a Bulgarian/French theorist Julia Kristeva,
expresses a connection between the texts through various devices and techniques
discussed above. It is not, however, a single mechanical connection, but rather a
creative transformation of the the referred texts in different linguistic and cultural
contexts. In Julia Kristeva’s understanding, literary text is not only a product of
single author, “but of its relationship to other texts and to the structures of language
itself’. In her view, “[A]ny text is constructed of a mosaic of quotations; any text is
the absorption and transformation of another”. The meaning of intertextuality has
later been transformed as Silvia Pokrivčáková and Anton Pokrivčák comment on it
more in detail in their Understanding Literature. Julia Kristeva derives her theory
of intertextuality from Michael Bachtin’s idea of a “polyphonic novel” open to
various voices and interpretations and understands a literary text as part of other
literary texts in the history of the literary tradition. Thus, what stems from it is the
undermining of the idea of authorship – the text is not a product of an author, but
exists within specific literary and cultural contexts and thus is open to various
understandings and interpretations. In this sense, the role of an author is diminished
as is the study of his biography as in traditional criticism.
6) Another important aspect of a postmodern literary work is the use of
postmodern parody, pastiche and radical irony. Postmodern parody was theorized
especially by Linda Hutcheon (A Theory of Parody, 1985), Margaret A. Rose, and
partly Frederic Jameson. As it was mentioned above, in difference from traditional
parody, the main aim of postmodern parody is not to mock the parodied author or
style for its own sake, but this parody lacks this mocking, ridiculing aspect and by
using irony it emphasizes a difference between the past forms of art and sensibilities,
a distance between the past and present. This critical aspect, in Hutcheon’s view,
manifests itself especially in the use of irony. It seems Hutcheon often uses a term
modern parody to actually refer what could be labeled as postmodern parody. It is
often difficult to identify irony within parody in postmodern literary texts since they
are often closely connected and even inseparable. Hutcheon later emphasized the
political and ideological aspects of parody because of 37 their subversive impulse,
but this impulse and emphasis is not quite acceptable, in my view, since any parody
can be understood as including the political and ideological impulse which is not
always the most important aspect of this literary device. In Linda Hutcheon’s view,
“Postmodern parody is both deconstructively critical and constructively creative,
paradoxically making us aware of both the limits and the powers of representation—
in any medium”. Hutcheon, however, further adds that “As a form of ironic
representation, parody is doubly coded in political terms: it both legitimizes and
subverts that which it parodies...Parody can be used as self-reflexive technique that
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points to art as art, but also to art as inescapably bound to its aesthetic and even
social past”. What Hutcheon means here is that by referring to the older forms of art
(traditional and popular literary genres and styles such as detective, love stories,
pornography, western, sci-fiction and others, traditional forms of writing such as
realistic literature and works, traditional myths (ancient myths, religious books) and
by their re-writing and putting in mostly contemporary or unexpected contexts,
postmodern parody does not simply refer to these works of art, authors and styles,
or simply gives a critique of them and this kind of linguistic representation, but it
also creatively reconstructs them to show (often ironic) a difference between the past
(traditional) and contemporary forms of art and sensibility. Postmodern parody thus
becomes self-reflexive because it draws our attention not only to the parodied works
of art, but implicitly also to the whole process of depiction of reality through the
literary works, that is a process of linguistic representation. By re-writing,
transforming and changing the motifs and styles from the parodied literary works,
postmodern parody gives an alternative vision of reality, history and a position of
different social, ethnic and other minority groups which forms a playful and creative
alternative to the official version of history or reality as depicted in traditional
literary works or through traditional narrative techniques and styles. This alternative
is not aimed to be an official alternative to real history, but a playful and artistic
reconsideration and relativization of it. That is also the reason why postmodern
authors often parody histories, religious books, biographies of authors, myths, works
of traditional and popular literature (historical novels, love and detective novels,
thrillers, spy and crime fiction, pornography, horrors, etc.). In addition to offering
an alternative and creative reconsideration of history and reality, creation an
awareness of the process of representation, the postmodern parody also shows a
difference between the past and present sensibility and can give a critique of various
aspects of what is believed to be a typical aspect of some national identity.
7) In a postmodern literary work, postmodern parody is closely connected
with pastiche. Pastiche comes from the Italian word pasticcio which means “A
medley of various ingredients: a hotchpotch, a farrago, jumble. This implies a
similarity with a postmodern literary work consisting of different styles, genres,
narrative voices and devices each of which has its important role in the composition
of the book. But the original meaning of this word as used in arts was rather
derogatory. The artists referred to as pasticheurs were understood as the authors
uncreatively and mechanically imitating other works of art, styles, or ways of
writing. In postmodern literature and its interpretation, however, this term has rather
positive meaning since the older works of art, styles and authors are first imitated
but, at the same time, through the use of parody and irony further transformed, rewritten and put in a different linguistic context and thus pastiche can be loosely
called a blank parody as Frederic Jameson suggests .although Jameson’s
understanding of pastiche is close to Linda Hutcheon’s understanding of postmodern
parody and he himself defines pastiche as a kind of parody . Postmodernism rejects
strict definitions and especially in a postmodern but also other works of art it is
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difficult to delineate strictly parody and pastiche since they often overlap and are
rather inseparable.
Parody, pastiche, imitation and intertextuality are closely connected with
radical irony. Radical irony does not necessarily manifest itself on the verbal level,
but also on the level of a text as a whole, in the juxtaposition of different styles
creating an ironic effect, or in the use of travesty or burlesque (burlesque meant not
as a genre, but as a trope or an approach to a depiction of character) as part of the
parodic mode.
Postmodernism is a complicated term, or set of ideas, one that has only
emerged as an area of academic study since the mid-1980s. Postmodernism is hard
to define, because it is a concept that appears in a wide variety of disciplines or areas
of study, including art, architecture, music, film, literature, sociology,
communications, fashion, and technology. It's hard to locate it temporally or
historically, because it's not clear exactly when postmodernism begins. Perhaps the
easiest way to start thinking about postmodernism is by thinking about modernism,
the movement from which postmodernism seems to grow or emerge. Postmodernism
is "post" because it denies the existence of any ultimate principles, and it lacks the
optimism of there being a scientific, philosophical, or religious truth which will
explain everything for everybody - a characteristic of the so-called "modern" mind.
The paradox of the postmodern position is that, in placing all principles under the
scrutiny of its skepticism, it must realize that even its own principles are not beyond
questioning.
Thus, Raymond Federman had already referred to the "death of
postmodernism" in 1993 (saying it died with Samuel Beckett in 1989); in 2007,
Brian McHale asked "What Was Postmodernism?", and the journal Twentieth
Century Literature published an issue titled "After Postmodernism."
Major Post-Modernism Writers
• David Foster Wallace (1962-2008). “Infinite Jest” , 1996
• Bret Easton Ellis (1964 -). “Lunar Park”, 2005
• David Markson (1927-2010). “Vanishing Point”, 2004
• Kurt Vonnegut (1922-2007). “A Man without a Country”, 2005
The Bloomsbury Group
The Bloomsbury Group was a small, informal association of artists and
intellectuals who lived and worked in the Bloomsbury area of central London. Most
prominent of these was novelist and essayist Virginia Woolf. In all, only about a
dozen people at any one time could have called themselves members of the group.
Beginning shortly before 1910, the Bloomsbury Group gathered at irregular intervals
for conversation, companionship, and the refueling of creative energy. The members
of Bloomsbury, or “Bloomsberries,” would more or less maintain allegiance to their
mutual philosophy of an ideal society, even through a World War and three decades
of tectonic shifts in the political climate. They had no codified agenda or mission.
They were not political in the ordinary sense of the word. Most importantly, there
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was no application or initiation required to become a member. Bloomsbury was an
informal hodgepodge of intellectual friends, and one either merited inclusion to that
circle or one did not. No rules of order, as in a committee, governed the way in which
Bloomsbury managed their interactions. Instead, they held impromptu dinners and
gatherings where any number of topics was the subject of serious discussion and
contemplation. These intellectual exchanges served as the main influence on later
work by individual members. By no means were all members in full agreement on
all subjects. Some of Bloomsbury’s most stimulating ideas and writings were borne
out of internal disagreement and strife. One can safely say that each member of
Bloomsbury was leftist in his or her politics, although as individuals they expressed
their politics in very different ways.
If there is a founding document for the Bloomsbury Group, it is likely George
Edward Moore’s Principia Ethica. Moore was a contemporary of the
Bloomsberries, and one of the most influential English philosophers of the early
twentieth century. He railed against any school of thought which could not in some
manner produce practical advances for human society. He was dismayed that the
natural sciences had seen such rapid progress, while philosophical inquiry
languished far behind. Of all his contributions, his ethical formulations were
possibly the most resonant then and now. In brief, Moore explained that “good” is
not a thing that can be described or defined with other words. It is simply known for
what it is by all rational beings. Tied to this was the idea that there was an “intrinsic
worth” to things and ideas that superseded utilitarian ends. In other words, an idea
or feeling can be right and good without having to prove itself so, or needing to
produce good for others. The Bloomsbury Group took the idea of intrinsic worth to
heart, basing much of their political activism on the belief that their ideas were
innately good.
A significant fact about the Bloomsbury Group is that the members, for the
most part, did not achieve their greatest fame until later in life. The Group held its
discussions and parties while all the participants were still virtually unknown. The
men of Bloomsbury were students at King’s College and Trinity College,
constituents of Cambridge University. They were almost all high achievers and
active in student life, yet one must imagine that they didn’t quite fit in as well as
other students. Many of the Bloomsberries held particular ideas on human society
which at the time seemed beyond radical. For example, the noncritical assessment
of homosexuality, however appropriate today, was considered a serious moral error
in the early twentieth century. Indeed, many of the Bloomsberries called into
question the idea of traditional monogamous marriage. Several advocated for and
practiced polyamory – multiple, consensual romantic partners. The idea of this level
of sexual liberation in Edwardian England was unspeakable. In a sense, they made
it very easy for their generation to dismiss them as quacks and deviants. However,
none could deny that the Bloomsbury Group brought a great deal of intellectual clout
to bear on any issue of the day.
The de facto leader of the Bloomsbury Group was Virginia Woolf, born
Adeline Virginia Stephen, who descended from an eminently Victorian and
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moneyed household. Her father, Sir Leslie Stephen, was an accomplished writer,
and most certainly a powerful influence on his daughter’s intellectual development.
Upon his death in 1904, Woolf and her two brothers, Thoby and Adrian, moved into
a dwelling in the Bloomsbury neighborhood of London, and thus the foundation of
the Group was firmly in place. Woolf was a gifted writer from her earliest years. Her
essays, such as A Room of One’s Own, are cornerstone pieces in the history of
feminist literature. She also wrote extensively on more strictly literary topics, and
her theories on fiction have continued to draw the attention of critics. The novel,
though, is where Virginia Woolf found her truest and most natural form of
expression. Mrs. Dalloway, published in 1925, showcases the full range of her
talents, as well as demonstrating the effervescent stream of consciousness style for
which she was famous. Without a doubt, the writings of Sigmund Freud made a
profound influence on the artist Virginia Woolf, but she gave her creative outputs a
vitality entirely her own. There is poignancy to Woolf’s characterizations that raw
psychoanalysis does not achieve.
Virginia and Leonard Woolf married in 1912, and their partnership would be
both intimate and professional. As she was born into wealth, Virginia was fortunate
in not feeling the need to marry for financial security. Indeed, Leonard Woolf was
not well-off by any measure, but he was an excellent writer with a razor-sharp
intellect, qualities which Virginia would certainly have admired. They shared a great
deal in terms of political views, even when such views threatened their marriage. In
1917 they founded the Hogarth Press, which published some of the most important
literature and non-fiction of the day, including Eliot’s Poems and recent translations
of Sigmund Freud. Their work in bringing attention to up and coming writers was
pivotal in the careers of many talented artists.
Another founding member of Bloomsbury was critic and biographer Giles
Lytton Stratchey. For the early part of his adult life, Strachey was concerned merely
with generating enough capital to support himself. He therefore relied a great deal
on the kindness of friends and his mother in order to have a place to live and the
leisure to write. His health was never excellent, and he was given to long bouts of
illness and depressive episodes. Strachey’s first great achievement was the
publication of Landmarks of French Literature. Though financially not a
windfall, Landmarks established him as one of the best critics of his generation.
Ironically, Strachey was not considered one of the brightest students when he took
his scholarship examinations – he was denied entrance to Balliol College, and had
to settle on Trinity College instead. Landmarks of French Literature also set a
cosmopolitan tone that would be shared by most of Bloomsbury. Indeed, Stratchey
traveled as much as his health and money would allow, and his various sojourns
would provide inspiration for much of his writing. One of his most important
experiences undoubtedly was the friendships he made at Cambridge, and the rich
conversations fostered by the Bloomsbury Group.
While working on a thesis at Cambridge, Lytton Strachey became close
friends with Thoby Stephen and Clive Bell. Together with Thoby’s sisters Virginia
and Vanessa, these five formed the core, original members of the Bloomsbury
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Group. Though they certainly recognized his talents, it was not until nearly ten years
later that Stratchey would begin crafting Eminent Victorians, the work that cemented
his reputation as one of the great modern biographers. His mission was to tear down
the myth structure that had erected itself around the Victorian era, in both English
and American imaginations. He accomplished this chiefly through his sense of
humor and an irreverence that until then had been absent from the biographical
genre. Eminent Victorians is a study of four prominent figures from nineteenth
century British history. Strachey deconstructs and thereby humanizes these
archetypal figures. He does away with the notion that the Victorian Period was one
of high moral standards, instead bringing it down to the modern level of decadence.
In doing all of these things, Stratchey effectively redefines the biography and what
it can do. The critical reception of Eminent Victorians was overwhelmingly positive.
If anyone doubted that the western world had moved on to another period in its
cultural history, Strachey dispelled those doubts.
One of the most accomplished members of the Bloomsbury Group was the
celebrated novelist E. M. Forster. Be some accounts, he was only a peripheral
member, but his influence on the Group, and their influence on him, is readily
apparent. What makes Forster unusual is that he came to the group at a later point in
his life, having already established a reputation as a writer of the first order. His
novels are exquisitely detailed and critical observations on the state of British
Edwardian society, that is to say the end of the Victorian era, but not quite the
beginning of the Modern era. He keenly felt the uncertainty and worry that was
plaguing all strata of British society. As a contrast to the stuffiness and routine of
the British middle class, Forster held Greek and Italian peasant life in high regard.
A world traveler, Forster was truly a man of the Empire, yet he was quick to turn his
critical gaze on the unsavory aspects of imperialism. His last novel, A Passage to
India, highlights the vast cultural gulf that lay between England and her most prized
colony.
Novelists, journalists, painters, philosophers, and critics: All these and more
comprised the membership of the Bloomsbury Group. Even the noted economist
John Maynard Keynes was a central member of the Group. This mosaic of
professions and intellectual pursuits made Bloomsbury unique and influential well
beyond its small membership. On the one hand, the radical politics of Bloomsbury
made them ripe for mockery in the media. Their private lives became not so private,
as gossip about extramarital and polyamorous relationships became tabloid fodder.
Their unconventional modes of living made it far too easy for their contemporaries
to dismiss them, as they frequently did. Noted poet Roy Campbell satirized the
Bloomsberries in “The Georgiad,” and referred to its members as “intellectuals
without intellect.” They were also widely criticized as elitist, atheist, and unpatriotic.
By and large, such criticisms were over the top and unwarranted.
The Bloomsbury Group was many things to many people. One can reasonably
assert that the members reveled in the controversy they sparked and the ire that they
drew from the conservative establishment. Many of them were leaders of anti-war
movements and outspoken on social issues of the day. Virginia Woolf has become
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a cultural icon well beyond her feminist associations. Much of the literature
produced by the Bloomsbury Group was revolutionary, in both form and subject
matter. Lytton Stratchey, as much as anyone, destroyed the notion of Victorian moral
rectitude. E. M. Forster, a thoroughly English novelist by any measure, revealed the
flaws of imperialism, while also warning against the stifling of human nature by a
too-rigid society. If one element can be said to unite all the disparate parts of
Bloomsbury, it was their universal criticism of the establishment. Each voiced that
criticism differently and in different media, though the roots of their sentiments were
the same.
One way of thinking about the Bloomsbury Group is that they formed a bridge
between the Victorians and the Moderns. Originating in London in the first decade
of the twentieth century, the founding members of Bloomsbury saw the passing of
the Victorian state of mind, and the Victorian way of doing things. No one at the
time was sure what sort of world would fill this void. For Virginia Stephen and her
brothers, as well as Cambridge friends Clive Bell and Lytton Stratchey, it was an
invigorating time to be young and passionate. They probably imagined that the world
could be molded to their way of thinking. Their overarching agenda, an agenda that
included world peace and human progress, was a profoundly ethical statement. And
yet, the Bloomsberries were out of step with mainstream English society. Much of
their ambition was thwarted by the conservative establishment. However, their ideas
and their writings were revelatory, and continue to be influential for creative artists
in nearly every medium and genre.
Members of the Bloomsbury Group
•
Woolf, Virginia (1882-1941)
•
Forster, E. M. (1879-1970)
•
Strachey, Giles Lytton (1880-1932)
•
Bell, Clive (1881-1964)
•
Keynes, John Maynard (1883-1946)
•
Fry, Roger (1866-1934)
•
Grant, Duncan (1885-1978)
•
MacCarthy, Desmond (1877-1952)
•
Bell, Vanessa Stephen (1879-1961)
•
Woolf, Leonard (1880-1969)
•
MacCarthy, Mary (1882-1953)
•
Stephen, Thoby (1880-1906)
•
Stephen, Adrian (1883-1948)
•
Carrington, Dora (1893-1932)
•
Sydney-Turney, Saxon (1880-1962)
Existentialism
“I think therefore I am.” Though reduced now to the level of cliché, Rene
Descartes’ famous maxim sums up perfectly the philosophical underpinnings of
existentialist thought. Existentialism has its roots in the writings of several
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nineteenth and twentieth century philosophers, among them Friedrich Nietzsche,
Martin Heidegger, and Søren Kierkegaard. The philosophy is by most standards a
very loose conglomeration of perspectives, aesthetics, and approaches to dealing
with the world and its inherent difficulties. There are therefore countless
permutations and flavors of existentialism which cross disciplinary lines and modes
of inquiry. In the most general sense, existentialism deals with the recurring problem
of finding meaning within existence. From this perspective, there are no meanings
or structures that precede one’s own existence, as one finds in organized religion.
Therefore, the individual must find or create meaning for his or her self.
Existentialist thought has garnered an unfair reputation for pessimism and even fullblown nihilism. This reputation is somewhat understandable. The idea of created
meaning strikes some as ultimately meaningless or even absurd. Some of the popular
tropes associated with existential philosophy, such as angst, boredom, or fear,
likewise strike the average observer as dripping with pessimism. However, nothing
in the philosophical train of thought of existentialism dictates a negative view of
humanity or reality. In fact, much of the philosophy revolves around the limitless
capacity for ethically and intellectually engaged persons to enact change in the
world. Positive change is then an imperative for the true existentialist; otherwise
existence is a complete void. To put it another way, it is not simply enough to “be.”
One has to be “something” or life truly lacks meaning or purpose. From this point
of view, existentialism has the potential to indeed be a very positive means of
approaching reality.
The writings of Søren Kierkegaard provided the base upon which later
thinkers and artists built up the edifice of existential philosophy. Kierkegaard was a
Danish philosopher deeply interested in human psychology and Christian ethics. His
principal concerns were with how people responded under crisis, and the choices
one made in the shaping of one’s life. One of his most famous works is Fear and
Trembling, an exploration of the nature of faith in the face of complete loss and fear.
A speculation on the psychology and emotions of Abraham when asked by God to
sacrifice his son Isaac, Fear and Trembling is a fundamental work in the canon of
Christian existentialism. More than that, Kierkegaard paints a portrait of total
loneliness, secrecy, doubt, and finally resignation to fate. His work complicates the
simplistic and ideal notions of religious faith, showing real and absolute faith to be
a kind of limitless, timeless sacrifice to an unknowable being. Later existential
thinkers would frame their discourse differently, but Kierkegaard’s basic tenets have
remained powerfully influential for generations of artists and thinkers.
The art world has been enormously influenced by the current of existential
thought, even from its very beginnings in the nineteenth century. First the novel, and
later the cinema each had unique contributions to make to existential philosophy.
Many existential philosophers have intimated that literature is especially well
positioned to communicate the central tenets of their philosophy. From this
perspective, art tends to act as a lens which either focuses or diffuses certain modes
of thinking which pass through it. In that sense, an existential novelist absorbs the
ideas in vogue at the time and reproduces them within literature. Just as existential
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philosophy is difficult to fit neatly into a box, one cannot simply boil the literature
of existentialism down to a simple recipe. There are multiple strains and variations
from one author to the next, yet still just enough commonalities to see the shared
underlying principles. It is perhaps more productive to discuss the work of several
individual authors than to attempt a sweeping overview of the whole movement.
In world literature, few have been as universally admired as Fyodor
Dostoyevsky. He has been grouped with several different literary movements
because his novels display so many characteristics so well. While his work is
distinctly, unmistakably Russian, his characters and their specific dilemmas
transcend cultural boundaries and speak to the shared problems of all humans living
in modern times. Crime and Punishment is a profound example of how some of the
principles of existentialist thinking can be perverted, leading to ethical decay and
personal destruction. The lead character – one hesitates to label him a protagonist –
Raskolnikov believes that he can justify for himself the murder of a greedy
pawnbroker who lives near him. In his own mind, Raskolnikov hypothesizes that he
can justify the crime of nature by using the stolen money to perform good works.
This kind of moral calculus, carried out by a lone individual and not sanctioned by
the greater society, is ultimately bankrupt and doomed to failure. In addition to the
quasi-moralistic rationalizations for murder, Raskolnikov mythologizes himself as
imbued with personal power in the mold of a Napoleon. He posits that certain
individuals are born with the right and the privilege to act outside of ordinary societal
rules and expectations. That all these machinations fall away and leave Raskolnikov
with nothing but animalistic fear demonstrates the real danger of elevating one’s ego
too high. Dostoyevsky knew a little something about feeling powerless. He spent
five years as a political prisoner in the gulags of Siberia. It is no coincidence that his
greatest works would be produced upon return from exile.
The writings of Franz Kafka have long been associated with twentieth century
existentialism. Born to Jewish parents in the Austro-Hungarian Empire, Kafka lived
through the turmoil of the First World War. The death and destruction which ravaged
Central and Western Europe most definitely had an impact on Kafka’s aesthetics.
He actually never completed a full-length novel, and is most famous for his
novella The Metamorphosis, in which a man awakens to find himself transformed
into something hideous. Critics have pointed out that in the translation from German
to English, a great deal of the wit of Kafka’s writing is lost. However, the primary
themes which Kafka wished to convey are understandable in any language. Like
many existential writers, Franz Kafka saw the individual as being caught up in
systems and bureaucracies that were beyond understanding. Even existence becomes
a kind of control over personal autonomy. The natural response to this is to resign
from life, but Kafka presents the situation with dry humor. He approaches the
inherent terror of existence with a wink and a nod, and embraces the absurdity of
everything. Later in the twentieth century, the comedy troupe Monty Python would
in a sense follow in Kafka’s steps, presenting life as ultimately absurd and as
meaningful or meaningless as one chose to make it.
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The name most synonymous with existential literature is Albert Camus,
despite the fact that he himself rejected the label. His novels typically represent
characters caught up in situations and systems well beyond their control, and the
ways in which they cope with such seeming futility. In The Stranger, the protagonist
Meursault almost randomly commits a murder on the beach, yet seems to lack deep
human feelings. He by all accounts feels no remorse for his act, nor sadness for the
recent passing of his mother. The prevailing themes of the novel are isolation and
ostracism, and the sense of being insignificant within the larger systems of society.
In the prison awaiting execution, Meursault is incapable of any sort of epiphany
regarding his actions or place in the world – all that he understands is absurdity. The
absurd and the isolated nature of human existence is definitely a recurring theme for
Camus. A somewhat more positivist example of Camus’ point of view can be found
in The Plague, a novel recounting an outbreak of the bubonic plague in a small port
city. Those trapped within the city walls with the disease are forced to summon inner
reserves of strength and determination in the face of the ultimate negative force –
death.
The twentieth century’s greatest existential thinker was undoubtedly
Frenchman Paul Sartre. Uniquely, Sartre was the only person to ever decline the
Nobel Prize in Literature award. His was a life committed to activism and the
advancement of social causes. His literary contributions were relatively few, but
profound. In The Nausea, Sartre tells that story of an academic who becomes aware
of the intense singularity of his own existence. Objects and even other people are
completely outside of his experience, no matter what steps he takes to impart his
own meanings onto them. This leads to the realization of complete freedom, but also
complete isolation. In the novel, this freedom is terrifying. The title explains
perfectly the feelings of the protagonist when confronted with his own essential
Being. In real life, Sartre saw this complete freedom as an imperative towards action.
Given ultimate freedom, humans had ultimate responsibility for their own actions.
In this way, Sartre took existentialism in a very positive direction. He advocated for
the downtrodden, and continually struggled for a more egalitarian society based on
the worth of each individual.
The theater of Samuel Beckett brings together themes and concepts common
to several periods of literary and intellectual history. His drama is most frequently
characterized by spare, minimalist settings, peopled by beings that seem incomplete
and strange. There is a distinct rejection of traditional stage play structures and
expectations. The conflicts which Beckett presents to the audience – for all drama
must have some conflict – are sometimes so obfuscating as to frustrate and distort
meaning entirely. Characters do not know where they are or what their purpose is or
their purpose lacks discernible meaning. Audiences often find Beckett extremely
frustrating and inaccessible, but one could argue that inaccessibility is precisely the
point. Existence itself is difficult, confusing, frustrating and even at its very end
refuses to divulge any meaning other than what the individual has created for him or
herself. With that in mind, the theater of Beckett is truly a mirror held up to the
insanity of modern existence. Seemingly fantastic and meaningless settings mimic
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those same settings which people inhabit daily, from the office to the mall to the
subway train. Anyone who has stopped in the middle of their daily routine and
realized, “This is crazy,” is a co-conspirator with Samuel Beckett.
Contemporary film and literature have by no means given up the ghost of
existential thought. Chuck Palahniuk, Stanley Kubrick, and David Lynch all have
created works of art that follow a direct line from nineteenth century existential
philosophy. Palahniuk offers a prime example of how existentialist ideas can still
permeate work that is firmly rooted in the contemporary idiom. In Fight Club,
readers are introduced to a fast-talking, mentally unstable protagonist who
regurgitates a lot of the ideas of existentialism, yet simultaneously cannot grasp the
import of the philosophy he recites. The modern world, which commodifies
everything, even one’s internal life, has rendered all philosophies essentially
bankrupt. The reaction of the protagonist is to rail against that commodification in
ever more violent ways, but nevertheless he cannot escape the commercial,
postmodern world which he inhabits. Part of him understands this, and resists the
urge to simply annihilate things – this provides the greatest twist of the novel – and
that part of him is ultimately correct. The unfortunate conclusion that Palahniuk
forces the reader to grapple with is that existence as such has become a commodity,
a blank slate for advertisers, and the individual no longer has self-ownership and
self-determination. Of course given that Palahniuk is writing in a very contemporary
idiom, many interpretations are absolutely possible. One could even read that an
embrace of commodity culture, a sell-out to buy-in, is the most meaningful response
possible in the world that has come to pass in the twenty-first century.
As quickly as it came into the mainstream, existentialist philosophy and
literature fell out of fashion. There are several reasonable explanations for this. In
the first place, the labels that critics give to periods of intellectual and literary history
are frequently applied in hindsight. Existentialism was never really a cohesive body
of thought, but instead a vague and amorphous intersection of ideas, questions, and
methods of inquiry. Few people labeled themselves as existentialists. Many, in fact,
resisted the appellation altogether. Second, the adoption of existentialist
philosophical principles in popular art reduced its significance to that of a product,
a kind of kitsch that many self-respecting thinkers shied away from. Contemporary
literature adopts, discards, and modifies so many philosophical and aesthetic
perspectives that holistic points of view like existentialism gets washed out by all
the competing voices. However, the influence of existential thought is not totally
swept away, as many filmmakers and novelists still claim the likes of Kafka or Sartre
as prime inspirations.
Major Existentialist Writers
•
de Beauvoir, Simone (1908-1986)
•
Beckett, Samuel (1906-1989)
•
Bukowski, Charles (1920-1994)
•
Camus, Albert (1913-1960)
•
Dostoyevsky, Fyodor (1821-1881)
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•
•
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•
•
•
•

Heidegger, Martin (1889-1976)
Ionesco, Eugène (1909-1994)
Kafka, Franz (1883-1924)
Kierkegaard, Søren (1813-1855)
Marcuse, Herbert (1898-1979)
Nietzsche, Friedrich (1844-1900)
Thoreau, Henry David (1817-1862)
Sartre, Paul (1905-1980)

