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IV Fourth level of meaning





If we add to this that the only thing we get to know about the narrator is his friendly attitude to the Knight-Poet, we might conclude that the Poet and the Narrator are two aspects of the same mind, and the Poet is questioning himself about his own tragic, artistic fate: the ballad is an internal dialogue by the poet about the destiny of the romantic artist.









Task/groupwork





Listen to the following performances of the ballad by Keats, and decide which one(s) you like and why. Pay attention to tone, musicality, atmosphere, historical mood.



“La Belle Dame Sans Merci” recordings



1.



La Belle Dame Sans Merci 1.mp4



2.



La Belle Dam Sans Merci 2.mp4



3.



La Belle Dame Sans Merci 3.mp4



4.



La Belle Dame Sans Merci 4.mp4
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II Second level of meaning





On the basis of the mythological, symbolical meanings of the relevant attributes we start seeing that the narrative presents a story in which the characters carry larger, abstract meanings, comparable to mythological characters and the most ancient values, attitudes and endeavours of humankind. Owen represents the human aspiration to transcend the limitations of material and human existence. Danforth stands for material stagnation and power, Peter Hovenden represents negativity and hostility, everything which erects sceptic barriers to human aspiration, while the child stands for ignorance and the continuation of the materialistic bloodline. The Hermes-like Butterfly is the messenger between the world of inspiration and artistic creation (W1) and the human, materialistic world of physical strength (W2).



The plot unfolds in a way that the narrator keeps focusing our attention on the inner world and mental processes of the protagonist, Owen Warland. The narrator appears to be external in all aspects of focalization, but we also realize that he very much sympathizes with Owen, the hero, so in the emotive aspect of focalization it is not unbiased and impartial, but an internal emotive focalizer: it very often expresses concern about Owen, and even cries out “Poor, poor and fallen Owen Warland!” This suggests that the protagonist of the story might carry the philosophical viewpoint of the author, which indeed makes sense because the narrative appears to put forward a typically romantic philosophical statement about the importance of imaginative power and artistic creation over the materially minded human civilization.



Nevertheless, we are still puzzled by the seemingly nonsensical ending of the plot, so we have to carry on with our interpretive effort.
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II Second level of meaning





Just like the classical Greek tragedies, Yeats’s drama represents human fallibility, pride, tragic mistakes and the consequences the human being has to suffer because of the mistakes. It does so in a particularly tight dramatic structure and a masterful reversal in the line of action.



 



However, there is also another level of meaning to the play, which we will recognize if we think about the ritual origins of drama. We saw earlier on that tragedy developed from ancient fertility rituals, more exactly, from the ritual sacrifice. In the centre of this tragedy, we also have a ritual sacrifice, performed quite ritualistically, with repeated stabbings, by the Old Man. In this respect, with the ritualistic theme, the drama takes on a metadramatic aspect: it is a drama which is about dramatic issues and theatrical themes, since it is a tragedy about the ritual origins of tragedy. Purgatory is not only a tragedy about the pride and the suffering of the human being, but it is also a tragedy about tragedy: it is a highly intense metadrama.
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II Second level of meaning





Now we see that this text is not just a tragic love story reminiscent of medieval times, but it is also a metaphorical account of the process of poetic creation: it tells us how a poem is conceived. Nevertheless, we still do not understand several elements in the poem. Why is the lily sick? Why does the poet have nightmares? Who is the narrator?
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Genre-generating Factors and Historical Changes





A literary text can take various generic forms depending on a number of factors, including social and cultural circumstances, ideological constraints, technical aspects of the actual situation, features of the audience – these are called genre-generating factors.



 



The actual occasion obviously determines which genre the author is going to choose. A novel will not be suitable to address a congregation of people; a poem is hardly sufficient to tell the history of a civil war; a drama is too long to recite when an ambassador has to be greeted in a ceremony. The cultural register of the audience also has an effect on the choice of the writer: a select group of aristocrats will have expectations that are very different from the attitude of the townsfolk in front of a scaffold when somebody is to be executed: an ode might be a good choice in the first case, a satirical mock hymn in the latter.



 



Perhaps the most important general genre-generating factor is the social and educational status of the public, and this factor accounts for the historical fact that different genres are dominant in different historical period. We are going to demonstrate this on the example of Shakespeare and English Renaissance drama.



 



Undoubtedly, the most popular and dominant genre of the English Renaissance was the drama. The Elizabethan period is also called the Golden Age of English dramatic literature, and William Shakespeare (1564 – 1626) was the most significant figure of this period. He wrote important pieces of poetry, a very significant collection of sonnets, but he was most successful with, and became highly praised ever since for his dramas.









Task/groupwork





1. Do you think Shakespeare could have become very popular and successful as a novelist as well?



2. Try to collect the genre-generating factors that were present in Shakespeare’s time!



3. What social, cultural, intellectual, technological constituents contributed to the success of Shakespeare in particular, and the dominance of drama in general?














It is important to see that a great number of conditions must be present for a particular kind or genre of literature to become dominant in a given historical context, and sometimes the absence of certain conditions might also work as a genre-generating factor. In the Elizabethan period in the second half of the 16th century, somebody writing novels or narratives could hardly become successful or even make a living, since books depend on many cultural elements: you need a reading public, for a reading public you need a literate and educated population, for an educated population you need a welfare state and an advanced social system. But it is not enough to have a literate public, because books also need to be edited, printed and distributed, so you need a literary institution with people earning money from the book trade. Books also have to be purchased by the reading public, so you need a relatively well-to-do population which can afford buying books, and the books have to be about topics that the public is interested in and which can be renewed again and again.



 



These conditions were not present in Shakespeare’s time. The population was mostly illiterate, the literary institution was just about to take shape, and people had no money to spend on books that were very expensive at the time. Thus, this was not the time for the novel to flourish – it was the golden age of drama. The reason for the dominance of drama as a genre is very simple: plays did not have to be purchased and read, because they were staged in live performances in the very popular Elizabethan and Jacobean theatres. Shakespeare himself was not only a very successful playwright, but also a theatrical businessman who owned shares in the enterprise of the Globe Theatre, where most of his plays were performed.



 



By the 18th century, however, the above mentioned genre-generating factors were already present in English society, and the novel became the dominant genre of a new emerging social class, the middle class, or the English bourgeoisie. This new social class was already literate, it purchased books and magazines regularly, and it was interested in current social and political issues and manners that were the main topic of the new genre, the English novel.



 



As we move on in the history of British literature, we will observe that genres and decorum behave differently, depending on the dominant cultural taste of the period. After the religiously determined and limited perspectives of the Middle Ages, the Renaissance brought about experimentation and looser genre categories. After the Renaissance and the Commonwealth of Cromwell, the period of the Restoration gave rise to an abundance of emotions, heroic grandeur and spectacle in the arts in general, giving birth to the genre of the opera. This was followed by the restrained atmosphere of Classicism of the 18th century, when the Augustan Period again observed the strict principles of classical decorum. By the beginning of the 19th century, the new trend of Romanticism started to protest against restraints of Classicism and the negative effects of technological advancement, metropolitan urbanism and capitalist competition. Romantic writers praised the power of human imagination, and found refuge and inspiration in the ancient heroic past, in the uncivilized energies of nature, or the mysticism of the exotic East. They also ignited a trend in which genre categories started to become less and less important, a process that has been going on ever since. The Victorian period might be marked by the dominance of the novel, but with high modernism in the 20th century and especially with postmodernism after the 1960s and 70s, genre categories started to be systematically blurred by the experimentations of various literary styles and trends.









Review questions





1. How do the various genres represent different attitudes to the represented reality?



2. Are formal, external characteristic features exclusive to certain genres?



3. What are the genre-generating factors that can make a genre dominant in a certain historical age?













Task / groupwork





1. Consult your reference books, your library or the internet, and establish chronologically the dates for the above listed main periods of the history of British literature.



2. Choose one poem from each main period of the history of English literature that you would bring into a language class to show a representative example of the language of the age.
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3. What is English Studies? English as a university subject




Lecture summary





This lecture deals with the complexity of defining the term English in English Studies, illustrating this complexity with perspectives on the diversity of the language: geographical, historical, social, and media diversity. It deals with the term English from the point of view of studying English, as a language, as a culture and literature – to arrive at the point when English was created as an academic discipline.



 



Although it seems easy, defining the term “English” in the phrase English studies poses several challenges. Clearly, “English” cannot refer to England merely, which is part of the UK – the United Kingdom of Great Britain and Northern Ireland -- it rather refers to the language. But which English language? The diversity of the English language is multiple: historical, geographical, social or depending on the media. When defining the term “English” within English Studies, we have to take into consideration these diversities.














Regarding the geographical diversity of the language we distinguish between



 



1  national varieties of English; competing standards: e.g. British, American, Caribbean, Indian, Singaporean etc.



2  regional varieties, which may be accents (affecting pronunciation) and dialects (affecting vocabulary and grammar, not only pronunciation)



3  pidgins (secondary, supporting language, no native speakers) 



and creoles (developed all major features and functions of a language and have native speakers)



 



Regarding the historical diversity of the language we have to keep in mind that on the one hand several languages merged into English or influenced its present state, since Britain has been home to diverse cultures and languages, while on the other hand the language is still changing, it changes into other Englishes, since wherever English is spoken, it is influenced by the cultures and languages surrounding it.



 



1 The base of the language is Germanic, which was influenced by successive waves of Norse invaders



2 By the time the Anglo-Saxon tribes arrived, the Celts were there. The Celtic influence on the language also survived.



3 Elements of Latin survived as well (cf. Roman invasion of Britain between 50 BC -450 AD)



4 After 1066 with the Norman invasion English became partly French



 



These successive layers are all preserved in the language, and reveal a lot about the groups of people using it. The words borrowed from French reflect cultural status as well: the Anglo-Saxon words for pig, sheep, calf used to refer to the live or raw animals, while the Anglo-Norman counterparts refer to the dead, prepared or cooked meats: pork, mutton and veal.



This shows how social hierarchy became intrinsic to the language: the low status of the Anglo-Saxon of the colonized who tend the animals is distinct from the high status Anglo-Norman of the colonizers who eat the animals.



 



Anglo-Saxon, French and Latin provide the main multicultural foundation of the English Language. Anglo-Saxon words tend to be more basic and direct and are often monosyllabic, French-derived words tend to be a little more refined, polite and formal, while Latin-derived words are more learned and technical, and often polysyllabic. Their connotations and collocations are also different, and reflect contexts that occupy diverse positions within a hierarchy of social contexts.



 



Some examples of verbal traces of past empires, words coming from different moments of colonization: from Spanish and Portuguese: banana, cocoa, guitar, potato; Italian: balcony, opera, sonnet, violin; Dutch: cruise, landscape, yacht; Arabic, Persian and Turkish: caravan, coffee, harem, yoghurt; North American: Kansas (Sioux for “land of the south wind people”), toboggan, totem.



 



English varies according to groups and situations and media involved: different parts of language are used depending on topics or social groups involved, and depending on whether it is spoken or written, written in a text message or in a scholarly article etc. English has over a million words, but not more than 30.000 are used by a single person (70.000 with passive vocabulary), while the number of words required for a B2 language exam are only 3500-3900!



 



In summary about the changes of English as a language we can say that, similarly to other languages, English exists and shifts through the dialogic interplay of internal and external forces. Internal heteroglossia and external polyglossia are both its characteristic features as a language. Heteroglossia – since it is heterogenous; as we have seen, it bears diverse historical, geographical etc. influences of other languages. At the same time it also remains influenced by other languages surrounding it – thus influenced by the polyglossia of its context.



 



As students of English at a university in a non-English speaking country, and future teachers of the language, you have to be aware of the discussed diversities of English. Although your training involves elements that aim at perfecting your knowledge of the language, your main task is only partially learning English as a language course subject, its focus is rather on learning how to teach English as a language embedded in various contexts and cultures and to be able to analyze aspects of these cultures from various perspective -- so you also learn about English as an academic discipline.



 



The following abbreviations relate to English as a language course subject:



 



o ELT – English Language Teaching



o ESL (English as a Second Language); EFL (English as a Foreign Language),



o ESP (English for Special/Specific Purposes – e.g. business)



o EAP (English for Academic Purposes)



 



Although nowadays learning the English language is generally appealing, the situation has not always been then same throughout history. In the British Empire teaching English at the colonies was a colonizing tool. Teaching a language involves a complex process of teaching another culture, perhaps even another way of thinking. This does not always happen voluntarily. We may find an example if we have a look at the argument of a Member of Parliament in the Victorian era, Lord Macaulay, and his explanation about why there is a need to educate English for Indians at the colonies: “…to form a class who may be interpreters between us and the millions whom we govern, a class of persons, Indian in blood and color, but English in taste, in opinions, in morals and in intellect.”



 



What does the quotation suggest about Macaulay’s implicit values? Who does he identify with? Which are the other two groups that are referred to? What could have been their respective perspectives of this opinion?



 



For Lord Macaulay teaching English for Indians meant not merely teaching the language, but rather a culture, a whole way of living, through teaching taste, morals and intellect. This meaning of studying English was actually formed in his age, in the 19th century, when learning English meant learning about literature, and through literature acquiring cultural refinedness. The same meaning was preserved when the academic study of English was formed, at the turn of the 20th century.



 



Matthew Arnold, an inspector, poet and cultural critic who lived in the 19th century, contributed significantly to the understanding of studying English as studying culture through literature. In his collection of essays entitled Culture and Anarchy (1869) he talks about culture as the “study of perfection", as "the best which has been thought and said".



           



The influence of Matthew Arnold on later scholarship is significant, through his influence on F.R. Leavis in the UK and many New Critics in the USA he contributed greatly to the seriousness of English as a modern university subject. Although universities have a history that is roughly a millennium long, English studied as a university subject is not even 200 years old.