The Beat Generation
In America in the 1950s, a new cultural and literary movement staked its claim
on the nation’s consciousness. The Beat Generation was never a large movement in
terms of sheer numbers, but in influence and cultural status they were more visible
than any other competing aesthetic. The years immediately after the Second World
War saw a wholesale reappraisal of the conventional structures of society. Just as
the postwar economic boom was taking hold, students in universities were beginning
to question the rampant materialism of their society. The Beat Generation was a
product of this questioning. They saw runaway capitalism as destructive to the
human spirit and antithetical to social equality. In addition to their dissatisfaction
with consumer culture, the Beats railed against the stifling prudery of their parents’
generation. The taboos against frank discussions of sexuality were seen as unhealthy
and possibly damaging to the psyche. In the world of literature and art, the Beats
stood in opposition to the clean, almost antiseptic formalism of the early twentieth
century Modernists. They fashioned a literature that was bolder, straightforward, and
expressive than anything that had come before. Underground music styles like jazz
were especially evocative for Beat writers, while threatening and sinister to the
establishment. To many, the artistic productions of the Beats crossed the line into
pornography and therefore merited censorship. Some dismissed the Beat
Generation’s literature as mere provocation – a means to get attention, not serious
art. Time has proven that the cultural impact of the Beat writers was far from shortlived, as the influence of their work continues to be widespread.
The “founders” of the Beat Generation met at Columbia University in the
early 1940s. Jack Kerouac and Allen Ginsberg formed the core of this initial group,
and they would remain bulwarks of the Beat sensibility for years to come. Lucien
Carr, John Clellon Holmes, and Neal Cassidy were also original members of this
coterie, though their clout was somewhat less than the others. Gregory Corso was a
first wave Beat poet who Ginsberg met a bar. For the Beat Generation, the shadowy
underside of society could harbor every bit as much creative genius as the gilded
halls of the academy. Despite their anti-establishment and anti-academy pretentions,
the Beats were all well-educated and generally from middle class backgrounds. It
was Kerouac who coined the term “Beat Generation,” and the name stuck. William
S. Burroughs was another original Beat writer, though slightly older and more
experienced than his contemporaries. Burroughs was found unfit to serve in the
Army during World War II, and had spent several years wandering and doing odd
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jobs. It was pure serendipity that he and Kerouac and Ginsberg would enter each
other’s orbit, for their creative interchanges marked the true beginning of Beat
literature.
The Beat Generation pulled from a variety of source materials to construct
their particular vision of literature and culture. Several of the originators claim
Romantic poets as major influences on their work. Percy Bysshe Shelley and
William Blake are often cited as especially influential on the development of the
Beat aesthetic. Interspersed with their Romantic influences were surrealist and
absurdist tendencies. At the same time, the American Transcendental Movement of
the nineteenth century was a powerful inspiration for the confrontational politics of
the Beats. Henry David Thoreau was particularly revered as a symbol of protest. It
was the Beats, in fact, who played a large role in rehabilitating Thoreau’s reputation
and elevating Walden to the status that it holds today. Conversely, the artistic
production of the American Modernists was in many ways reviled by the Beats. The
neo-classical formalism of T. S. Eliot was rejected as too much removed from real
life and experience. Eliot embraced his status as an academic, while to the Beat
Generation he was simply one more elitist with pretentions of grandeur.
The elder statesman of the Beat Generation was the poet Lawrence
Ferlinghetti. A son of immigrants, Ferlinghetti was a Navy veteran who worked with
resistance movements during World War II. He settled in San Francisco after the
war, where he opened the City Lights Bookstore. City Lights quickly become a hub
of Beat Generation literati. Around the same time, Ferlinghetti also entered the
publishing industry, bringing both lesser-known and established poets to the
mainstream. In his own poetry, Ferlinghetti displayed a jazz-inspired rhythm and
improvisational spirit. Much like the work of e. e. cummings, his lines seemed
almost thrown on the page, though underneath the seeming disorganization was
careful planning and a deliberate effect. Ferlinghetti was known for his combination
of humor and darkness, a perfect reflection of the state of America and the world at
mid-century. He saw the decadence and prudery of American culture, and the
destructive potential of capitalism gone awry, but his first response was to laugh at
the absurdity of it all. Ferlinghetti’s poetry, therefore, is less firmly rooted in the
Beat aesthetic from which it sprang. His humor and humanity make his art more
timeless, not as weighed down by the historical moment.
The publication of Allen Ginsberg’s Howl in 1956 marks a turning point in
the history of Beat literature, not to mention American literature in general. The
long-form poem is intended to be read aloud, almost chanted, a sort of return to an
oral tradition that had been neglected in literature for a long time. The content of the
poem raised eyebrows, and sparked an obscenity trial which challenged the
definition of pornography in America. Ginsberg won, and the judgment more or less
ensured that poetry and fiction would from then on be immune to the kind of
censorship that still plagued other genres of art. With Howl, Ginsberg takes the
reader/listener on a tour of the underside of America. There are drug-addicts,
drifters, prostitutes, and swindlers. There is a visceral rage against the system that
requires conformity and selling-out. Foul language and slang are common
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throughout the work, as well as drug use and criminality. All of these things were
shocking to the 1950s establishment. But for Ginsberg, he was simply following the
path of his inspiration. He cited Walt Whitman as one of his greatest influences, and
one can certainly hear echoes of Whitman’s primitivism throughout Ginsberg’s
corpus of work.
As the frantic exuberance of the 1950s gave way to the chaos of the 1960s,
Allen Ginsberg moderated his poetics a great deal. His work was always an
expression of his inner turmoil and quest for meaning. As his life came more into
focus, the energies that fueled a production like Howl were no longer there. No one
has suggested that Ginsberg lost his edge, but rather that his work became more
mature, less explosive. He spent much of his time from the sixties onward as a
visiting scholar at numerous universities. The very establishment that he turned his
back on welcomed him into the fold with open arms – an ironic twist that led some
to question his integrity. However, one of Ginsberg’s pleasures in life was to be an
instructor and mentor to others. On the advice of several spiritual gurus, he left drug
experimentation behind and instead looked to other people for fulfillment. Instilling
the next generation with his passion and belief in the human spirit was for Ginsberg
the best way to be an effective “prophet-poet” in the tradition of his idol, Walt
Whitman.
No Beat Generation novelist garnered more attention and adulation than Jack
Kerouac, and none of their personal lives were more filled with conflict, confusion
and crippling depression. Eventually dying from his alcoholism, Kerouac was never
happy with the position that he attained as the de facto spokesperson for his
generation. He was reportedly quite shy, and had a difficult time with the rejection
that he faced early in his career. His single greatest success was On the Road, a
philosophical travel narrative which blends stream of consciousness, drug visions,
and profound observations into a generational statement that resonates to this day.
The book made him immediately famous. Even his Beat Generation cohorts were
rather taken aback with the creativity and passion which emanated from the quiet
Kerouac. In addition to novels and philosophy, he wrote a great deal about the craft
of fiction, or at least his version of that craft. Kerouac’s half-brilliant, halfincomprehensible meditations on the work of making literature are windows into the
Beat consciousness. Inside, one finds great potential often hampered by disarray,
and an unquenchable idealism which crashes hard against the bitter reality of
American consumer culture. In a sense, Jack Kerouac was the most fragile of all the
Beat Generation writers. He succumbed to the pressure of fame and attention. While
Ginsberg deflected the weight of expectation, Kerouac carried it on his shoulders,
and it eventually crushed him.
If William S. Burroughs had produced nothing else of note besides Naked
Lunch, he would still be considered one of the preeminent Beat writers. Perhaps
more than his contemporaries, Burroughs embodied the spirit of reckless abandon
for which the Beat Generation was known. In Mexico City, on a drunken spree,
Burroughs accidentally shot his first wife Jane Vollmer in the head. The only reason
he was in Mexico was to avoid possible imprisonment in the United States. The near
74

savagery of his life would naturally carry over into his artistic efforts. His greatest
contribution to literary technique was what he called the “cut-up,” a form which
borrowed more from collage and cubism than traditional linear narrative. The blatant
disregard for narrative effectively mirrored Burroughs’ mental state, as he forever
struggled with alcohol and drug addictions. Naked Lunch is a difficult and
sometimes terrifying novel to engage with, though readers continue to be drawn to
in for its style, use of language, and innovation.
Criticism of the Beat Generation’s aesthetics and behavior came from many
corners of society. The academic community derided the Beats as anti-intellectual
and unrefined. Mainstream America was horrified by their supposed sexual deviancy
and illicit drug use. Established poets and novelists looked down upon the
freewheeling abandon of Beat literature. Politicians such as Joseph McCarthy
identified elements of Beat ideology as Communist and a threat to the nation’s
security. The Beat Generation effectively absorbed all of these barbs without
disintegrating. However, their relatively short time in the spotlight of literature and
culture could be attributed to the amount of scorn heaped upon them. The original
coinage of “Beat” was meant to imply a people beaten down and walked over, and
in the early 1950s that interpretation was very apt.
The Beat Generation made a lasting impact on the structure of modern
American society. With Ginsberg’s Howl, the notion of what was acceptable
literature was broadened immensely. Censorship as a force for modulating public
discourse, in the realm of literature at least, came to an end. Perhaps more
importantly, the Beats propelled discussions of ecology and environmentalism into
the mainstream. Before the 1950s, environmentalism as it is understood today did
not really exist. The Beat Generation’s infatuation with Native American and
Eastern philosophies contributed to the genesis of modern environmental ethics, at
least as a byproduct. Modern poetry underwent a relaxation of structure and style
that basically allowed for anyone to express themselves in whatever fashion they
chose. Experimentation became an expectation, as the stuffy formalism of the
Moderns was wholly subverted.
The Beat Generation faded from view as quickly as it appeared. Quickly
stepping into the void were the beatniks. Despite the similar sounding names, the
beatniks had very little in common with the Beats. Instead of a movement and an
ideology, the beatniks represented little more than a fashion. Specifically, the
beatnik was the laid-back, poetry reading goateed man, usually dressed in black. It
is possible that this fashion was the result of society’s consumption and regurgitation
of the Beat Generation aesthetic. If that’s the case, then the Beat writers were
consumed and commodified by the very culture they sought to undermine. The
hippie movement of the 1960s also owes a great debt to the Beats, though probably
the Beats would not be quick to own that claim. The counterculture hippies generally
lacked the intellectual backing that the Beats earned in the 1940s. In order to rebel
and change a system, one must have some knowledge of the inner workings of that
system. The Beat Generation was more educated and sophisticated than they seemed
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at first glance. Their artistic rebellion was calculated, and informed with an
understanding of what came before them.
Major Writers of the Beat Generation
•
Ginsberg, Allen (1926-1997)
•
Kerouac, Jack (1922-1969)
•
Burroughs, William S. (1914-1997)
•
Corso, Gregory (1930-2001)
•
Ferlinghetti, Lawrence (1919-)
•
Cassady, Neal (1926-1968)
•
Solomon, Carl (1928-1993)
•
Holmes, John Clellon (1926-1988)
•
Johnson, Joyce (1935-)
•
Kesey, Ken (1935-2001)
•
Brautigan, Richard (1935-1984)
•
Snyder, Gary (1930-)
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English Literature History
From the Conquest to Chaucer (1066-1400)
From Chaucer to Spenser (1400-1599)
The Age of Shakespeare (1564-1616)
The Age of Milton (1608-1674)
From the Restoration to the Death of Pope (1660-1744)
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TOPIC 4. Byronic Hero in Literature
Literature of the Victorian epoch was marked by a close intertwining of
romance and realism. It also exhibits other features, such as a strong sense of
morality, fusion of imagination and emotion, focus on social unrest, and the
accessibility of literary works for common people. Within the Victorian period, a
great number of outstanding writers and poets were established, such as Mathew
Arnold, the Bronte sisters, Sir Arthur Conan Doyle, Robert Browning, Charles
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Dickens, George Eliot, Oscar Wilde, and others. These authors played an important
role in shaping our modern literary taste. One literary figure that had a great
influence on the Victorian epoch was the Byronic hero. Lord Byron created the
Byronic hero and then later the Bronte sisters gave this type of character a rebirth in
their literature. This influence will be explored in two of the Bronte sisters' works:
Wuthering Heights and Jayne Eyre.
The archetype, or character type, of the Byronic hero was first developed by
the famous 19th-century English Romantic poet Lord Byron. Most literary scholars
and historians consider the first literary Byronic hero to be Byron's Childe Harold,
the protagonist of Byron's epic poem Childe Harold's Pilgrimage. However, many
literary scholars and historians also point to Lord Byron himself as the first truly
Byronic hero, for he exemplified throughout his life the characteristics of the sort of
literary hero he would make famous in his writing.
A Byronic hero can be conceptualized as an extreme variation of
the Romantic hero archetype. Traditional Romantic heroes tend to be defined by
their rejection or questioning of standard social conventions and norms of behavior,
their alienation from larger society, their focus on the self as the center of existence,
and their ability to inspire others to commit acts of good and kindness. Romantic
heroes are not idealized heroes, but imperfect and often flawed individuals who,
despite their sometimes less than savory personalities, often behave in a heroic
manner.
According to many literary critics and biographers, Lord Byron developed the
archetype of the Byronic hero in response to his boredom with traditional and
Romantic heroic literary characters. Byron, according to critics and biographers,
wanted to introduce a heroic archetype that would be not only more appealing to
readers but also more psychologically realistic.
The archetype of the Byronic hero is similar in many respects to the figure of
the traditional Romantic hero. Both Romantic and Byronic heroes tend to rebel
against conventional modes of behavior and thought and possess personalities that
are not traditionally heroic. However, Byronic heroes usually have a greater degree
of psychological and emotional complexity than traditional Romantic heroes.
Byronic heroes are marked not only by their outright rejection of traditional
heroic virtues and values but also their remarkable intelligence and cunning, strong
feelings of affection and hatred, impulsiveness, strong sensual desires, moodiness,
cynicism, dark humor, and morbid sensibilities.
Byronic heroes also tend to appear larger than life and dress and style
themselves in elaborate costumes for the purpose of making themselves as different
from others as possible.
Created in the early nineteenth century, the Byronic hero which became
possibly the most striking feature of Victorian literature. The main character Satan
in Milton's Paradise Lost was Byron's main fascination. Satan is the true hero of the
story, yet he is portrayed as a rebel. Other inspirations of Byron's Byronic hero were
the protagonists of gothic novels as well as Napoleon Bonaparte, who was a highly
controversial figure. These inspirations helped assist Byron to develop one of the
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most eminent literary types of all times. The term Byronic hero is defined by Atara
Stein as follows:
The Byronic hero is an outlaw and outsider who defines his own moral code,
often defying oppressive institutional authority, and is able to do so because of his
superhuman or supernatural powers, his self-sufficiency and independence, and his
egotistical sense of his own superiority. He essentially defines and creates himself,
like Wordsworth's "unfathered vapour", embodying the ultimate development of the
individual. He is a loner who often displays a quick temper or a brooding angst, or
both, and he lacks the ability to relate to others (8).
Byron had created a unique character that is seen as a protagonist but also at
the same time a very unstable character, known as the Byronic hero.
The Byronic hero is usually distinguished by a certain set of qualities or
character traits, which separate him from other dominant character types. These
traits include isolation from society, rebellious nature, moodiness, arrogance and
self-confidence, cynicism, self-destruction, sophistication and intellect, social and
sexual dominance, self-criticism, introspection, and magnetic charisma. Through
these traits the Byronic hero is established.
The Byronic hero is an outcast, wanderer or recluse who, due to external
circumstances or inner struggle, is separated from society. Emily Bronte's character
Heathcliff is a perfect example of an outcast in the beginning of Wuthering Heights.
Heathcliff shows flawed characteristics which make the reader believe he is a misfit.
He does not speak, he growls; and he does not smile, he grins. Heathcliff is an
orphan, who has been cast out from his prior family. When Mr. Earnshaw takes
Heathcliff in, his status is deemed less of an outcast, but then Mr. Earnshaw dies and
his son Hindley treats Heathcliff like a servant. Hindley banishes Heathcliff to the
servant's quarters. "He drove him from their company to the servants, deprived him
of the instructions of the curate, and insisted that he should labour out of doors
instead, compelling him to do so as hard as any other lad on the farm" (E. Bronte
49). This passage supports the thought that Heathcliff is an outcast from normal life.
This leaves Heathcliff to become a wanderer; he searches for time with Catherine,
but due to external forces such as Hindley, he has a hard time not being an outcast.
The Byronic hero is usually tormented by his past. However, Heathcliff's past
transgressions can be redeemed by his love for Catherine, who can bring out the best
in him. This combination of positive and negative traits produces an effect desired
by readers as they then can recognize themselves in the Byronic hero, yet view him
as an ideal. Heathcliff is outcast from Catherine due to external traits helping him
posse’s characteristics to be a Byronic hero.
Lord George Gordon Byron was endowed with the qualities of an
unpredictable and controversial persona, thus leading people to wonder if the
Byronic hero was modeled after him. Critics concur that Byron had a passionate
manner and thirst for adventure. He was also a wanderer and pleasure seeker,
traveling to Switzerland, Italy, Constantinople and Greece, looking for relief in new
places. Lord Byron was involved in an affair with his half-sister Augusta and was
known to be a notorious womanizer. However, some researchers write, "during at
78

least three periods of his life, homosexual interests predominated over his numerous
heterosexual involvements"(Crompton). All of Byron's relationships must have
given him a sense of guilt that found its outlet in his famous works because "Byron
wrote a significant number of poems in this genre based on his feelings for younger
boys at Harrow school"(Crompton). Although Byron was always surrounded by
people, he was seen as a lonely man who brooded over his past and indulged in selfcriticism, and he behaved in a reckless manner which got him in all sorts of trouble.
Some of his friends abandoned him, as public opinion was more important for them
than friendship with an imprudent writer. Broken ties with people whom he had
known for years resulted in the feeling of alienation, which Byron shared with his
heroes. But Byron always had to take into consideration the public's taste and make
the hero appealing to his admirers; this is why the Byronic hero changed over time.
But Byron still pushed the limits with the public's acceptance of villainous,
unsympathetic, and selfish characters. Although not identical, Byron and the
Byronic hero display many similarities; the line between the creator and creation is
very thin.
Atara Stein maintains that the most appealing quality of the Byronic hero is
"the defiance of institutional authority" (10). This quality can be respected by most
individuals because rebels are always viewed as powerful people whether they are
respected or not. In the case of a Byronic hero, he is always viewed as a powerful
being although at the same time he is sometimes respected and sometimes frowned
upon. However, for the Byronic hero his internal morals are more important than the
external morals imposed by society. Having a tough exterior keeps the Byronic hero
viewed differently by society while his internal code is not often seen by others, only
by himself. Stein observes one significant distinction between the Byronic hero of
the nineteenth century and his late twentieth century counterpart, stating that "the
contemporary Byronic hero is much more likely to take on a successful leadership
role in the battle against oppression" (10). Stein also quotes various researchers to
back up her claim that Byron wished to please the audience, especially female
readers, providing them with "a fantasy image of desire" (11). She emphasizes two
possible levels of reading Byron. On the first level, we experience the inner turmoil
of the main character, putting ourselves in his shoes and seeing the world through
his eyes. On the second level, we distance from the characters, viewing them with
implied irony. Heathcliff can be seen as an example of these two possible levels.
With reference to Stein's first level, Healthcliff can be viewed as an independent
character that we can relate to at times because he does go through turmoil. The
readers can put themselves in his shoes. Although Healthcliff can be seen as a
humble man he does dictate ruthlessness. According to Stein's second level the
readers distance themselves from Heathcliff because his internal dilemmas turn into
external problems which help readers realize he may deserve what he is getting.
Although Heathcliff is a rebel, we view him differently than he views himself-more
through his external attributes than through his actual internal traits, which only the
rebel himself knows. Stein believes the quality of a rebel is an appealing quality of
the Byronic hero.
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The Bronte sisters admired Byron's personality and his characters and felt
compelled to respond to him in their works, which are considered to be literary
masterpieces. For example, Lord Byron in The Bride of Abydos and in Manfred
"explored not so much as morbid perversion, but rather as a narcissistic attraction
between a male character and his female alter ego" (Ceron). The Bronte sisters'
"reading of Byron (The Bride of Abydos) privileges this dark side of the literary
myth, and their main focus is on the mysterious identity and gothic aspects of the
Byronic hero" (Ceron). Although Romanticism was a dominant literary movement
during the Victorian period, at the time the Bronte sisters were writing it was dying
out. The Bronte sisters not only revived Romanticism, but also refreshed it with the
Byronic hero. Charlotte was fascinated with the dark side of the Byronic hero. This
fascination inspired her to develop the complex character of Edward Rochester in
Jane Eyre (1847).
As a manifestation of the Byronic hero, Rochester's life is under a veil of
mystery, and his secret past and ambiguous present add suspense to the story
Wuthering Heights. Rochester is depicted as a relentless man who cannot settle
down at Thornfield and is constantly on the move. He is always in the sulks and
finds difficulty in communicating with the outside world. Even though Edward
Rochester does not have a particularly handsome appearance and lacks
courteousness, he wins Jane's heart:
My master's colourless, olive face, square, massive brow, broad and jetty
eyebrows, deep eyes, strong features, firm grim mouth, - all energy, decision, will, were not beautiful, according to rule; but they were more than beautiful to me; they
were full of an interest, an influence that quite mastered me, - they took my feelings
from my own power and fettered them in his (C. Bronte 331).
Rochester was not withstanding his higher financial and social status in
comparison with Jane's, for all women were seen as inferior and subordinate to men
in the Victorian epoch. However, on the intellectual level Edward and Jane were
equals. This is especially vivid in the scene where Jane hears Rochester's voice at an
enormous distance and runs to save him from misery. The reciprocal telepathy
between them reiterates the gothic clich&eacute; of superhuman capacities of two
superior minds. However, Rochester deserves moral blame, for he conceals his
marriage to Bertha Mason and is thus morally inferior to Jane. Charlotte Bronte's
character Rochester possesses many characteristics of the Byronic hero; not only is
he a protagonist, but he is flawed.
In fact, it is Rochester's troubled past that shapes his ambiguous and imperfect
present. He recounts his misfortune of being tricked into marrying a mad woman
whom he did not even love. Later, he learns of the web of lies weaved by the bride's
family and his own, but he is tied by a tight nuptial knot. "The honeymoon was over,
I learned my mistake; she was only mad, and shut up in a lunatic asylum.. My father
and my brother Rowland knew all this; but they thought only of the thirty thousand
pounds, and joined in the plot against me" (C. Bronte 583-584). As a result,
Rochester develops a sense of distrust and avoids human contact, earning himself a
reputation as a social outcast, which again is a trait of Byronic heroes. His whole life
80

is cloaked in mystery that is revealed to the reader in the course of the narration. He
could marry a well-to-do and beautiful lady like Blanche Ingram, but prefers poor
and plain Jane because of her intelligence. He has confessed that he became a
wanderer and abandoned his wife because he intended to find "a good and intelligent
woman" (C. Bronte 592). Like a true Byronic hero, he hits the road and faces
hardships. He is far from being perfect, and his imperfections make him an appealing
character. Through the depiction of good and bad qualities, Charlotte Bronte reveals
the dynamics of her hero, who can be different depending on the circumstances. At
the beginning of the novel, Rochester is presented as a harsh, hard-to-deal-with and
terse man. However, as the story unfolds, we observe a passionate and affectionate
side of Rochester. He completely disregards his social rank and, contrary to social
expectation, falls in love with Jane. In chapter 23 Rochester says, "You-poor and
obscure, and small and plain as you are - I entreat to accept me as a husband"(C.
Bronte 485), which shows lack of caring for rank which is another trait of a Byronic
hero. On the one hand he loves Jane, and on the other he is bound by conjugal ties
to Bertha Mason. The constant internal contradictions are another common trait of
the Byronic hero. However, Rochester has some qualities that are not inherent in the
Byronic hero: He does not lack courage when it comes to saving the lives of others,
and he is willing to sacrifice himself.
In Rochester, Charlotte Bronte intended to portray a conventional man who
has several flaws that make him down-to-earth and appealing to a female audience.
"Charlotte's reading of the Byronic hero is much more framed within the conventions
of the realistic novel" (Ceron). This is why he can be viewed as more down-to-earth.
In my opinion, Rochester is a border case between a traditional and Byronic hero,
for he shares qualities of both. At the end of the novel, the good in him wins, which
is celebrated in the happy ending. In Charlotte's unique interpretation of the Byronic
hero, she wanted to emphasize the possibility of taming him into a loving and faithful
husband with the help of an attentive and every bit as caring a woman as Jane, thus
portraying Rochester as severely flawed but at the same time very humanistic.
Emily Bronte's interpretation of the Byronic hero differs substantially from
Charlotte's. "An anti-hero, like Heathcliff in Emily Bront&euml;'s Wuthering
Heights, surrenders his life to life-destroying values" (Rick). He is sinister and
violent, demonic, cold and aloof, handsome and passionate. All these traits have
established him as "a romantic hero, and therefore, an individualist" (Rick), and he
is the kind of hero always admired by women - brooding, obsessed, and extremely
mysterious. Isabella considers Heathcliff to be a hero, but he soon shatters her
illusions, accusing her of "picturing in me a hero of romance, and expecting
unlimited indulgences from my chivalrous devotion. I can hardly regard her in the
light of a rational creature, so obstinately has she persisted in forming a fabulous
notion of my character and acting on the false impressions she cherished" (E. Bronte
241). Isabella seems to be oblivious to the harsh reality. Heathcliff openly states that
he will abuse her, but she succumbs to her own delusions. She hopes that her love
will evoke deep and warm affection that is always attributed to the Byronic hero.
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Despite his fiendish nature and violence, Heathcliff is still viewed as a romantic
hero, which accounts for his passionate love for Catherine.
At the beginning of the novel, Heathcliff is called "gipsy", "wicked boy", and
"imp of Satan", which are hints about his unruly character and rebellious behavior.
Mr. Earnshaw says about the boy, "It's as dark almost as if it came from the devil"
(E. Bronte, 57). The society of the Victorian period was racially prejudiced, and the
boy felt their hostile and sometimes contemptuous treatment. The Byronic hero is a
rebel. Heathcliff is against class distinctions, and this opposition had a major
influence on his life and relationships with Catherine. In Victorian England, people
were fascinated with gypsies, whose traveling lifestyle and sinister appearance put
fear in people's hearts. But despite Mr. Earnshaw's remark, Heathcliff's descent is
not traced and his physical beauty is undeniable.
He had grown a tall, athletic, well-formed man; beside whom my master
seemed quite slender and youth-like. His upright carriage suggested the idea of his
having been in the army. His countenance was much older in expression and decision
of feature than Mr. Linton's; it looked intelligent, and retained no marks of former
degradation. A half-civilized ferocity lurked yet in the depressed brows and eyes full
of black fire, but it was subdued; and his manner was even dignified: quite divested
of roughness, though stern for grace (E. Bronte, 151-152).
Heathcliff struggles for dominance and control over the Wuthering Heights
and Grange, but his financial and social status as well as ethnic background put
obstacles in the way of possessing things he wishes. Heathcliff is shown as a beast
at times, committing violent acts and uttering threats. However, his emotional
complexity goes beyond reactions and motivations that underlie his deeds. He
resorts to violence as a means to express the depth of his love and hate. Catherine is
the only person with whom he can be good and caring, but he treats others as nastily
as possible, evoking feelings of fear and hatred.
Heathcliff's love for Catherine is more like obsession or addiction, and he is
tormented by his feelings that are unfulfilled in actual relationships with her. He fits
the description provided by Deborah Lutz: "The definition of the Byronic hero is the
tormented melancholy failure who nears success and then fails and experiences the
eternal loss, the repetition of the impossibility of bliss" (52). His insatiable passion
consumes him, and he rejoices at the prospect of being reunited with her in death.
Through his unswerving devotion to the beloved woman, Heathcliff can be
redeemed.
His pain is self-destructive and palpable, commanding sympathy on the part
of the readers. As the story progresses to the end, Heathcliff gradually descends into
madness. "He muttered detached words also; the only one I could catch was the
name of Catherine, coupled with some wild term of endearment or suffering; and
spoken as one would speak to a person present; low and earnest, and wrung from the
depth of his soul" (E. Bronte 530-531). Heathcliff remains aloof till the very end of
his life, which is the very nature of the Byronic hero.
It is impossible not to notice striking similarities between Charlotte Bronte's
Rochester and Emily Bronte's Heathcliff. Both protagonists share the qualities
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usually attributed to the Byronic hero, such as moodiness, higher emotional and
intellectual capacities, and a lack of heroic virtues. However, it would be erroneous
to claim that they fully fit the Byronic hero paradigm. Their characters, attitudes to
others, and past experiences constitute a major distinction between the two
protagonists and define the degree of deviation from a typical Byronic hero.
Heathcliff shares more traits with the Byronic hero than Rochester. The latter is
portrayed as a romantic hero with an insinuation of wickedness. It should be
mentioned that during the Victorian period men exercised power over the fairer sex
and the Bronte sisters expressed their doubts as to the masculine superiority and
dominance, skillfully developing male characters with self-destructive qualities.
However, one of the common themes that appealed to the Victorian audience was
overcoming limitations of the social situation. In Wuthering Heights and Jane Eyre,
the protagonists leave their homes and return wealthy and respected gentlemen. The
Bronte sisters proposed Heathcliff and Rochester to be very similar to each other,
both possessing traits of the Byronic hero.
Despite some similarities, the characters differ in many ways. First of all,
Rochester and Heathcliff differ in physical appearance, as the former is viewed as
unattractive, and the latter could hardly be called handsome by the Victorian
standards of beauty. Still they are regarded to be sexually appealing and
manipulative, well aware of their charismatic personalities and popularity with
women. The men have different ethnic backgrounds, and for Heathcliff the color of
his skin is one of the main problems why he cannot marry Catherine and acquire
wealth. Secondly, the characters differ in the way they treat others. Rochester is cold
and terse, but he never abuses people he lives with. Heathcliff, on the contrary, can
resort to violence, harming others and displaying no mercy to the near and dear.
Thirdly, love for good women has a polar effect on the protagonists. For Rochester,
Jane's love is like a remedy for his tormented soul; it is able to heal his past wounds
and make him a virtuous man. For Heathcliff, Catherine's affection is a poison that
ruins his mind and body, causing his death. Although very similar in some
characteristics, Heathcliff and Rochester differ in others.
The Bronte sisters displayed somewhat different views of the Byronic hero.
Emily Bronte's primary emphasis is on the "dark side of the literary myth, and her
main focus is on the mysterious identity and Gothic aspects of the Byronic hero"
(Ceron). Emily's Wuthering Heights demonstrates the full adoption of the Byronic
hero, egoistic by nature and thus untamable. Charlotte explores the seductive and
redemptive sides of her character, believing in his transformation. Charlotte's Jane
Eyre presents an interpretation of the Byronic hero that becomes acceptable due to
redemption. The Byronic hero, being diverse, gives the Bronte sisters options to
focus on different aspects of his character.
Byron provided modern literature with a type of character that evolved
through time and "pervaded our collective unconsciousness and captured our
imaginations". The evolution of this character helped shape the Bronte sisters'
writing, creating an influential style, as seen in Wuthering Heights and Jane Eyre.
The Byronic hero is a unique phenomenon in literature that is "larger than life". He
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first appeared in Byron's works and changed in the course of time in order to conform
to the public tastes. The image of the Byronic hero, although endowed with a number
of dark qualities, has never lost its popularity. It is usually ascribed such traits as
rebelliousness against rules, laws, and conventions prevailing in society, isolation,
moodiness, passionate nature, arrogance, charisma and pangs of remorse. All these
traits can be found in male characters developed by the Bronte sisters. Emily and
Charlotte were influenced by Byron's life and death, and started their writing careers
under his shadow. Byron's works, as well as his reputation, were evaluated and
revised in Victorian times. The Bronte sisters showed a considerable influence of
Byronism on their writings. They demonstrated that the characteristics of the
Byronic hero could be in line with the gothic and sentimental. Emily demonstrates
full-scale adoption of the Byronic character, while Charlotte is somewhere between
admiring and loathing it. Heathcliff and Rochester are widely recognized as classic
examples of the Byronic hero-a type of character that still stirs the imagination and
feelings of readers.
Byronic heroes tend to be characterized as being:
•
Intelligent
•
Cunning
•
Ruthless
•
Arrogant
•
Depressive
•
Violent
•
Self-aware
•
Emotionally and intellectually tortured
•
Traumatized
•
Highly emotional
•
Manipulative
•
Self-serving
•
Spiritually doubtful
•
Often reckless or suicidal
•
Prone to bursts of anger
•
Decidedly prone to substance abuse
•
Dedicated to pursuing matters of justice over matters of legality
•
Given to self-destructive impulses
•
Seductive and sexually-appealing
Byronic heroes also tend to only seem loyal to themselves and their core
beliefs and values. While they often act on behalf of greater goods, they will rarely
acknowledge doing so.
Examples
The archetype of the Byronic hero has remained popular and relevant
throughout Western literature and entertainment since the early 19th century.
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In 19th-century Western literature, there are countless examples of Byronic
heroes, including the protagonists of nearly all of Byron's epic poems,
particularly Manfred, Don Juan, and The Corsair. Other examples of Byronic
Heroes from 19th-century Western literature include Heathcliff from Emily Bronte's
novel Wuthering Heights, Mr. Darcy from Jane Austen's novel Pride and Prejudice,
Claude Frollo from Victor Hugo's The Hunchback of Notre Dame, and Captain Ahab
from Herman Melville's Moby Dick.
There are also countless examples of Byronic heroes in 20th-century Western
literature, including the Phantom from Gaston Leroux's novel The Phantom of the
Opera, Jake Barnes from Ernest Hemingway's novel The Sun Also Rises, Ian
Fleming's James Bond character, and F. Scott Fitzgerald's Jay Gatsby from his
novel The Great Gatsby. All of these Byronic heroes are marked by a dark
sensibility, cynicism, arrogance, high intelligence, and a refusal to outright obey
authority.
We can even find countless examples of Byronic heroes in contemporary
popular culture, including Dr. Gregory House from the TV show House, Han Solo
from the Star Wars movies, Sherlock Holmes (as depicted in various films and
television shows), and many other television, film, and comic book heroes. These
sorts of heroes tend not to embody typical heroic traits and attitudes but actually
subvert them. Contemporary Byronic heroes are often larger-than-life figures who
accomplish seemingly impossible actions but remain grounded in self-doubt and
self-awareness. Byronic heroes tend to be vulnerable, imperfect heroes who we, as
readers and viewers, can more easily identify with than traditional, epic heroes who
might seem unrealistic and dull.
TOPIC 5. Children’s fiction and novels
Children's literature or juvenile literature includes stories, novels, books,
magazines, and poems that are enjoyed by children. Modern children's literature is
classified in two different ways: genre or the intended age of the reader.
Children's literature can be traced to stories and songs, part of a wider oral
tradition, that adults shared with children before publishing existed. The
development of early children's literature, before printing was invented, is difficult
to trace. Even after printing became widespread, many classic "children's" tales were
originally created for adults and later adapted for a younger audience. Since the 15th
century, a large quantity of literature, often with a moral or religious message, has
been aimed specifically at children. The late nineteenth and early twentieth centuries
became known as the "Golden Age of Children's Literature" as this period included
the publication of many books acknowledged today as classics.
There is no single or widely used definition of children's literature. It can be
broadly defined as anything that children read or more specifically defined
as fiction, non-fiction, poetry, or drama intended for and used by children and young
people. Nancy Anderson defines children's literature as "all books written for
children, excluding works such as comic books, joke books, cartoon books, and non85