 



In Britain the first chair of English Literature was created at University College, London, 1828, while the first chair of English Literature at Oxford was appointed as late as 1904. The first English Department in Hungary was created in Budapest (1886), merely a decade later than at Harvard in 1876.



 



The way English as a university subject was formed was characterized partially by a sense of seriousness that was added to the study of literature, as well as by the fact that subjects that were already established (such as Classics or Rhetoric) merged into English. Today the opposite is happening: English as a subject understood as the study of the English language and literature is being transformed into or challenged by new subjects, such as cultural studies, communications studies or media studies. Although not in the strict Kuhnian sense, these changes may still be called shifts within the paradigm.









Task / groupwork





1. Watch a movie Educating Rita (dir. Lewis Gilbert, 1983). Write a short essay answering the following questions: What is the dominant paradigm of teaching English in this film? Which are the elements of this paradigm that have survived, in your opinion, and which are the ones that have not? Are these changes positive or negative? Why?



2. Watch the animation on the half serious history of English language in ten minutes







https://www.youtube.com/watch?v=H3r9bOkYW9s



The transcript is available here: http://media-podcast.open.ac.uk/feeds/history-of-english/transcript/historyofenglish01_01478_14759.pdf).



How are the historical layers mentioned above present in the movie – what additional information do you get? What are the periods that have not been mentioned in the above lecture? What does the movie tell us about the present state of the language? How does that compare to the situation of your mother tongue?



 



3. Watch the video raising the question about varieties of English and about which English to teach to students. Think about which English you will teach as a future teacher and why.







https://www.youtube.com/watch?v=0XT04EO5RSU













Images





1. History of English: words that Vikings brought to the language
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2. World language map
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Review questions







		Why do we say that the English language is characterized by diversity? What are the factors that make it diverse?



		When was English formed as an academic discipline? What did the study of English mean then? How is that related to the study of the language?



		What changes are characteristic to English today as a language? And as an academic discipline?

















Recommended further readings





1. Have a look at a collocations dictionary e.g. Oxford Collocations dictionary for students of English.



Collect collocations for the following groups of synonymous terms, and decide which is the Anglo-Saxon term and which are the ones coming from French and Latin respectively: interrogate-ask-question; rise-ascend-mount.



2. Read the preface of Matthew Arnold’s famous collection of essays entitled Culture and Anarchy. What is the relationship between literature and culture in Arnold’s opinion? How does this idea compare to the opinions presented in movie mentioned above, Educating Rita? 
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Genres and Their Historical Changes





Literature has traditionally been categorized by scholars into different groups on the basis of various characteristic features.



 



There have been various attempts to categorize literary texts on the basis of their formal, outward, external characteristic features. We might argue that poetry is short and structured into stanzas, drama is a kind of literature that only contains dialogues, and that prose is a longer form and it contains story-telling. However, this formalistic approach is not satisfactory since the formal, technical characteristics do not exclusively refer to particular groups. We very often find dialogues in poems and novels, and we usually encounter short poetic passages in drama as well as story-telling. If we think of the well-known form of poetry the ballad, we will realize that it traditionally has the main formal features of all of these three types of literature: dialogue, story-telling and stanza form with poetic images.



 



A more successful way to categorize literature is the philosophical approach which was propagated, among other scholars, by the German poet and philosopher Goethe. This approach argues that the various great kinds of literature represent a fundamental human attitude to the reality which is represented in the text. In a text there is always a voice, a source of information which provides us with a representation of a world, be it a possible world or the actual world. The distance between the voice and the represented world can be various. In poetry this distance is very small, and we very much feel the subjective, personal, engaged presence of a speaking self. In narrative fiction the distance is greater, and there is an attempt by the speaking voice to be more impersonal, objective, and to maintain a greater detachment from the represented world. In drama, the presence of a subjective self or narrator is not felt since we traditionally only have dialogues and maybe some stage directions: drama hides the speaking voice and appears to be a direct recording of actual human dialogues. In this way, the three great kinds of literature represent three different attitudes to representation: poetry, narrative fiction and drama employ various amounts of subjectivity or objectivity to establish a linguistic representation of a possible world and to exert an effect upon the reader.



 



For a long time in the history of literature, the kinds of literature and the various genres and subgenres were clearly defined and separated, and the classical principle of decorum argued that the various genres or the different registers of language should not be mixed. If you employ elevated language in tragedy, it should not be mixed with the base themes and more colloquial language of comedy, for example.



 



With the historical changes of literature, however, genre categories became more and more loose, and the changes resulted in the formation of newer and newer genres and subgenres. The two main types of changes in the history of genres are subdivision and fusion.



 



With new themes and needs in the reading public, a genre might subdivide into new subgenres. The novel, which emerges as a dominant genre of a new social middle class in the 17th and 18th centuries, will soon subdivide into historical novel, picaresque novel, education novel, and the particular subgenres will also further subdivide. In the end, we might have a novel that can be categorized as a historical – psychological – national – detective novel, which will be different from a Gothic – historical – fantasy novel.



 



Authors might also start ignoring the principle of decorum in specific social – cultural circumstances, and this will lead to fusion. William Shakespeare, for example, working in the English Renaissance at the turn of the 16th and 17th centuries, realized that our social existence cannot be described by black and white, clear-cut categories: life is neither tragic, not comic, but usually a mixture of the two. In order to represent how reality resists our patterns, he started experimenting with the new genre of the tragicomedy, and this was made possible by a social – cultural climate that was not against experimentation and novelty. The result was a group of plays now called problem plays or bitter comedies (e.g., Measure for Measure) which tried to reflect on the new social and political antagonisms, tensions and themes of early modern culture.












EPUB/self_test_i.xhtml



Self test I





You can check now how much you have mastered the most important terms of the above chapters. 









 




Question



Multiple choice test. Mark the correct answer. There is only one correct answer for each question



1. Interpretation:





Answers




Option 1




a/ is when we understand and analyze the text on one single level of meaning.









Option 2




b/ is when we deprive the signifier of its code.









Option 3




c/ is when we deprive the code of its signifier.









Option 4




d/ none of the above.









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



2. Drama concentrates on:





Answers




Option 1




a/ the here and now of action.









Option 2




b/ the infertility of the community.









Option 3




c/ one change in the world.









Option 4




d/ one event in the adaptation of a story.









Feedback



Correct Option




Wrong




Wrong




Wrong







Solution



		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)









Question



3. Drama uses the capacity of language called:





Answers




Option 1




a/ deaxis









Option 2




b/ decoding









Option 3




c/ preaccess









Option 4




d/ none of the above









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



4. The canon is:





Answers




Option 1




a/ always manipulated by contemporary ideology and social norms.









Option 2




b/ never manipulated by contemporary ideology and social norms.









Option 3




c/ manipulated by contemporary ideology and social norms only in democratic societies.









Option 4




d/ none of the above.









Feedback



Correct Option




Wrong




Wrong




Wrong







Solution



		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)









Question



5. Literariness:





Answers




Option 1




a/ is an ontological category.









Option 2




b/ is independent of the reading public.









Option 3




c/ is an independent individual value-judgment.









Option 4




d/ always depends on our horizon of expectations.









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



6. Decorum says you should never:





Answers




Option 1




a/ preserve the purity of genres.









Option 2




b/ mix different styles.









Option 3




c/ both a and b.









Option 4




d/ rely on the beauty of dramatic techniques.









Feedback



Wrong




Correct Option




Wrong




Wrong







Solution



		Wrong (Feedback)


		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)









Question



7. Polyphony is:





Answers




Option 1




a/ the presence of several speakers in a poem.









Option 2




b/ the presence of several strong metaphors in a poem.









Option 3




c/ the presence of several equally weak characters in a text.









Option 4




d/ the presence of several strong ideological points of view in a text.









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



8. Tragicomedy suggests that:





Answers




Option 1




a/ there might be no decorum in human existence.









Option 2




b/ there might be no clear moral categories and decisions in society.









Option 3




c/ there is a heroic quest in the drama.









Option 4




d/ there are clear black-and-white patterns in social existence.









Feedback



Wrong




Correct Option




Wrong




Wrong







Solution



		Wrong (Feedback)


		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)









Question



9. Focalization is:





Answers




Option 1




a/ the system of master plots in narrative fiction.









Option 2




b/ the system of flat and round characters.









Option 3




c/ the system of genre-generating factors.









Option 4




d/ the system of points of view in narrative fiction.









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



10. The literary work of art:





Answers




Option 1




a/ is an intended subject.









Option 2




b/ depends on our intentions and mental activities.









Option 3




c/ is independent of the subject.









Option 4




d/ depends on the writer’s consciousness.









Feedback



Wrong




Correct Option




Wrong




Wrong







Solution



		Wrong (Feedback)


		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)









Question



11. The two main forms of genre-changing are:





Answers




Option 1




a/ deixis and indeixis.









Option 2




b/ multiplication and division.









Option 3




c/ indecorum and decorum.









Option 4




d/. none of the above









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



12. Tropes operate on the basis of:





Answers




Option 1




a/ foregrounded irregularity on the level of meaning.









Option 2




b/ foregrounded identification.









Option 3




c/ foregrounded regularity on the level of expression.









Option 4




d/ foregrounded regularity on the level of content.









Feedback



Correct Option




Wrong




Wrong




Wrong







Solution



		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)









Question



13. Main ideas in comedy are:





Answers




Option 1




a/ integration and loss.









Option 2




b/ disintegration and carnival.









Option 3




c/ disintegration and festivity.









Option 4




d/ reintegration and carnival feast.









Feedback



Wrong




Wrong




Wrong




Correct Option







Solution



		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Correct Option (Feedback)









Question



14. The metonymy is based on the act of:





Answers




Option 1




a/ substitution.









Option 2




b/ comparison.









Option 3




c/ repetition.









Option 4




d/ identification.









Feedback



Correct Option




Wrong




Wrong




Wrong







Solution



		Correct Option (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)


		Wrong (Feedback)
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1. What is a university? A proseminary




Lecture summary





This lecture deals with the idea of the university as an institution with three main functions: teaching, research and service. The structure of university studies is also presented. A historical perspective is given about the change in academic research and approaches through Ulisse Aldrovandi’s 16th century project on natural history, and questions on changing ways of conducting research are discussed. The difference between primary, secondary and tertiary sources is explained.



Beginning studies at a new institution, at a new level of studies usually involves the introduction of students to the new context in which they find themselves.













Definition





A proseminary is a class or a seminar which prepares pupils for studies in a higher institution.














The first lecture in this coursebook aims at making you understand the main functions of the university, as well as your tasks and responsibilities here as students.



 



Let us start thinking about these issues with the help of an example related to a university professor, Ulysse Aldrovandi, who taught in the 16th century at one oldest university of the world, the university of Bologna, which was established in 1088. Aldrovandi studied and taught diverse subjects, including philosophy and natural sciences. Today he is best known for the volumes he wrote on natural history, some of which were published by his pupils, after his death. One of these volumes is entitled A history of serpents and dragons (published in 1640). The phrase “history” may sound strange in this title, because it clearly cannot refer to the usual sense, meaning “the arrangement of historical events in a story”. It should be taken in the sense of “the collected knowledge about a specific topic”, in this case about serpents and dragons. The term “dragon” may also be confusing because of its mythical connotations, but we can accept that Aldrovandi thought about dragons (either mythical or not) as a category similar to, and thus belonging to the same group as serpents.



 



Think about the way you would arrange the knowledge available about this topic. Try to come up with chapter titles you would include in such a book. Write down these chapter titles.



 



Did you come up with titles such as “Anatomy”, “Habitat”, “Reproduction”, “Feeding”, and “Adaptation”? These are the topics one would mostly expect to find in a science book. Or did you maybe concentrate primarily on dragons as imaginary animals, and thought of chapter titles such as “Mythology and dragons”, or “Dragons in films and literature”?



 



Now look at a selection of chapter titles from Aldrovandi’s book. These will help us get to know a lot about the logic used for organizing knowledge in Aldrovandi’s time, as well as the way it is different from ours.



° Anatomy



° Methods of capturing it



° Allegorical uses



° Mode of generation



° Habitat



° Legendary mansions



° Food



° The best way of cooking its flesh



 



What does this selection of chapter titles tell us? Does it reflect the grouping of academic disciplines into sciences and humanities the way we are used to? Can you explain the difference between the approach of the 16th century professor from Bologna University and our own in grouping the knowledge available about the given topic?



 



In the examined part, in his book on “Serpents and dragons” Aldrovandi wished to include everything that was known about these animals, while in the larger project, in his series on natural history he wished to collect the knowledge available about the whole world. So his chapter titles quoted above refer to data that would today be included in volumes on subjects that seem unrelated to us: a biology book (e.g. anatomy), a book on heraldry (allegorical uses), but also a book on legends and mythology as well (legendary mansions), and perhaps most surprisingly, a cookbook (the best way of cooking its flesh). An important conclusion that we can draw is that the method of organizing knowledge was different in Aldrovandi’s time.



 



Interestingly, however, what he did was not simply grouping an existing, pre-given body of facts and data into chapters that seem unusual, or even funny to us. What he also did was to decide what would qualify as proper knowledge, what was to be included in the volumes, and consequently, what was known and accepted as proper knowledge about the world by his readers.