fiction works that are not intended to be read from front to back, such as dictionaries,
encyclopedias, and other reference materials".
The International Companion Encyclopedia of Children's Literature notes
that "the boundaries of genre ... are not fixed but blurred".Sometimes, no agreement
can be reached about whether a given work is best categorized as literature for adults
or children. Some works defy easy categorization. J.K. Rowling's Harry
Potter series was written and marketed for young adults, but it is also popular among
adults. The series' extreme popularity led The New York Times to create a separate
best-seller list for children's books. Despite the widespread association of children's
literature with picture books, spoken narratives existed before printing, and the root
of many children's tales go back to ancient storytellers. Seth Lerer, in the opening
of Children's Literature: A Reader's History from Aesop to Harry Potter, says, "This
book presents a history of what children have heard and read ... The history I write
of is a history of reception.

Origins of the modern genre
Brothers Grimm, Wilhelm (left) and Jakob Grimm (right) from an 1855
painting by Elisabeth Jerichau-Baumann.
The modern children's book emerged in mid-18th-century England. A
growing polite middle-class and the influence of Lockean theories of childhood
innocence combined to create the beginnings of childhood as a concept. A Little
Pretty Pocket-Book, written and published by John Newbery, is widely considered
the first modern children's book, published in 1744. It was a landmark as the first
children's publication aimed at giving enjoyment to children, containing a mixture
of rhymes, picture stories and games for pleasure. Newbery believed that play was
a better enticement to children's good behavior than physical discipline,[24] and the
child was to record his or her behavior daily.
The book was child–sized with a brightly colored cover that appealed to
children—something new in the publishing industry. Known as gift books, these
early books became the precursors to the toy books popular in the 19th century.
Newbery was also adept at marketing this new genre. According to the journal The
Lion and the Unicorn, "Newbery's genius was in developing the fairly new product
category, children's books, through his frequent advertisements ... and his clever
ploy of introducing additional titles and products into the body of his children's
books." The improvement in the quality of books for children, as well as the diversity
of topics he published, helped make Newbery the leading producer of children's
books in his time. He published his own books as well as those by authors such
as Samuel Johnson and Oliver Goldsmith; the latter may have written The History
of Little Goody Two-Shoes, Newbery's most popular book.
Another philosopher who influenced the development of children's literature
was Jean-Jacques Rousseau, who argued that children should be allowed to develop
naturally and joyously. His idea of appealing to a children's natural interests took
hold among writers for children. Popular examples included Thomas Day's The
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History of Sandford and Merton, four volumes that embody Rousseau's theories.
Furthermore, Maria and Richard Lovell Edgeworth's Practical Education: The
History of Harry and Lucy (1780) urged children to teach themselves.
Rousseau's ideas also had great influence in Germany, especially on German
Philanthropism, a movement concerned with reforming both education and literature
for children. Its founder, Johann Bernhard Basedow, authored Elementarwerk as a
popular textbook for children that included many illustrations by Daniel
Chodowiecki. Another follower, Joachim Heinrich Campe, created an adaptation
of Robinson Crusoe that went into over 100 printings. He became Germany's
"outstanding and most modern" writer for children. According to Hans-Heino Ewers
in The International Companion Encyclopedia of Children's Literature, "It can be
argued that from this time, the history of European children's literature was largely
written in Germany."
In the early 19th century, Danish author and poet Hans Christian
Andersen traveled through Europe and gathered many well-known fairy tales. He
was followed by the Brothers Grimm, who preserved the traditional tales told
in Germany. They were so popular in their home country that modern, realistic
children's literature began to be looked down on there. This dislike of non-traditional
stories continued there until the beginning of the next century. The Grimms's
contribution to children's literature goes beyond their collection of stories, as great
as that is. As professors, they had a scholarly interest in the stories, striving to
preserve them and their variations accurately, recording their sources.
A similar project was carried out by the Norwegian scholars Peter Christen
Asbjørnsen and Jørgen Moe, who collected Norwegian fairy tales and published
them as Norwegian Folktales, often referred to as Asbjørnsen and Moe. By
compiling these stories, they preserved Norway's literary heritage and helped create
the Norwegian written language.
In Switzerland, Johann David Wyss published The Swiss Family Robinson in
1812, with the aim of teaching children about family values, good husbandry, the
uses of the natural world and self-reliance. The book became popular across Europe
after it was translated into French by Isabelle de Montolieu.
E. T. A. Hoffmann's tale "The Nutcracker and the Mouse King" was published
in 1816 in a German collection of stories for children, Kinder-Märchen. It is the first
modern short story to introduce bizarre, odd and grotesque elements in children's
literature and thereby anticipates Lewis Carroll's tale, Alice's Adventures in
Wonderland. There are not only parallels concerning the content (the weird
adventures of a young girl in a fantasy land), but also the origin of the tales as both
are dedicated and given to a daughter of the author's friends.
Golden age
The shift to a modern genre of children's literature occurred in the mid-19th
century, as the didacticism of a previous age began to make way for more humorous,
child-oriented books, more attuned to the child's imagination. The availability of
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children's literature greatly increased as well, as paper and printing became widely
available and affordable, the population grew and literacy rates improved.
Tom Brown's School Days by Thomas Hughes appeared in 1857, and is
considered to be the founding book in the school story tradition. However, it
was Lewis Carroll's fantasy, Alice's Adventures in Wonderland, published in 1865
in England, that signaled the change in writing style for children to an imaginative
and empathetic one. Regarded as the first "English masterpiece written for
children"[8]:44 and as a founding book in the development of fantasy literature, its
publication opened the "First Golden Age" of children's literature in Britain and
Europe that continued until the early 1900s.[33]:18 Another important book of that
decade was The Water-Babies, A Fairy Tale for a Land Baby, by Reverend Charles
Kingsley (1862), which became extremely popular in England, and remains a classic
of British children's literature.
In 1883, Carlo Collodi wrote the first Italian fantasy novel, The Adventures of
Pinocchio, which was translated many times. In that same year, Emilio Salgari, the
man who would become "the adventure writer par excellence for the young in
Italy"[34] gave birth to his most legendary character Sandokan. In Britain, The
Princess and the Goblin and its sequel The Princess and Curdie, by George
MacDonald, appeared in 1872 and 1883, and the adventure stories Treasure
Island and Kidnapped, both by Robert Louis Stevenson, were extremely popular in
the 1880s. Rudyard Kipling's The Jungle Book was first published in 1894, and J.
M. Barrie told the story of Peter Pan in the novel Peter and Wendy in 1911. Johanna
Spyri's two-part novel Heidi was published in Switzerland in 1880 and 1881. In the
US, children's publishing entered a period of growth after the American Civil War in
1865. Boys' book writer Oliver Optic published over 100 books. In 1868, the
"epoch-making book" Little Women, the fictionalized autobiography of Louisa May
Alcott, was published. This "coming of age" story established the genre of realistic
family books in the United States. Mark Twain released Tom Sawyer in 1876, and
in 1880 another bestseller, Uncle Remus: His Songs and His Sayings, a collection
of African American folk tales adapted and compiled by Joel Chandler Harris,
appeared.
Britain
Literature for children developed as a separate category of literature especially
in the Victorian era. Some works became internationally known, such as those
of Lewis Carroll, Alice's Adventures in Wonderland (1865) and its sequel Through
the Looking-Glass. At the end of the Victorian era and leading into the Edwardian
era, Beatrix Potter was an author and illustrator, best known for her children's books,
which featured animal characters. In her thirties, Potter published The Tale of Peter
Rabbit in 1902. Potter eventually went on to publish 23 children's books and become
a wealthy woman. Michael O. Tunnell and James S. Jacobs, professors of children’s
literature at Brigham Young University, write, “Potter was the first to use pictures
as well as words to tell the story, incorporating coloured illustration with text, page
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for page.” Another classic of the period is Anna Sewell's animal novel Black
Beauty (1877).
In the latter years of the 19th century, precursors of the modern picture book
were illustrated books of poems and short stories produced by English
illustrators Randolph Caldecott, Walter Crane, and Kate Greenaway. These had a
larger proportion of pictures to words than earlier books, and many of their pictures
were in colour. Some British artists made their living illustrating novels and
children's books, include Arthur Rackham, Cicely Mary Barker, W. Heath
Robinson, Henry J. Ford, John Leech, and George Cruikshank.
The Kailyard school of Scottish writers, notably J. M. Barrie (1869–1937),
creator of Peter Pan (1904), presented an idealised version of society and brought
of fantasy and folklore back into fashion. In 1908, Kenneth Grahame (1859–1932)
wrote the children's classic The Wind in the Willows, and the Scouts founder Robert
Baden-Powell's first book Scouting for Boys was published. Inspiration for Frances
Hodgson Burnett's novel The Secret Garden (1910), was the Great Maytham Hall
Garden in Kent. In 1920 Hugh Lofting created the character Doctor Dolittle who
appears in a series of twelve books.
The Golden Age of Children's Literature ended with World War I in Great
Britain and Europe, and the period before World War II was much slower in
children's publishing. The main exceptions in England were the publications
of Winnie-the-Pooh by A. A. Milne in 1926, the first Mary Poppins book by P. L.
Travers in 1934, The Hobbit by J. R. R. Tolkien in 1937, and the Arthurian
novel The Sword in the Stone by T. H. White in 1938. Children's paperback books
were first released in England in 1940 under the Puffin Books imprint, and their
lower prices helped make book buying possible for children during World War II.
Enid Blyton's (1897 – 1968) books have been among the world's best-sellers
since the 1930s, selling more than 600 million copies. Blyton's books are still
enormously popular, and have been translated into almost 90 languages. She wrote
on a wide range of topics including education, natural history, fantasy, mystery, and
biblical narratives and is best remembered today for her Noddy, The Famous
Five, The Secret Seven, and The Adventure Series. The first of these children's
stories, Five on a Treasure Island, was published in 1942.
In the 1950s, the book market in Europe began recovering from the effects of
two world wars. An informal literary discussion group associated with the English
faculty at the University of Oxford, were the "Inklings". Its leading members were
the major fantasy novelists; C. S. Lewis and J. R. R. Tolkien. C. S. Lewis published
the first installment of The Chronicles of Narnia series in 1950 while Tolkien is best
known in addition to The Hobbit as the author of The Lord of the Rings. (1954)
Another significant writer of fantasy stories is Alan Garner author of Elidor (1965),
and The Owl Service (1967). The latter work is an adaptation of the myth
of Blodeuwedd from the Mabinogion, set in modern Wales, and for it Garner won
the annual Carnegie Medal from the Library Association, recognising the year's best
children's book by a British author.
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Mary Norton wrote The Borrowers (1952), featuring tiny people who borrow
from humans. Dodie Smith's The Hundred and One Dalmatians was published in
1956, and Roald Dahl rose to prominence with his children's fantasy novels, often
inspired from experiences from his childhood, with often unexpected endings, and
unsentimental, dark humour. Dahl was inspired to write Charlie and the Chocolate
Factory 1964, featuring the eccentric candymaker Willy Wonka, having grown up
near two chocolate makers in England who often tried to steal trade secrets by
sending spies into the other's factory. His other works include James and the Giant
Peach 1961, Fantastic Mr. Fox 1971, The Witches 1983, and Matilda 1988.
Boarding schools in literature are centred on older pre-adolescent and
adolescent school life, and are most commonly set in English boarding schools.
Popular school stories from this period include Ronald Searle's St Trinian's (1949–
53) and his illustrations for Geoffrey Willans's Molesworth series, Jill Murphy's The
Worst Witch, the Jennings series by Anthony Buckeridge (1912–2004).
Ruth Manning-Sanders collected and retold fairy tales, and her first work A
Book of Giants contains a number of famous giants, notably Jack and the
Beanstalk. Susan Cooper's The Dark Is Rising is a five-volume fantasy saga set in
England and Wales. Raymond Briggs' children's picture book The Snowman 1978
has been adapted as an animation, shown every Christmas on British television, and
for the stage as a musical. The Reverend. W. Awdry and son Christopher's The
Railway Series features Thomas the Tank Engine. Margery Sharp's series The
Rescuers is based on a heroic mouse organisation. The third Children's
Laureate Michael Morpurgo published War Horse in 1982. The prolific children's
author Dick King-Smith's novels include The Sheep-Pig 1984, and The Water
Horse. Diana Wynne Jones wrote the young adult fantasy novel Howl's Moving
Castle in
1986. Anthony
Horowitz's Alex
Rider series begins
with Stormbreaker 2000.
Adventure fiction for children
Adventure stories written specifically for children began in the 19th century.
Early
examples
include Johann
David
Wyss' The
Swiss
Family
Robinson (1812), Frederick Marryat's The Children of the New Forest (1847)
and Harriet Martineau's The Peasant and the Prince (1856). The Victorian era saw
the development of the genre, with W.H.G. Kingston, R. M. Ballantyne and G. A.
Henty specializing in the production of adventure fiction for boys. This inspired
writers who normally catered to adult audiences to write for children, and an
example is Robert Louis Stevenson's (1850–94) classic pirate story Treasure
Island (1883). In the years after the First World War, writers such as Arthur
Ransome (1884 – 1967) developed the adventure genre by setting the adventure in
Britain rather than distant countries. Ransome began publishing in 1930
his Swallows and Amazons series of children's books about the school-holiday
adventures of children, mostly in the English Lake District and the Norfolk Broads.
Many of the books involve sailing; fishing and camping are other common
subjects. Geoffrey Trease, Rosemary Sutcliff and Esther Forbes brought a new
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sophistication to the historical adventure novel. Modern writers such as Mildred D.
Taylor (Roll of Thunder, Hear My Cry) and Philip Pullman (the Sally
Lockhart novels) have continued the tradition of the historical adventure. The
modern children's adventure novel sometimes deals with controversial issues
like terrorism (Robert Cormier, After the First Death, (1979)) [45] and warfare in
the Third World (Peter Dickinson, AK, (1990)).
United States
The Story of Mankind by Hendrik van Loon, 1st Newbery Award winner
One of the most famous books of American children's literature is L. Frank
Baum's fantasy novel The Wonderful Wizard of Oz, published in 1900. "By
combining the English fondness for word play with the American appetite for
outdoor adventure", Connie Epstein in International Companion Encyclopedia Of
Children's Literature says Baum "developed an original style and form that stands
alone". Baum wrote fourteen more Oz novels, and other writers continued the Oz
series into the twenty-first century.
Demand continued to grow in North America between World War I and
World War II, helped by the growth of libraries in both Canada and the United
States. Children's reading rooms in libraries, staffed by specially trained librarians,
helped create demand for classic juvenile books. Reviews of children's releases
began appearing regularly in Publishers Weekly and in The Bookman magazine
began to regularly publish reviews of children's releases, and the first Children's
Book Week was launched in 1919. In that same year, Louise Seaman
Bechtel became the first person to head a juvenile book publishing department in the
country. She was followed by May Massee in 1922, and Alice Dalgliesh in 1934.
The American Library Association began awarding the Newbery Medal, the
first children's book award, in 1922. The Caldecott Medal for illustration followed
in 1938. The first book by Laura Ingalls Wilder about her life on the American
frontier, Little House in the Big Woods appeared in 1932. In 1937 Dr.
Seuss published his first book, entitled, And to Think That I Saw It on Mulberry
Street. The young adult book market developed during this period, thanks to sports
books by popular writer John R. Tunis', the novel Seventeenth Summer by Maureen
Daly, and the Sue Barton nurse book series by Helen Dore Boylston.
The already vigorous growth in children's books became a boom in the 1950s,
and children's publishing became big business. In 1952, American journalist E. B.
White published Charlotte's Web, which was described as "one of the very few
books for young children that face, squarely, the subject of death". Maurice
Sendak illustrated more than two dozen books during the decade, which established
him as an innovator in book illustration. The Sputnik crisis that began in 1957,
provided increased interest and government money for schools and libraries to buy
science and math books and the non-fiction book market "seemed to materialize
overnight".
The 1960s saw an age of new realism in children’s books emerge. Given the
atmosphere of social revolution in the 60s, authors and illustrators began to break
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previously established taboos in children’s literature. Controversial subjects dealing
with alcoholism, death, divorce, and child abuse were now being published in stories
for children. Maurice Sendak’s Where the Wild Things Are in 1963 and Louise
Fitzhugh’s Harriet the Spy in 1964 are often considered the first stories published in
this new age of realism.
Continental Europe
The period from 1890 until World War I is considered the Golden Age of
Children's Literature in Scandinavia. Erik Werenskiold, Theodor Kittelsen,
and Dikken Zwilgmeyer were especially popular, writing folk and fairy tales as well
as realistic fiction. The 1859 translation into English by George Webbe
Dasent helped increase the stories' influence. One of the most influential and
internationally most successful Scandinavian children's books from this period
is Selma Lagerlöfs The Wonderful Adventures of Nils.
The interwar period saw a slow-down in output similar to Britain, although
"one of the first mysteries written specifically for children," Emil and the
Detectives by Erich Kästner, was published in Germany in 1930.
The period during and following World War II became the Classical Age of
the picture book in Switzerland, with works by Alois Carigiet, Felix Hoffmann,
and Hans Fischer. 1963 was the first year of the Bologna Children's Book Fair in
Italy, which was described as "the most important international event dedicated to
the children's publishing".For four days it brings together writers, illustrators,
publishers, and book buyers from around the world.
Edward L. Stratemeyer (October 4, 1862 – May 10, 1930) was an
American publisher and writer of children's fiction. He was one of the most prolific
writers in the world, producing in excess of 1,300 books himself, selling in excess
of 500 million copies. He also created many well-known fictional book
series for juveniles, including The Rover Boys, The Bobbsey Twins, Tom
Swift, The Hardy Boys, and Nancy Drew series, many of which sold millions of
copies and are still in publication today. On Stratemeyer's legacy, Fortune wrote:
"As oil had its Rockefeller, literature had its Stratemeyer."
Stratemeyer was born the youngest of six children in Elizabeth, New Jersey,
to Henry Julius Stratemeyer, a tobacconist, and Anna Siegel. They were both
from Hanover, Germany, immigrating to the United States in 1837. Although they
were German, he and his siblings were educated in English and spoke English to
each other.
Growing up, Edward read the likes of Horatio Alger and William T. Adams,
writers who penned beloved rags-to-riches tales of the hardworking young
American. These stories greatly influenced him. As a teenager, Stratemeyer operated
his own printing press in the basement of his father's tobacco shop, distributing
flyers and pamphlets among his friends and family. These included stories
called The Newsboy’s Adventure and The Tale of a Lumberman. After he graduated
from high school, he went to work in his father's store. It wasn't until the age of 26
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in 1888 that Stratemeyer sold his first story, Victor Horton's Idea, to the popular
children's magazine Golden Days for $76—over six times the average weekly
paycheck at the time.
Stratemeyer moved to Newark, New Jersey, in 1890 and opened a paper store.
He ran his shop while continuing to write stories under pseudonyms. He was able to
write for many genres including detective dime novels, westerns, and serials that ran
in newspapers. In 1893, Stratemeyer was hired by the popular dimenovel writer Gilbert Patten, to write as an editor for the Street &
Smith publication Good News. In 1894, he published his first full-length
book, Richard Dare's Venture, which was the first in his Bound to Succeed series. It
contained autobiographical content and was similar to Alger's rags-to-riches story
formula.
In 1899, Horatio Alger wrote Stratemeyer as editor of the Good News, asking
him to finish one of his manuscripts. Alger was in poor health at the time. When
Alger died later the same year, Stratemeyer continued to edit and finish several of
Alger's other books. That same year, after Alger died, Stratemeyer wrote and
published The Rover Boys, which became a tremendously popular series in the vein
of the classic dime novel. The Rover Boys was "The first highly successful series by
Edward Stratemeyer, each volume had a preface from Edward Stratemeyer himself,
thanking his readers and touting the other books. It's generally accepted that
Stratemeyer wrote all of the books." He said this series was his personal favorite.[8]
Stratemeyer formed the Stratemeyer Literary Syndicate in 1905 and hired
journalists to write stories based on his ideas. He paid them a flat rate for each book,
and kept the copyrights to the novels.
Personal Life
He married Magdalena Van Camp, the daughter of a Newark businessman, on
March 25, 1891. The couple had two daughters: Harriet Stratemeyer Adams (1892–
1982) and Edna C. Squier (1895–1974), both of whom would later take over the
future Stratemeyer Syndicate. Stratemeyer enjoyed the outdoors and often took
annual summer trips to the Great Lakes, Lake George, and Lake Champlain with his
family. They even traveled as far as the West Coast and Yosemite. A humble man,
he never sought public attention and preferred living a private and quiet life with his
family at their home on N. 7th Street in the Roseville section of Newark. His
relationships with his daughters was described as "warm", and his daughter Harriet
recalled that it was a lively atmosphere growing up.
Stratemeyer was a member of the Roseville Athletic Club and the New Jersey
Historical Association.
Stratemeyer died at age 67 in Newark, New Jersey on May 10, 1930, of lobar
pneumonia and was buried in Evergreen Cemetery in Hillside, New Jersey. On May
12, 1930, two days after his death, the New York Times reported that his Rover Boys
series “had sales exceeding 5,000,000 copies.” He pioneered the bookpackaging technique of producing a consistent, long-running series of books using
a team of freelance writers. All of the books in the series used the same characters
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in similar situations. All of the freelance writers, including Mildred Benson, who
developed the character of Nancy Drew, were published under a pen name owned
by his company.
Through his Stratemeyer Syndicate, founded in 1906, Stratemeyer employed
a
massive
number
of editors, copy
writers, stenographers, co-authors,
and secretaries. With their help, he greatly contributed to a new genre of juvenile
fiction.[1] He was responsible for launching several series including.
The Mysterious History of Nancy Drew
For over 80 years, Nancy Drew has trailblazed through generations, her
enduring and forever timeless quality a huge part of her appeal. She endured
through the depression era of the 1930's and the war-torn 1940's when many other
series were discontinued and waned in popularity. There are many factors that have
led to the success of Nancy.
In the beginning she was just a name. Just a few pages of plot at the hands of
creator Edward Stratemeyer and his Stratemeyer Syndicate. She debuted at a time
when girls were ready for something different--something that gave them higher
ideals. Nancy was the embodiment of independence, pluck, and intelligence and that
was what many little girls craved to be like and to emulate.
It was Mildred A. Wirt Benson, who breathed such a fiesty spirit into Nancy's
character. Mildred wrote 23 of the original 30 Nancy Drew Mystery Stories. It was
this characterization that helped make Nancy an instant hit. The Stratemeyer
Syndicate's devotion to the series over the years under the reigns of Harriet
Stratemeyer Adams helped to keep the series alive and on store shelves for each
succeeding generation of girls and boys. Nancy was always Harriet's favorite.
Harriet's dedication to the series helped tremendously in ensuring that Nancy is still
around today and likely will be for many years to come.
The original publishers, Grosset & Dunlap, played a huge role in the success
of Nancy Drew. From their marketing strategies to their many salesmen, they kept
the series in widespread distribution so that children from all around the country and
later in foreign countries could discover Nancy's exciting world.
It was Grosset & Dunlap who helped choose the original artist, Russell H.
Tandy, to illustrate the series. His illustrations have been a huge factor in Nancy's
success. They were sophisticated and classy. They brought to life the character of
Nancy very memorably and no doubt helped sales as children were attracted to the
glamorous covers.
Each succeeding generation of women and men who read the books as
children, have passed them down to siblings, to children, to grandchildren and have
kept alive the memories of reading Nancy as a child. Nostalgia plays a large factor
in the continuing success of the series, which is still published today by Simon &
Schuster, who helped bring Nancy Drew into the modern era.
This section will be a brief highlight of some of these key players in the
success of the Nancy Drew series. A time line below will chronicle the major events
in the history of Nancy Drew.
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Nancy Drew History in the Making
Edward had been writing for quite some time when demand for books became
overwhelming. To meet demand with a steady supply of new stories, he employed
ghost writers and this successful ghost writer policy became a key part of the
Syndicate's success.
Edward was a traditionalist as far as women and their place in society were
concerned. When Nancy was created, it had only been nine years since women had
been given the right to vote, having gained that Constitutional right in 1920. Many
of the female heroines of Edward's pre-Nancy books had some independence and
had their own adventures yet they were still more domestic and traditional.
Grosset & Dunlap was run by Alexander Grosset and George Dunlap.
Alexander had been a bookkeeper for U.S. Book Co. and Geoge a salesman for the
company. After it failed, they rebound the paper-bound novels left in stock with
cloths and boards and began a reprint business that expanded to juvenile series. They
made a success of their company and helped make a success of Nancy and thus
began a publishing phenomena. It was a phenomena and a success though, that
Edward never got to fully realize, as he died of pneumonia just two weeks after his
creation debuted.
It was after their father died, that sisters Harriet Stratemeyer Adams and Edna
Stratemeyer Squier took over the Stratemeyer Syndicate. It was through their
efficient management that the Nancy Drew series was kept in production and
survived for as long as it has. Being the traditionalist that he was, Edward had not
approved of Harriet working outside the home and she helped edit for him at home
until her marriage. Marriage and family kept her busy, but after her father's death,
she fulfilled her desire to write and played a very active role in the Syndicate,
especially after Edna became a silent partner around 1942. In time, Nancy became
Harriet's baby--she considered Nancy like a daughter--and remained staunchly
dedicated to the series. She wrote most of the series after Mildred quit writing for
the Syndicate and in 1959 began a revision of the first 34 texts.
The original Nancys were full of descriptive imagery and flow, suspense and
drama, and more vividly brought to life the character of Nancy as opposed to the
faster paced and less descriptive flow of the revisions. Most of the originals were the
work of Mildred A. Wirt Benson, who wrote 23 of the first 30 books--1-7, 11-25,
and 30. Tired of what she liked to call the "namby-pamby" style of girls' series
books, she had no intention of characterizing Nancy as namby-pamby. Nancy came
to embody the feisty spirit of independence that emanated from Mildred. Mildred
always felt that girls could do the same things as boys could and she lived her life
that way. It was her take on Nancy that helped spark Nancy's widespread popularity.
Her ideas of what Nancy should be were different from the more traditional
finishing-girl style of Harriet Adams, and as the series went on. As a result of these
differences, Nancy underwent changes at the direction of Harriet and later under
Harriet's revision.
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For a brief period during the depression, due to pay cuts in ghost writer's fees,
Mildred declined to write any more Nancy's after volume #7, The Clue in the
Diary, and so the Syndicate hired Walter Karig briefly to write volumes 8-10. Walter
had served in World War I and was a journalist. He wrote books in other series for
the Syndicate. After revealing his authorship to the Library of Congress in the mid
1930's, however, he was not in good graces with the Syndicate, for ghostwriters were
not supposed to reveal their authorship of the books as part of a release they signed.
These releases gave all rights to the stories to the Stratemeyer Syndicate. The
ghostwriters were paid a one time fee.
The Clue of the Velvet Mask, was illustrator, Rudy Nappi's first Nancy Drew
cover. Rudy had been illustrating covers for detective magazines. He was the longest
running illustrator for the series and illustrated the first art for volumes 30-56, and
revised art for 1-5, 8-34. He also created the cover for the Triple Edition with a theme
of Nancy surrounded by images from the first three books: a clock, staircase, and
bungalow. He also created covers for the collectible puzzle books.
Today, Nancy is still being published by Simon & Schuster. The original
classic series that began with The Secret of the Old Clock, through volume
175, Werewolf in a Winter Wonderland. Currently, Simon & Schuster publishes
the Nancy Drew: Girl Detective series. In 1979, the Syndicate switched publishers
and in that same year, Simon & Schuster published volume #57, The Triple Hoax. A
lawsuit was filed and the case went to trial in 1980. In the end, Grosset & Dunlap
retained the right to keep printing the first 56 volumes but Simon & Schuster retained
all rights to the series and to continue publishing it. They purchased the Stratemeyer
Syndicate outright in 1984. Other spin off series include the Nancy Drew Notebooks
and Nancy Drew and the Clue Crew (currently in print) and the Nancy Drew Girl
Detective Series (currently in print) which replaced the classic series in 2004.
Nancy has been modernized for today's generation yet she still retains many
of the same qualities that made her so popular back in 1930. No doubt one factor in
her long success story is the fact that she is not your typical domestic traditional girl.
She was not namby-pamby then and she most definitely is not namby-pamby today.
NANCY DREW’S FATHER
The fiction factory of Edward Stratemeyer
By Meghan O’Rourke (critics)
The summer I was seven, a sudden adventure shanghaied my parents, and they
hastily deposited me at my grandmother’s home, in suburban New Jersey, for the
weekend. I was sitting mournfully by the back-yard pool, without the prospect of a
playmate, when my grandmother came down the flagstone path, a box in her hands,
and announced, with an air of genial relief, “I’ve found your mother’s old Nancy
Drews.” Warped and moldy, “The Bungalow Mystery,” on top of the box, appeared
unpromising—and, at two hundred pages, long. But desperation will drive a child to
great lengths. I began to read and, it now seems, didn’t look up for several years.
What I was reading were dozens of variations on a single story, which went
something like this: Nancy Drew, a sixteen-year-old girl in the suburb of River
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Heights, visits a friend and learns of a mystery, typically involving a lost treasure or
a missing heir. An anonymous note slipped under her door warns her, “Keep off the
case, or else”; high jinks and a car chase ensue. While sleuthing, Nancy gets knocked
out by a crook, and comes to in an elegant old mansion (“Nancy saw lovely damask
draperies, satin-covered sofas and chairs”), where she partakes of a refreshing tea
service and cinnamon toast; renewed, she discovers a secret passageway, thanks to
a cunning knob of some kind, rapidly solves the mystery, and restores social order.
As Bobbie Ann Mason points out in her excellent 1975 history, “The Girl
Sleuth,” Nancy Drew is a paradox—which may be why feminists can laud her as a
formative “girl power” icon and conservatives can love her well-scrubbed middleclass values. She climbs fences like a tomboy but cries “How dainty!” upon spotting
a gold bracelet. Her friends have marvellous weddings, but Nancy never frets about
her future; more than a kiss from Ned Nickerson, her worshipful beau, would only
interrupt her sleuthing. Like many juvenile heroines of her time, she is missing a
mother. (Hers died when she was three.) But there are no shadows behind her
“sparkling” bright-blue eyes. The shadows are in the world, and they are easily
detected and vanquished, for they have squinty eyes, poor grammar, badly mended
clothes, and a habit of wearing too much rouge.
Next year, Nancy turns seventy-five, and, having sold more than two hundred
million books, she has been rewarded with a twenty-first-century makeover. “Nancy
Drew Girl Detective” is a new series launched last spring by Aladdin Paperbacks, a
division of Simon & Schuster. The contemporary Nancy is more attuned to
emotional issues than the old Nancy, as one can only expect in our therapeutic age.
But her gaze remains unshadowed.
I don’t remember wondering much about Carolyn Keene, the book’s putative
author, although I must have eventually asked how she could write so many books;
I recall my father gently suggesting that Keene had been replaced by a ghostwriter.
This concerned me for one reason: what if the books changed? I needn’t have
worried. The truth is that Nancy Drew, like her comrades-in-sleuthing the Hardy
Boys, was never the creation of a single mind. From the start, she was the product
of a corporation—a literary syndicate. The man who created the syndicate was not a
feminist or a brilliant writer. But in his own unassuming way he was, like Nancy
Drew, a phenomenon.
Edward Stratemeyer was born in 1862 in Elizabeth, New Jersey. His parents,
Henry and Anna, were middle-class German immigrants with a staunch work ethic.
Henry was a tobacconist, and Anna, who had been married to Henry’s brother before
his death, reared six children; Edward was the youngest. As a boy, he idled away his
time reading the popular rags-to-riches tales of Horatio Alger and William T. Adams
(a.k.a. Oliver Optic). As a teen-ager, he had a printing press and amused friends by
printing broadsheets and stories, including an early effort titled “Revenge! or, The
Newsboy’s Adventure.” His father spoke to him of wasting time. According to
Deidre Johnson’s “Edward Stratemeyer and the Stratemeyer Syndicate,” he was
twenty-six when he sold his first story, “Victor Horton’s Idea,” to Golden Days, the
beloved boys’ magazine, for seventy-five dollars—about six times the standard
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weekly wage. Later, he liked to claim that he had written the story on brown
wrapping paper in the tobacco store, and recalled showing the magazine’s check to
his father, who promptly said, “You’d better write a lot more for them.”
He did. He wrote “Poor but Plucky” as Fred Frisky. He wrote “Dashing Dave,
the Ever Ready Detective” as Captain Ravell Pinkerton, of the U.S. Secret Service.
He wrote “Joe Johnson, the Bicycle Wonder” as Roy Rockwood. He also worked as
a stationer—he did not sell enough stories to support himself—and then, later,
became an editor at Good News, where his heroes Alger and Optic published their
work.
Every Horatio Alger hero’s rise to riches depends on a lucky break.
Stratemeyer’s was his proximity to Alger himself. In 1898, the older man, in failing
health, wrote to Stratemeyer at Good News and asked him to complete a story that
he was too ill to finish. “Can you take my story and finish it in my style?” he