 



Although today books on the subjects he treated group knowledge differently, while some of his subjects look today suspicious in themselves in the sense that they seem not seriously scientific, there are a lot of similarities in the way his university and today’s universities work in generating and grouping knowledge. Apart from similarities in function, as it is discussed below, interestingly, there is even a real institutional continuity between Aldrovandi’s university, the university of Bologna and other universities in Europe, regulated by the Bologna Declaration signed by ministers of education, creating the European Higher Education Area. In several ways, as students and teachers at a university, we are Aldrovandi’s successors. There may be differences between how we see the world and represent our knowledge, but these differences show us that knowledge is culturally generated – and the universities as institutions play a crucial role in this process. He too, just like us, was interested in understanding and interpreting, in grouping and disseminating – and thus generating knowledge.



 



Now let us take a more practical look at the question in the title of this chapter.



 



What is a university? Regarding the hierarchical structure of education, it is the highest level of studies.



The structure of studies is the following:



° pre-school



° elementary/primary studies



° secondary level (US: high-school)



° post-secondary studies (US: community college)



° higher education/tertiary education



 



Since there are diverse levels of university degrees, university studies are not homogenous.



 



The structure of university studies is the following



° Lower level [undergraduate studies] – the first three years – type of diploma: BA/BSc



° Upper level [graduate studies] – years 4 and 5 – type of diploma: MA/MSc/MBA/Med



 



These two levels may be combined, for example in the five-year teacher training program.



 



° Doctoral [post-graduate] level  – type of diploma: PhD/DLA/DSc



 



“Post-graduate” may refer to the upper level, since it already requires a degree, while some universities require that students start their planned doctoral studies at the upper level, and “post-graduate” in these cases refers to the upper and the doctoral level combined.



 



Having a look at Aldrovandi’s example, we see that as a university professor he did several things. He was, of course, teaching, but he also did research, and made this research available to professionals and the public through his volumes. Today’s universities carry out similar tasks. A university has three functions: teaching, research and service.



 



As students of the university, you obviously benefit from two functions of the university: teaching and services. But what about research? What is the relationship between university research and students? Isn’t research something that is done by professionals only, namely professors?



 



On the one hand, research is the obligation of your teachers, and either directly or indirectly, the results of these are included in your curricula. If there were no new research, students at universities would still be studying the same as they did in the past, and perhaps even Aldrovandi’s choice of chapters would not seem funny to us. On the other hand, as university students, you have to learn the rules according to which research in your field of studies is conducted. In other words, throughout your studies you become familiar with the rules of academic discourse. You learn





		questions and problems that are relevant in a given field



		the relevant methods dealing with those problems



		the rules of presenting new information/ generating knowledge within that given field



		the context and the assumed knowledge related to a given topic







 



In this process you develop transferable academic skills, such as





		Critical skills



		Data collection skills



		Presentation skills



		Communication skills



		Intercultural skills







 



While conducting your own research, for example when you work towards a seminar paper or presentation, you rely on three types of sources: primary, secondary and tertiary sources.









Definitions







		Primary sources are materials you are directly writing about, the ‘raw materials’ of your research.



		Secondary sources are books and articles in which other researchers report the results of their own research based on primary data. You quote or cite them in order to support your own research. This is where scholarship happens. Since secondary materials present original scholarship, they are also debatable.



		Tertiary sources are books and articles based on secondary sources, on the research of others, synthesizing and explaining research in a field for a wider audience. They are helpful in the early stages of research, because they help you get a general view of a given field. These sources do not present original research, rather they organize knowledge made available by others.


















An example for a research topic in the field of English could be the representation of Shakespeare’s Hamlet in comic strips. In this case the main primary sources would be comic strips referring to Hamlet; but also Shakespeare’s Hamlet as reference. Secondary sources would be scholarly books or articles that discuss Shakespeare’s influence in comic strips, or more generally Hamlet in 21st century visual culture, or Shakespeare’s dramas in contemporary popular culture. Tertiary sources could be chapters on visual culture and/or popular culture in study guides on Shakespeare.



Importantly, however, it is your research itself that will define whether a source you use will be primary, secondary or tertiary, not the sources. Wikipedia, for example, would normally serves as a tertiary source (and even for that, a questionable one for its accuracy – see the task at the end of this chapter related to Wikipedia). If, however, your research is focused on “Frauds and hoaxes on Wikipedia”, it will logically serve as your primary source.



 



The academic/scientific accuracy of the research you do is decided by your teachers. The output of your teacher’s research is also evaluated, by reviewers. Their books and articles are published after a review process. The term simple or double blind peer review refers to the number of anonymous readers who decide whether an article or a book presenting original research is worthy of publication.









Task / groupwork







		Check ‘Criticism of Wikipedia’ article on Wikipedia, especially the first part, “Criticism of Content”. Do you find this argument convincing? Can you trace back the source of the claims? Are these sources reliable? Write a short essay about the ways you normally use Wikipedia, and how this criticism may affect your use of it.



		Collect materials about a famous Wikipedia hoax referred to as the “Maurice Jarre hoax” or the “Essjay episode”. What does it prove about the necessity of checking sources? The Guardian’s reader’s editor comment on this event was the following: "The moral of this story is not that journalists should avoid Wikipedia, but that they shouldn't use information they find there if it can't be traced back to a reliable primary source." How do you trace back the sources of articles on Wikipedia? Are these primary or secondary sources?



		What written primary sources do you think Aldrovandi used for the various chapters of his book mentioned above? Do you think the academic/scientific reliability of his respective sources changed since his time? Why?



		Check out the institutional structure of your university! What is the relationship between departments, institutes and faculties? Which units are responsible for the program(s) you are enrolled in?



		What services are offered by your university? Map out the services of the university library! Is interlibrary loan possible? What online databases are available through the library? Is there any help offered for career management? Is there any form of student counseling?



		Ckeck out the following article on Wikipedia and student writing. Think of ways such projects can help you teach English to students. Come up with 5 topics you find proper for such a task. http://wikiedu.org/blog/2014/10/14/wikipedia-student-writing/

















Images





Dragons from Aldrovandi’s book:



[image: ]



pictures.royalsociety.org/image-rs-10445



 



Aldrovandi’s portrait:



[image: ]



http://it.wikipedia.org/wiki/Ulisse_Aldrovandi#/media/File:Aldrovandi_1522-1605.jpg













Review questions





What are the elements in Aldrovandi’s project that still seem proper, and what are the ones that seem unacceptable in an academic context? Why?



What is the difference between primary, secondary and tertiary sources? What is it that will decide the category into which a source belongs?



Why do we say that the structure of university studies is not homogenous?



How does research at the universities apply to students?













Recommended further readings





A novel about the idea of mastering the world through discovering and systematizing knowledge: Kehlmann, Daniel. Measuring the World. Trans. Carol Brown Janeway. New York: Pantheon Books, 2006.



A monograph about the way early scientists (roughly contemporary with Aldrovandi) were aware of the fact that they are not merely discovering laws of nature, but in a way creating a certain understanding of the world:



Spiller, Elizabeth. Science, Reading, and Renaissance Literature. The Art of Making Knowledge, 1580-1670. Cambridge University Press, 2004.
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Meaning and context





When we relate to any element of reality, our natural and most automatic expectation is to find meaning. However, meaning does not always emerge automatically in our consciousness, very often we have to make an effort to understand, to interpret what we encounter, be it a natural phenomenon or a text. The way we understand a piece of reality, a sign, or a text always depends on the context in which we receive it, since the codes we employ also depend on our context, on our social, cultural positionality. This is what we are going to demonstrate here with the following exercise.









Task / groupwork





Study the “text” you have already seen earlier among the examples. Try to imagine in how many different situations you may encounter this text, and what different reactions you would give to it.



)
   (














We are now going to discuss how the process of understanding a text unfolds.



What are we going to make of these signs, this text? The way we (try to) understand this sign will significantly depend on the context in which we encounter it. Let’s imagine different possible environments where we might see such a sign. We will realize that our attitude to the sign will vary and it will depend on the context.





		Context A: we find this sign on a piece of paper blown by the wind in the street. We probably do not even make an attempt to attribute meaning to it. We will suppose it is the result of technology malfunction: somebody wanted to print something, and the computer got jammed up. In the strictest semiotic sense, this is of course not even a sign: it is just signifiers, a text for which we have no code.







		Context B: we find this text (signifiers) sprayed on the wall of a New York metro station. We might come to the conclusion that it is the emblem of some group or sect, or a sketch made by a street artist representing two bananas hanging in opposite directions, but the idea of literature will not even occur to us.







		Context C: the instructor brings this text into a literature class and asks the students to consider it. Since we are in a special environment, we will probably make an attempt to establish a relationship between the sign and the idea of literature. This attempt will most probably fail.







		Context D: The instructor tells us that this sign is originally situated on a page in a book of poetry, with a title and a page number. We will make an even stronger attempt to relate to the sign as if it had to do something with literature because we are asked to do so, and because we have been taught to think that signs with a title, page number, book layout, etc. usually belong to “the realm of literature,” especially if they are used in a literature class. We start to meditate about potential titles for the “text.”







		Context E: The instructor tells us that the title of the “text” is: “Handles of a burial urn from the private collection of E.E. Cummings.” We start examining the interrelationship between the sign and the title, and the text, which is more complex now, might begin to become more interesting to us.







		Context F: The instructor tells us this is a very important piece of the Hungarian literary canon, it is a poem written by Dezső Tandori, and it is often considered to be one of the best Hungarian poems (original title: “Halottas urna két füle E. E. Cummings magángyűjteményéből”). Hearing all this “authoritative” information, we might try real hard to understand the “poem,” and we may come to interesting solutions.







Let’s list some of the possible ways in which we might understand the text:





		The two semi-circles show a circle broken into two, which, in relation to the title which suggests death, represents symbolically the idea of mortality. Conclusion: the text represents the idea of the loss of Eden, decay, human fallibility.







		The semi-circles are handles on a burial urn, so they are originally supposed to contain the urn, which is supposed to contain ashes, the symbol of death. But the handles do not work, since they are turned inside out, so they cannot contain death. Conclusion: the poem represents the idea that death cannot be contained, cannot be comprehended or controlled.







		We realize that the semi-circles are actually parentheses, so they are elements of the material of language, poetic language. This supposition is supported by the fact that the urn is from the collection of E. E. Cummings, who was a very important American experimental, avant-garde poet (remember the poem about grasshopper!). If the handles are symbols of language, and the ashes are symbols of death, and the handles cannot contain ashes, this might mean “on a more abstract level of meaning” that the language of poetry cannot contain, or should not try to contain or comprehend or represent death. Conclusion: the poem suggests that poetry should refuse to represent death.







		When we consider that in this way the text becomes a poem for us which is about the limitations or borderlines of poetic language, we might even argue that this poem is a kind of an ars poetica by an experimental poet.
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5. Poetry and Figurative Language





Out of the three main kinds of literature (poetry, narrative fiction and drama) we are going to start out here with the study of poetry, which is usually a subjectively engaged, expressive representation of a personal state of mind. As has been explained under the theory of genres, it represents the close, subjective, personally involved attitude to reality, and it maintains a very close distance to the represented (possible) world.



 



In order to be as expressive as possible, poetry employs language in a special way. This is, of course, true to all genres of literature, but it is especially applicable to poetry, where we find the greatest number of linguistic devices that help the speaking voice convey an expressive representation in a condensed and intensified manner.



 



Since literary texts do not have to correspond to the actual reality, they can be fictitious, made up, invented, that is: they can use language in a special way. The writer of literature enjoys a special “poetic license.” In poetry, we very often realize that the words in the text have to be understood “differently”, because the literal meaning makes no sense. We are used to this because we are aware that literature in general and poetry in particular employs figurative language. When we read in a poem “My love is a rose, and I love her truly”, we will realize that the poetic voice is actually not talking about a flower. Instead, the flower as a rhetorical device stands for the woman that is the object of love in the poem. In this case, the rhetorical figure is called a metaphor. Rhetorical figures may be less or more complicated, for example, the same metaphor will be a little more difficult to recognize when we read “I went to see my rose at midnight” – here, we have to realize that the rose stands for the love of the speaker. Upon closer look, we may also realize that saying “my love” is already a rhetorical figure that stands for “the woman I am in love with.” The metaphor is perhaps the most important element of figurative language, since metaphorical understanding is often the key to understanding poetry or literature in general.



 



In the process of metaphorical understanding we realize that language is used in a way that something is standing for something else: we have to understand it differently, not literally. In the case of the metaphor, we have an act of identification by which two seemingly distant, incompatible things are identified. The first element of the metaphor is the tenor, and the second element is called the vehicle: the vehicle “carries” some special information about the tenor.



 



Observe the following metaphor: “She is a candle in my room.”



 



In this case, a woman (she) is identified (is) with a candle, which she obviously is not. Why is this possible? The metaphor works on the basis of a field of shared attributes: characteristic features that are common to both the tenor and the vehicle, even if normally we think they are different elements of reality and not identical at all. The woman is beautiful, tall, slim, white, fragrant, blonde, elegant, red-lipped, lonely, and her eyes are glittering as if she was emanating some light. The candle is small, slim, white, made out of wax, it does not smell nice, but it is standing lonely on the table or in the corner and it gives light. We see that there are some attributes that are common to both elements (loneliness, light, slenderness, whiteness), and on the basis of these the two things are identified, even if the woman is obviously not a candle.



 



In this metaphor, we have both the tenor and the vehicle, it is an explicit metaphor. The situation is somewhat more difficult when the tenor is missing, and we only have the vehicle: here, we have to realize that this is a metaphor and find out what it stands for. When we read “I was enchanted by the diamonds in her face”, we will realize that the person the text is talking about does not wear jewelry in her face – the diamonds (vehicle) stand for the glittering, beautiful and mesmerizing eyes of the person (vehicle). This is an implicit metaphor, and in literature we very often have to work to find and understand these metaphors. Of course, our everyday, colloquial language (and very often even scientific language) is also full of metaphors that make our communication more expressive. We use a whole lot of dead metaphors: when we say, for example, that “we are going to meet at the foot of the bridge”, we identify the bridge with an animal or a human being and say that it has a foot. When astronomy says that “black holes tend to swallow up red dwarves when they collapse”, we see that science employs metaphors for elements of the universe we have no original names for. When we read in a newspaper that “the Asian tigers are again dominating the automobile industry”, we will understand that the tigers here refer to Asian countries with a powerful and growing economy.