inquired. “You will divide the proceeds equally with me but I shall retain the
copyright…. I fancy it would be easy work for you as you have a fluent & facile
style.”
In truth, Stratemeyer’s style was much like Alger’s; each was of the “Maggie,
for this was the name by which she was universally known” school of
circumlocution. Stratemeyer took on the job and ultimately completed several of
Alger’s unfinished manuscripts for posthumous publication. (Alger died in 1899.)
Then, in the late eighteen-nineties, Gilbert Patten began publishing his stories about
Frank Merriwell, America’s first fictional schoolboy hero. The success of the
Merriwell dime novels is hard to conceive of today: they sold a hundred and twentyfive million copies over two decades. Stratemeyer, who had given Patten his start
at Good News, decided that he could improve on the invention. The result, in 1899,
was “The Rover Boys”—the schoolboy exploits of three wisecracking brothers
named Tom, Dick, and Sam. It was an immediate hit.
Stratemeyer’s timing was superb. The spread of primary education had
spawned a host of independent young readers, and juvenile fiction was on the verge
of becoming hugely popular. The dime novel, which had emerged in 1860, had
created an appetite among children for more exciting fare than Sunday-school
moralism. What Stratemeyer brought to this burgeoning market was not literary
brilliance; the early Rover Boys books are crudely written at best. But he had two
essential gifts: a knack for coming up with ideas, and organizational genius. As
Henry Ford was revolutionizing the auto industry, Stratemeyer was revolutionizing
the way children’s books were produced. The boy who had played at the printing
press had learned how to put his single-mindedness to work for him.
The most daunting obstacle facing publishers at the turn of the century wasn’t
finding good stories but figuring out how to package and distribute them.
Advertising was relatively uncommon, and, in any case, children didn’t read the
newspaper. Salesmen travelled around the country, selling books from publishers’
lists, but this system was highly inefficient.
New printing techniques had made it easier to manufacture good-looking
books for less than ever before. Most “quality” hardcover juvenile fiction cost a
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dollar or a dollar twenty-five, but it was still primarily instructional. The most
famous of these was the Rollo series, about a boy who travelled through Europe with
his uncle, learning the virtue of honesty. For excitement, people had the Deadwood
Dicks and the Lone Star Lizzies, low-end dime novels aimed at working-class men
and read on the sly by boys—and some girls—everywhere. (Publishers assumed that
girls would happily read boys’ books, but not vice versa.)
In 1906, Stratemeyer had his first big idea. The Rover Boys had sold tens of
thousands of copies, but Stratemeyer had hopes for more. He went to a publishing
firm with a radical proposal: his new series, “The Motor Boys” (the Rover Boys with
more speed), would cost fifty cents but, with its cloth hardbound covers, look like it
cost twice as much. The “fifty-center” would bridge the gap between the nineteenth
century’s moralistic tradition and the dime novel’s frontier adventures. Because the
fifty-center was a hardback, unlike the dime novel, it seemed respectable to parents.
And it was within range of a boy’s allowance, or his wheedling skills.
At first, the publishers worried about the scant profit margin—probably three
to five cents per book. But Stratemeyer thought that the books would make up in
volume for the diminished profit margin per unit. He was right. The Motor Boys
series quickly became “the biggest and best selling series for boys ever published,”
according to a publisher’s blurb. When Stratemeyer repackaged the Rover Boys
series in the same format, it, too, grew into a bona-fide phenomenon, selling more
than six million copies by 1920. Years after Stratemeyer’s death, boys were still
writing to say things like “I think you write the best books ever. You know how to
put that touch in them that gets boys…. I will always try to imitate the Rovers as
much as I can.”
The fifty-cent books had an advantage over their more expensive, singlevolume counterparts: you could release a “breeder” set of three at once—a strategy
that Stratemeyer had pioneered with the Rover Boys—to test the waters, and, if the
set did well, you had immediately generated an audience for the sequels. Sequels to
one-off books, in contrast, tended to sell relatively poorly. By the time a fifty-cent
series reached ten volumes, it was considered successful; it had captured enough
faithful readers to bring in good money for writer and publisher alike.
Stratemeyer could not keep up with the demand for his stories. This prompted
his second big idea: he would form a literary syndicate, which would produce books
assembly-line style. From his days of working at Good News, he was acquainted
with the best juvenile writers, and knew that “any one of them could have built up a
70,000-word novel from a comma, if required,” as one such writer put it. By the time
the Stratemeyer Syndicate was incorporated, in 1910, he was putting out ten or so
juvenile series by a dozen writers under pseudonyms, and had more series in
development.
Stratemeyer would come up with a three-page plot for each book, describing
locale, characters, time frame, and a basic story outline. He mailed this to a writer,
who, for a fee ranging from fifty dollars to two hundred and fifty dollars, would
write the thing up and—slam-bang! —send it back within a month. Stratemeyer
checked the manuscripts for discrepancies, made sure that each book had exactly
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fifty jokes, and cut or expanded as needed. (Each series had a uniform length; the
standard was twenty-five chapters.) He replaced the verb “said” with
“exclaimed,” “cried,” “chorused,” and so forth, and made sure that cliffhangers
punctuated the end of each chapter—usually framed as a question or an exclamation.
Each series was published under a pseudonym that Stratemeyer owned.
As Fortune later noted, it was good business for children to become attached to a
name, but it would be bad business for that name to leave the syndicate with the
ghostwriter.
There were a few missteps in the early years. In 1906, G. Waldo Browne, an
enthusiastic contract writer, wrote Stratemeyer that he had completed the first book
of the “Young Builders” series that Stratemeyer had commissioned, and excitedly
outlined his ideas for forthcoming volumes, including “The Young Mechanics: How
They Earned the Money to Build a School House,” “The Young Mill Owners: How
They Lifted the Mortgage from the Old Red Mill,” and “The Young Manufacturers:
How They Won the Great Financial Battle.” Alas, Browne was informed, he had not
quite “hit the nail” with Stratemeyer.
Through the first years of the century, Stratemeyer and his publishers engaged
in an epic publicity effort that included buying up lists of children’s names and
addresses, circulating a catalogue of books, and seizing every chance to crosspromote his books. Each series volume, for instance, contained a paragraph plugging
the volume preceding it and the volume to come, known as the “throw-ahead.” The
sheer number of books that Stratemeyer produced meant that he had more leverage
with publishers (he worked with several, and would move from one to another when
dissatisfied) than the average author, and could better orchestrate his distribution
efforts among their salesmen. He pushed cost-averse publishers to invest in a higher
number of illustrations per book, and in better covers. And he kept looking for ways
to expand his readership. In 1910, the formation of the Boy Scouts of America meant
an open line to Stratemeyer’s core audience. Immediately, he began a series about
Boy Scouts, to the dismay of Scoutmasters, who complained, according to
the Fortune reporter, that boys were turning up their noses at “mundane” tasks like
tracking woodchucks.
None of Stratemeyer’s innovations would have mattered had he not known
what kids wanted to read about— “that touch in them that gets boys.” The
Stratemeyer fifty-center was an adventure story aimed at children between the ages
of ten and sixteen; it assumed that kids, like adults, were captivated by the new
technology of the twentieth century, and, generally, tried to keep up with trends in
adult fiction. Stratemeyer had, in his own prankish way, the muscle memory of
children’s enthusiasm for novelty. “The trouble is that very few adults get next to
the heart of a boy when choosing something for him to read,” he wrote in a letter to
a publisher in 1901. “A wide awake lad has no patience with that which is nambypamby, or with that which he puts down as a ‘study book’ in disguise. He demands
real flesh and blood heroes who do something.”
Stratemeyer’s heroes—among them the Motor Boys, the Outdoor Girls (the
first girls’ series, Dorothy Dale, was introduced in 1908), the Motion Picture Chums,
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Tom Swift, and the Bobbsey Twins—dashed about in six-cylinder racing cars or jets
or balloons. “Swift by name and swift by nature” was Tom Swift’s motto. Most
strikingly, Stratemeyer abandoned the model of self-improvement that informed
both Alger’s and Patten’s best-sellers. His children were already perfect—solidly
middle-class “Übermenschen,” as one syndicate partner later termed them. “Manly”
and “wide awake,” they succeeded at whatever they turned their hand to and enjoyed
utter freedom (in contrast to “firmly guarded” nineteenth-century types), typically
exposing the schemes of ne’er-do-wells hoping to siphon away the fortune of an
innocent orphan. Stratemeyer understood that twentieth-century children wanted a
fantasy posing as reality. As Patten aptly put it, the new model was a story about
“the boy that every kid would like to be. Not, mind you, the boy that every kid ought
to be. That was the Horatio Alger idea.”
Stratemeyer was a micromanager. During the syndicate’s golden years,
Stratemeyer, who lived in Newark with his wife and two daughters, would arrive in
his Manhattan office at nine every morning, dictate two chapters, and then fire off a
series of letters to publishers. No detail was too minor to escape his attention; once,
while preoccupied with an important business deal, he noticed that a publisher had
sent him a cover on which a Japanese life preserver bore an English name printed in
tiny type, and immediately sent off a letter requiring a correction. He repeatedly
accused his publishers of laziness and indifference to the success of his books, yet
he had that particular gift for caustic woundedness that made other people want to
do more for him. At the end of the most cutting of letters, he would sign his name in
a spidery fashion, as if to suggest that his native enthusiasm had been dealt a great
blow. In an early letter to W. F. Gregory, an editor at Lothrop, Lee & Shepard, he
practiced this to great effect:
Dear Mr. Gregory,
I received yesterday the package of books and have looked the two volumes
over with interest.
I think “The Fort in the Wilderness” is exceedingly good… . I wish I could
say as much for “Dave Porter” but I cannot. To me the pictures are very poor and
will do the book more harm than good. Every one of them lacks life and action. The
race on the ice is tame and the knock-down blow in the gym simply awful. And what
life is there in the automobile scene? I suggested lots of good things—the feast, the
“rough house,” the boys on the run-away trolley, the serio-comic initiations, etc., but
none were used. Some day when I feel rich I am going to ask you to put in two or
three new pictures at my expense.
We don’t know if Stratemeyer ever felt rich, but certainly by 1920 he was rich.
His books had sold in the tens of millions of copies. His writers were still struggling
to make a living—they knew that the syndicate could dispose of them at any time—
but he was enjoying the fruits that come to the chairman of any successful company.
In 1926, ninety-eight per cent of the boys and girls surveyed in a poll
published by the American Library Association listed a Stratemeyer book as their
favorite, and another survey showed that the Tom Swift books, which the syndicate
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launched in 1910, were at the top of the list. Thirty-one series were in full swing.
Yet Stratemeyer still wasn’t content. He had noticed the growing popularity in the
twenties of adult detective fiction and of pulp magazines like Black Mask, which
was founded by H. L. Mencken and George Jean Nathan. As the journalist Carol
Billman points out in “The Secret of the Stratemeyer Syndicate,” Stratemeyer saw
that this detective fiction, grafted onto an adventure story, might appeal to children.
In 1926, the year that S. S. Van Dine’s “The Benson Murder Case” introduced Philo
Vance to the world, Stratemeyer wrote the outline for the first three volumes of a
series that proved more popular than any that had come before: the Hardy Boys.
If the Hardy Boys emerged at roughly the same time as hardboiled detective
fiction, they were also a distinct counterpoint to it. Where private dicks like Sam
Spade were wise, urban, cynical, hard-drinking, and suspicious of “dames,” Frank
and Joe Hardy were innocent, suburban, fresh-faced, and clean-living. They have an
amiable, distant relationship with women; their mother packs a delectable picnic
lunch, and no one seems to notice when her name changes briefly, in mid-series,
from Laura to Mildred. Iola Morton and Callie Shaw—Frank and Joe’s “special
friends”—turn up primarily to be saved from danger and to praise the boys. (“Oh, I
really think Frank and Joe are too wonderful for anything!”)
As Marilyn S. Greenwald tells it in a new biography, “The Secret of the Hardy
Boys” (Ohio; $32.95), Stratemeyer found the Hardys’ first ghostwriter, the young
Canadian newspaperman Leslie McFarlane, through a classified ad in a trade paper.
Stratemeyer sent him outlines, cautioning McFarlane to remember that these books
were less flashy than their cheaper counterparts: “You perhaps understand our cloth
books go in a different field from the paper volumes and the stories are not quite so
melodramatic.” The books were to be two hundred and sixteen pages and twentyfive chapters. For the first one, “The Tower Treasure,” McFarlane would be paid a
lump sum of a hundred and twenty-five dollars—a figure that required Stratemeyer
to sell sixty-two hundred and fifty books in order to make a profit, assuming that the
royalties were around two cents a book. As for McFarlane, he later wrote, “I greeted
Frank and Joe Hardy with positive rapture…. There was, after all, the chance to
contribute a little style.”
Stratemeyer’s initial Hardy Boys outlines were two pages long, and set the
breezy tone for the books. The first began:
Joe and Frank Hardy are on their motorcycles on an errand for their father,
Fenton Hardy, the famous detective. It is Saturday, a holiday from the Bayport High
School which they attend, springtime….
The shore road, the rocks below—the racing auto—will it hit them? Narrow
escape—anger of a middle-aged man who ran car and anger of boys. “A road hog,”
they say.
A cast of characters sent to McFarlane dictated that the boys’ Aunt Gertrude
be “peppery and dictatorial” and that the mother, Laura, be a “sweet singer.” Frank
is dark, Joe blond. The boys are to have a barn with a gym; Fenton Hardy is equipped
with a James Bond-worthy library full of dossiers on jewel thieves and an extensive
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wardrobe of disguises. (These more fanciful plot elements dropped away in later
volumes.)
In 1930, Stratemeyer decided to follow up with a girl detective, whom he
called Nancy Drew. The women’s movement of the time had energized girls’ fiction,
creating an audience for female characters with spunk (in contrast to Stratemeyer’s
early girl heroines, like Honey Bunch, who “knew exactly how to do a washing for
she had watched the laundress many times”). Stratemeyer had signed up a young
college graduate named Mildred Wirt, and he sent her the outline of “The Secret of
the Old Clock.” Wirt went on to write twenty-three of the first thirty Nancy Drews.
From the start, the series sold better than any other Stratemeyer series, overturning
the conventional publishing wisdom that boys’ series outperformed girls’.
Wirt gave the early volumes a “New Woman” flavor, but the core of Nancy’s
appeal is similar to the Hardys’. The mode is adventure with a flourish of mystery.
The plot is furthered by coincidence. Nancy discovers “clues” everywhere: A tire
tread? “A clue!” A ransom note with a fire-dragon crest? “It may be a clue,” Nancy
cries. Needless to say, these “clues” don’t function as a puzzle that the enterprising
reader can piece together for herself, as they do in Sherlock Holmes or Encyclopedia
Brown mysteries. Instead, they are reassurances that order reigns behind the scenes.
Nancy later happens to walk into a store in Chinatown and discovers that the
store sells notepaper with a fire-dragon crest. Happily, the owner recalls not only
that Nancy’s suspect had been in the store several months earlier but also his name
and build. The message is confidence-inspiring: The world is rife with crooks, but it
is negotiable, and fundamentally rational. Hard work pays off. The damned remain
damned—unless they repent—and the wronged (long-lost maharajas’ sons, heirs to
candlemakers’ fortunes) are restored to their rightful life at the intersection of High
and Elm, among the rangy Colonials and the tall trees.
Nancy was Stratemeyer’s final creation, and she lived far longer than he did.
In May of 1930, the year that Nancy made her début, Stratemeyer fell ill with
pneumonia. While he was sick, he had a dream that he was a character in one of his
own baseball series. He died of a heart attack shortly thereafter.
Even as Nancy Drew and the Hardy Boys were invading children’s
bookshelves, there was one place you couldn’t find them: the library. The
Stratemeyer Syndicate came under attack from educators and librarians from the
start. As early as 1914, Franklin K. Mathiews, the chief librarian for the Boy Scouts
of America, published a damning article, “Blowing Out the Boy’s Brains,” about
series fiction. “Parents who buy such books think they do their boys no harm. The
fact is, however, that the harm done is simply incalculable,” he argued. The series
books would “debauch and vitiate” a child’s imagination.
Early on, librarians condemned the syndicate’s series as tawdry, sensationalist
work taking children away from books of moral or instructional value. Decades later,
some educators began to argue that the books were a stepping-stone to more
sophisticated literature, a way to get kids reading in the first place. (Television was
now the real problem.) In either case, librarians seemed uncomfortable with the idea
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of reading as pure entertainment. Nancy Drew was long banned from many public
libraries.
The syndicate’s production methods didn’t help matters. Mathiews made
much of the assembly-line process: “The public will, I am sure, be interested in
knowing just how most of the books that sell for from twenty-five to fifty cents, are
not written, but manufactured,” he pronounced scathingly. “There is usually one
man who is as resourceful as a Balzac so far as ideas and plots for stories are
concerned. He cannot, though, develop them all, so he employs a number of men
who write for him.”
Mathiews assumed, rightly, that the very word “manufactured” would make
people squirm with distaste. But Stratemeyer’s assembly-line method surely made
his series better, not worse. The rapid rate at which the syndicate was producing
fiction allowed Stratemeyer to learn from his mistakes more swiftly, making his
series more sophisticated than many of the series penned by individual authors.
Furthermore, when it came to refining a catchy story, two heads often proved to be
better than one.
Stratemeyer realized that the way to move books was to keep them constant.
The “manufactured” nature of the series was curiously reassuring to kids, who felt
that there was an endless supply of goods they knew and liked coming their way.
Children, of course, love repetition, as any parent who’s had to watch “Finding
Nemo” ten times knows. But so do adults. The hardest thing about selling what
economists call “experience goods”—like books or movies—is persuading people
to try something they can’t be sure they’ll like. That’s why a handful of brand-name
fiction writers (often writing books with continuing characters) dominate the bestseller lists and the shelves of airport bookstores: in some way they’re a known
quantity. As the Stratemeyer Syndicate grew, a snowball effect could be seen: the
more books that appeared in any given series, the more children bought them,
confident that supply would not run out.
Though collaborative effort doesn’t seem strange to us when it comes to
making television shows or movies, even today we resist it when the resulting
narrative is bound between hard covers. Yet Stratemeyer’s books really were meant
to be simply another form of mass entertainment. His closest peer wasn’t another
writer—say, L. Frank Baum—but his near-contemporary Irving Thalberg, the “boy
wonder” movie producer who worked at Universal and M-G-M in the nineteentwenties and helped pioneer the studio system. Like Stratemeyer, Thalberg devoted
obsessive attention to every detail of his products, and believed in staying out of the
public eye; his first screen credit was a posthumous one.
Why did Nancy Drew and the Hardy Boys survive when their peers did not?
As the social historian John G. Cawelti has noted, some formulas are more enduring
(and instructive) than others. A “good” formula creates an integral fantasy world,
one that is both entirely like and entirely unlike the culture that produced it. The
most lasting formulas not only reveal something about the culture that shaped them
but in turn shape the culture that comes after them. (Consider the profound influence
of the Western on the American psyche.) If Alger’s rags-to-riches stories didn’t last,
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it was essentially because they were too literal—too specific an expression of
working-class ambitions of the eighteen-seventies and eighties.
The Hardy Boys and Nancy Drew endured, in part, because they avoided overt
adult moralizing, and because they were more complex than their juvenile forebears.
Generally, multiple plots unfold at once, and the connection among them becomes
clear only at the book’s end. The mystery formula elegantly embodies children’s two
conflicting impulses: the search for order and security, and the appetite for novelty
and risk-taking. Consider the ritualized cliffhanger at the end of each chapter, which
represents order and excitement at the same time— “Nancy flew from the saddle
and hit the ground so hard she blacked out!”
The series also survived because they were rewritten over time. In 1930, the
syndicate was inherited by Stratemeyer’s daughters, Edna Stratemeyer and Harriet
Stratemeyer Adams. The daughters shut down the Manhattan office and opened one
in East Orange, New Jersey, where they worked at rolltop desks throughout the
Depression. They dramatically reduced the number of series in production: in 1935,
fourteen series were circulating; in 1940, nine; by 1980, when the syndicate was in
its final years, only four. But these four accounted for nearly six million dollars in
sales. Edna retired after a decade, but Harriet had inherited her father’s singlemindedness, and took over the bulk of the writing of the Nancy Drew series herself,
remaining at the syndicate until her death, in 1982.
Harriet’s primary inspiration was to update the most promising of the existing
properties—the Bobbsey Twins, the Hardy Boys, and Nancy Drew. She sent out all
the extant volumes for reëvaluation. Some needed complete rewrites; others only a
deft touch-up. In 1959, the new Nancy Drews began rolling off the assembly line.
Nancy’s age, like the Hardys’, was revised upward. She was now eighteen, not
sixteen—the driving laws had changed—and she motored around in a convertible
instead of a roadster. On the cutting-room floor lay scenes that had contained
offensive stereotypes of blacks, Jews, and other ethnic groups. And the books were
shorter—twenty chapters instead of twenty-five. It is these versions, not the
originals, that most people today have read. The collaborative project was complete:
what Stratemeyer had conceived, and ghostwriters had executed, had been
streamlined and improved upon by Harriet.
Ultimately, Edward Stratemeyer was a conventional-minded businessman
with a radical idea that would not have been radical in any other industry. It was to
give his customers, who happened to be children, what they wanted, not what he
thought they should want—and to make a product that was better than his
competitors’. He understood, as George Orwell later wrote, that there was such a
thing as the “good bad book”—one that “has no literary pretensions but remains
readable when more serious productions have perished.”
As Nancy has aged, children’s-book publishing has become more sensitive to
psychological “issues,” and Nancy’s quick-footed efficiency is now thought to be
intimidating for young readers. And so, in “Nancy Drew Girl Detective,” the new
Simon & Schuster series, Nancy relates her adventures in the first person,
acknowledges her flaws, and shows herself to be a more empathetic and inclusive
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soul than the old Nancy. But if I were sitting by the pool again, in search of
distraction, I would pick the old Stratemeyer formula over the new one. Stratemeyer
understood, in the end, that children want their heroes to have an air of mystery. A
young reader isn’t trying to discover the ways in which she’s ordinary; she’s trying
to discover just how to banish the shadows so that the afternoon lasts a little longer.
TOPIC 6. Transition to Modernism. Realism and Antirealism
The Novel: From Realism to Modernism
The Modernist novel's turn away from the techniques of representation of
nineteenth-century realism towards formal experimentation has left an ambiguous
legacy. On the one hand, the the stylistic and self-referential play of the novel has
been read as a strategy of containment in response to some "crisis" usually located
at the turn of the century. The increasing formalization of the novel is thus read as a
tendency toward artistic autonomy and away from mimesis, where the ideal sphere
of art compensates for the transformation of experience in a world where
urbanization, the rise of monopoly and state capitalism, political movements on both
the left and right, imperialism, mass culture and the pressure of all of these social,
economic, political and cultural forces on gender, class, and national identities,
engender an overwhelming sense of self-fragmentation and loss of agency. On the
other hand, this same stylistic play has been read as an effort to come up with
emancipatory possibilities for experience in such a world, by offering new ways to
narrativize experience, and in some cases, appropriating precisely those expressive
modes of mass culture that had been thought to impoverish experience, from popular
entertainment to the press, in order to develop new narrative modes.
Ford Madox Ford is one of the most Francophile of British writers. He left
England in 1922, and until his death in 1939, he spent most of his time in Paris or
Provence. Best known as a novelist, he was also a tireless interpreter of France. At
least four of his books are largely devoted to French culture (many others discuss
it), and several of his novels and autobiographical works are either set in France or
deeply preoccupied with it. The inclusion of The Good Soldier on the syllabus for
the agrégation, and the recognition of Parade’s End by the Centre National du
Livre, both this year, are signs that French scholars are beginning to recognize him
as a major novelist, rather than merely as Conrad’s collaborator, the discoverer of
Ezra Pound, D. H. Lawrence, and Jean Rhys, or the editor of James Joyce, Gertrude
Stein and Ernest Hemingway. This is a welcome development; and, given Ford’s
prominence in 1920s Paris modernist circles, as well as his involvement with French
writers, it is to be hoped that it will foster much-needed research on Ford and France:
not only on his role in Parisian literary networks, but also on the French contexts for
his novels, and on books like A Mirror to France, No Enemy, or Provence.
It is not hard to see why The Good Soldier has proved the most analysed of
Ford’s eighty or so books. Certainly it is among the best of them: many would say
the best. It has a precision, a clarity of focus, an economy, that many of his books
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don’t: especially his exuberant, genre-defying works—such as Mightier Than the
Sword, Provence, or Great Trade Route—which weave together memoir, criticism,
and cultural history into apparently casual if unsettling wholes. Of his other novels,
the one that is most regularly accorded comparable stature, Parade’s End, is not one,
but four: the series of novels published from 1924-28 about the extraordinary and
baffling Christopher Tietjens. Malcolm Bradbury’s judgement that Parade’s End is
“a central Modernist novel of the 1920s, in which it is exemplary” is representative
of recent assessments, suggesting that rumours of Ford’s neglect now seem
exaggerated (Bradbury xii, xv).
This exemplary modernism is also what makes The Good Soldier so appealing
to teachers. Its obtuse first-person narrator and repeated time-shifts stand out so
clearly as to exemplify Modernist technical self-consciousness. There is, though, a
danger in such exemplariness, and one that affects other Modernists too, when they
are held to be significant, or valuable, to the extent to which they areModernist.
Ford’s fiction is profoundly transitional: Janus-faced, looking back to its Victorian
and Edwardian predecessors as much as sideways and forwards to its Modernist
contemporaries and heirs. (Little-known fact: not only did the structure of The Good
Soldier anticipate that of The Great Gatsby, with its limited, ironic narrator, “foursquare coterie,” romance, disillusionment, and brutal tragedy; but Ford had
published a detective story in 1910 about “the Great Gadsby Fraud”!). In practice,
Ford’s transitionality is often felt as compromising his claim to be Modernist, and
thus compromising his originality or value. Critics are less concerned by comparable
tensions in other exemplary Modernists: Stephen Dedalus’s preoccupation with the
church or aestheticism in A Portrait of the Artist; the snobbery in Proust or Woolf.
We should recognize that both The Good Soldier and Parade’s End are doing
something these other writers do too: taking a long view of a period of transition:
exploring how people had been becoming modern throughout the Edwardian years,
and through the First World War. That is, they are about transition.
In two characteristically mordant and inaugurative essays, Roger Poole
approached the question of Ford’s relation to modernism. He began the first, “The
Unknown Ford Madox Ford,” with a provocation: “The great Modernist novelists
are James Joyce, Marcel Proust, Virginia Woolf and Ford Madox Ford.” His
justification for according Ford such pre-eminence is an ingenious reading of The
Good Soldier, which takes as its starting point what has seemed to many a sticking
point. For this book whose narrator so fetishizes chronology is structured around a
chronology which doesn’t work. The date of the 4th August 1904 is the date the
narrator Dowell gives for the crucial outing he and his wife Florence take with the
Ashburnhams to the town of “M—”. Yet it is also the date he gives for the evening
on which the Dowells and Ashburnhams are supposed to have met for the first time.
Poole poses a reading in which Dowell’s chronological inconsistency is seen not as
Ford’s muddle, but as a stroke of subtlety. According to this reading, Ford conceals
in the chronological folds evidence that Dowell is a more unreliable narrator than
the New Critics had ever imagined; that instead of being someone who cannot be
relied upon to understand what he tells us, what he tells us cannot be relied upon
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either. Poole then reads The Good Soldier as a murder mystery, in which, rather than
being the story its readers had previously assumed—of Ashburnham’s serial
adulterous romances, finished by his hopeless passion for his ward, Nancy Rufford,
and a tragic denouement in which Florence and Ashburnham both commit suicide,
and Nancy goes insane—instead of this, it becomes a story of Dowell and Leonora
conspiring together to murder her philandering husband and his heiress wife, with
Dowell lying to us to cover up their crimes.
For many readers this interpretation is perverse. And by definition there is
little reliable evidence for it, other than the inconsistency in the chronology, since if
it were true, the deceitful narrator would attempt to conceal it. Poole cunningly
couples his insight with an argument about realism, or “vraisemblance,” claiming
that Ford’s “game” in The Good Soldier is continually to disconcert his readers’
expectations about genre. Thus any details that from a realist point of view might
militate against the murder-story reading are made to disappear, reconfigured as
games Ford plays with the idea of realism. For example, Jimmy, the young man with
whom, according to Dowell, Florence had been having an affair when they first came
to Europe, the imminent discovery of which affair Dowell gives as one of her main
motivations for committing suicide, is seen by Poole as an impossible character; as
someone who simply never existed, but is conjured up by Dowell as an alibi for his
hatred of Florence.
While he claims to be freeing the novel from what Frank Kermode called a
“single right reading,” from another point of view, Poole wants to tie it to what is
merely another single reading claiming to be right: a reading in which the
chronology is made to work, as a sign of a concealed murder story. But if his
arguments hold, what can prevent any interpretation from being valid? If nothing the
narrator says can be trusted, if any particular detail can be discarded as the need
arises, what cannot be argued about this narrative, or any narrative? For example, at
the beginning of Part III, Dowell recounts how Leonora reveals to him that Florence
had committed suicide. “Did Florence commit suicide?” he asks her: “I didn’t know”
(126). According to Poole’s reading, this conversation can’t have happened. If
Dowell and Leonora had murdered Florence they would both know how she died,
and that it hadn’t been suicide. So his narration here would be deceitful. But if that
is a lie, how are we to know that anything else he tells us isn’t? How could we be
certain that he ever had a wife called Florence; that she and Edward Ashburnham
committed adultery with each other and with other people; that she was an heiress;
or that they are both dead?
Personally I am not persuaded by Poole’s interpretation, for these reasons and
also for others that will emerge later. Nevertheless, he is right about Ford’s interest
in detective fiction; and more importantly, he seems to me to be responding to
genuine qualities in the novel. Much of what Dowell says seems exaggerated,
implausible. And I believe Ford consciously sought to arouse a scepticism, a mistrust
about many of Dowell’s and the other characters’ utterances (including a scepticism
about whether the other characters actually uttered the speeches Dowell reports them
as uttering). That’s not to say that such mistrust immediately brands Dowell a liar
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and a murderer. Rather, that Ford is interested in the ways in which things people
say may arouse our suspicions, often at a subliminal level, even as they remain the
only things we have to go on. This is the opposite of a response that seeks to stabilise
interpretation (as by redescribing what Dowell calls suicides as murders).
However, Poole’s argument is significant for another reason. He wanted to
“do Ford the elementary courtesy of assuming that he knew what he was doing.” But
of course being self-conscious about your technique doesn’t count for much unless
the technique works. So the claim for Ford as a great modernist needs to be supported
by a demonstration that Ford’s technique is as masterly as it is self-conscious. As
suggested, this is where the label “Modernist” slides from being a purely descriptive
term denoting certain formal and technical qualities, into a value-judgement. Ford is
ajudged a great writer to the extent that his Modernism is exemplary.
I suspect that, as his reading of The Good Soldier evolved over several years,
this question of Ford’s relation to Modernism began to trouble Roger Poole, and that
this concern lies behind his second essay, “How Should We Read Ford?” This wideranging essay returns to his claim for Ford’s stature and his reading of The Good
Soldier, but broadens the scope to consider his other major work too, and to explore
why Ford has not been better recognised. He considers Ford’s own sense of his
relation to Modernism.
E.M. Forster (1879-1970) is difficult writer to classify. An Edwardian
modernist, he criticized Victorian middle class mores in formally traditional novels;
a writer who idealized connection and sincerity above all else, he kept his own
homosexuality hidden from view but defended D.H. Lawrence’s sexually
daring Lady Chatterley’s Lover from obscenity charges. Forster’s enduring
achievement rests upon his novels, including Howards End (1910) and A Passage
to India (1924), his critical study Aspects of the Novel (1927), and his continuing,
principled defense of liberal humanism despite the upheavals of the early twentieth
century.
Forster was born on January 1, 1879 in London, England. His father died soon
after his birth, and he was raised by his mother and a series of aunts and governesses.
As a child, Forster received an inheritance from his paternal great-aunt Marianne
Thornton that enabled him to travel and, later, write with little concern for finances.
Forster attended King’s College, Cambridge from 1897 to 1901, studying
history, literature, and philosophy. He became a member of the Cambridge Apostles,
a discussion society steeped in philosophical skepticism that shaped Forster’s
liberalism and led him to shed his Christian faith. Among the Apostles who had a
formative intellectual influence upon Forster were Sir James Frazer, G.E. Moore,
Goldsworthy Lowes Dickinson, and several future members of the Bloomsbury
Group.
After graduation, Forster traveled throughout Europe and Asia, visiting Italy,
Greece, Germany, India, and Egypt. This experience would inform Forster’s
cosmopolitanism and his abiding interest in foreign cultures, an interest reflected
in A Passage to India and A Room with a View.
109

Forster contributed stories and sketches to the Independent Review in 1904,
and later published a number of works in the Athenaeum, a London literary
magazine that also printed work by Thomas Hardy, T.S. Eliot, and others. His first
novel, Where Angels Fear to Tread, was published in 1905. Two years later, he
published The Longest Journey (1907), a Bildungsroman that begins at Cambridge
and is perhaps Forster’s most autobiographical work.
Forster’s next two novels, A Room with a View (1908) and Howards
End (1910), secured his place as one of the leading British writers of his generation.
He was a comic moralist, a writer interested in exploring conflicts between
ideologies that oftentimes resulted in melodrama. In Howards End, for instance,
Forster used the tension between the Schlegel family, exemplars of liberalism and
bohemianism, and the Wilcoxes, plutocratic businessmen, as a means to structure
his plot and subtly explore the various possible stances towards life of the modern
period.
In 1924, Forster published A Passage to India, his most successful novel. A
deeply symbolic, mystical book that examines the nature of colonial rule, A Passage
to India reveals Forster’s interest in both politics and religion, in the practical and
the numinous.
Forster did not publish another novel after A Passage to India, spending the
last forty-six years of his life writing short stories and non-fiction. His homosexual
novel Maurice, written in 1913-1914, was published posthumously in 1971. His
1938 essay “Two Cheers for Democracy” reveals Forster at his best: gently ironic,
tolerant yet chiding, willing to take a principled stand in defense of liberal values.
Moral Anti-realism vs. Realism: Intuitions
It is widely assumed that commonsense intuitions favor moral realism, and
thus that anti-realists bear the burden of proof. But neither this assumption nor its
presumed implication is something to be accepted without careful consideration.
Certainly nobody should claim as a generalmethodological principle that realism
enjoys a prima facie advantage over anti-realism, for there are many things with
respect to which we all want to be anti-realists, but for which we do not think this
status has been achieved only after overcoming initial realist presumptions (e.g.,
anti-realism about unicorns). Rather, the thought must be that morality in particular
is such that realism is the more intuitive position. But whether this thought is
reasonable is debatable.
First: Do commonsense intuitions really favor moral realism? It seems
probable that many of the distinctions drawn in distinguishing one metaethical
option from another are too fine-grained and abstruse for the folk to have any
determinate opinion. It is, for example, radically unclear to what extent common
sense grants prima facie privilege to the mind-independent status of moral facts
(properties, etc.). Even if empirical investigation of collective opinion were to locate
strong intuitions in favor of a mind-independent morality (see, for example,
Goodwin & Darley 2008), there may be other equally robust intuitions in favor of
morality being mind-dependent. (For example, the fact that we are unwilling to defer
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to experts when forming moral views seems to count against realism; see McGrath
2008. Similarly, the fact that we do not expect a person necessarily to accept others'
reasons for their moral views seems to reveal anti-realistic tendencies; see Foot 1958
for discussion.) Such an indecisive outcome may be due to human intuition having
the ability to discriminate subtly different (in)dependence relations, or due to
subjects' responses being subject to various kinds of framing effect in the
experimental protocol (see, e.g., Kahneman and Tversky 1979; Horowitz 1998), or
due simply to human intuitions being confused. Moreover, even if it could be shown
that human intuition clearly and decisively embraces some kind of coarse-grained
moral mind-independence, it may be that certain theoretical versions of minddependence, as described by philosophers, are sufficiently devious and obscure that
they do not clash with that commonsense intuition. For example, although common
sense certainly seems to be flatly at odds with any kind of crass individualistic
relativistic non-objectivism according to which any individual's moral opinions (no
matter how whimsical) determine the moral facts (for her), it is less obvious that
common sense will reject a form of non-objectivism according to which the moral
facts are determined by the opinions that would be formed by an impartial, fully
reflective, fully informed (etc.) spectator. Given the difficulties in deciding and
articulating just what kind of (in)dependence relation is relevant to the moral
realism/anti-realism division, and given the range and potential subtlety of options,
it would be rash to claim that common sense has a clear opinion one way or the other
on this matter.
Second: It may be questioned whether intuitions decisively in favor of moral
realism (if any there are) would constitute a burden of proof for the anti-realist.
Certainly there seems something suspect about making it a methodological principle
that if most people believe something there is a presumption in favor of the truth of
that belief. (For advocacy of this principle for the moral realm, see Lycan 1988 and
Huemer 2005. For criticism of the latter, see Joyce 2009a.) The fact that atheism is
a minority position in every modern nation does not typically move the atheist to
acknowledge a mark against her view. The fact that most people expect a rock
dropped from the mast of a moving ship to land some distance behind the base of
the mast plays no role in the physicist's calculations about where it will in fact land;
the physicist has no prima facie obligation to make his theory mesh with intuition.
Whether some kind of initial stock should be placed in favor of human intuition
depends very much on how smart we antecedently expect humans to be, but this
expectation alters for different domains. We don't expect ordinary people to be
particularly insightful about the behavior of subatomic particles. As for religious
views, wherever one stands (atheist, Hindu, Christian, scientologist, etc.) one must
credit millions or billions of humans with radically false fundamental beliefs. (One
might object that many religious belief systems are really unified—that Hinduism
and Christianity, for example, are not contraries—but then there are millions or
billions of humans who disagree with that.) Knowing that humans can be massively
and systematically mistaken encourages the moral anti-realist to deny that popular
opinion in favor of moral realism would constitute a burden he needs to overcome.
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In wondering about what role should be accorded to widespread intuitions
against a philosophical thesis, it is important to distinguish between the status of
such intuitions ex ante and ex post. Suppose, if only for the sake of argument, that it
is a reasonable methodological principle that, prior to considering any evidence or
reflecting on the matter, a widespread intuition in favor of some view accords it
some prima facie epistemological privilege. Suppose (again, for the sake of
argument) that this is the case regarding moral realism. However, once the moral
anti-realist has deployed, to his own satisfaction, some arguments in favor of his
viewpoint, then he may consider himself to have discharged the burden, and the
sociological fact that people continue to regard his view as counter-intuitive cannot
be legitimately raised as an ongoing consideration against it. One way that this
burden may be discharged is if the anti-realist is able to explain away what he takes
to be the erroneous views of the folk. If he can provide a genealogy of moral
beliefs—a genealogy that nowhere implies or presupposes that the beliefs in
question are true—if, moreover, this genealogy can receive some empirical
confirmation (for it will, after all, be a posteriori matter)—then he will have
discharged whatever ex ante burden he may have faced. (For this kind of
genealogical debunking argument against moral realism, see Ruse 1986 and Street
2006. See also Joyce 2006, 2013.) The moral anti-realist position will continue to be
counter-intuitive, but these ongoing intuitions no longer represent a consideration
against the theory. If ever these intuitions did (ex ante) represent such a
consideration, then in providing a genealogy of the kind in question the anti-realist
will have answered the charge. The moral realist can, of course, raise objections to
the anti-realist's argument—protesting, for example, that the genealogy in question
is not consistent with falsehood in the way that the anti-realist claims it is. (See, for
example, Wielenberg 2010; Brosnan 2011.) The point is, however, that this
represents a shift in the dialectic; the moral realist is no longer merely citing the
counter-intuitiveness of moral anti-realism as a consideration.
It can sometimes be difficult to distinguish ex ante matters from ex post.
Consider John Mackie's moral error theory. Mackie holds that moral judgment is the
result of the human tendency to “objectify” our parochial emotions and preferences,
and through this process coming to see the world as containing evaluative properties
which it does not in fact contain (Mackie 1977: 42-46). (Thus, Mackie is a moral
projectivist, which is a thesis discussed at further length in supplement 3.1.) The
important thing to note here about Mackie's notion of “objectification” is that it
implies a thesis of moral phenomenology: It seems to someone who is making the
moral judgment that she is responding to moral facts present in the external world
(whereas in fact she is causally active in the generation of her moral experience).
(See Joyce 2009b, 2010.) Given this thesis of moral phenomenology—that it is
imbued with a quality of “out-there-ness”—and assuming (as seems plausible) that
our moral intuitions will line up with our moral experience, it follows that the theory
of moral objectification will be deemed counter-intuitive. But if the thesis of moral
objectification is ex hypothesi counter-intuitive, then that counter-intuitiveness
cannot be raised as a dialectic consideration against the theory. It is difficult to
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decide whether (i) this projectivist thesis indicates that the counter-intuitiveness of
the moral error theory is not even an ex ante mark against the theory, or (ii) it's a
case of the error theorist discharging that prima facie burden by presenting an
argument to show that the folk will find the theory counter-intuitive. This delicate
matter is not something to be pursued further here.
The question of whether something is a widespread intuition (within a
specified group, or among humans in general) is an empirical matter. With respect
to the intuitions relevant to the moral realism debate, such questions have not, by
and large, been appropriately examined. (For initial investigations, see Goodwin &
Darley 2008; Sarkissian et al. 2011.) On many crucial matters—matters that
determine the difference between moral anti-realism being true or false—there may
be no position enjoying the support of collective intuition; the issues may simply be
too analytical and abstruse. But even if widespread intuitions were to be located, it
is not at all obvious what methodological weight should be accorded them,
especially in light of the fact that it is a corollary of certain anti-realist metaethical
theories that erroneous intuitions will be prevalent.
Joyce’s Vision of Realism: A New Source
In his Studies in European Realism, Georg Lukács mentions Joyce as an antirealist, claiming that the “transformation of human beings into a… flow of ideas
destroys… [the] possibility of a literary presentation of the complete human
personality”. However, this is what Joyce himself thinks about his own technique:
“There is also the intellectual attitude which dissects life instead of puffing it up with
romanticism […] In my Mabbot Street scene I have… approached reality closer than
anywhere else in the book… since sensation is the object heightened even to the
point of the hallucination which is the exalted vision of the mystics”. It appears that
Joyce considers Ulysses to be faithful to a realist spirit, and “Circe” – his most
visionary, even mystical episode – as the output of his will to “approach reality”.
Blurring the distinction between the physical and the psychic – which cannot be
water-tight in a post-freudian universe – the stream-of-consciousness novel widens
the scope of Western realism. As Erich Auerbach acutely perceived, modernist
writers “invented their own methods… of making the reality which they adopt as
their subject appear in [the] changing lights and in [the] changing strata” of
subjectivism.
After Plato the mirror has traditionally been a metaphor for mimesis: while in
1906 Joyce compares Dubliners to a “nicely polished lookingglass”, when referring
to A Portrait he says to Frank Budgen that the artist’s mirror must acknowledge a
“limitation of viewpoint” and that “something of objective truth gets lost in the
process” of representation; in Ulysses, then, Joyce foregrounds a “cracked
lookingglass”, to which a vivisective tool – the razor – is paired. An evolution of the
categories of imitation and realism took place in Joyce’s aesthetics between the
completion of Dubliners, the rewriting of the Portrait, and the early stages
of Ulysses. The articles, lectures, and examination papers that Joyce wrote during
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those years of study and self-refashioning, were of special significance in bringing
to a reconciliation early dichotomies.
In a recent article, Luca Crispi describes Joyce’s “Early Commonplace Book”,
which “had been thought to consist of two distinct copybooks, the Paris
Notebook and the Pola Notebook”, and whose unitary presentation was reassessed
only in 2008. On page 24r, Joyce compiled a list of “Books” on various topics – such
as Ireland, cancer, or the English drama. The list, extending until 1912, portrays
Joyce as a journalist, a lecturer (on Hamlet from November 1912 to February 1913)
and an examinee at the University of Padua (from April 24th to April 30th, 1912),
where, for instance, he was requested to “give a short account of the rise of the
Drama in England”.
However, the exceptional fact that “Joyce returned to this manuscript at least
9 years after he first started using it”, also points to the fact that around 1911 Joyce
may have wished to go back to his early aesthetics. The only book about artistic
theory in the list is De la Laideur Dans l’Art – On Ugliness in Art – by E. Lesnes,
which came out in 1911, and whose influence can be strongly perceived both
in The Universal Literary Influence of the Renaissance, and in Realism and Idealism
in English Literature, which were composed the following year. Establishing this
filiation allows us to see the two Italian compositions as an ideal development of
Joyce’s aesthetic theory.
Although Lesnes’ starting point is neo-platonic, he provides a definition of
idealism which differs from the sentimental “romantic temper” with which Joyce
had hitherto associated the term, and explicitly declares the need to reconcile
Idealism and Realism. In order to appreciate the turning point which Joyce’s 1912
papers represent, it would be useful to follow the evolution of the Joycean categories
of Realism and Idealism before that time.
Notably a slippery category, realism first appears in Joyce’s writings in 1899
as “the realistic illusion”, which Joyce elucidates as “the sense of life”, substantially
equating it with the dramatic. Joyce distinguishes realism from mimetic fidelity,
from “the execution of faultless form”, and praises “the infusion of life” more than
the mere “copy” of nature. Secondly, Joyce progressively refines his notion of
reality, widening the very foundation on which any definition of literary realism
could rest. In the first essay on Mangan, the artist’s attention to the “present things”
is not sufficient unto itself, but should allow “the quick intelligence to go beyond
them to their meaning”. Joyce’s “beyond” does not designate a metaphysical system
from which reality draws its truth, nor is it to be read sociologically – like in French
Naturalism. Rather, it refers to those “dreams” which, for the artist, are no less real
than actuality; poetry “may seem unreal” only to those who have lost the power of a
simple, non-historical intuition. In both essays on Mangan, reality is contrasted with
a more authentic experience of the Real, which is only available through art. Such
an expansion of the category of reality was bound to result in a redefinition of literary
realism.
If Joyce tries to reconcile the artist’s attention to actuality with spiritual
realities, it is because art must be faithful to the ontological status of humanity. In
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his critical writings the problem of realism and idealism mirrors an ontological
hierarchy of being, from which a division of literary genres can be derived. In
“Drama and Life” the real is identified with the portrayal of “men and women as we
meet them in the [actual] world”, and, as such, it is opposed to their aggrandized
representation as creatures of “the world of faery” or of the “chivalrous” universe of
romance. Realism is faithful to humanity as the intermediate realm between the
“angels” and the “monkeys”, between “spirituality” and “animalism”. As such, it is
neither concerned with the subhuman, the “monstrous”, nor with the “heroic”;
Muncacksy’s “Ecce homo”, for instance, provides a “real presentment” in that “the
artist’s view of the event is humanistic”: accordingly, Christ has “nothing divine, …
nothing superhuman”, but is in harmony with “the baser passions of humanity” (my
emphasis). In the same way, Defoe’s Devil “has little in common with the strange
son of Chaos”; rather, he resembles “a dealer in hosiery who has suffered a
calamitous financial setback”. Following the tradition of biblical realism, Joyce
praises the treatment of universal sublime truths in a sermo humilis, because it is
faithful to humanity as a constitutively intermediary region of being, one which is
equally inhabited by sublimity and baseness.
Finally, Joyce’s realism defines a commitment to authorial sincerity. In 1902,
“realities” designate the courage of an “uncompromising truth”, regardless of any
possible affront to traditional morality; this implies that no aspect of humanity which
Joyce deemed to be true would be alien to his project, including “the dream”, or the
“exalted vision of the mystics”. Idealism could be a suitable concept to express the
reconciliation of the visible world with the epiphanic experience of Being, provided
that it was not considered as the dishonest attitude which portrays men as
ontologically different from what they are, as angels or beasts.
Still, at the outset of his career, Joyce equated “idealism” with a set of
censorious tendencies. In “Drama and Life” (1900), he first distinguishes between
realism and idealism: “this doctrine of idealism in art … has fostered a babyish
instinct to dive under the blankets at the mention of the bogey of realism”; the
conventional expectation that art be “the glass where [man and women] may see
themselves idealized” amounts to an unacceptable limitation of the scope of artistic
expression to the elements which testify man’s “affinity with the angels”. By
contrast, the representation of “the human comedy”, no doubt a reminder of Balzac,
grants “limitless scope” to the artist.
Sometime in 1911 or 1912 Joyce met with Lesnes’ aesthetics, which
approached realism from the point of view of idealism, claiming that “all the artists
worth of that name have always been able to ally the ideal and the real”. The moderns
have lost the balance between idealism and realism, which was perfect during the
Middle Ages, as claimed in chapter XIII of the book – significantly called “Réalisme
et Idéalisme au Moyen-Age”. In that epoch, an intense attention to visible reality
avoided that the artist fell into abstraction, while the presence of an ideal element
also prevented the artist from falling into “naturalism”, into “observation without
thought”.
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In the development of European art, Lesnes traces a degenerative curve,
whose lowest point is the realism favored by the romantic movement and by French
Naturalism. The same decadence is suggested in Joyce’s lecture on Defoe, which
ends with a distinction between Defoe’s equilibrated realism and the “modern
realism” expressed by the “French nation”. Like Lesnes, who sees in the romantic
and Naturalist movements an inverted passion for ugliness and corruption – “une
passion pour les bancroches, les cul-de-jatte, les borgnes” – Joyce emphasizes the
distance between Defoe and the “fervour of corruption” of the French writers. He
sees “anger” and “indignation” in the work of modern realism, a spirit of revolt that
betrays, he writes, its “spiritual origins”. Lesnes defines ugliness as the opposition
to beauty which was born “from the revolt of the most beautiful angel of the
heavenly court”. Joyce’s allusion is understood in the light of this interpretation of
ugliness as a willful, enraged degradation of beauty, which is equally absent from
Defoe’s and from Joyce’s realism.
Just as degrading, according to Lesnes, is the widespread sensationalism
which has dominated the arts since the Renaissance. Medieval realism did not
describe the visible world in order to please or shock the senses, but made use of the
senses to capture the intellect. After the Renaissance, a superficial art saw the light,
which “comes from the senses and addresses nothing but the senses”. Romantic and
naturalist ugliness “makes us eager for strong and brutal sensations”. The
Renaissance, as depicted by Lesnes, marks the beginning of that degradation of
realism that culminates in French Naturalism. Both movements share the axiom that
“beauty results from sensation”, be it of a pleasing or of an unpleasant kind.
For the same reasons, Lesnes ranks idealism as expressed by the “romantic
school” with a degraded sensualist art, which is merely satisfied with the
reproduction of outward form and for which plastic beauty is all, its ideal being
Greek art. Thus interpreted, idealism does not relate to truth, but to sensual
satisfaction. In this way, Lesnes frees the field from idealism as a set of forbidding
norms, the form which Plato and Plotinus had imposed by “proscribing from art
every trait that does not offer the model of achieved perfection”, particularly
ugliness. Idealism should not refuse ugliness, inasmuch as it is in relation “avec le
vrai”: with truth. The art of the Middle Ages could descend to an extreme realism
from an idealist starting point, from a will to give concrete form to concepts.
Medieval realism is not degrading: it is symbolic, in that it uses the material forms
to create contemplative symbols which address the intellect and express the
invisible.
Like Lesnes’s medieval artist, who bends the strength of the senses to his
intellectual vision, William Blake could “engrave the image of [his visions] in a
hammered verse or in a copper plate”, in the perfect harmony of his “sensual
philosophy”, of a state of mind in which the sensory power of the flesh meets the
sharpness of the intellectual vision. Likewise, Daniel Defoe’s representation of Mrs
Christian Davies as “crippled, scrofulous and suffering from dropsy” is not the same
thing as “the solemnization of obscenity” that inspires the French Naturalists; for
Joyce, it expresses one incarnation of “the eternal feminine”, i. e. of an idea.
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Moreover, in Duncan Campbell, Defoe listens to “the presence of the unknown” and
of “the dream” with the same documentary attitude that prompts him to record the
days of the plague, so that his realism does not do violence to man’s place in nature
as the intermediate realm of spiritual and animal impulses.
Related to the idea of the human world as an ontological middle reign is
Joyce’s view of the Renaissance before 1912. Echoing Walter Pater, he considers
the Renaissance as a positive moment in the development of European culture,
which introduced an “ardent sympathy with nature as it is” (OCPW 93). But in
Lesnes’s treatise the Renaissance marks the origin of the naturalistic tendency in
European art, the moment when “art is almost totally reduced to plastic fidelity…and
worships form and the senses”. He judges such a purely hedonistic taste to be
immoral on an aesthetic ground, since it degrades art to “a menial task, like
cooking”.
In L’Influenza Letteraria Universale del Rinascimento, in which bookish
influences may have been stronger due to the academic circumstances of its
composition – Joyce’s examination paper of 1912 – Joyce, following Lesnes,
suddenly presents the Renaissance as the moment when the negative materialistic
tendencies of art first emerged in European culture, remarking that “present-day
materialism descends in a direct line from the Renaissance”; in the contemporary
age that hedonistic inspiration has degenerated into a “frenetic sensationalism”,
transforming the work of art into something to be consumed and from which a
sensualist, non-intellectual pleasure is to be drawn. Joyce abruptly declares that he
wants to “oppose …. with all [his] might” the conclusion that the Renaissance marks
the mature stage of European culture and is superior to the “temporis acti”, i.e. to
the Middle-Ages; and he suddenly declares that “we lack moral sense and perhaps
also strength of imagination”. Joyce has not become a moralist: echoing his source,
he acknowledges the loss of a metaphysical frame in which art would find its place
as a means of revelation, not of consumption.
Similarly, Joyce states that the Renaissance “deposed a … formal mind”, in
favor of a “restless… and amorphous” mentality, which is responsible for the hunger
for sensations. As an example, he contrasts Wagner and Dante, remarking
that L’Inferno was composed “in the wake of an idea”. According to Lesnes, “le
Moyen-âge est l’ époque par excellence de l’ idéalisme”. For Joyce, Dante’s art is
“ideational”; here, he employs “idealism” in a new sense, independently of the
“romantic school”: not as a series of proscriptive norms, but as the intellectual
inspiration of the work of art. Dante’s realism, his “truce… arte”, becomes even
stronger with the intensification of his “idea”, of his metaphysical perception of evil.
Although impromptu and written under pressure, The Universal Literary
Influence of the Renaissance is to be seen in the context of Joyce’s lectures on Blake
and Defoe, marking an important stage in Joyce’s meditation on the categories of
realism and idealism. According to Lesnes these categories are reconciled in proper
art, where a realist technique may fuse with a dominant, non-sensualist intellectual
orientation; that Joyce elaborated on this kind of symbolic realism is evident from
the rewriting of the Portrait, where the moral teratology of Stephen’s vision is
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increased, and where it gives life to a series of symbolic bird-like beings, fusing with
Jacob Boehme’s mystical conception of birds. Moreover, in “Lotus-Eaters”, whose
first stages of composition date back to 1912, both reading and writing – in the form
of Bloom and Martha’s letters – are reduced to a consumerist exchange of sensations,
echoing what Joyce wrote in his Padua composition; Bloom carries “the
newspaper… under his armpit”: the objective correlative of the modern postRenaissance sensationalist world, which has “placed the journalist in the monk’s
chair”. In Exiles, too, the sensualist Robert Hand is a journalist.
However, while Joyce appreciates Dante’s ideational art, he certainly does not
share his “unfortunate prejudices”. In what sense can his realism recover an ideal
inspiration in a post-metaphysical frame? “Proteus” shows that Joyce considerably
widened his reflection on realism and idealism to their strong philosophical sense,
when the allusions to Aristotle and Berkeley, Kant or to the “idealist” Lessing and
Blake, frame the problem of the aesthetic image. The perception of the ideal side of
reality is made to rest on Aristotle’s claim that form is absolutely immanent. The
world, although furnished with an ideal aspect which the intellect apprehends, is no
mere mental representation, but is “there all the time” without us. This reflection
connects “Proteus” not only with Joyce’s Italian essays, but also with A Portrait of
the Artist as a Young Man. Joyce disambiguates claritas by finally discarding a
platonic declination of “idealism” – as “the idea of which the matter is but the
shadow” – and by identifying claritas with the Scholastic, and thus Aristotelian
“whatness”. In this way, he reconciles his epiphanic project to a realist conception
of being in its strongest philosophical sense.
Stephen’s aesthetic discussion finds its origin in the ambiguity of the term
“visa” in Aquinas’ theory. He says that the esthetic apprehension occurs “through
sight or hearing or through any other avenue of apprehension”. Precisely, the lectures
on Defoe and Blake are based on a different interpretation of the artistic “vision”.
Blake, the idealist, sees with the internal senses, with the “mind’s eye” and with “the
ear of his soul”; he then proceeds to transfer his internal visions into matter. Defoe’s
starting-point is sensorial exactitude: he describes, reports, enumerates, measures. In
the end, however, the results are the same: “la burrasca… si vede”, my emphasis),
he produces an intellectual vision of “the whatness” of the thing, be it a tempest or
the plague. Likewise, Joyce contrasts the idealist and the realist ways of seeing, when
he writes that “Saint John the Evangelist saw… the apocalyptic collapse of the
universe [while] Crusoe saw but one marvel in all the fertile creation…a naked
footprint in the virgin sand”. By 1912, idealism and realism are no longer two
incompatible tendencies, like they were in Drama and Life: they have become a
matter of vision.