 



In what follows we are going to survey the most important rhetorical figures and the logic they are based on.



 



To start out with, we need to see that there are two basically different ways in which rhetorical figures can work.









Task / groupwork





Observe the following examples and try to see the principle their linguistic effects are based on. Discuss your findings in group work.



 



1. “Bús donna barna balkonon mereng a bíbor alkonyon.”



2. “Hálót fon az est, a nagy, barna pók.”



3. “Tyger, tyger, burning bright / In the forest of the night.”



4. “This country in an unweeded garden.”














Perhaps you felt already after the first reading that there is an important difference between No. 1 and No. 2: the first example will have an effect even on those readers who do not speak Hungarian. The repetition of the “b” sounds and the flow of the rhythm make the sentence pleasing to the ear, even if we do not understand the meaning. There is some strong regularity, order, repetition in the sentence. As opposed to this, the second example will have no effect on somebody who speaks no Hungarian, because here it is only the meaning that is special: you need to understand the content of the sentence which employs a metaphor, and identifies the night with a spider. This is strange, irregular, but it will produce a poetic effect if we “solve” the riddle of the metaphor.



 



In No. 3 we have both kinds of effect: the repetition of the “t” and “b” sounds and the rhyme (bright / night) will have an effect even on those who speak no English, but we have to speak English to understand that the tiger is burning and that the night is identified with a forest. These are metaphors which produce a special effect only if we understand the meaning of the words.



 



No. 4 again will have an effect only if we speak the language: the metaphor identifies the country with a garden full of weeds, but we are not able to appreciate this if we do not understand the English words.



 



On the basis of this, we can posit that rhetorical figures can operate on the basis of two different principles.



 



SCHEMES work on the basis of intensified regularity at the level of form or expression.



 



TROPES work on the basis of intensified irregularity at the level of content or meaning.



 



The following list will give you a list of the most important schemes and tropes:









Important





Figurative Language



RHETORICAL FIGURES



 



 



I. SCHEMES



(Figures of Speech: foregrounded regularity on the level of expression)



 



Figures of repetition:



 



1/ phonetic/phonological:



 



consonant alliteration: burning bright



vowel alliteration: atomic ant, antelope antlers



rhyme: Laugh at my trouble / And make it double.



eye rhyme: Wherever he goes / A lot of harm he does.



 



2/ structural:



 



refrain: the repetition of the same unit at the end of stanzas or units



stanza: the repetition of the same unit of lines in a poem



            couplet: two lines



            quatrain: four lines



            Petrarchan sonnet: 4 + 4 (2 quatrains = octave) + 3 + 3 (2 tercets = sestet)



                        rhyme scheme: abba abba cdc dcd



            Shakespearean sonnet: 3 quatrains and a couplet in one single block



                        rhyme scheme: ababcdcdefefgg



chiasmus: “Beauty is truth / Truth, beauty.”



            Sometimes the understanding of the meaning might also be important: “Flowers are lovely; / Love is flower-like.”



 



           



II. TROPES



(Figures of Thought: foregrounded irregularity on the level of content)



 



Figures of opposition:



 



zeugma: (one verb refers to two or more objects) “Or stain her honour, / or her new brocade.”



antithesis: (statement followed by negation) Willing to love / Yet afraid to kiss.



oxymoron: (bringing together two radically opposite elements) hot ice, heavy lightness



paradox: (longer oxymoron)



            Very common in the Bible: “He that would save his life must lose it; and he that would lose his life will save it.”



 



Figures of irony:



 



litotes: (negating the opposite of what you want to say) not too old, not a bad idea



irony: (the opposite meaning is intended indirectly) Arnold Swarzenegger has been the most talented and best governor in the history of the USA.



 



Naming figures:



 



apostrophe: (direct addressing of something or somebody)



            “Thou still unravish’d bride of quietness!”



hyperbole: (deliberate exaggeration) My birthday cake was larger than your car!



allusion: (reference to a well-known cultural item)



            Bring me an apple, but not the one from the serpent!



 



Figures of substitution:



 



simile: (act of comparison) The summer sky is like a lake of blue water.



metonymy: (saying the material, the part, the quality of an tribute of the thing instead of the thing itself)



            The soldier stuck his iron into his enemy’s breast.



            The White House accuses the Kremlin.



            The British Crown negotiated peace with Paris.



            Twenty sails are approaching on the sea.



            Give me a helping hand!



symbol: (an often used extra meaning becomes standard cultural use)



            The white dove is a symbol of peace in Western culture.



allegory: (representation of abstract qualities or principles)



            the fresco of Lady Justice (Justicia) on the ceiling of a courtroom



metaphor: (act of identification of two seemingly incompatible things)



            “Within the book and volume of my brain.”



            life is a journey, love is war, your room is a junkyard, her heart broke, an arrow of pain hit his breast













Task / groupwork





1. Find the sources of the examples in quotation marks on the internet, and collect more examples for the rhetorical figures from the texts!



2. Work out an exercise for language students in a class where you ask them to collect examples for schemes and tropes separately!













Review questions





1. What is the main difference between the operational logic of schemes and tropes?



2. What is the process of metaphorical understanding? What is the difference between explicit and implicit metaphors?



3. Why is it possible for Hungarian speakers who do not speak English to enjoy English songs or poems when they are being performed?



4. What is the difference between a symbol and an allegory?
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III Third level of meaning





When we have a closer look at Owen’s artistic endeavour and the structure of the plot, we will realize that it has a lot in common not only with recurring themes in world literature and mythology in general, but even more with occult, hermetic, esoteric traditions in Western culture in particular. The plot appears to represent the effort of the artist to transcend material limitations, to reach enlightenment, to acquire the power of the transcendental. This process often takes the form of a search, a quest or a process of creation: looking for the most precious thing on earth (The Holy Grail, the Philosopher’s Stone, Aqua Vitae, the Golden Flower, etc.), or trying to produce gold, the most precious material. This process of creation usually involves three stages, just like the quest of Owen to reach the union of matter and spirit: he also goes through three stages, restarting the process of producing the golden butterfly two times. In this respect, this artistic creation is very similar to the tradition of alchemy in Western esotericism, in which the alchemist strives to produce gold. This reading will also provide an answer to the seemingly puzzling ending of the plot. We see that Owen’s work unfolds on two levels: he is working on the mechanical, golden butterfly on the surface, but in the deep structure of the plot in the meantime he is continuously working on something else. When the butterfly is destroyed in the end, this will have no effect on him, because it turns out that the mechanism was only an outward symbol of what he has already achieved inside his soul during the process:



 



“And as for Owen Warland, he looked placidly at what seemed the ruin of his life’s labor, and which was yet no ruin. He had caught a far other butterfly than this. When the artist rose high enough to achieve the beautiful, the symbol by which he made it perceptible to mortal senses became of little value in his eyes while his spirit possessed itself in the enjoyment of the reality.”



 



The mechanical golden butterfly is only needed as a symbol which will show to the mortal human beings that the artist is ready, completed his journey, and has achieved the inner, spiritual perfection. This is again very similar to the aspiration of the artist in the alchemical tradition: when gold is finally produced by the alchemist, he will be no longer interested in it, because the availability of the gold merely signifies that the much more important thing, the real goal of the process, the inner spiritual perfection has been achieved.



 



A word of caution: of course, we are not claiming in this interpretation that Owen is an alchemist, Danforth is Hephaestus, Hovenden is Satan and the live butterfly is Hermes. We are using these analogies and parallels to understand the imagery, the connotative levels of meaning and the philosophy of the narrative in a broader context and to come up with a coherent explanation for the events and themes in the plot. Several other readings might just as well be possible, but for want of space and time we cannot pursue this interpretation any further here.
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III Third level of meaning





The lily is a traditional symbol of purity, innocence, virginity. It is a customary and almost mandatory attribute of the Virgin Mary in medieval and renaissance paintings of the Annunciation. As an attribute it expresses that the Knight, the Poet had been innocent, a “virgin” poet before the encounter with the Lady-Muse, so the poem is about the birth of the first poem by the romantic poet. The rose, a traditional symbol of love on his face is fading now, so the love-encounter is over, the Muse has been lost, but it is the fate of the romantic poet to have a never-ending desire to escape from the actual reality and go back to the world of imaginative creation, the world of the Muse. Thus, at this level of meaning, we can interpret the text as a poetic account of the first artistic production of the poet, as well as a poetic representation of the typically romantic understanding of the fate, the destiny of the artist. In romantic poetry the artist is often represented as a social outcast who is not understood by the environment, and commutes incessantly between the world of reality and the world of artistic imagination. The French title alludes to a traditional image of the “femme fatal” type of Muse, the fatal attraction of the world of creation, which is internationally present in world literature.
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Előszó





Introduction to the Study of Cultures and Literatures in English című digitális tankönyv rövid bemutatása:



 



A digitális tankönyv a tanárképzés első évében kötelező bevezető évfolyam-előadáshoz szükséges ismereteket tartalmazza. A kurzus jellege miatt az előadáson a hallgatókkal való egyéni kapcsolattartás lehetőségei korlátozottak, ezért a digitális tananyag arra törekszik, hogy a tanárjelöltek számára lehetőség nyíljon az előadáson való részvétel mellett egyénileg és kisebb csoportokban is felkészülni a vizsgára – így az előadáson elhangzott tananyagot önállóan, saját tempójukban is fel tudják dolgozni. A különösen érdeklődő hallgatók számára lehetővé válik, hogy ismereteiket és készségeiket a kötelező tananyagon túl is fejleszteni tudják (és így bekapcsolódjanak a tehetséggondozásba is). A kurzus a szakmai továbbképzéseket is segíti: a szakterület multidiszciplináris volta révén szerteágazó ismereteket nyújt számos kurrens kutatási terület aktuális kérdéseiről és ismereteiről.



 



A kurzus összefoglalja és példákon demonstrálja az anglisztika tanulmányok megkezdéséhez szükséges ismereteket, ezen felül pedig alapozó ismereteket nyújt nyelvészeti , irodalmi, kulturális, történelmi és országismereti témákban, a képzési követelmények 4.2.2 pontjának megfelelően. Az anglisztika tanulmányozásába való bevezetés során különösen hangsúlyos a tudományterület dinamikusan fejlődő volta, az érintett angol nyelvű kultúrák sokfélesége, a diszciplína kialakulásának története és a társtudományokkal való viszonya. Központi szerepet kap a nyelv, a kommunikáció, a szöveg és az irodalom több szempontú megközelítése és definíciója, a kultúra társadalmi és történelmi rétegzettsége, annak irodalmi és művészeti példákon való szemléltetése, nyelvi és vizuális rétegeinek viszonya – elsősorban az anglisztika területén érintett társadalmak tekintetében. A kurzus ezáltal a következő kompetenciákat fejleszti: az angol nyelvű kultúrák, azok hasonlóságainak és különbségeinek ismerete, kultúrák közötti közvetítés, interkulturális kompetencia fejlesztése, az irodalomtörténet régebbi és kortárs műveinek, a célnyelvi kultúra egyéb megjelenési formáinak, az ezekről szóló szakirodalomnak kritikus értelmezése és áttekintése. Az első fejezet általános tudományelméleti és diszciplináris alapozása utána második fejezet részletesebben kifejti a műfajok és az irodalmi szövegek kritikus megértéséhez szükséges technikai és elméleti tudásanyagot.



 



A kultúra és a nyelv mint tág értelemben vett szimbolikus rendszer tanulmányozásával a tananyag fejleszti az esztétikai-művészeti tudatosságot, segít a különböző művészeti ágak közötti viszony (és annak dinamikus változásai) feltérképezésében, ismereteket nyújt a populáris kultúra - magas kultúra problémájáról, és példákon keresztül demonstrálja az ízlés változásaival kapcsolatos gyakorlati és elméleti kérdéseket. Segíti szakmai kompetenciák létrejöttét is: fejleszti az idegennyelvi kommunikációt, de ezen túl más kultúrák megértését, szociokulturális, interkulturális készségek fejlesztését, a kultúrák különbözőségét és hasonlóságát, a mindennapi élet kultúráját.



 



A kurzus tanulási képességeket is fejleszt a könyvtárhasználat, a kutatáshoz szükséges adatbázisok ismertetésével; bemutatja a kutatás és az értelmezés fázisait, technikai és elméleti eszköztárát.
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I Preliminaries





1. Textual scholarship and the canon



 



In order to study literature, we need to have access to the LWA itself, or more precisely, to the text. This appears to be no problem if we are dealing with modern literature in a culture where texts are generally accessible, since all the textual products of writers are generally made available in various editions to the general public.



 



However, the situation is more complex if we are dealing with older literature, when the texts are not totally reliable, when they have various different versions, when there is no authoritative original manuscript to rely on, or when we are in a culture where the political regime imposes censorship, and not all the textual products are made available to the general practice.



 



Philology (textual scholarship) studies the various available versions of a text, and tries to provide a standardized version.



 



Philology:



 



            - a necessary prerequisite for criticism and literary history;



            - has to provide the basis for study: the TEXT itself;



            - thus, it always has an inevitable ideological function in the historically specific canon-formation: editors of manuscripts and texts are always influenced by the current ideology and taste of culture when they make decisions about the texts, especially when there are many variants ;



            - has an especially important role in the study of older texts: which version is “authentic”, which one are we supposed to examine?