TOPIC 7. Science Fiction as a Genre and its Representatives
Science
fiction (often
shortened
to SF, sci-fi or scifi)
is
a genre of speculative fiction, typically dealing with imaginative concepts such
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as futuristic science and technology, space travel, time travel, faster than light
travel, parallel universes, and extraterrestrial life. Science fiction often explores the
potential consequences of scientific and other innovations, and has been called a
"literature of ideas." It usually avoids the supernatural, and unlike the related genre
of fantasy, historically science-fiction stories were intended to have a grounding
in science-based fact or theory at the time the story was created, but this connection
is now limited to hard science fiction.
Science fiction is difficult to define, as it includes a wide range
of subgenres and themes. Author and editor Damon Knight summed up the
difficulty, saying "science fiction is what we point to when we say it", a definition
echoed by author Mark C. Glassy, who argues that the definition of science fiction
is like the definition of pornography: you do not know what it is, but you know it
when you see it.
Hugo Gernsback, who was one of the first in using the term "science fiction",
described his vision of the genre: "By 'scientifiction' I mean the Jules Verne, H. G.
Wells and Edgar Allan Poe type of story—a charming romance intermingled with
scientific fact and prophetic vision."
In 1970 or 1971, William Atheling Jr. (James Blish) wrote about the English
term "science fiction": "Wells used the term originally to cover what we would today
call ‘hard’ science fiction, in which a conscientious attempt to be faithful to already
known facts (as of the date of writing) was the substrate on which the story was to
be built, and if the story was also to contain a miracle, it ought at least not to contain
a whole arsenal of them."
According to science fiction writer Robert A. Heinlein, "a handy short
definition of almost all science fiction might read: realistic speculation about
possible future events, based solidly on adequate knowledge of the real world, past
and present, and on a thorough understanding of the nature and significance of
the scientific method." Rod Serling's definition is "fantasy is the impossible made
probable. Science fiction is the improbable made possible." Lester del Rey wrote,
"Even the devoted aficionado—or fan—has a hard time trying to explain what
science fiction is", and that the reason for there not being a "full satisfactory
definition" is that "there are no easily delineated limits to science fiction."
As a means of understanding the world through speculation and storytelling,
science fiction has antecedents which go back to an era when the dividing line
separating the mythological from the historical tended to become somewhat
blurred. A True Story, written in the 2nd century AD by the Hellenized Syrian
satirist Lucian, contains many themes and tropes that are characteristic of modern
science fiction, including travel to other worlds, extraterrestrial lifeforms,
interplanetary warfare, and artificial life, and is considered by some to be the first
science fiction novel. Some of the stories from The Arabian Nights, along with the
10th century The Tale of the Bamboo Cutter[17] and Ibn al-Nafis's the 13th
century Theologus Autodidactus also contain elements of science fiction.
A product of the budding Age of Reason and the development of
modern science itself, Johannes
Kepler's Somnium (1620–1630).
Francis
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Bacon' The New Atlantis (1627), Cyrano de Bergerac's Comical History of the States
and Empires of the Moon (1657), his The States and Empires of the
Sun (1662), Margaret Cavendish's "The Blazing World" (1666), Jonathan
Swift's Gulliver's Travels (1726), Ludvig Holberg's novel Nicolai Klimii Iter
Subterraneum (1741) and Voltaire's Micromégas (1752) are some of the first true
science fantasy works, which often feature the adventures of the protagonist in
fictional and fantastical places, or the moon. Isaac Asimov and Carl
Sagan considered Kepler's work the first science fiction story. It depicts a journey to
the Moon and how the Earth's motion is seen from there.
Following the 18th-century development of the novel as a literary form, in the
early 19th century, Mary Shelley's books Frankenstein (1818) and The Last
Man (1826) helped define the form of the science fiction novel, and Brian Aldiss has
argued that Frankenstein was the first work of science fiction. Later, Edgar Allan
Poe wrote a story about a flight to the moon.[25] More examples appeared throughout
the 19th century.
Then with the dawn of new technologies such as electricity, the telegraph, and
new forms of powered transportation, writers including H. G. Wells and Jules
Verne created a body of work that became popular across broad cross-sections of
society. Wells' The War of the Worlds (1898) describes an invasion of late Victorian
England by Martians using tripod fighting machines equipped with advanced
weaponry. It is a seminal depiction of an alien invasion of Earth.
In the late 19th century, the term "scientific romance" was used in Britain to
describe much of this fiction. This produced additional offshoots, such as the 1884
novella Flatland: A Romance of Many Dimensions by Edwin Abbott Abbott. The
term would continue to be used into the early 20th century for writers such as Olaf
Stapledon.
In the early 20th century, pulp magazines helped develop a new generation of
mainly American SF writers, influenced by Hugo Gernsback, the founder
of Amazing Stories magazine. In 1912 Edgar Rice Burroughs published A Princess
of Mars, the first of his three-decade-long series of Barsoom novels, situated on
Mars and featuring John Carter as the hero. The 1928 publication of Philip Francis
Nowlan's original Buck Rogers story, Armageddon 2419, in Amazing Stories was a
landmark event. This story led to comic strips featuring Buck Rogers (1929), Brick
Bradford (1933), and Flash Gordon (1934). The comic strips and derivative movie
serials greatly popularized science fiction.
In the late 1930s, John W. Campbell became editor of Astounding Science
Fiction, and a critical mass of new writers emerged in New York City in a group
called the Futurians, including Isaac Asimov, Damon Knight, Donald A.
Wollheim, Frederik Pohl, James Blish, Judith Merril, and others. Other important
writers during this period include E.E. (Doc) Smith, Robert A. Heinlein, Arthur C.
Clarke, Olaf Stapledon, and A. E. van Vogt. Working outside the Campbell
influence were Ray Bradbury and Stanisław Lem. Campbell's tenure
at Astounding is considered to be the beginning of the Golden Age of science fiction,
characterized by hard SF stories celebrating scientific achievement and
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progress. This lasted until post-war technological advances, new magazines such
as Galaxy, edited by H. L. Gold, and a new generation of writers began writing
stories with less emphasis on the hard sciences and more on the social sciences.
In the 1950s, the Beat generation included speculative writers such
as William S. Burroughs. In the 1960s and early 1970s, writers like Frank
Herbert, Samuel R. Delany, Roger Zelazny, and Harlan Ellison explored new
trends, ideas, and writing styles, while a group of writers, mainly in Britain, became
known as the New Wave for their embrace of a high degree of experimentation, both
in form and in content, and a highbrow and self-consciously "literary" or artistic
sensibility. In the 1970s, writers like Larry Niven brought new life to hard science
fiction. Ursula K. Le Guin and others pioneered soft science fiction.
In the 1980s, cyberpunk authors like William Gibson turned away from
the optimism and support for progress of traditional science fiction. This dystopian
vision of the near future is described in the work of Philip K. Dick, such as Do
Androids Dream of Electric Sheep? and We Can Remember It for You Wholesale,
which resulted in the films Blade Runner and Total Recall. The Star Wars franchise
helped spark a new interest in space opera. C. J. Cherryh's detailed explorations
of alien life and complex scientific challenges influenced a generation of writers.
Emerging themes in the 1990s included environmental issues, the implications of
the global Internet and the expanding information universe, questions
about biotechnology and nanotechnology, as well as a post-Cold War interest
in post-scarcity societies; Neal Stephenson's The Diamond Age comprehensively
explores these themes. Lois McMaster Bujold's Vorkosigan novels brought the
character-driven story back into prominence. The television series Star Trek: The
Next Generation (1987) began a torrent of new SF shows, including three
further Star Trek continuation shows (Deep Space 9, Voyager, and Enterprise)
and Babylon 5. Stargate, a movie about an ancient portal to other gates across the
galaxy, was released in 1994. Stargate SG-1, a TV series, premiered on July 27,
1997 and lasted 10 seasons with 214 episodes. Spin-offs include the animated
television series Stargate Infinity, the TV series Stargate Atlantis and Stargate
Universe, and the direct-to-DVD films Stargate: The Ark of Truth and Stargate:
Continuum. Stargate SG-1 surpassed The X-Files as the longest-running North
American science fiction television series, a record later broken by Smallville.
Concern about the rapid pace of technological change crystallized around the
concept of the technological singularity, popularized by Vernor Vinge's
novel Marooned in Realtime and then taken up by other authors.
"sci-fi"
Forrest J Ackerman is credited with first using the term sci-fi (analogous to
the then-trendy "hi-fi") in 1954. As science fiction entered popular culture, writers
and fans active in the field came to associate the term with low-budget, low-tech "Bmovies" and with low-quality pulp science fiction. By the 1970s, critics within the
field such as Terry Carr and Damon Knight were using sci-fi to distinguish hackwork from serious science fiction.
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Around 1978 critic Susan Wood and others introduced the use of the odd
pronunciation "skiffy" which is intended to be self-deprecating humor but is
inconsistent with the documented genesis of the term "sci-fi" (i.e., one would not
pronounce "hi-fi" as "hiffy") and Ackerman's own words engraved on his crypt
plaque which read "Sci-Fi was My High".Peter Nicholls writes that "SF" (or "sf") is
"the preferred abbreviation within the community of sf writers and readers." David
Langford's monthly fanzine Ansible includes a regular section "As Others See Us"
which offers numerous examples of "sci-fi" being used in a pejorative sense by
people outside the genre.
Innovation
Science fiction has criticized developing and future technologies, but also
initiates innovation and new technology. This topic has been more often discussed
in literary and sociological than in scientific forums. Cinema and media
theorist Vivian Sobchack examines the dialogue between science fiction films and
the technological imagination. Technology impacts artists and how they portray their
fictionalized subjects, but the fictional world gives back to science by broadening
imagination. How William Shatner Changed the World is a documentary that gave
a number of real-world examples of actualized technological imaginations. While
more prevalent in the early years of science fiction with writers like Arthur C.
Clarke, new authors still find ways to make currently impossible technologies seem
closer to being realized.
H.G. Wells was a writer of science-fiction works—including The Time
Machine and War of the Worlds—who had a great influence on our vision of the
future.
QUOTES
“I seek, in fiction, to advance ideas and naturally I repeat the ideas in which I
believe.”
—H.G. Wells
Synopsis
Born in England in 1866, H.G. Wells's parents were shopkeepers in Kent,
England. His first novel, The Time Machine was an instant success and Wells
produced a series of science fiction novels which pioneered our ideas of the future.
His later work focused on satire and social criticism. Wells laid out his socialist
views of human history in his Outline of History. He died in 1946.
Early Life
Visionary writer H.G. Wells was born Herbert George Wells on September
21, 1866, in Bromley, England. Wells came from a working class background. His
father played professional cricket and ran a hardware store for a time. Wells's parents
were often worried about his poor health. They were afraid that he might die young,
as his older sister had. At the age of 7, Wells had an accident that left him bedridden
for several months. During this time, the avid young reader went through many
books, including some by Washington Irving and Charles Dickens.
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After Wells's father's shop failed, his family, which included two older
brothers, struggled financially. The boys were apprenticed to a draper, and his
mother went to work on an estate as a housekeeper. At his mother's workplace, Wells
discovered the owner's extensive library. He read the works of Jonathan Swift and
some of the important figures of the Enlightenment, including Voltaire.
In his early teens, Wells also went to work as a draper's assistant. He hated the
job and eventually quit, much to his mother's dismay. Turning to teaching, Wells
soon found a way to continue his own studies. He won a scholarship to the Normal
School of Science where he learned about physics, chemistry, astronomy and
biology, among other subjects.
Wells also devoted much of his time to becoming a writer. During college, he
published a short story about time travel called "The Chronic Argonauts," which
foreshadowed his future literary success.
Literary Success
In 1895, Wells became an overnight literary sensation with the publication of
the novel The Time Machine. The book was about an English scientist who develops
a time travel machine. While entertaining, the work also explored social and
scientific topics, from class conflict to evolution. These themes recurred in some of
his other popular works from this time.
Wells continued to write what some have called scientific romances, but
others consider early examples of science fiction. In quick succession, he published
the The Island of Doctor Moreau (1896), The Invisible Man (1897) and The War of
the Worlds (1898). The Island of Doctor Moreau told the story of a man who
encounters a scientist conducting the gruesome experiments on animals, creating
new species of creatures. In The Invisible Man, Wells explores the life of another
scientist who undergoes a dark personal transformation after turning himself
invisible. The War of the Worlds, a novel about an alien invasion, later caused a
panic when an adaptation of the tale was broadcast on American radio. On
Halloween night of 1938, Orson Welles went on the air with his version of The War
of the Worlds, claiming that aliens had landed in New Jersey.
In addition to his fiction, Wells wrote many essays, articles and nonfiction
books. He served as a book reviewer for the Saturday Review for several years,
during which time he promoted the careers of James Joyce and Joseph Conrad. In
1901, Wells published a non-fiction book called Anticipations. This collection of
predictions has proved to be remarkably accurate. Wells forecasted the rise of major
cities and suburbs, economic globalization, and aspects of future military conflicts.
Remarkably, considering his support for women and women's rights, Wells did not
predict the rise of women in the workplace.
Politically, Wells supported socialist ideals. For a time, he was a member of
the Fabian Society, a group that sought social reform and believed that the best
political system was socialism. Wells explored issues of social class and economic
disparity in a number of his works, including Kipps (1905). Kipps was one of
Wells's favorites of his own work.
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Over the years, he wrote several more comedies, including 1916's Mr. Britling
Sees It Through. This wildly popular novel looks at a writer living in a small English
village before, during and after World War I. Also around this time, Wells again
demonstrated his affinity for predictions. He foresaw the splitting of atom and the
creation of atomic bombs in The World Set Free (1914).
Later Works
In 1920, H.G. Wells published The Outline of History, perhaps his best selling
work during his lifetime. This three-volume tome began with prehistory and
followed the world's events up through World War I. Wells believed there would be
another major war to follow, and included his ideas for the future. Lobbying for a
type of global socialism, he suggested the creation of a single government for the
entire world. Around this time, Wells also tried to advance his political ideas in the
real world. He ran for Parliament as a Labour Party candidate in 1922 and 1923, but
both efforts ended in failure.
Wells branched out into film in the 1930s. Traveling to Hollywood, he adapted
his 1933 novel The Shape of Things to Come for the big screen. His 1936 film,
called Things to Come, took audiences on a journey from the next world war into
the distant future. Around this same time, Wells worked on the film version of one
of his short stories, "The Man Who Could Work Miracles."
An internationally famous intellectual and author, Wells traveled widely. He
visited Russia in 1920 where he met with Vladimir Lenin and Leon Trotsky. More
than a decade later, Wells had the opportunity to talk with Josef Stalin and American
president Franklin D. Roosevelt. He also lectured and went on speaking tours,
gaining notoriety for his radical social and political views. Taking a break from wartorn London in 1940, Wells came to the United States. He delivered a talk entitled
"Two Hemispheres—One World."
Personal Life
In 1891, Wells married his cousin, Isabel Mary Wells, but the union didn't
last. Wells soon took up with Amy Catherine "Jane" Robbins and the pair married
in 1895 after he officially divorced Isabel. He and Jane had two children together,
sons George Philip and Frank.
A free thinker about sex and sexuality, Wells did not let marriage stop him
from having other relationships. He had numerous affairs and later lived apart from
Jane. His involvement with Amber Reeves resulted in the birth of their daughter
Anna-Jane in 1909. Wells later developed feelings for feminist writer Rebecca West,
and they had a son, Anthony, together. Jane died of cancer in 1927.
Death and Legacy
For roughly 50 years, Wells devoted his life to writing and his output during
this time was amazing. Some even criticized Wells for his tremendous volume of
work, saying that he spread his talent too thin. Wells wrote, on average, three books
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a year for a time. And each of his works went through several drafts before
publication.
Wells remained productive until the very end of his life, but his attitude
seemed to darken in his final days. Among his last works was 1945's "Mind at the
End of Its Tether," a pessimistic essay in which Wells contemplates the end of
humanity. Some critics speculated that Wells's declining health shaped this
prediction of a future without hope. He died on August 13, 1946, in London.
At the time of his death, Wells was remembered as a author, historian and
champion of certain social and political ideals. So many of his predictions for the
future came true in the ensuing years that he is sometimes called "the Father of
Futurism." But today is best known as "the Father of Science Fiction." Wells's
fantastical tales continue to fascinate audiences. Several of his works have returned
to the big screen in recent years. A remake of War of the Worlds (2005) featured
Tom Cruise and Dakota Fanning as two of the humans fighting to survive the alien
invasion.
10 classic books written by the master of science fiction, H. G. Wells
H. G. Wells (1866-1946) wrote dozens of books over the course of his literary
career, a career which spanned over half a century. But what are the best books by
H. G. Wells? As well as writing many classic works of science fiction, Wells also
wrote non-fiction as well as many popular realist novels such as Kipps and The
History of Mr Polly. But in this list of his best novels we’ve confined ourselves to
the pick of his science fiction, since it’s for his science fiction that Wells is best
remembered. As ever with our lists, we’ll start at number 10 and work our way up
to what is, in our opinion, the best H. G. Wells novel of all…
10. In the Days of the Comet (1906). One of Wells’s utopian novels, this
novel tells of a green comet which, when it comes into the orbit of Earth, releases
‘green vapours’ which spread peaceful feelings and a sense of contentment among
the entire human population. The novel also explores Wells’s own utopian ideas (or
ideals) involving socialism and free love. The idea is interesting, but the plot is
meandering and not as gripping as Wells’s earlier scientific romances (see below).
Still worth a look, though – but not the best entry-point for the Wells novice.
Recommended edition: In the Days of the Comet.
9. The Food of the Gods (1904). Focusing on genetically modified food (of
sorts), this largely forgotten Wells novel is about a synthesised foodstuff,
‘Boomfood’, that can make all sorts of animals – insects, rats, and chickens, as well
as human beings – grow to many times their normal size. The book has been adapted
for cinema on several occasions: the 1976 film won the Golden Turkey Award for
that year and also scooped up the accolade of ‘Worst Rodent Movie of All Time’
(beating, Wikipedia informs us, such classics as The Killer Shrews, The Mole
People, and The Nasty Rabbit). Recommended edition: The Food of the Gods by
Wells, H. G. ( AUTHOR ) Sep-16-2010 Hardback.
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8. The Shape of Things to Come (1933). This prophetic later work by Wells
predicted that there would be another world war within a decade of the book’s
publication (after conflict in Eastern Europe erupted onto the world stage). Wells,
and the world, had to wait just six years for his prophecy to come true. Although not
the most easily readable of his novels, this book has enough to interest Wells
fans. Recommended edition: The Shape of Things to Come: The Ultimate Revolution
(Penguin Classics).
7. The War in the Air (1908). Written just a few years after the Wright
brothers made their flight at Kitty Hawk, this novel is another Wells work that would
prove strangely prophetic – particularly of the aerial warfare of the World Wars. The
book’s protagonist, Bert Smallways, is clearly modelled in no small part on Wells
himself: Kentish by birth, of small stature (Wells was below average height), and
called (Her)Bert. Recommended edition: The War in the Air (Penguin Classics).
6. The Sleeper Awakes (1910). As we discuss in our post on early dystopian
fiction, this futuristic dystopian novel was Wells’s own reworking of an earlier
novel, When the Sleeper Wakes (1899). The ‘sleeper’ is a man named Graham who
comes out of a coma after several hundred years to find that he is the richest man in
the world. Among other things, Wells predicted automatic doors in this novel, which
is another little reason for seeking it out. Recommended edition: The Sleeper
Awakes.
5. The Island of Doctor Moreau (1896). The idea at the heart of this, Wells’s
second science-fiction novel, is vivisection: the titular doctor fashions creatures from
the body parts of animals. These creatures resemble men, but are actually monsters.
The novel is a bit like a cross between Defoe’s Robinson Crusoe (Moreau, as the
title suggests, has his own island which the novel’s narrator is shipwrecked
upon) and Mary Shelley’s Frankenstein, given a distinctive H. G. Wells
twist. Recommended edition: The Island of Doctor Moreau (Penguin Classics).
4. The Invisible Man (1897). This novel might be read as Wells’s take on
Stevenson’s Dr Jekyll and Mr Hyde: a scientist, Griffin, succeeds in making himself
invisible but finds it difficult to reverse the scientific process, just as Jekyll finds he
can no longer keep his alter ego, Edward Hyde, at bay in Stevenson’s
story. Recommended edition: The Invisible Man (Penguin Classics).
3. The First Men in the Moon (1901). Drawing on earlier moon-voyage
novels by Jules Verne, this is another of Wells’s classic early scientific romances,
though it often gets overlooked in favour of, say, The War of the Worlds or The Time
Machine. But it deserves more attention. In many ways this book forms a pair with
the next book on our list of the best H. G. Wells novels. Whereas The First Men in
the Moon sees men travelling to another ‘world’ and meeting the alien life-forms
that exist there, our next novel sees the aliens coming to us… Recommended
edition: The First Men in the Moon (Penguin Classics).
2. The War of the Worlds (1898). A pioneering work of ‘invasion’ literature,
this classic early Wells novel inspired countless film adaptations (as well as the
infamous radio broadcast made by Orson Welles in 1938), and was undoubtedly a
major influence on all subsequent films and novels about aliens coming to Earth
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from space. The aliens in this case, of course, are the Martians. Recommended
edition: The War of the Worlds.
1. The Time Machine (1895). Wells’s first novel, based loosely on a story he
wrote while still in his early twenties, ‘The Chronic Argonauts’ (1888). It is, for our
money, his best, and embodies early Wells in its vision, its storytelling, and its
engagement with scientific and political issues, many of which are still with us
today. It also more or less invented the concept of the time machine. The short novel
recounts the adventures of the Time Traveller, who builds a machine which enables
him to travel into the future. He ends up in the year 802,701, and discovers that
mankind has evolved into two distinct subspecies: the Eloi and the Morlocks. But
what the precise relationship is between the two remains at first a mystery – until the
Time Traveller discovers the horrific truth… Recommended edition:The Time
Machine (Penguin Classics).
Harlan Jay Ellison (born May 27, 1934) is an American writer. His principal
genre is speculative fiction.
His published works include over 1,700 short stories, novellas, screenplays,
comic book scripts, teleplays, essays, a wide range of criticism covering literature,
film, television, and print media. He was editor and anthologist for two science
fiction
anthologies, Dangerous
Visions (1967)
and Again,
Dangerous
Visions (1972).
Ellison
has
won
numerous
awards
including
multiple Hugos, Nebulas and Edgars
Ellison was born to a Jewish family in Cleveland, Ohio, on May 27, 1934, the
son of Serita (née Rosenthal) and Louis Laverne Ellison, a dentist and jeweler. His
family subsequently moved to Painesville, Ohio, but returned to Cleveland in 1949,
following his father's death. Ellison frequently ran away from home, taking an array
of odd jobs—including, by age 18, "tuna fisherman off the coast of Galveston,
itinerant crop-picker down in New Orleans, hired gun for a wealthy
neurotic, nitroglycerine truck driver in North Carolina, short-order cook, cab
driver, lithographer, book salesman, floorwalker in a department store, door-to-door
brush salesman, and as a youngster, an actor in several productions at the Cleveland
Play House".
Ellison attended the Ohio State University for 18 months (1951–53) before
being expelled. He has said the expulsion was for hitting a professor who had
denigrated his writing ability, and over the next twenty or so years he sent that
professor a copy of every story he published.
Ellison published two stories in the Cleveland News during 1949, and he sold
a story to EC Comics early in the 1950s. Ellison moved to New York City in 1955
to pursue a writing career, primarily in science fiction. Over the next two years, he
published more than 100 short stories and articles. He married Charlotte Stein in
1956, but they divorced four years later. He said of the marriage, "four years of hell
as sustained as the whine of a generator."
Ellison moved to California in 1962, and subsequently began to sell his
writing to Hollywood. He wrote the screenplay for The Oscar, starring Stephen
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Boyd and Elke Sommer. Ellison also sold scripts to many television shows: The
Flying Nun, Burke's Law, Route 66, The Outer Limits, Star Trek, The Man from
U.N.C.L.E., Cimarron Strip, and The Alfred Hitchcock Hour. Ellison's screenplay
for the Star Trek episode "The City on the Edge of Forever" has been considered the
best of the 79 episodes in the series.
He participated in the Selma to Montgomery marches from Selma to
Montgomery, Alabama, led by Martin Luther King, Jr. Also in 1966, in an
article Esquire magazine would later name as the best magazine piece ever written,
the journalist Gay Talese wrote about the goings-on around the enigmatic Frank
Sinatra. The article, entitled "Frank Sinatra Has a Cold", briefly describes a clash
between the young Harlan Ellison and Frank Sinatra, when the crooner took
exception to Ellison's boots during a billiards game. Talese wrote of the incident,
"Sinatra probably forgot about it at once, but Ellison will remember it all his life."
Ellison was hired as a writer for Walt Disney Studios but was fired on his first day
after Roy O. Disney overheard him in the studio commissary joking about making a
pornographic animated film featuring Disney characters. Ellison recounted this
incident in his book Stalking the Nightmare, as part 3 of an essay titled "The 3 Most
Important Things in Life".
Ellison continued to publish short fiction and nonfiction pieces in various
publications, including some of his best known stories. "Repent, Harlequin!' Said
the Ticktockman" (1965) is a celebration of civil disobedience against repressive
authority. "I Have No Mouth, and I Must Scream" (1967) is an allegory of Hell,
where five humans are tormented by an all-knowing computer throughout eternity;
the story was the basis of a 1995 computer game; Ellison participated in the game's
design and provided the voice of the god-computer AM. Another story, "A Boy and
His Dog", examines the nature of friendship and love in a violent, postapocalyptic world and was made into the 1975 film of the same name, starring Don
Johnson.
Ellison served as creative consultant to the 1980s version of The Twilight
Zone science fiction TV series and Babylon 5. As a member of the Screen Actors
Guild (SAG), he has voiceover credits for shows including The Pirates of Dark
Water, Mother Goose and Grimm, Space Cases, Phantom 2040, and Babylon 5, as
well as made an onscreen appearance in the Babylon 5 episode "The Face of the
Enemy".
Ellison's 1992 short story "The Man Who Rowed Christopher
Columbus Ashore" was selected for inclusion in the 1993 edition of The Best
American Short Stories. In 2014 Ellison made a guest appearance on the
album Finding Love in Hell by the stoner metal band Leaving Babylon, reading his
piece "The Silence" (originally published in Mind Fields) as an introduction to the
song "Dead to Me." Ellison and others have maintained his official website
(harlanellison.com) for several years, however Ellison himself has not posted there
since 2015.
Ellison has on occasion used the pseudonym Cordwainer Bird to alert
members of the public to situations in which he feels his creative contribution to a
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project has been mangled beyond repair by others, typically Hollywood producers
or studios (see also Alan Smithee). The first such work to which he signed the name
was "The Price of Doom", an episode of Voyage to the Bottom of the Sea (though it
was misspelled as Cord Wainer Bird in the credits). An episode of Burke's
Law ("Who Killed Alex Debbs?") credited to Ellison contains a character given this
name, played by Sammy Davis, Jr.
The "Cordwainer Bird" moniker is a tribute to fellow SF writer Paul M. A.
Linebarger, better known by his pen name, Cordwainer Smith. The origin of the
word "cordwainer" is shoemaker (from working with cordovan leather for shoes).
The term used by Linebarger was meant to imply the industriousness of
the pulp author. Ellison has said, in interviews and in his writing, that his version of
the pseudonym was meant to mean "a shoemaker for birds". Since he has used the
pseudonym mainly for works he wants to distance himself from, it may be
understood to mean that "this work is for the birds" or that it is of as much use as
shoes to a bird. Stephen King once said he thought that it meant that Ellison was
giving people who mangled his work a literary version of "the bird" (given credence
by Ellison himself in his own essay titled "Somehow, I Don't Think We're in Kansas,
Toto", describing his experience with the Starlost television series).
The Bird moniker has since become a character in one of Ellison's own stories,
not without some prompting. In his book Strange Wine, Ellison explains the origins
of the Bird and goes on to state that Philip Jose Farmer wrote Cordwainer into
the Wold Newton family the latter writer had developed. The thought of such a
whimsical object lesson being related to such lights as Doc Savage, the Shadow,
Tarzan, and all the other pulp heroes prompted Ellison to play with the concept,
resulting in "The New York Review of Bird," in which an annoyed Bird uncovers
the darker secrets of the New York Literary Establishment before beginning a
pulpish slaughter of same.
Other pseudonyms Ellison has used during his career include Jay Charby, Sley
Harson, Ellis Hart, John Magnus, Paul Merchant, Pat Roeder, Ivar Jorgenson, Derry
Tiger, and Jay Solo.
Temperament
Ellison has a reputation for being abrasive and argumentative. He has
generally agreed with this assessment, and a dust jacket from one of Ellison's books
described him as "possibly the most contentious person on Earth". Ellison has filed
numerous grievances and attempted lawsuits; as part of a dispute about fulfillment
of a contract, he once sent 213 bricks to a publisher postage due, followed by a
dead gopher via fourth-class mail.

Star Trek
Ellison has repeatedly criticized how Star Trek creator and producer Gene
Roddenberry (and others) rewrote his original script for the 1967 episode "The City
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on the Edge of Forever". Despite his objections, Ellison kept his own name on the
shooting script instead of using "Cordwainer Bird" to indicate displeasure (above).
Ellison's original script was first published in the 1976 anthology Six Science
Fiction Plays, edited by Roger Elwood. Ellison also novelized the story at that time,
for the Star Trek Fotonovel series: The City on the Edge of Forever (Bantam Books,
1977, 0-553-11345-3). In 1995, Borderlands Press published The City on the Edge
of Forever (ISBN 1-880325-02-0), with nearly 300 pages, comprising an essay by
Ellison, four versions of the teleplay, and eight "Afterwords" contributed by other
parties. He greatly expanded the introduction for the paperback edition: Harlan
Ellison's The City on the Edge of Forever, White Wolf Publishing, 1996; ISBN 156504-964-0. It explains what he called a "fatally inept treatment".
Both versions of the script won awards: Ellison's original script won the
1968 Writers Guild Award for best episodic drama in television, while the shooting
script won the 1968 Hugo Award for Best Dramatic Presentation. On March 13,
2009, Ellison sued CBS Paramount Television, seeking payment of 25% of net
receipts from merchandising, publishing, and other income from the episode since
1967; the suit also names the Writers Guild of America for allegedly failing to act
on Ellison's behalf. On October 23, 2009, Variety magazine reported that a
settlement had been reached.
Aggiecon I
In 1969, Ellison was Guest of Honor at Texas A&M University's first science
fiction convention, Aggiecon, where he reportedlyreferred to the university's Corps
of Cadets as "... America's next generation of Nazis ...", inspired in part by the
continuing Vietnam War. Although the university was no longer solely a military
school (from 1965), the student body was predominantly made up of cadet members.
Between Ellison's anti-military remarks and a food fight that broke out in the
ballroom of the hotel where the gathering was held (although according to Ellison
in 2000, the food fight actually started in a Denny's because the staff disappeared
and they could not get their check), the school's administration almost refused to
approve the science fiction convention the next year, and no guest of honor was
invited for the next two Aggiecons. However, Ellison was subsequently invited back
as Guest of Honor for Aggiecon V (1974) and Aggiecon XXXI (2000).
The Last Dangerous Visions
The Last Dangerous Visions (TLDV), the third volume of Ellison's anthology
series, was originally announced for publication in 1973 but remains unpublished.
Nearly 150 writers (many now dead) submitted works for the volume. In 1993,
Ellison threatened to sue New England Science Fiction Association (NESFA) for
publishing "Himself in Anachron", a short story written by Cordwainer Smith and
sold to Ellison for the book by his widow, but later reached an amicable settlement.
British science fiction author Christopher Priest criticized Ellison's editorial
practices in an article entitled "The Book on the Edge of Forever", later expanded
into a book. Priest documented a half-dozen unfulfilled promises by Ellison to
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publish TLDV within a year of the statement. Priest claims he submitted a story at
Ellison's request, which Ellison retained for several months until Priest withdrew the
story and demanded that Ellison return the manuscript. Ellison was incensed by
"Book on the Edge of Forever" and has, personally or by proxy, threatened Priest on
numerous occasions since its publication.
I, Robot
Shortly after the release of Star Wars (1977), Ben Roberts contacted Ellison
to develop a script based on Isaac Asimov's I, Robot short story collection
for Warner Brothers. Originally, Irvin Kershner signed on to direct the film, and he
read and praised Ellison's script. In a meeting with studio head Robert Shapiro,
Ellison concluded that Shapiro was commenting on the script without having read it
and accused him of having the "intellectual and cranial capacity of an artichoke".
Shortly afterwards, Ellison was dropped from the project. Without Ellison, the film
came to a dead end, because subsequent scripts were unsatisfactory to potential
directors. After a change in studio heads, Warner allowed Ellison's script to be
serialized in Isaac Asimov's Science Fiction Magazine and published in book
form. The 2004 film I, Robot, starring Will Smith, has no connection to Ellison's
script.
Allegations of assault on Charles Platt
In the 1980s, Ellison allegedly publicly assaulted author and critic Charles
Platt at the Nebula Awards banquet. Platt did not pursue legal action against Ellison,
and the two men later signed a "non-aggression pact", promising never to discuss
the incident again nor to have any contact with one another. Platt claims that Ellison
has often publicly boasted about the incident.
Lawsuit against Fantagraphics
On September 20, 2006, Ellison sued comic book and magazine
publisher Fantagraphics, stating they had defamed him in their book Comics As Art
(We Told You So). The book recounts the history of Fantagraphics and discussed a
lawsuit that resulted from a 1980 Ellison interview with Fantagraphics' industry
news magazine, The Comics Journal. In this interview Ellison referred to comic
book writer Michael Fleisher, calling him "bugfuck" and "derange-o". Fleisher lost
his libel suit against Ellison and Fantagraphics on December 9, 1986. Ellison, after
reading unpublished drafts of the book on Fantagraphics's website, believed that he
had been defamed by several anecdotes related to this incident. He sued in
the Superior court for the State of California, in Santa Monica. Fantagraphics
attempted to have the lawsuit dismissed. In their motion to dismiss, Fantagraphics
argued that the statements were both their personal opinions and generally believed
to be true anecdotes. On February 12, 2007, the presiding judge ruled against
Fantagraphics' anti-SLAPP motion for dismissal. On June 29, 2007, Ellison claimed
that the litigation had been resolved pending Fantagraphics' removal of all references
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to the case from their website. No money or apologies changed hands in the
settlement as posted on August 17, 2007.
In a lawsuit against ABC and Paramount Pictures, Ellison and Ben
Bova claimed that a TV series, Future Cop was based on their short story, "Brillo",
winning a $337,000 judgement.
Ellison alleged that James Cameron's film The Terminator drew from
material from an episode of the original Outer Limits which Ellison had scripted,
"Soldier" (1964). Hemdale, the production company and the distributor Orion
Pictures, settled out of court for an undisclosed sum, and added a credit to the film
which acknowledged Ellison's work. Cameron objected to this acknowledgement,
and has since labeled Ellison's claim a "nuisance suit". Ellison has publicly referred
to The Terminator as "a good film." Some accounts of the settlement state that
another Outer Limits episode written by Ellison, "Demon with a Glass Hand" (also
1964), was also claimed to have been plagiarized by the film, but Ellison has
explicitly stated that The Terminator "was a ripoff" of "Soldier" rather than "Demon
with a Glass Hand".
On April 24, 2000, Ellison sued Stephen Robertson for posting four stories to
the newsgroup "alt.binaries.e-book" without authorization. The other defendants
were AOL and RemarQ, internet service providers who owned servers hosting the
newsgroup. Ellison alleged they had failed to halt copyright infringement in
accordance with the "Notice and Takedown Procedure" outlined in the 1998 Digital
Millennium Copyright Act. Robertson and RemarQ first settled with Ellison, and
then AOL likewise settled with Ellison in June 2004, under conditions that were not
made public. Since those settlements Ellison has initiated legal action or takedown
notices against more than 240 people who have allegedly distributed his writings on
the Internet, saying, "If you put your hand in my pocket, you'll drag back six inches
of bloody stump".
A lawsuit involving the film In Time (2011), which Ellison contended
plagiarizes his short story ""Repent, Harlequin!" Said the Ticktockman" (first
published in 1965) was withdrawn after Ellison viewed the film. As part of the
agreement to dismiss his lawsuit, Ellison agreed that each party would bear its own
attorneys' fees.
TOPIC 8. Fantasy as a Popular Genre in the Works of J. R. R. Tolkien
and J. K. Rowling
The vast array of children's literature has to be divided according to some
format (picture books, chapter books, illustrated books) as well as by topics or issues
(death, race, family matters, friendship, etc.). The most common method of studying
children's literature, however, is according to genre. Grouping books together
because they have similar content allows us to discuss the available literature in an
organized manner. Being aware of the different genres helps librarians and media
specialists provide a variety of literature for students and teachers. It also provides
an organization of cultural literacy to students and a method for explaining it. For
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the purposes of this curriculum unit, only one genre is being evaluated: the fantasy
genre.
The Fantasy Genre
At this point, a discussion of the particular components of fantasy becomes an
important prelude to my curriculum unit. A simple definition of fantasy describes it
as imaginative fiction that features especially strange settings and characters. The
following characteristics or components of fantasy should be taught as part of the
unit:
Events in the story could not happen in real life.
The story being set in a place that doesn’t actually exist.
The characters use of special powers or fanciful strategies to solve problems.
Fantasy has frequently been divided into the following subheadings:
Animal fantasy, Epics, Fables, Fairy tales, Folklore, Modern fantasy, Myths,
Science fiction, and Traditional fantasy.
How do the Harry Potter books fit into these categories?
The Harry Potter books represent modern fantasy. The reading level for these
books has been estimated for 5th and 6th grade students. If we set aside for a moment
the wizardry and magic tricks, we see problems that are familiar to ordinary teens
and preteens. These are everyday issues such as family situations, peer relationships,
growth and maturity, and acceptance of cultural differences. Children enjoy the
modern fantasy genre because it gives them a sense of community, a sense that
someone else is having similar life experiences. As the age of the reader increases,
the focus of the story broadens from home life to address problems in society such
as the child abuse experienced by Harry Potter. Modern fantasy remains enjoyable
because the serious subplots are tempered with the magical experiences. According
to Kylene Beers, Clinical Assistant Professor of Reading at the University of
Houston, Texas:
While the fun of fantasy might be its otherworldliness, its power lies in the
truths it reveals about the real world. So the magical world of Harry Potter, a world
of flying cars and dragons, unicorns and magic potions, invisibility cloaks and evil
powers, becomes real as readers discover truths about bravery, loyalty, choice, and
the power of love. (from Scholastic’s Harry Potter website)
Another point to emphasize is that a good portion of the success of the Harry
Potter novels has been credited to the intricate plot structure and to the strength and
bonding of the three teenage characters. The stress on personal courage and problem
solving is very effective and influential for readers in this age range.
Fantasy allows children to live in an imaginary world where anything is
possible. They love this. Fantasy cannot be successful, however, unless it is
grounded in logic. The author must provide strong characters and explain the
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fantastical world in great detail so that the reader is willing to suspend his or her
disbelief and actually believe in the magic. Author E.B. White expanded on this idea
in a charming letter he wrote to his readers before his death, which explains this
unusual concept.
Believing in fantasy exacts a toll. Perhaps it is being pulled into a magical
world that opens fantasy up to controversy. Usually, the controversy concerns a
small facet of the story. The best fantasy books cast light on the realities of life by
allowing the reader to contemplate realistic dilemmas within the realm of a magical
world. When fantasy and the everyday coexist, the characters do not need to travel
to another land to have magical experiences. Rowling’s witches and wizards share
the same world with Muggles. Just as characters in fairy tales are not surprised when
a frog turns into a prince, the Harry Potter books are a ―matter-of-fact fantasy‖ in
which magic is so thoroughly a part of the landscape that it is taken for granted.
Other classic works of fantasy that share this characteristic include titles like Alice
in Wonderland, Gulliver’s Travels, Charlotte’s Web, Tuck Everlasting, and Matilda.
The popularity of fantasy is tremendous, with students demanding sequel after
sequel from their favorite authors.
There is no lack of materials for this curriculum unit. There is a wealth of
fantasy children’s literature for our use in addition to the Harry Potter series. There
are even plenty of great books out there that feature flying brooms, mysterious
wizards, and brave young adventurers! The Harry Potter novels might serve as an
introduction to classic fantasy series like J. R. R. Tolkien’s The Lord of the Rings
trilogy, which features a young Hobbit named Frodo who tries to save Middle Earth
from the evils of the Ring. The Chronicles of Narnia is another famous adventure
about a group of kids who discover a whole new universe hiding behind their closet.
Alice in Wonderland found her new universe down a rabbit hole. Mrs. Frisby and
the Rats of NIMH is an amazing book about a breed of super intelligent mice and
their attempt to save themselves from an evil farmer. The Indian in the Cupboard
comes alive when a boy is given a key to the magical cupboard. The list goes on.
The long-term effects and similarities between these works of fantasy surpass their
imagined differences. Author John Granger in his new book, The Hidden Key to
Harry Potter, has this comment to make:
It is not sloppy thinking or failed memory that has led so many critics and
casual readers to remark that while reading about Harry, they experienced again the
feelings and challenges they remembered from Narnia and Middle Earth. These
books are trying to do the same thing and use many of the same tools, which together
produce effects of remarkable resemblance. (336)
A common theme in many fantasy novels and fairy tales is for the central
character to be on a quest, fighting the forces of evil. The Harry Potter novels feed
right into this concept, with each novel featuring a different quest. It is interesting to
note that Author Philip Nel has classified the Harry Potter book series as an epic
fantasy for this reason: By featuring more than 100 characters, the Harry Potter series
is an epic fantasy (36).
In conclusion, although J. K. Rowling has proclaimed
fantasy to be her least favorite genre, her books contribute substantially to its
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traditions. Harry Potter can even be considered a classic fantasy hero: the apparently
ordinary and even oppressed child who turns out to be special.
Science Fiction as Part of the Fantasy Genre
Some say that science fiction is not really a genre but is actually a type of
modern fantasy. A plausible argument can be made for this ruling. Others say that
science fiction needs to be classified as its own genre, based upon the strength of its
following and the strength of its components. The magic of science fiction comes
from the exploration of scientific fact. It is assumed that fans of science fiction
stories are not usually attracted to the fantasy genre because they demand more
grounding in concrete realities. They say that true science fiction must pose ethical
questions about current scientific trends and predictions. I believe that science
fiction in children’s literature does not make such demands. It can be contained
within the boundaries of the fantasy genre.
Science fiction for children focuses on the adventure of exploring the
unknown and the wonder of discovering new worlds and peoples. Perhaps because
it is purposely written for children, their science fiction is often less bleak than
science fiction that is written for adults. We know there are real limits to scientific
thinking and prediction, but young children love using their imagination and they
love believing in magic. To them, magic will never be made extinct by the advances
of science. Adults become believers as well because even as existing mysteries are
solved, it seems inevitable that new questions and puzzles will arise.
Following this line of thought, one might ask: are the Harry Potter books based
upon scientific facts or are they purely science fiction? This provides an interesting
new avenue for conjecture. It follows that readers of science fiction will be attracted
to the Harry Potter books because there is so much of the story that can be explained
with logic, proven to be real scientific fact, and verified through scientific
experiments. Yet there is a blurry line where it seems that magic has somehow been
merged with scientific fact. This is the grey area that needs to be explored with
students.
What is the Science and what is the Magic?
In the Harry Potter books, ―Muggles are defined as ordinary human beings
who have been untrained as wizards. The indications are that they possess no
magical powers of any kind. Therefore, it is interesting to note that even the
magically gifted characters in the Harry Potter books acknowledge that Muggle
scientists and technologists are able to perform certain kinds of ―magic on their
own.
In his new book, The Science of Harry Potter, Roger Highfield points out in
great detail that the advances of modern technology created by today’s scientists (i.e.
traveling at the speed of sound, wireless telephones, etc.) may seem like sorcery to
many people, whereas the more pragmatic among us will take it for granted. Years
ago we would not have imagined cloning animals or creating human babies from
test tubes. Yet these events are all part of the new technology of the millennium. The
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cloned sheep named Dolly survived the initial hoopla and lived for many years until
she developed complications from arthritis. In vitro fertilization techniques and
surrogate pregnancies are still very expensive options, but they have become
available to the average couple.
Highfield strongly believes that Harry’s magical world can help illuminate
rather than undermine science, casting a fascinating light on some of the most
interesting issues that researchers struggle with today.
Highfield also reveals that much of what strikes us as supremely strange in
the Potter books can actually be explained by the conjurings of the scientific mind.
He believes that the boundary between natural and supernatural lies in the human
mind. He does not see a conflict because he finds common ground between science
and magic and is able to scientifically explain away many of the magical phenomena
depicted in the Harry Potter books. I want to further explore this arena because it is
uncharted territory in the Harry Potter teaching literature. I think my students will
be intrigued by such an approach. One of the lesson plans in my curriculum unit will
be devoted to investigating this topic.
Writer Jim Trelease has described the advent of the Harry Potter books as the
―biggest impact on publishing since the invention of the paperback [book]." In
1997, the Harry Potter series by author J. K. Rowling burst onto the publishing scene
in England with the somewhat surprising and phenomenal success of Harry Potter
and the Philosopher’s Stone, a tale about an orphaned boy who enrolls at a school
for budding witches and wizards. In that setting, Harry Potter is taught the lessons
of a beginner wizard: how to fly on a broom, how to cast spells, and how to become
invisible. The boarding school setting is also quite extraordinary. For example,
clothing never seems to wear out or have to be laundered. Harry encounters people
and animals of immense proportions, both good and evil. He has many adventures
with his two best friends, Ron and
Hermione. Harry returns to the real world of the ―Muggles‖ to spend his
vacation breaks and summers with his mother’s unloving and uncaring relatives. The
book has achieved such enormous fame that on June 3, 2003, an anonymous bidder
paid $16,000 at a London auction for a first edition of Harry Potter and the
Philosopher’s Stone.
The plot is not original. There are many children’s books with similar
supernatural happenings and characters. Yet, according to School Library Journal
(January 2000), the success of this best-selling British fantasy series about the
boarding school experiences of a teenaged wizard has generated an unprecedented
level of excitement in both children and adults. In this day and age of media blitz,
when the general public’s enthusiasm tends to focus on the debut of a new video
game system, it has been unbelievably refreshing to find children who are thrilled
about reading books. Even more surprising is the unusual length of these books that
our children are reading, with over 800 pages contained in some of the novels. The
bidding for the initial U.S. publishing rights was extremely fierce with Scholastic
shelling out a whopping $105,000 as the winning offer.
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This was considered an enormous sum to gamble on an unknown children’s
author.
Scholastic renamed the book Harry Potter and the Sorcerer’s Stone, and the
rest is history. Eighty million copies of the four Harry Potter books have been sold
in the
United States since the series’ debut. What makes it even more astonishing is
that these four titles represent less than one hundredth of one percent of all of the
children’s titles in print.
Thanks to our modern technology, the world of children’s literature seems to
expand and shrink based upon fleeting trends in the popularity of certain book series.
Therefore, it is difficult to explain why the Harry Potter books have so completely
dominated the list of the nation’s top ten bestsellers for children's literature every
week since they were first published. Everyone seems to agree that the books can be
interpreted as fantasy (or even science fiction), which is a popular teenage literature
genre, and they contain an impressive vocabulary. They are also considered to be
highly entertaining. Yet, other children’s books possess these same qualities. What
exactly is the special magic of Harry Potter?
How to Handle Critisism
It is inevitable that student readers, teachers, and/or scholars studying the
Harry Potter book series will encounter strong criticism of the books, movies, and
the author who wrote them. This criticism can even become hostile. All of the huge
success garnered by the Potter books and movies has not come without controversy.
The American Library Association reports that the Potter series ranks seventh on its
list of the most frequently challenged books, surpassing even such perennials as The
Catcher in the Rye. Critics of the book complain that the focus on witchcraft is
objectionable and subversive. It is important to note that ALL of the classic fantasy
titles named earlier in this unit have been considered controversial. It is part and
parcel of the genre. Ms. Rowling has even commented that, if you ban all books with
witchcraft and the supernatural, you'll ban three-quarters of children's literature.
According to the latest information from author J. K. Rowling, the key to the
rest of the Harry Potter series can be gleaned from the middle book, Harry Potter
and the Goblet of Fire. Headmaster Albus Dumbledore provides a glimpse of the
future when he delivers to his students a warning that, ―…you have to make a
choice between what is right and what is easy‖ (Rowling 724). The author follows
through when she tells us, ―This is the setup for the next three books. All of [the
characters] are going to have to choose, because what is easy is often not right‖
(Weinberg 38). In my opinion, these lessons in ethics and morality are entirely
suitable for students of any age.
How to Analyse the Language Features of Novels
General rule: Think like a writer, as well as a reader, when analysing literary
sources: a good poet or novelist will not only convey the story/idea/sentiment
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through what (s)he says – in other words, the content – but also through
the way (s)he says it – in other words, the language features.
Things to think about and look for:
1. Lexicon/vocabulary: are there recurring words or types of words? Are
there any reasons why an author might choose some words instead of others?
A poet might choose words for the way they sound (assonance), words
with ‘s’, ‘f’, ‘r’ combinations for a smooth, calm sound or words with ‘k’, ‘t’, ‘q’,
‘x’ to create a harsh, jarring effect.
Writers often use lots of verbs of motion, when they want to create an
effect of urgency or hurriedness
Character and place names are often symbolic: Harry “Rabbit”
Angstrom (John Updike); the Aurelianos and José Arcadios (García Márquez);
Blanca, Alba, Nivea (Allende).
2. Syntax: pay attention to how authors use punctuation and sentence
structure. They may be entirely regular, which helps to give the reader an easy
reading experience, or they may be more unusual or complex in order to create some
effect at different points in the poem or novel. Ask yourself why an author would do
this?
absence of punctuation, especially regarding dialogue: Cormac
McCarthy
Short, heavily punctuated sentences: Rabbit, Run
Long, flowing, often unpunctuated lines of free verse: Whitman
Very verbose passages alternating with simple, folk tale narration:
García Márquez
3. Grammar: are sentences deliberately written with incorrect grammar?
Remember these are accomplished writers! Also consider the effect of
Tenses: past, present, future, imperfect? Rabbit, Run, for instance, is
almost entirely written in the present tense – what effect does this produce for the
reader?
Poets often change rapidly and repeatedly between multiple tenses for
rhetorical effect or to compliment the multiple perspectives they might take within
a poem.
4. Perspective: Omniscient narrator in the third person? First person
narrative? Multiple perspectives? Whose point of view does the writer present or
make accessible to the reader at any one time?
5. Imagery: what associations does the writer make between events, people,
things in the narrative or poem? Do any of these recur? Are strange comparisons
made between things that one wouldn’t expect? Are there detailed or sparse
descriptions of places, characters, objects?
colours are often symbolic: black/dark Vs white/light contrasts are
frequently used. Hint: watch out for yellow and red things in One Hundred Years of
Solitude (the colours need not be symbolic of something in and of themselves but
can be used to connect together other images that are significant)
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nature/landscape/geography: how is location – both small, like
neighbourhoods, streets or houses, and large, like a nation or the world – described?
What feelings does the writer make it inspire in the characters, in the readers?
Example: García Márquez and Updike both make very unusual,
lengthy descriptions of ice in their novels. See if you can identify these passages
about ice as you read the novels and notice the different techniques the authors use
to describe something as everyday as ice in different and unusual ways. Think about
the effects the authors are trying to create in the reader and why they might do this.
Characteristics of Modern Novels
1. Modern novel is remarkable for its popularity, variety and complexity.
2. Novels are being written practically on all possible themes and subjects.
3. A number of different trends are to be noticed.
4. The modern novel is realistic. It deals with all the facts of contemporary
life, the pleasant as well as the unpleasant, the beautiful as well as the ugly, and does
not present merely a one sided view of life. Life is presented with detached accurate,
regardless of morals or ideological considerations. The sufferings of the poor, their
misery and wretchedness, as well as good in them, their sense of social solidarity,
their follow felling and sympathy, are realistically presented.
5. The modern age is an era of disintegration and interrogation.
6. Old values have been discarded and they have not been replaced by new
ones. Man is today caught between “two worlds, the one dying, the other seeking to
be born”. The choice between capitalism and communism, science and religion. God
and the Atom Bomb is a difficult one, and the result is that man is baffled and
confused.
7. The modern novel presents realistically the doubts, and conflicts and
frustrations of the modern worlds.
8. It is therefore, pessimistic in tone.
9. There is large scale criticism. Even condemnation of contemporary values
and civilization, E.M. Forster is undisguised in his attack on the business mind, the
worship of bigness in industrialized England of the post-war generations. Aldous
Huxley analyses the disease of modern civilization and searches for a cure, and
Conrad’s novel are all pessimistic and tragic.
10. The realism of the modern novel is nowhere seen to better advantage than
in the treatment of sex. The novel has entirely broken free from the Victorian
inhibition of sex.
There is a frank and free treatment of the problems of love, sex and marriage.
11. The modern novel is neither merely an entertainment nor merely light
story meant for after dinner reading. It has evolved as a serious art form.
It is very well constructed having nothing loose or rambling about it. As E.
Albert points out, “Henry James Conard evolved techniques which revolutionized
the form of the novel. Edwin Mure is right in pointing out that plot seems to have
died out of the 20th century “Stream of consciousness novel”.
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“The great modern novels like Ulysses are still stories but they are stories,
without an ending and the characteristic modern novel is a story without an ending”.
12. The modern novel is like an incomplete sentence and “its incompleteness
is a reflection of the incompleteness of a whole region of thought and belief”.
Under the influence of new psychological theories, life is not regarded as a
continuous flow, but as a series of separate and successive moments.
The modern novel is predominantly psychological. Novelists like Henry
James, Joseph Conrad, James Joyce, Virginia Woolf, have made the English novel
extremely psychological in nature.
13. They revealed that human consciousness has very deep layers, and buried
under the conscious, are the sub-conscious and the unconscious.
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SEMINAR 1
Introduction. Definitions and Distinctions
Plan
1. Definition of the term Novel.
2. Characteristic features of the Novel.
3. The Narrative method in storytelling.