            - Hamlet, for example, has three contemporary forms (First Quarto 1603, Second Quarto 1604, First Folio 1623): philology studies the stylistic, morphological, structural variations, and puts together “a final version” – when we do academic work, it is important to consult a critical edition which includes historical and textological introduction, glossaries, explanations of words, and the different variants of the text or parts of the text;



Textual scholarship appears to be neutral and objective, but this is only the surface. Philology has to make choices (which version, which spelling, which amendment to accept as authentic and which ones to neglect), and these choices are always determined, manipulated by the contemporary cultural taste, ideology, politics. Under the communist – socialist regime, Szabad ötletek jegyzéke by Attila József was considered to be incompatible with the socialist image of “the poet of the proletariat,” and it was not included in the editions of his writings. Thus, this writing was not part of the official canon for a long time.



In a similar fashion, no women were supposed to write and publish in traditional, patriarchal, male dominated societies, so women writers in the English Renaissance or in Victorian England could not publish their writings, and these texts got canonized only later. If we check the Norton Anthology of American Literature, we realize that there are different historical times when it starts to include black, native America, gay, lesbian, or homosexual writers who had been impossible to widely publish before that point of time.



 



 



2. Traditional approaches



 



These are the oldest, most traditional and probably the best known critical approaches. They employ concepts that are highly problematic from a theoretical point of view. Still, they are quite common in textbooks and writings that rely on “a common sense approach” to literature. Since no linguistic or semiotic theoretical considerations were observed yet, these approaches made no difference between the idea of the TEXT and the idea of the LWA.



 



a/ Historical-Biographical approaches



 



Old historicism: in this approach, the study of literature is always subordinated to some more important discipline (history, theology, geography), the study of literature is a helping tool for other research.



 



            - they emphasize the “topical” quality of the work: the LWA automatically reflects the contemporary historical atmosphere and setting, we need background knowledge to interpret the work;



            - the argument about environmental determinism: space, milieu, history is reflected, mirrored in the work: the author always writes about the current social determinations;



            - the personal biography of the author helps us to reveal how his/her life is manifest in the work.



 



b/ Moral-Philosophical approaches



           



 



Essentialism: in these approaches we very often find the generalizing argument that literature and the study of literature are important because these texts teach us the most fundamental, essential values of the human condition.



 



            - these trends go back to classical moralism and utilitarianism;



            - Horace: „dulce and utile”: entertain and instruct – according to this classical tenet, literature is important, tolerable and useful because it simultaneously teaches and gives us delight;



            - the larger function of literature is to teach morality (social corrective role) and to investigate the basic „transhistorical” philosophical issues.



 



The key arguments of these trends are more and more difficult to accept nowadays since we tend to realize that these “transhistorically essential” values are just abstractions, they do not really exist independent of context, and the same categories or words might mean very different things in different historical periods. The category of love exits in the beginning of the 21th century and it also existed in Renaissance England, but we still cannot be sure that we have the same concept and the same meaning when we read “love” in a Shakespearean comedy, in a Latin-American love story, or a Hollywood soap opera.
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Literary communication





On the basis of the above, we see more clearly now that readers and scholars of literature are studying texts, and not meanings directly emanating to us from the consciousnesses of authors.



We can make our model of literary communication more precise.



Sender (Sd1) ---------------- signifiers (Sr) ---------- Receiver (Sd2)



Author (meaning1) ---------------- TEXT (Sr) --------------- Reader (meaning2)



Unless we employ absolutely the same codes, the meaning we establish in our consciousness will most probably be different from the meaning the author had in mind. The author was writing on the basis of his/her codes, we are reading on the basis of our own codes. Since readers and authors tend to depend on different historical, cultural, political ideological backgrounds, their codes are not identical. In other words, they use the signifiers on the basis of different contexts.



Why is it impossible to understand the signifiers without codes? The semiotic explanation for this, as Saussure already argued, is that in the elements of the signifying system, that is, in the linguistic signs, the relationship between the signifier and the signified is not a natural, empirically determined relationship, but an arbitrary, socially determined, conventional relationship. If we consider a signifier, e.g., the sound sequence “apple”, this signifier can be employed to refer to the mental image of the fruit in our consciousness NOT because it is in some inherent, intrinsic or naturally established connection with the piece of reality, i.e., the fruit: the sound sequence “apple” does not look, smell, feel, or taste like the fruit, and it does not contain a piece of the fruit, either. It is a social convention which sets up this relationship between the signifier and the mental concept, i.e., the signified. This social convention, this rule is the code. This is why in different languages different words are used for the same element of reality. The Hungarian speaker and the English speaker both see the same element of reality in front of them, but one will say “apple” while the other will say “alma.” Neither of these two words as signifiers has a direct, natural connection with the element of reality.



We can again arrive at two new realizations:





		Meaning depends on the codes we use in the process of communication.



		Codes depend on the context in which we use them, that is: meaning is always context-dependent.







This will explain why different readers read and understand the same TEXT in various different ways in different historical periods, in different cultures, in different contexts. The reason is that in fact they are not reading the literary work of art but the text, which is just a potential for meaning, a special system of signifiers.



The LWA has to be “actualized”, activated and brought into being by the reader on the basis of the text.



Thus, the LWA is not something stable, permanent, identical, but it is dependent on the codes, the cultural backgrounds, the contexts of the readers who actualize the LWA on the basis of the text. It follows that various readers, that is, various interpretive communities will have various different readings of, reactions to, evaluations about the same TEXT.



TEXT ---------------------------------reading--------------------------------- INTERPRETATION



material sign-vehicle ------ interaction ------ meaning in the reader’s consciousness



 If we want to formulate this in more theoretical terms, we will realize that the Literary Work of Art is not an objective, empirical entity, since meaning or a system of signifieds does not exist objectively, independent of the human consciousness. The LWA, just like the category of literariness, depends on the receiver’s consciousness, his/her codes, and these are all determined by the social, cultural, ideological background.



We reach two final conclusions:



1. The LWA is an intentional object, it is determined by the interpretive consciousness, and not by the authorial intention. At the same time, the reader is a member of a reading community, and his/her consciousness will be determined in the reading process by the codes used in the immediate context of reading and the larger context of his/her cultural background.



2. Literariness is always a context-dependent social value-judgement, not an objective quality.
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6. Narrative Fiction





We are now turning to the second main kind of literature, narrative fiction. To understand narrative fiction, first of all we need to see what makes a text narrative.









Task / groupwork





Study the two texts below, and observe the main differences between them.









		

„There was a young lady of Niger
Who smiled as she rode on a tiger.
They returned from the ride
With the lady inside
And the smile on the face of the tiger.”





		

„Roses are red
Violets are blue
Sugar is sweet
And so are you.”


























We can establish that the main difference between these texts is that the first contains a story, while the second just talks about a world, without any changes.



The first text is a narrative text: a narrative contains a story, there is at least one event in the story, and at least one change (movement from one state of affairs into another) makes an event.



The second text is a non-narrative (world-representing) text: it contains no story.









Definition





Narrative fiction is the succession of events narrated in verbal medium. The events do not have to be real, they can be taking place in a possible world, but the elements of the narrative have to constitute a coherent whole.














A narrative has three levels or dimensions in which it is realized:









		STORY

		TEXT

		NARRATION







		events
character

		time
characterization
focalization
(point of view)

		levels and voices











THE STORY



The story is an abstraction from the represented world (the fictional reality) in the narrative. This is the essence of the narrative that can be paraphrased, it is transferable from medium to medium (the same story can be used in a drama, a novel, a film, a musical production, as in Othello: the drama by Shakespeare, the opera by Verdi and the film by Orson Welles). The story is a chronological succession of events (e.g., the life of Churchill as it happened from birth to death) which is shaped into a plot by the writer in the actual narrative (e.g., The Life of Churchill: a novel which might start with Churchill on his deathbed, and continue in the second chapter with his childhood, etc.).



The story includes characters which can be classified on the basis of:









		COMPLEXITY

		DEVELOPMENT

		PENETRATION







		round (complex) characters
or
flat (stock, one-sided) characters

		developing
or
non-developing
characters

		we get an insight
into the inner life
of the characters











THE TEXT



On the level of the text, the story is realized as a plot, which is an actual succession of events, and this is done through several techniques.










1. Time techniques



It is always important to observe the difference between text time (the amount of time the reader needs to read the tex) and story time (the amount of time that elapses in the story while you read the text).



 



order:



analepsis: flashback, the plot jumps back in time



prolepsis: flashforward, the plot jumps forward in time



duration:



acceleration: the story time speeds up (ellipsis: maximum speed)



scene: the story duration is almost same as the text duration



deceleration: the story time is slowed down (descriptive pause: minimum speed, the story time halts)



Obviously, in the most important parts the text time is longer than the story time, because the events are narrated in great detail, while in less important parts less detail, less text time is devoted to a larger part of the story.



 



2. Characterization techniques 




Textual character indicators:



 



a/ direct definition: the character trait of the person is named directly, e.g., by an adjective



b/ indirect presentation: this technique displays the character trait instead of naming it, and we find out about the features of the character through the action, speech, appearance, or the environment










3. Focalization techniques



Focalization is perhaps the most important, most characteristic and most complex technique in the narrative. The story is presented in the text through the mediation of some perspective, an angle of vision. Thus, focalization is the system of points of view in narrative fiction.







Types of focalization:



As far as the position of the perspective is concerned in relation to the story, focalization is either external focalization or internal focalization.



As far as the persistence of the perspective is concerned, focalization can be fixed, variable, or multiple. 




 



Facets of focalization:











		Perceptual facet:

		*space:

		external:

		„bird's eye view”







		 

		 

		internal:

		limited observer







		 

		*time: 

		external:

		

panchronic











		 

		 

		 

		retrospective







		 

		 

		internal:

		synchronous







		Psychological facet:

		*cognitive component:

		 

		 







		 

		 

		external:

		unrestricted







		 

		 

		internal:

		restricted knowledge







		 

		 

		 

		 







		 

		*emotive component:

		 

		 







		 

		 

		external:

		objective (neutral)







		 

		 

		internal:

		subjective (coloured)







		 

		 

		 

		 







		Ideological facet:

		*one dominant perspective (usually the narrator-focalizer's)







		 

		*plurality of ideological positions







		 

		 

		without an authoritative one: polyphony














The polyphonic novel provides the reader with the greatest challenge, because we have to decide which ideological perspective we trust. In a polyphonic novel, the plot might be unfolding through the narration of several narrators, each having a different ideological position. Suppose we have a novel about the financial crisis in 2008, with different narrators appearing again and again: a banker, a shop assistant, an unemployed university professor, a prostitute, a corporate lawyer and a congressman. Which one are you going to believe?



 









Review questions





1. What is the difference between story and plot?



2. What is the difference between a narrative and a non-narrative text?



3. Is the narrator always present as a character in a narrative?



4. What is the difference between a flat and a round character?



5. Find examples for a polyphonic novel in your readings!



6. Find examples for differences in text time and story time in your readings!
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Language and Critical Thinking





These semiotic considerations are of course central not only to the study of literature, but also to the study of culture in general, and any kind of critical cultural study has to be based on this semiotic understanding of culture as meaning-creation. Semiotics reveals to us that we encounter language everywhere in our social existence, since all the different kinds of knowledge we have about the reality around us are available to us through the language spoken by our culture. This means, in a central thesis of critical cultural studies, that the meanings of the elements of reality are not “out there.” Meaning is not an inherent attribute of reality, in the same way as it is not the inherent attribute of texts, either; it is produced by our culture in a continuous and historical process, and the same text, the same element of reality or the same social phenomenon may have different meanings to society in different historical periods. 



Shakespeare’s dramas were very fashionable and idolized in certain historical periods, and less popular in others. Women were considered to be inferior to men in social standing and mental capacities for many centuries, and even suffrage was denied to them until the 20th century. Nowadays, it would be very strange to say in our culture that women cannot vote. There was a time when homosexuality was considered to be a contagious disease – this sounds ridiculous to us now.



The meanings, the “truths” about reality which are offered to us by our culture are not essential, unchangeable, absolute truths, but social productions about which there is a current social, conventional agreement by the majority of society or by those who have the power to say what the truth is. This is why it is always very important to be critical about all the different languages that are circulating around us in culture as discourses, as language in social use (literary, scientific, cultural, educational, religious discourses, the discourses of fashion, health, morals, legality, sexuality, etc.). These discourses are not grounded in absolute, unchangeable truths, but in social belief and ideological interest: we have to be critical when we use or study them, and this perspective of critical thinking is the most important thing to master in academic studies.
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return(!i||i!==r&&!b.contains(r,i))&&(e.type=o.origType,n=o.handler.apply(this,arguments),e.type=t),n}}}),b.support.submitBubbles||(b.event.special.submit={setup:function(){return b.nodeName(this,"form")?!1:(b.event.add(this,"click._submit keypress._submit",function(e){var n=e.target,r=b.nodeName(n,"input")||b.nodeName(n,"button")?n.form:t;r&&!b._data(r,"submitBubbles")&&(b.event.add(r,"submit._submit",function(e){e._submit_bubble=!0}),b._data(r,"submitBubbles",!0))}),t)},postDispatch:function(e){e._submit_bubble&&(delete e._submit_bubble,this.parentNode&&!e.isTrigger&&b.event.simulate("submit",this.parentNode,e,!0))},teardown:function(){return b.nodeName(this,"form")?!1:(b.event.remove(this,"._submit"),t)}}),b.support.changeBubbles||(b.event.special.change={setup:function(){return Z.test(this.nodeName)?(("checkbox"===this.type||"radio"===this.type)&&(b.event.add(this,"propertychange._change",function(e){"checked"===e.originalEvent.propertyName&&(this._just_changed=!0)}),b.event.add(this,"click._change",function(e){this._just_changed&&!e.isTrigger&&(this._just_changed=!1),b.event.simulate("change",this,e,!0)})),!1):(b.event.add(this,"beforeactivate._change",function(e){var t=e.target;Z.test(t.nodeName)&&!b._data(t,"changeBubbles")&&(b.event.add(t,"change._change",function(e){!this.parentNode||e.isSimulated||e.isTrigger||b.event.simulate("change",this.parentNode,e,!0)}),b._data(t,"changeBubbles",!0))}),t)},handle:function(e){var n=e.target;return this!==n||e.isSimulated||e.isTrigger||"radio"!==n.type&&"checkbox"!==n.type?e.handleObj.handler.apply(this,arguments):t},teardown:function(){return b.event.remove(this,"._change"),!Z.test(this.nodeName)}}),b.support.focusinBubbles||b.each({focus:"focusin",blur:"focusout"},function(e,t){var n=0,r=function(e){b.event.simulate(t,e.target,b.event.fix(e),!0)};b.event.special[t]={setup:function(){0===n++&&o.addEventListener(e,r,!0)},teardown:function(){0===--n&&o.removeEventListener(e,r,!0)}}}),b.fn.extend({on:function(e,n,r,i,o){var a,s;if("object"==typeof e){"string"!=typeof n&&(r=r||n,n=t);for(a in e)this.on(a,n,r,e[a],o);return this}if(null==r&&null==i?(i=n,r=n=t):null==i&&("string"==typeof n?(i=r,r=t):(i=r,r=n,n=t)),i===!1)i=ot;else if(!i)return this;return 1===o&&(s=i,i=function(e){return b().off(e),s.apply(this,arguments)},i.guid=s.guid||(s.guid=b.guid++)),this.each(function(){b.event.add(this,e,i,r,n)})},one:function(e,t,n,r){return this.on(e,t,n,r,1)},off:function(e,n,r){var i,o;if(e&&e.preventDefault&&e.handleObj)return i=e.handleObj,b(e.delegateTarget).off(i.namespace?i.origType+"."+i.namespace:i.origType,i.selector,i.handler),this;if("object"==typeof e){for(o in e)this.off(o,n,e[o]);return this}return(n===!1||"function"==typeof n)&&(r=n,n=t),r===!1&&(r=ot),this.each(function(){b.event.remove(this,e,r,n)})},bind:function(e,t,n){return this.on(e,null,t,n)},unbind:function(e,t){return this.off(e,null,t)},delegate:function(e,t,n,r){return this.on(t,e,n,r)},undelegate:function(e,t,n){return 1===arguments.length?this.off(e,"**"):this.off(t,e||"**",n)},trigger:function(e,t){return this.each(function(){b.event.trigger(e,t,this)})},triggerHandler:function(e,n){var r=this[0];return r?b.event.trigger(e,n,r,!0):t}}),function(e,t){var n,r,i,o,a,s,u,l,c,p,f,d,h,g,m,y,v,x="sizzle"+-new Date,w=e.document,T={},N=0,C=0,k=it(),E=it(),S=it(),A=typeof t,j=1<<31,D=[],L=D.pop,H=D.push,q=D.slice,M=D.indexOf||function(e){var t=0,n=this.length;for(;n>t;t++)if(this[t]===e)return t;return-1},_="[\\x20\\t\\r\\n\\f]",F="(?:\\\\.|[\\w-]|[^\\x00-\\xa0])+",O=F.replace("w","w#"),B="([*^$|!~]?=)",P="\\["+_+"*("+F+")"+_+"*(?:"+B+_+"*(?:(['\"])((?:\\\\.|[^\\\\])*?)\\3|("+O+")|)|)"+_+"*\\]",R=":("+F+")(?:\\(((['\"])((?:\\\\.|[^\\\\])*?)\\3|((?:\\\\.|[^\\\\()[\\]]|"+P.replace(3,8)+")*)|.*)\\)|)",W=RegExp("^"+_+"+|((?:^|[^\\\\])(?:\\\\.)*)"+_+"+$","g"),$=RegExp("^"+_+"*,"+_+"*"),I=RegExp("^"+_+"*([\\x20\\t\\r\\n\\f>+~])"+_+"*"),z=RegExp(R),X=RegExp("^"+O+"$"),U={ID:RegExp("^#("+F+")"),CLASS:RegExp("^\\.("+F+")"),NAME:RegExp("^\\[name=['\"]?("+F+")['\"]?\\]"),TAG:RegExp("^("+F.replace("w","w*")+")"),ATTR:RegExp("^"+P),PSEUDO:RegExp("^"+R),CHILD:RegExp("^:(only|first|last|nth|nth-last)-(child|of-type)(?:\\("+_+"*(even|odd|(([+-]|)(\\d*)n|)"+_+"*(?:([+-]|)"+_+"*(\\d+)|))"+_+"*\\)|)","i"),needsContext:RegExp("^"+_+"*[>+~]|:(even|odd|eq|gt|lt|nth|first|last)(?:\\("+_+"*((?:-\\d)?\\d*)"+_+"*\\)|)(?=[^-]|$)","i")},V=/[\x20\t\r\n\f]*[+~]/,Y=/^[^{]+\{\s*\[native code/,J=/^(?:#([\w-]+)|(\w+)|\.([\w-]+))$/,G=/^(?:input|select|textarea|button)$/i,Q=/^h\d$/i,K=/'|\\/g,Z=/\=[\x20\t\r\n\f]*([^'"\]]*)[\x20\t\r\n\f]*\]/g,et=/\\([\da-fA-F]{1,6}[\x20\t\r\n\f]?|.)/g,tt=function(e,t){var n="0x"+t-65536;return n!==n?t:0>n?String.fromCharCode(n+65536):String.fromCharCode(55296|n>>10,56320|1023&n)};try{q.call(w.documentElement.childNodes,0)[0].nodeType}catch(nt){q=function(e){var t,n=[];while(t=this[e++])n.push(t);return n}}function rt(e){return Y.test(e+"")}function it(){var e,t=[];return e=function(n,r){return t.push(n+=" ")>i.cacheLength&&delete e[t.shift()],e[n]=r}}function ot(e){return e[x]=!0,e}function at(e){var t=p.createElement("div");try{return e(t)}catch(n){return!1}finally{t=null}}function st(e,t,n,r){var i,o,a,s,u,l,f,g,m,v;if((t?t.ownerDocument||t:w)!==p&&c(t),t=t||p,n=n||[],!e||"string"!=typeof e)return n;if(1!==(s=t.nodeType)&&9!==s)return[];if(!d&&!r){if(i=J.exec(e))if(a=i[1]){if(9===s){if(o=t.getElementById(a),!o||!o.parentNode)return n;if(o.id===a)return n.push(o),n}else if(t.ownerDocument&&(o=t.ownerDocument.getElementById(a))&&y(t,o)&&o.id===a)return n.push(o),n}else{if(i[2])return H.apply(n,q.call(t.getElementsByTagName(e),0)),n;if((a=i[3])&&T.getByClassName&&t.getElementsByClassName)return H.apply(n,q.call(t.getElementsByClassName(a),0)),n}if(T.qsa&&!h.test(e)){if(f=!0,g=x,m=t,v=9===s&&e,1===s&&"object"!==t.nodeName.toLowerCase()){l=ft(e),(f=t.getAttribute("id"))?g=f.replace(K,"\\$&"):t.setAttribute("id",g),g="[id='"+g+"'] ",u=l.length;while(u--)l[u]=g+dt(l[u]);m=V.test(e)&&t.parentNode||t,v=l.join(",")}if(v)try{return H.apply(n,q.call(m.querySelectorAll(v),0)),n}catch(b){}finally{f||t.removeAttribute("id")}}}return wt(e.replace(W,"$1"),t,n,r)}a=st.isXML=function(e){var t=e&&(e.ownerDocument||e).documentElement;return t?"HTML"!==t.nodeName:!1},c=st.setDocument=function(e){var n=e?e.ownerDocument||e:w;return n!==p&&9===n.nodeType&&n.documentElement?(p=n,f=n.documentElement,d=a(n),T.tagNameNoComments=at(function(e){return e.appendChild(n.createComment("")),!e.getElementsByTagName("*").length}),T.attributes=at(function(e){e.innerHTML="<select></select>";var t=typeof e.lastChild.getAttribute("multiple");return"boolean"!==t&&"string"!==t}),T.getByClassName=at(function(e){return e.innerHTML="<div class='hidden e'></div><div class='hidden'></div>",e.getElementsByClassName&&e.getElementsByClassName("e").length?(e.lastChild.className="e",2===e.getElementsByClassName("e").length):!1}),T.getByName=at(function(e){e.id=x+0,e.innerHTML="<a name='"+x+"'></a><div name='"+x+"'></div>",f.insertBefore(e,f.firstChild);var t=n.getElementsByName&&n.getElementsByName(x).length===2+n.getElementsByName(x+0).length;return T.getIdNotName=!n.getElementById(x),f.removeChild(e),t}),i.attrHandle=at(function(e){return e.innerHTML="<a href='#'></a>",e.firstChild&&typeof e.firstChild.getAttribute!==A&&"#"===e.firstChild.getAttribute("href")})?{}:{href:function(e){return e.getAttribute("href",2)},type:function(e){return e.getAttribute("type")}},T.getIdNotName?(i.find.ID=function(e,t){if(typeof t.getElementById!==A&&!d){var n=t.getElementById(e);return n&&n.parentNode?[n]:[]}},i.filter.ID=function(e){var t=e.replace(et,tt);return function(e){return e.getAttribute("id")===t}}):(i.find.ID=function(e,n){if(typeof n.getElementById!==A&&!d){var r=n.getElementById(e);return r?r.id===e||typeof r.getAttributeNode!==A&&r.getAttributeNode("id").value===e?[r]:t:[]}},i.filter.ID=function(e){var t=e.replace(et,tt);return function(e){var n=typeof e.getAttributeNode!==A&&e.getAttributeNode("id");return n&&n.value===t}}),i.find.TAG=T.tagNameNoComments?function(e,n){return typeof n.getElementsByTagName!==A?n.getElementsByTagName(e):t}:function(e,t){var n,r=[],i=0,o=t.getElementsByTagName(e);if("*"===e){while(n=o[i++])1===n.nodeType&&r.push(n);return r}return o},i.find.NAME=T.getByName&&function(e,n){return typeof n.getElementsByName!==A?n.getElementsByName(name):t},i.find.CLASS=T.getByClassName&&function(e,n){return typeof n.getElementsByClassName===A||d?t:n.getElementsByClassName(e)},g=[],h=[":focus"],(T.qsa=rt(n.querySelectorAll))&&(at(function(e){e.innerHTML="<select><option selected=''></option></select>",e.querySelectorAll("[selected]").length||h.push("\\["+_+"*(?:checked|disabled|ismap|multiple|readonly|selected|value)"),e.querySelectorAll(":checked").length||h.push(":checked")}),at(function(e){e.innerHTML="<input type='hidden' i=''/>",e.querySelectorAll("[i^='']").length&&h.push("[*^$]="+_+"*(?:\"\"|'')"),e.querySelectorAll(":enabled").length||h.push(":enabled",":disabled"),e.querySelectorAll("*,:x"),h.push(",.*:")})),(T.matchesSelector=rt(m=f.matchesSelector||f.mozMatchesSelector||f.webkitMatchesSelector||f.oMatchesSelector||f.msMatchesSelector))&&at(function(e){T.disconnectedMatch=m.call(e,"div"),m.call(e,"[s!='']:x"),g.push("!=",R)}),h=RegExp(h.join("|")),g=RegExp(g.join("|")),y=rt(f.contains)||f.compareDocumentPosition?function(e,t){var n=9===e.nodeType?e.documentElement:e,r=t&&t.parentNode;return e===r||!