Task for individual work: Prepare a short report on the following
subject and be ready to speak about:
Psychologism of Ian McEwan’s novels “Atonement” and “On Chesil
Beach” («Искупление», «На Берегу»).

SEMINAR 2
Literary Criticism and its Evolution. The “Englishness” of the English
Novel
Plan
4. Literary Criticism and its Evolution.
5. The “Englishness” of the English Novel.
6. How to analyse the language features of novels.

Questions to be discussed:
1. England has often been described as a nation preoccupied with issues of
rank, social standing, and class. Based on your knowledge and experience,
do you think that description is accurate? Do you think that other nations
(including the United States) share the English preoccupation with class
and status?
2. Why might English writers and readers have been drawn to comedic
endings? What social values are reinforced or encouraged by such
endings?
Task for individual work: For each of the passages below, indicate which
of the following terms correctly completes the statement.
A. New Criticism
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B.
C.
D.
E.

Deconstruction
Structuralism
Phenomenological Criticism
Reception Theory

1.------- insisted that the author’s intentions in writing, even if they could be
recovered, were of no relevance to the interpre- tation of the text. Neither were the
emotional responses of particular readers to be confused with the poem’s meaning:
the poem meant what it meant, regardless of the poet’s inten- tions or the subjective
feelings of the reader. Meaning was public and objective, inscribed in the very
language of the literary text.
2.

In ------- there is no “objective” work of literature lying on the seminar table: Bleak
House is simply the assorted accounts of the novel that have been given or will be
given. The true writer is the reader. Reading is not a matter of discovering what the
text means, but a process of experiencing what it does to you.

3.

------- flourished in the 1960s as an attempt to apply to literature the methods and
insights of modern linguistics and anthropology. It largely ignored what signs
actually “say” and concentrated instead on their internal relations to one another. You
can view a poem, a wrestling match, a system of tribal kinship, or a restaurant menu
as a system of signs: the aim is to isolate the underlying set of laws by which these
signs are combined into meanings.

4.

This form of criticism was in part a movement away from seeing the work as a closed
entity, equipped with definite meanings, toward seeing it as irreducibly plural, an
endless play of signifiers which can never finally be nailed down to a single center,
essence, or meaning. Rather than carve up a text into binary oppositions, ------- tries
to show how such oppositions, in order to hold themselves in place, are some- times
betrayed into inverting or collapsing themselves. The niggling and self-contradictory
details once banished to the text’s margins return to plague the critic.
SEMINAR 3
Periods in English Literature
Plan
1.

Early novels in English.

2.

Romantic period.

3.

Trancendentalism.

4.

Victorian novels.
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Questions to be discussed:
The Rise of the Novel --Richardson and Fielding.
1. What are the legacies of Richardson and Fielding? What forms and
techniques have they passed on to later writers?
2. Does the plot of Pamela sound at all familiar? What modern stories might
have been inspired, however indirectly, by Richardson’s novel? Do recent
variations on the story follow Richardson in affirming the values of
assimilation and reconciliation?
Task for individual work: Questions 1-4 are based on the following
passage.
It is true that the original of this story is put into new words, and the style of the
famous lady we here speak of is a little altered; particularly she is made to tell her
own tale in modester words than she told it at first, the copy which came first to hand
having been written in language more like one still in Newgate than one grown
penitent and humble, as she after- wards pretends to be.
1.
(A)
(B)
(C)
(D)
(E)

The writer contends that the narrative is
authentic although expurgated
ancient although still relevant
a scholarly translation of a corrupt text
a cleverly executed forgery
a morally instructive allegory

2.
(A)
(B)
(C)
(D)
(E)

Newgate refers to a
seaport
village
prison
charity school
fashionable neighborhood

3.
(A)
(B)
(C)
(D)
(E)

The “famous lady” is
Becky Sharp
Edna Pontellier
Hester Prynne
Moll Flanders
Clarissa Harlowe
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It is the silent exchange between Lily Briscoe and Mrs. Ramsay that informs
the book. Lily has her work, but she has misgivings about exercising her
own powers and is sometimes tempted to fall back into the Mrs. Ramsay
inside herself. Mrs. Ramsay, at the center of the family, has the safety of her
position as wife and mother, but she is occasionally depressed and angry, an
abstraction to herself. Each needs the other to complete the dynamic that
runs like a current beneath the surface of the prose. The question being asked
is: Where is the world? Without or within? The characters who become the
question are Lily and Mrs. Ramsay.
The book discussed above is

4.

(A)
(B)
(C)
(D)
(E)

Woolf’s To the Lighthouse
Cather’s The Professor’s House
Nabokov’s Ada
Lawrence’s The Rainbow
Austen’s Sense and Sensibility
SEMINAR 4
Periods in English Literature
Plan
5.

The 20th century.

6.

The Bloomsbury Group.

7.

The Beat Generation.

8.

Characteristics of modern novels.

Task for individual work:
1. Choose one of the members of The Bloomsbury Group and characterize
genre and style originality of the chosen novel.
SEMINAR 5
Children’s fiction and novels
Plan
1. Children’s or juvenile literature.
2. Origins of the modern genre.
3. American and English representatives.
4. Edward L. Stratemeyer as one of the most prolific writers in the world.
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5. The Mysterious History of Nancy Drew.

Task for individual work: Questions 1-4 refer to the passages below.
You may find it helpful to read the questions before you read the passages.
(A)

(B)

(C)

(D)

(E)

Children suffered no discriminatory treatment. They were valued everywhere they
were employed. They did not complain as adults tended to do. Employers liked to
think of them as happy elves. If there was a problem about employing children it had
to do only with their endurance. They were more agile than adults but they tended
in the latter hours of the day to lose a degree of efficiency. In the canneries and mills
these were the hours they were most likely to lose their fingers or have their hands
mangled or their legs crushed; they had to be counseled to stay alert.
The valley, wide and fruitful, supplied its inhabitants with the necessaries of life,
and all delights and super- fluities were added at the annual visit which the emperour
paid his children, when the iron gate was opened to the sound of music; and during
eight days every one that resided in the valley was required to propose whatever
might contribute to make seclusion pleasant, to fill up the vacancies of attention, and
lessen the tediousness of time. . . . Such was the appearance of security and delight
which this retirement afforded, that they to whom it was new always desired that it
might be perpetual.
These Yahoos engendered, and their Brood in a short time grew so numerous as to
over-run and infest the whole Nation. . . . the Houyhnhnms to get rid of this Evil,
made a general Hunting, and at last inclosed the whole Herd; and destroying the
Older, every Houyhnhnm kept two young Ones in a Kennel, and brought them to
such a Degree of Tameness, as an Animal so savage by Nature can be capable of
acquiring; using them for Draught and Carriage.
Besides husbandrie, whiche (as I saide) is common to them all, everye one of them
learneth one or other several and particular science, as his owne proper crafte. That
is most commonly either clothworking in wol or flaxe, or masonrie, or the smithes
craft, or the carpenters’ science. For there is none other occupation that any number
to speake of doth use there.
It is no exaggeration to state that the classic culture [there] comprises only one
discipline: psychology.
All others are subordinated to it. I have said that the men of this planet conceive the
universe as a series of mental processes which do not develop in space but
successively in time. Spinoza ascribes to his inexhaust- ible divinity the attributes of
extension and thought; no one [there] would understand the juxtaposition of the first
(which is typical only of certain states) and the second— which is a perfect synonym
of the cosmos. In other words, they do not conceive that the spatial persists in time.
The perception of a cloud of smoke on the horizon and then of the burning field and
then of the half-extinguished cigarette that produced the blaze is considered an
example of association of ideas.
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1. Which is from Borges’ description
of Tlön?
2. Which is from Swift’s Gulliver’s
Travels?
3. Which is from Johnson’s Rasselas?
4. Which is from More’s Utopia?

SEMINAR 6
Transition to Modernism. Realism and Antirealism
Plan
1. Transition, Reception and Modernism.
2. The Novel: from Realism to Modernism – F. M. Ford and E. M. Foster.
3. Moral Anti-Realism vs. Realism.
4. Richard Joyce’s vision of Realism. “Ulysses” [ju:'lisi:z].

Questions to be discussed:
1. Scholars often find it difficult to decide if Forster and Ford should be
labeled as Modernists. How important are such labels? What would happen if we
simply ignored them?
2. Can you see why Forster thought that a comedic ending would be
inappropriate for A Passage to India? Should we admire his refusal to provide us
with such an ending—or should we, instead, feel disappointed in him?
3. Could Joyce’s stories take place in any other part of the world — or do they
have to be set in his hometown? What are we to make of the fact that, although Joyce
spent much of his life in self-imposed exile, he never stopped writing about Dublin?
4.Some readers appreciate the proliferation of styles in Ulysses, while others
complain that stylistic experimentation interferes with their responses to the
characters. What do you suppose Joyce would have made of such complaints?
5. What has happened to the comedic tradition by the time we get to Ulysses?
Have writers, perhaps disillusioned by the First World War, become suspicious of
happy endings? What sorts of happy endings are they now willing to present?
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SEMINAR 7
Science Fiction as a Genre and its bright representatives
Plan
5. Science Fiction and Futurism.
6. H.G. Wells and his vision of the future.
7. Style and genre originality of Wells’ Novels (10 top novels).
8. Harlan Ellison, new trends, ideas and style.
9. Science Fiction Writers of the XXI century.

Question to be discussed:
1. Comment on the following quote:
“I seek, in fiction, to advance ideas and naturally I repeat the ideas in which I
believe.” — H.G. Wells.
Task for individual work: You are a literary critic and proposed to
analyze genre and style originality of a modern novel. Any American or
English novel will do.
1. Charles Frazier, Cold Mountain (1997)

Cold Mountain tells the story of W. P. Inman, a Confederate soldier who was severely
wounded during the Civil War. Desiring to return to Ada Monroe, the woman he is in
love wife, he dangerously embarks on a journey to return home on foot (reminiscent
of Homer’s The Odyssey and elements of Dante’s Inferno). With the narrative altering
between the perspectives of Inman and Monroe, Frazier reveals his historical tale to
be one of love, survival and transformation.
2. Philip Roth, American Pastoral (1997)
“The fact remains that getting people right is not what living is all about anyway. It’s

getting them wrong that is living, getting them wrong and wrong and wrong and then,
on careful reconsideration, getting them wrong again. That’s how we know we’re
alive: we’re wrong.”
Seymour Levov, a successful businessman, experiences major conflict during the
presidency of Lyndon B. Johnson, specifically through the events during and
following the Vietnam War. Told through the narrative of Nathan Zuckerman, the
reader learns of Levov’s tragic life, the most significant moment being when his
daughter, Merry, protests force her to go into hiding after killing a bystander. By
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telling Levov’s story through a series of newspaper clippings, as well as Zuckerman’s
encounters and interpretations, this narrative—like many of the others listed—
subverts the traditional novel.
3. Barbara Kingsolver, The Poisonwood Bible (1998)

Set in 1959, an evangelical Baptist, Nathan Price, takes his family with him on his
mission to the Belgian Congo, right at the heart of their fight for independence from
Belgium. Narrated by Price’s wife and daughters, Kingsolver’s novel engages in a
discussion of the Congo’s history and the unwillingness of other nations, including the
United States, to allow the Congo’s to preserve their own culture as a nation. In this
way, Kingsolver offers a critique of the destructive post-colonial ideals that are
permeated within American (and European) politics.
4. Michael Chabon, The Amazing Adventure of Kavalier & Clay (2000)

Joe Kavalier and Sam Clay are two Jewish cousins who become major figures in
comics before and during World War II. With the backdrop of the Holocaust, Kavalier
and Clay’s hero, “The Escapist” parallels Joe’s escape from Germany. Chabon’s
novel combines elements of history, romance, adventure and escape making it a
modern American epic or ‘heroic tale’ of its own.
5. Jonathan Franzen, The Corrections (2001)

Franzen’s The Corrections is a satirical drama that focuses on the dysfunctional
Lambert family. Each member has their own flaws and struggles. The father, Alfred,
has Parkinson’s disease. As for the fully grown Lambert children: Gary may be
depressed, Chip has lost his job, Denise may be having an affair with a married man.
Despite all these complications, Enid Lambert is determined to have all her children
home for Christmas. Differing from the post-modernist theme that runs through many
contemporary works, Franzen’s novel delves into literary realism, making the novel
more of a celebration rather than a criticism, of the ‘typically dysfunctional’ American
family.
6. Richard Russo, Empire Falls (2001)

After 20 years, Miles Roby is still working at the Empire Grill diner. In all that time,
he’s dropped college to care for his dying mother, has gotten married and divorced,
looks after his alcoholic father and his disabled brother, and dotes on his daughter.
Failing to follow his own dreams, Roby has spent his life caring for other people.
Despite the encompassing theme of disillusionment, Russo manages offer small
moments of consolation through ideas of community and family.
7. Jeffrey Eugenides, Middlesex (2002)
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“I was born twice: first, as a baby girl, on a remarkably smogless Detroit day in

January of 1960; and then again, as a teenage boy, in an emergency room near
Petoskey, Michigan, in August of 1974.”
Tracing the incestuous and social roots of the Stephanides family all the way back to
the 1920s, Middlesex tells the story of a hermaphrodite. Born as Calliope but realizing
she embodied more male characteristics, she changes her identity to a “he”—Cal.
Eugenides’ incorporation of history and genetics explains the how behind Cal’s
struggles. In Eugenides elaborate telling of each generation, his account sets itself up
as a modern epic, arguably making it the ‘founding’ novel for intersex narrations.
8. Jonathan Safran Foer, Everything is Illuminated (2002)

As the protagonist-author, Jonathan Safran Foer is looking for the woman who may
have saved his grandfather from the Nazis. With the help of Alex, a young Ukrainian
translator, the two of them go on a journey together. Narrated in fragments and letters by
both Jonathan and Alex, Everything is Illuminated is self-reflexive in its use of internarrative commentary, it jumps through time and offers many moments of confusion.
But, in its fragmentation, it captures moments of friendship, grief, humour and regret,
offering a unique perspective of the Holocaust.
9. Dave Eggers, What Is the What: The Autobiography of Valentino Achak Deng
(2006)

What Is the What is based on the real life of Valentino Achak Den, one of the ‘Lost
Boys of Sudan’ (a referral to the thousands of children who were displaced during the
Sudanese civil war of 1983-2005). At the age of seven, Valentino became one of these
‘Lost Boys’ and traveled on foot amid the dangerous war and politics—including the
militias who pursued these orphaned children for military purposes. As a work of
“faction,” this novel gives voice to one of the ‘Lost Boys’, in this case, one who
managed to escape and resettle in the United States.
10. Thomas Pynchon, Against the Day (2006)

Set between the Chicago World’s Fair of 1893 and period just after World War
I, Against the Day examines the labour struggles of the major cities of the world. He
places the reader into the sidelines of one of the major turnovers in history, making
the novel more of a temporal ‘glance’ at a moment in time rather than the traditional
linear, plot found within most of the literary canon. In this way, his novel employs
elements of Joyce’sUlysses in its global ‘stream of consciousness narrative’ while also
providing moments of hope through rich, multi-dimensional characters.
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SEMINAR 8
Fantasy as a Popular Genre in the Works of J. R. R. Tolkien and
J.K. Rowling - Harry Potter
Plan
1. Fantasy as a Popular Genre. Is it Science or Magic?
2. Harry Potter books – Genre and Style Originality (7 books).

Questions to be discussed:
1. Why is Science Fiction considered as Part of the Fantasy Genre?
2. How do the Harry Potter books fit into these categories? Is it Science or Magic?
3. Is Frankenstein similar to any of the characters found at Hogwarts School? Was
J. K. Rowling inspired by this story?
ANNOTATED BIBLIOGRAPHY
The Internet Movie Database. Internet Movie Database Inc. 17 May 2003.
<http://us.imdb.com>.
This website is an excellent database for information on movies, providing
genre, plot outline, cast overview, and viewer comments.
Official Harry Potter Website. 2003. Warner Entertainment Inc. 17 May 2003.
<http://harrypotter.warnerbrothers.com/home>.
This glamorous website contains lots of action and sound effects.
Rowling, J. K. Harry Potter and the Chamber of Secrets. New York: Arthur
A. Levine, 1998.
When the Chamber of Secrets is opened again at the Hogwarts School for
Witchcraft and Wizardry, second-year student Harry Potter finds himself in danger
from a dark power that has once more been released upon the school.
Rowling, J. K. Harry Potter and the Goblet of Fire. New York: Arthur A.
Levine, 2000.
Rowling, J. K. Harry Potter and the Prisoner of Azkaban. New York: Arthur
A. Levine, 1999.
During his third year at Hogwarts School for Witchcraft and Wizardry, Harry
Potter must confront the devious and dangerous wizard responsible for his parents’
deaths.
Rowling, J. K. Harry Potter and the Sorcerer’s Stone. New York: Arthur A.
Levine, 1997.
Rescued from the outrageous neglect of his aunt and uncle, a young boy with
a great destiny proves his worth while attending Hogwarts School of Witchcraft and
Wizardry.
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TEST
to the course “GENRE AND STYLE ORIGINALITY OF ENGLISH
NOVELS”
1.
What is the relationship of a backstory to the movement of a novel from
beginning, to middle, to end?
A.
The backstory takes place after the novel reaches its climax.
B.
The backstory takes place after the novel ends.
C.
The backstory is woven throughout the beginning, middle and end of the story.
D.
The backstory takes place before the novel itself actually begins.
2. A literary novel with fancy words has _____ tone.
A. an informal.
B. a formal.
C. an arcane.
D. a literary.
3. Approximately when was modernist literature produced?
A. 1875-1905
B. 1965-1995
C. 1825-1855
D. 1918-1939
4. What quote from Ezra Pound sums up modernist attitudes towards
literature?
A. Make it new!
B.
Make it short!
C.
Make it funny!
D.
Make it traditional!
5. All of the following novels were written in the 19th century EXCEPT
A.
Pride and Prejudice.
B.
Hard Times.
C.
Gulliver’s Travels.
D.
A Study in Scarlet.
6. Which of the following is a style of novel written as a series of records that
might include letters, newspaper articles, or diary entries?
A.
Fictional diaries.
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B.
C.
D.

Epistolary novels.
First-person narration.
Rhetorical fashion.

7. A term often applied to the Neoclassic Period in English Literature and
sometimes to the Revolutionary and Early National Period in American
Literature because these periods emphasized selfknowledge, self-control, the
rule of order, as well as decorum in life and art, is the
A. Age of Johnson.
B. Age of Reason.
C. Augustan Age.
D. Realistic Period.
8. A period in English literary history that begins with the First World War
and whose literary voices include the poets Yeats, Eliot, and Hardy and whose
experimental fiction includes works by Woolf, Joyce and, to some degree,
Conrad is the
A. Caroline Age.
B. Early Victorian Age.
C. Georgian Age.
D. Late Victorian Age.
9. The presentation of events in a work of literature in such a way that later
events are prepared for is called
A. episodic structure.
B. flashback.
C. foreshadowing.
D. prequel.
10. The art of beautiful handwriting, which, during the Middle Ages,
characterized the monks' painstaking copying of ancient manuscripts, is known
as
A. bibliography.
B. calligraphy.
C. epigraphy.
D. hagiography.
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11. A central idea that in nonfiction prose is recognized as the general topic and
in fiction, poetry, and drama is considered the abstract concept made concrete
through representation is a(n)
A. climax.
B. motif.
C. theme.
D. thesis.
12. The term coined by E. M. Forster for a character sufficiently complex to be
able to surprise the reader without losing credibility is
A. dynamic character.
B. flat character.
C. round character.
D. static character.
13. The strength of his warning, "[W]e must remember that friends made at
the risk of wrecking our Ship are not real friends at all," is found in the use
Creon makes of an extended
A. allusion.
B. imagery.
C. metaphor.
D. paradox.
14. That Thomas Hardy has chosen the rather precise, ordered pattern, the
sonnet, to convey his persona's sense of an unordered universe suggests that
Hardy had a well-honed sense of
A. determinism..
B. fatalism.
C. irony.
D. melancholy.
15. The rule-governed arrangement of words in sentences is
A. inversion.
B. semantics.
C. semiotics.
D. syntax.
16.
A.

Alongside which movement was the genre of literary criticism evolved?
Naturalism.
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B.
C.
D.

Modernism.
Symbolism.
Romanticism.

17.
In 'The Knight's Tale' in Chaucer's Canterbury Tales, cousins Arcite
and Palamon end up staging a battle for the heart of which lady?
A.
Morgen Le Fay.
B.
Eleanor of Aquitaine.
C.
Beatrice.
D.
Emily.
18.
What work of Ben Jonson's did Samuel Taylor Coleridge call one of the
most perfect plots in all of literature?
A.
The Alchemist.
B.
The Masque of Blackness.
C.
Every Man Out of His Humour.
D.
On My First Sonne.
19.
In Swift's Gulliver's Travels, the Brobdingnagians are primarily
characterized by what trait?
A.
They're intelligent horses.
B.
They're slavishly devoted to science.
C.
They're incredibly large.
D.
They're incredibly small.
20.
A.
B.
C.
D.

Which of the following is NOT an element of Gothic literature?
castle-type setting.
Supernatural events.
A mature and experienced heroine.
Mystery and suspense.

21.
A.
B.
C.
D.

Which of these novels was not written in the 19th century?
Robinson Crusoe.
The Old Curiosity Shop.
Little Women.
Moby Dick.

22.
A.

Who wrote Jane Eyre?
Charlotte Brontë.
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B.
C.
D.

Jane Austen.
Jane Seymour.
Emily Brontë.

23.
A.
B.
C.
D.

What was the first book in the Harry Potter series?
Harry Potter and the Giant Snake.
Harry Potter and the Hendersons.
Harry Potter and the Pot of Gold.
Harry Potter and the Philosopher’s Stone.

24.
What was the first of J.R.R. Tolkien’s novels to be published after his
death?
A.
The Return of the King.
B.
The Silmarillion.
C.
The Hobbit.
D.
The Two Tower.
25.
A.
B.
C.
D.

What was the first science-fiction novel?
Dracula.
Frankenstein.
Don Quixote.
Stand on Zanzibar.

26.
A.
B.
C.
D.

Which of these novels would be considered “dystopian”?
Little Women.
Anna Karenina.
Brave New World.
David Copperfield.

27.
A.
B.
C.
D.

What was Charles Dickens’s last novel?
The Mystery of Edwin Drood.
A Tale of Two Cities.
Little Dorrit.
Oliver Twist.

28.
Whose novel The Time Machine is set in 802,701 CE?
A. Isaac Asimov.
B. H.G. Wells.
C. Robert Heinlein.
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D. Ha Jin.
29.
A.
B.
C.
D.

How many novels did Emily Brontë write?
7
3
19
1

30.
A.
B.
C.
D.

On what novel is the film Slumdog Millionaire based?
Q & A.
Kim.
Gunga Din.
The Great Gatsb.
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