(!r||1!==r.nodeType||!(n.contains?n.contains(r):e.compareDocumentPosition&&16&e.compareDocumentPosition(r)))}:function(e,t){if(t)while(t=t.parentNode)if(t===e)return!0;return!1},v=f.compareDocumentPosition?function(e,t){var r;return e===t?(u=!0,0):(r=t.compareDocumentPosition&&e.compareDocumentPosition&&e.compareDocumentPosition(t))?1&r||e.parentNode&&11===e.parentNode.nodeType?e===n||y(w,e)?-1:t===n||y(w,t)?1:0:4&r?-1:1:e.compareDocumentPosition?-1:1}:function(e,t){var r,i=0,o=e.parentNode,a=t.parentNode,s=[e],l=[t];if(e===t)return u=!0,0;if(!o||!a)return e===n?-1:t===n?1:o?-1:a?1:0;if(o===a)return ut(e,t);r=e;while(r=r.parentNode)s.unshift(r);r=t;while(r=r.parentNode)l.unshift(r);while(s[i]===l[i])i++;return i?ut(s[i],l[i]):s[i]===w?-1:l[i]===w?1:0},u=!1,[0,0].sort(v),T.detectDuplicates=u,p):p},st.matches=function(e,t){return st(e,null,null,t)},st.matchesSelector=function(e,t){if((e.ownerDocument||e)!==p&&c(e),t=t.replace(Z,"='$1']"),!(!T.matchesSelector||d||g&&g.test(t)||h.test(t)))try{var n=m.call(e,t);if(n||T.disconnectedMatch||e.document&&11!==e.document.nodeType)return n}catch(r){}return st(t,p,null,[e]).length>0},st.contains=function(e,t){return(e.ownerDocument||e)!==p&&c(e),y(e,t)},st.attr=function(e,t){var n;return(e.ownerDocument||e)!==p&&c(e),d||(t=t.toLowerCase()),(n=i.attrHandle[t])?n(e):d||T.attributes?e.getAttribute(t):((n=e.getAttributeNode(t))||e.getAttribute(t))&&e[t]===!0?t:n&&n.specified?n.value:null},st.error=function(e){throw Error("Syntax error, unrecognized expression: "+e)},st.uniqueSort=function(e){var t,n=[],r=1,i=0;if(u=!T.detectDuplicates,e.sort(v),u){for(;t=e[r];r++)t===e[r-1]&&(i=n.push(r));while(i--)e.splice(n[i],1)}return e};function ut(e,t){var n=t&&e,r=n&&(~t.sourceIndex||j)-(~e.sourceIndex||j);if(r)return r;if(n)while(n=n.nextSibling)if(n===t)return-1;return e?1:-1}function lt(e){return function(t){var n=t.nodeName.toLowerCase();return"input"===n&&t.type===e}}function ct(e){return function(t){var n=t.nodeName.toLowerCase();return("input"===n||"button"===n)&&t.type===e}}function pt(e){return ot(function(t){return t=+t,ot(function(n,r){var i,o=e([],n.length,t),a=o.length;while(a--)n[i=o[a]]&&(n[i]=!(r[i]=n[i]))})})}o=st.getText=function(e){var t,n="",r=0,i=e.nodeType;if(i){if(1===i||9===i||11===i){if("string"==typeof e.textContent)return e.textContent;for(e=e.firstChild;e;e=e.nextSibling)n+=o(e)}else if(3===i||4===i)return e.nodeValue}else for(;t=e[r];r++)n+=o(t);return n},i=st.selectors={cacheLength:50,createPseudo:ot,match:U,find:{},relative:{">":{dir:"parentNode",first:!0}," ":{dir:"parentNode"},"+":{dir:"previousSibling",first:!0},"~":{dir:"previousSibling"}},preFilter:{ATTR:function(e){return e[1]=e[1].replace(et,tt),e[3]=(e[4]||e[5]||"").replace(et,tt),"~="===e[2]&&(e[3]=" "+e[3]+" "),e.slice(0,4)},CHILD:function(e){return e[1]=e[1].toLowerCase(),"nth"===e[1].slice(0,3)?(e[3]||st.error(e[0]),e[4]=+(e[4]?e[5]+(e[6]||1):2*("even"===e[3]||"odd"===e[3])),e[5]=+(e[7]+e[8]||"odd"===e[3])):e[3]&&st.error(e[0]),e},PSEUDO:function(e){var t,n=!e[5]&&e[2];return U.CHILD.test(e[0])?null:(e[4]?e[2]=e[4]:n&&z.test(n)&&(t=ft(n,!0))&&(t=n.indexOf(")",n.length-t)-n.length)&&(e[0]=e[0].slice(0,t),e[2]=n.slice(0,t)),e.slice(0,3))}},filter:{TAG:function(e){return"*"===e?function(){return!0}:(e=e.replace(et,tt).toLowerCase(),function(t){return t.nodeName&&t.nodeName.toLowerCase()===e})},CLASS:function(e){var t=k[e+" "];return t||(t=RegExp("(^|"+_+")"+e+"("+_+"|$)"))&&k(e,function(e){return t.test(e.className||typeof e.getAttribute!==A&&e.getAttribute("class")||"")})},ATTR:function(e,t,n){return function(r){var i=st.attr(r,e);return null==i?"!="===t:t?(i+="","="===t?i===n:"!="===t?i!==n:"^="===t?n&&0===i.indexOf(n):"*="===t?n&&i.indexOf(n)>-1:"$="===t?n&&i.slice(-n.length)===n:"~="===t?(" "+i+" ").indexOf(n)>-1:"|="===t?i===n||i.slice(0,n.length+1)===n+"-":!1):!0}},CHILD:function(e,t,n,r,i){var o="nth"!==e.slice(0,3),a="last"!==e.slice(-4),s="of-type"===t;return 1===r&&0===i?function(e){return!!e.parentNode}:function(t,n,u){var l,c,p,f,d,h,g=o!==a?"nextSibling":"previousSibling",m=t.parentNode,y=s&&t.nodeName.toLowerCase(),v=!u&&!s;if(m){if(o){while(g){p=t;while(p=p[g])if(s?p.nodeName.toLowerCase()===y:1===p.nodeType)return!1;h=g="only"===e&&!h&&"nextSibling"}return!0}if(h=[a?m.firstChild:m.lastChild],a&&v){c=m[x]||(m[x]={}),l=c[e]||[],d=l[0]===N&&l[1],f=l[0]===N&&l[2],p=d&&m.childNodes[d];while(p=++d&&p&&p[g]||(f=d=0)||h.pop())if(1===p.nodeType&&++f&&p===t){c[e]=[N,d,f];break}}else if(v&&(l=(t[x]||(t[x]={}))[e])&&l[0]===N)f=l[1];else while(p=++d&&p&&p[g]||(f=d=0)||h.pop())if((s?p.nodeName.toLowerCase()===y:1===p.nodeType)&&++f&&(v&&((p[x]||(p[x]={}))[e]=[N,f]),p===t))break;return f-=i,f===r||0===f%r&&f/r>=0}}},PSEUDO:function(e,t){var n,r=i.pseudos[e]||i.setFilters[e.toLowerCase()]||st.error("unsupported pseudo: "+e);return r[x]?r(t):r.length>1?(n=[e,e,"",t],i.setFilters.hasOwnProperty(e.toLowerCase())?ot(function(e,n){var i,o=r(e,t),a=o.length;while(a--)i=M.call(e,o[a]),e[i]=!(n[i]=o[a])}):function(e){return r(e,0,n)}):r}},pseudos:{not:ot(function(e){var t=[],n=[],r=s(e.replace(W,"$1"));return r[x]?ot(function(e,t,n,i){var o,a=r(e,null,i,[]),s=e.length;while(s--)(o=a[s])&&(e[s]=!(t[s]=o))}):function(e,i,o){return t[0]=e,r(t,null,o,n),!n.pop()}}),has:ot(function(e){return function(t){return st(e,t).length>0}}),contains:ot(function(e){return function(t){return(t.textContent||t.innerText||o(t)).indexOf(e)>-1}}),lang:ot(function(e){return X.test(e||"")||st.error("unsupported lang: "+e),e=e.replace(et,tt).toLowerCase(),function(t){var n;do if(n=d?t.getAttribute("xml:lang")||t.getAttribute("lang"):t.lang)return n=n.toLowerCase(),n===e||0===n.indexOf(e+"-");while((t=t.parentNode)&&1===t.nodeType);return!1}}),target:function(t){var n=e.location&&e.location.hash;return n&&n.slice(1)===t.id},root:function(e){return e===f},focus:function(e){return e===p.activeElement&&(!p.hasFocus||p.hasFocus())&&!!(e.type||e.href||~e.tabIndex)},enabled:function(e){return e.disabled===!1},disabled:function(e){return e.disabled===!0},checked:function(e){var t=e.nodeName.toLowerCase();return"input"===t&&!!e.checked||"option"===t&&!!e.selected},selected:function(e){return e.parentNode&&e.parentNode.selectedIndex,e.selected===!0},empty:function(e){for(e=e.firstChild;e;e=e.nextSibling)if(e.nodeName>"@"||3===e.nodeType||4===e.nodeType)return!1;return!0},parent:function(e){return!i.pseudos.empty(e)},header:function(e){return Q.test(e.nodeName)},input:function(e){return G.test(e.nodeName)},button:function(e){var t=e.nodeName.toLowerCase();return"input"===t&&"button"===e.type||"button"===t},text:function(e){var t;return"input"===e.nodeName.toLowerCase()&&"text"===e.type&&(null==(t=e.getAttribute("type"))||t.toLowerCase()===e.type)},first:pt(function(){return[0]}),last:pt(function(e,t){return[t-1]}),eq:pt(function(e,t,n){return[0>n?n+t:n]}),even:pt(function(e,t){var n=0;for(;t>n;n+=2)e.push(n);return e}),odd:pt(function(e,t){var n=1;for(;t>n;n+=2)e.push(n);return e}),lt:pt(function(e,t,n){var r=0>n?n+t:n;for(;--r>=0;)e.push(r);return e}),gt:pt(function(e,t,n){var r=0>n?n+t:n;for(;t>++r;)e.push(r);return e})}};for(n in{radio:!0,checkbox:!0,file:!0,password:!0,image:!0})i.pseudos[n]=lt(n);for(n in{submit:!0,reset:!0})i.pseudos[n]=ct(n);function ft(e,t){var n,r,o,a,s,u,l,c=E[e+" "];if(c)return t?0:c.slice(0);s=e,u=[],l=i.preFilter;while(s){(!n||(r=$.exec(s)))&&(r&&(s=s.slice(r[0].length)||s),u.push(o=[])),n=!1,(r=I.exec(s))&&(n=r.shift(),o.push({value:n,type:r[0].replace(W," ")}),s=s.slice(n.length));for(a in i.filter)!(r=U[a].exec(s))||l[a]&&!(r=l[a](r))||(n=r.shift(),o.push({value:n,type:a,matches:r}),s=s.slice(n.length));if(!n)break}return t?s.length:s?st.error(e):E(e,u).slice(0)}function dt(e){var t=0,n=e.length,r="";for(;n>t;t++)r+=e[t].value;return r}function ht(e,t,n){var i=t.dir,o=n&&"parentNode"===i,a=C++;return t.first?function(t,n,r){while(t=t[i])if(1===t.nodeType||o)return e(t,n,r)}:function(t,n,s){var u,l,c,p=N+" "+a;if(s){while(t=t[i])if((1===t.nodeType||o)&&e(t,n,s))return!0}else while(t=t[i])if(1===t.nodeType||o)if(c=t[x]||(t[x]={}),(l=c[i])&&l[0]===p){if((u=l[1])===!0||u===r)return u===!0}else if(l=c[i]=[p],l[1]=e(t,n,s)||r,l[1]===!0)return!0}}function gt(e){return e.length>1?function(t,n,r){var i=e.length;while(i--)if(!e[i](t,n,r))return!1;return!0}:e[0]}function mt(e,t,n,r,i){var o,a=[],s=0,u=e.length,l=null!=t;for(;u>s;s++)(o=e[s])&&(!n||n(o,r,i))&&(a.push(o),l&&t.push(s));return a}function yt(e,t,n,r,i,o){return r&&!r[x]&&(r=yt(r)),i&&!i[x]&&(i=yt(i,o)),ot(function(o,a,s,u){var l,c,p,f=[],d=[],h=a.length,g=o||xt(t||"*",s.nodeType?[s]:s,[]),m=!e||!o&&t?g:mt(g,f,e,s,u),y=n?i||(o?e:h||r)?[]:a:m;if(n&&n(m,y,s,u),r){l=mt(y,d),r(l,[],s,u),c=l.length;while(c--)(p=l[c])&&(y[d[c]]=!(m[d[c]]=p))}if(o){if(i||e){if(i){l=[],c=y.length;while(c--)(p=y[c])&&l.push(m[c]=p);i(null,y=[],l,u)}c=y.length;while(c--)(p=y[c])&&(l=i?M.call(o,p):f[c])>-1&&(o[l]=!(a[l]=p))}}else y=mt(y===a?y.splice(h,y.length):y),i?i(null,a,y,u):H.apply(a,y)})}function vt(e){var t,n,r,o=e.length,a=i.relative[e[0].type],s=a||i.relative[" "],u=a?1:0,c=ht(function(e){return e===t},s,!0),p=ht(function(e){return M.call(t,e)>-1},s,!0),f=[function(e,n,r){return!a&&(r||n!==l)||((t=n).nodeType?c(e,n,r):p(e,n,r))}];for(;o>u;u++)if(n=i.relative[e[u].type])f=[ht(gt(f),n)];else{if(n=i.filter[e[u].type].apply(null,e[u].matches),n[x]){for(r=++u;o>r;r++)if(i.relative[e[r].type])break;return yt(u>1&&gt(f),u>1&&dt(e.slice(0,u-1)).replace(W,"$1"),n,r>u&&vt(e.slice(u,r)),o>r&&vt(e=e.slice(r)),o>r&&dt(e))}f.push(n)}return gt(f)}function bt(e,t){var n=0,o=t.length>0,a=e.length>0,s=function(s,u,c,f,d){var h,g,m,y=[],v=0,b="0",x=s&&[],w=null!=d,T=l,C=s||a&&i.find.TAG("*",d&&u.parentNode||u),k=N+=null==T?1:Math.random()||.1;for(w&&(l=u!==p&&u,r=n);null!=(h=C[b]);b++){if(a&&h){g=0;while(m=e[g++])if(m(h,u,c)){f.push(h);break}w&&(N=k,r=++n)}o&&((h=!m&&h)&&v--,s&&x.push(h))}if(v+=b,o&&b!==v){g=0;while(m=t[g++])m(x,y,u,c);if(s){if(v>0)while(b--)x[b]||y[b]||(y[b]=L.call(f));y=mt(y)}H.apply(f,y),w&&!s&&y.length>0&&v+t.length>1&&st.uniqueSort(f)}return w&&(N=k,l=T),x};return o?ot(s):s}s=st.compile=function(e,t){var n,r=[],i=[],o=S[e+" "];if(!o){t||(t=ft(e)),n=t.length;while(n--)o=vt(t[n]),o[x]?r.push(o):i.push(o);o=S(e,bt(i,r))}return o};function xt(e,t,n){var r=0,i=t.length;for(;i>r;r++)st(e,t[r],n);return n}function wt(e,t,n,r){var o,a,u,l,c,p=ft(e);if(!r&&1===p.length){if(a=p[0]=p[0].slice(0),a.length>2&&"ID"===(u=a[0]).type&&9===t.nodeType&&!d&&i.relative[a[1].type]){if(t=i.find.ID(u.matches[0].replace(et,tt),t)[0],!t)return n;e=e.slice(a.shift().value.length)}o=U.needsContext.test(e)?0:a.length;while(o--){if(u=a[o],i.relative[l=u.type])break;if((c=i.find[l])&&(r=c(u.matches[0].replace(et,tt),V.test(a[0].type)&&t.parentNode||t))){if(a.splice(o,1),e=r.length&&dt(a),!e)return H.apply(n,q.call(r,0)),n;break}}}return s(e,p)(r,t,d,n,V.test(e)),n}i.pseudos.nth=i.pseudos.eq;function Tt(){}i.filters=Tt.prototype=i.pseudos,i.setFilters=new Tt,c(),st.attr=b.attr,b.find=st,b.expr=st.selectors,b.expr[":"]=b.expr.pseudos,b.unique=st.uniqueSort,b.text=st.getText,b.isXMLDoc=st.isXML,b.contains=st.contains}(e);var at=/Until$/,st=/^(?:parents|prev(?:Until|All))/,ut=/^.[^:#\[\.,]*$/,lt=b.expr.match.needsContext,ct={children:!0,contents:!0,next:!0,prev:!0};b.fn.extend({find:function(e){var t,n,r,i=this.length;if("string"!=typeof e)return r=this,this.pushStack(b(e).filter(function(){for(t=0;i>t;t++)if(b.contains(r[t],this))return!0}));for(n=[],t=0;i>t;t++)b.find(e,this[t],n);return n=this.pushStack(i>1?b.unique(n):n),n.selector=(this.selector?this.selector+" ":"")+e,n},has:function(e){var t,n=b(e,this),r=n.length;return this.filter(function(){for(t=0;r>t;t++)if(b.contains(this,n[t]))return!0})},not:function(e){return this.pushStack(ft(this,e,!1))},filter:function(e){return this.pushStack(ft(this,e,!0))},is:function(e){return!!e&&("string"==typeof e?lt.test(e)?b(e,this.context).index(this[0])>=0:b.filter(e,this).length>0:this.filter(e).length>0)},closest:function(e,t){var n,r=0,i=this.length,o=[],a=lt.test(e)||"string"!=typeof e?b(e,t||this.context):0;for(;i>r;r++){n=this[r];while(n&&n.ownerDocument&&n!==t&&11!==n.nodeType){if(a?a.index(n)>-1:b.find.matchesSelector(n,e)){o.push(n);break}n=n.parentNode}}return this.pushStack(o.length>1?b.unique(o):o)},index:function(e){return e?"string"==typeof e?b.inArray(this[0],b(e)):b.inArray(e.jquery?e[0]:e,this):this[0]&&this[0].parentNode?this.first().prevAll().length:-1},add:function(e,t){var n="string"==typeof e?b(e,t):b.makeArray(e&&e.nodeType?[e]:e),r=b.merge(this.get(),n);return this.pushStack(b.unique(r))},addBack:function(e){return this.add(null==e?this.prevObject:this.prevObject.filter(e))}}),b.fn.andSelf=b.fn.addBack;function pt(e,t){do e=e[t];while(e&&1!==e.nodeType);return e}b.each({parent:function(e){var t=e.parentNode;return t&&11!==t.nodeType?t:null},parents:function(e){return b.dir(e,"parentNode")},parentsUntil:function(e,t,n){return b.dir(e,"parentNode",n)},next:function(e){return pt(e,"nextSibling")},prev:function(e){return pt(e,"previousSibling")},nextAll:function(e){return b.dir(e,"nextSibling")},prevAll:function(e){return b.dir(e,"previousSibling")},nextUntil:function(e,t,n){return b.dir(e,"nextSibling",n)},prevUntil:function(e,t,n){return b.dir(e,"previousSibling",n)},siblings:function(e){return b.sibling((e.parentNode||{}).firstChild,e)},children:function(e){return b.sibling(e.firstChild)},contents:function(e){return b.nodeName(e,"iframe")?e.contentDocument||e.contentWindow.document:b.merge([],e.childNodes)}},function(e,t){b.fn[e]=function(n,r){var i=b.map(this,t,n);return at.test(e)||(r=n),r&&"string"==typeof r&&(i=b.filter(r,i)),i=this.length>1&&!ct[e]?b.unique(i):i,this.length>1&&st.test(e)&&(i=i.reverse()),this.pushStack(i)}}),b.extend({filter:function(e,t,n){return n&&(e=":not("+e+")"),1===t.length?b.find.matchesSelector(t[0],e)?[t[0]]:[]:b.find.matches(e,t)},dir:function(e,n,r){var i=[],o=e[n];while(o&&9!==o.nodeType&&(r===t||1!==o.nodeType||!b(o).is(r)))1===o.nodeType&&i.push(o),o=o[n];return i},sibling:function(e,t){var n=[];for(;e;e=e.nextSibling)1===e.nodeType&&e!==t&&n.push(e);return n}});function ft(e,t,n){if(t=t||0,b.isFunction(t))return b.grep(e,function(e,r){var i=!!t.call(e,r,e);return i===n});if(t.nodeType)return b.grep(e,function(e){return e===t===n});if("string"==typeof t){var r=b.grep(e,function(e){return 1===e.nodeType});if(ut.test(t))return b.filter(t,r,!n);t=b.filter(t,r)}return b.grep(e,function(e){return b.inArray(e,t)>=0===n})}function dt(e){var t=ht.split("|"),n=e.createDocumentFragment();if(n.createElement)while(t.length)n.createElement(t.pop());return n}var ht="abbr|article|aside|audio|bdi|canvas|data|datalist|details|figcaption|figure|footer|header|hgroup|mark|meter|nav|output|progress|section|summary|time|video",gt=/ jQuery\d+="(?:null|\d+)"/g,mt=RegExp("<(?:"+ht+")[\\s/>]","i"),yt=/^\s+/,vt=/<(?!area|br|col|embed|hr|img|input|link|meta|param)(([\w:]+)[^>]*)\/>/gi,bt=/<([\w:]+)/,xt=/<tbody/i,wt=/<|&#?\w+;/,Tt=/<(?:script|style|link)/i,Nt=/^(?:checkbox|radio)$/i,Ct=/checked\s*(?:[^=]|=\s*.checked.)/i,kt=/^$|\/(?:java|ecma)script/i,Et=/^true\/(.*)/,St=/^\s*<!(?:\[CDATA\[|--)|(?:\]\]|--)>\s*$/g,At={option:[1,"<select multiple='multiple'>","</select>"],legend:[1,"<fieldset>","</fieldset>"],area:[1,"<map>","</map>"],param:[1,"<object>","</object>"],thead:[1,"<table>","</table>"],tr:[2,"<table><tbody>","</tbody></table>"],col:[2,"<table><tbody></tbody><colgroup>","</colgroup></table>"],td:[3,"<table><tbody><tr>","</tr></tbody></table>"],_default:b.support.htmlSerialize?[0,"",""]:[1,"X<div>","</div>"]},jt=dt(o),Dt=jt.appendChild(o.createElement("div"));At.optgroup=At.option,At.tbody=At.tfoot=At.colgroup=At.caption=At.thead,At.th=At.td,b.fn.extend({text:function(e){return b.access(this,function(e){return e===t?b.text(this):this.empty().append((this[0]&&this[0].ownerDocument||o).createTextNode(e))},null,e,arguments.length)},wrapAll:function(e){if(b.isFunction(e))return this.each(function(t){b(this).wrapAll(e.call(this,t))});if(this[0]){var t=b(e,this[0].ownerDocument).eq(0).clone(!0);this[0].parentNode&&t.insertBefore(this[0]),t.map(function(){var e=this;while(e.firstChild&&1===e.firstChild.nodeType)e=e.firstChild;return e}).append(this)}return this},wrapInner:function(e){return b.isFunction(e)?this.each(function(t){b(this).wrapInner(e.call(this,t))}):this.each(function(){var t=b(this),n=t.contents();n.length?n.wrapAll(e):t.append(e)})},wrap:function(e){var t=b.isFunction(e);return this.each(function(n){b(this).wrapAll(t?e.call(this,n):e)})},unwrap:function(){return this.parent().each(function(){b.nodeName(this,"body")||b(this).replaceWith(this.childNodes)}).end()},append:function(){return this.domManip(arguments,!0,function(e){(1===this.nodeType||11===this.nodeType||9===this.nodeType)&&this.appendChild(e)})},prepend:function(){return this.domManip(arguments,!0,function(e){(1===this.nodeType||11===this.nodeType||9===this.nodeType)&&this.insertBefore(e,this.firstChild)})},before:function(){return this.domManip(arguments,!1,function(e){this.parentNode&&this.parentNode.insertBefore(e,this)})},after:function(){return this.domManip(arguments,!1,function(e){this.parentNode&&this.parentNode.insertBefore(e,this.nextSibling)})},remove:function(e,t){var n,r=0;for(;null!=(n=this[r]);r++)(!e||b.filter(e,[n]).length>0)&&(t||1!==n.nodeType||b.cleanData(Ot(n)),n.parentNode&&(t&&b.contains(n.ownerDocument,n)&&Mt(Ot(n,"script")),n.parentNode.removeChild(n)));return this},empty:function(){var e,t=0;for(;null!=(e=this[t]);t++){1===e.nodeType&&b.cleanData(Ot(e,!1));while(e.firstChild)e.removeChild(e.firstChild);e.options&&b.nodeName(e,"select")&&(e.options.length=0)}return this},clone:function(e,t){return e=null==e?!1:e,t=null==t?e:t,this.map(function(){return b.clone(this,e,t)})},html:function(e){return b.access(this,function(e){var n=this[0]||{},r=0,i=this.length;if(e===t)return 1===n.nodeType?n.innerHTML.replace(gt,""):t;if(!("string"!=typeof e||Tt.test(e)||!b.support.htmlSerialize&&mt.test(e)||!b.support.leadingWhitespace&&yt.test(e)||At[(bt.exec(e)||["",""])[1].toLowerCase()])){e=e.replace(vt,"<$1></$2>");try{for(;i>r;r++)n=this[r]||{},1===n.nodeType&&(b.cleanData(Ot(n,!1)),n.innerHTML=e);n=0}catch(o){}}n&&this.empty().append(e)},null,e,arguments.length)},replaceWith:function(e){var t=b.isFunction(e);return t||"string"==typeof e||(e=b(e).not(this).detach()),this.domManip([e],!0,function(e){var t=this.nextSibling,n=this.parentNode;n&&(b(this).remove(),n.insertBefore(e,t))})},detach:function(e){return this.remove(e,!0)},domManip:function(e,n,r){e=f.apply([],e);var i,o,a,s,u,l,c=0,p=this.length,d=this,h=p-1,g=e[0],m=b.isFunction(g);if(m||!(1>=p||"string"!=typeof g||b.support.checkClone)&&Ct.test(g))return this.each(function(i){var o=d.eq(i);m&&(e[0]=g.call(this,i,n?o.html():t)),o.domManip(e,n,r)});if(p&&(l=b.buildFragment(e,this[0].ownerDocument,!1,this),i=l.firstChild,1===l.childNodes.length&&(l=i),i)){for(n=n&&b.nodeName(i,"tr"),s=b.map(Ot(l,"script"),Ht),a=s.length;p>c;c++)o=l,c!==h&&(o=b.clone(o,!0,!0),a&&b.merge(s,Ot(o,"script"))),r.call(n&&b.nodeName(this[c],"table")?Lt(this[c],"tbody"):this[c],o,c);if(a)for(u=s[s.length-1].ownerDocument,b.map(s,qt),c=0;a>c;c++)o=s[c],kt.test(o.type||"")&&!b._data(o,"globalEval")&&b.contains(u,o)&&(o.src?b.ajax({url:o.src,type:"GET",dataType:"script",async:!1,global:!1,"throws":!0}):b.globalEval((o.text||o.textContent||o.innerHTML||"").replace(St,"")));l=i=null}return this}});function Lt(e,t){return e.getElementsByTagName(t)[0]||e.appendChild(e.ownerDocument.createElement(t))}function Ht(e){var t=e.getAttributeNode("type");return e.type=(t&&t.specified)+"/"+e.type,e}function qt(e){var t=Et.exec(e.type);return t?e.type=t[1]:e.removeAttribute("type"),e}function Mt(e,t){var n,r=0;for(;null!=(n=e[r]);r++)b._data(n,"globalEval",!t||b._data(t[r],"globalEval"))}function _t(e,t){if(1===t.nodeType&&b.hasData(e)){var n,r,i,o=b._data(e),a=b._data(t,o),s=o.events;if(s){delete a.handle,a.events={};for(n in s)for(r=0,i=s[n].length;i>r;r++)b.event.add(t,n,s[n][r])}a.data&&(a.data=b.extend({},a.data))}}function Ft(e,t){var n,r,i;if(1===t.nodeType){if(n=t.nodeName.toLowerCase(),!b.support.noCloneEvent&&t[b.expando]){i=b._data(t);for(r in i.events)b.removeEvent(t,r,i.handle);t.removeAttribute(b.expando)}"script"===n&&t.text!==e.text?(Ht(t).text=e.text,qt(t)):"object"===n?(t.parentNode&&(t.outerHTML=e.outerHTML),b.support.html5Clone&&e.innerHTML&&!b.trim(t.innerHTML)&&(t.innerHTML=e.innerHTML)):"input"===n&&Nt.test(e.type)?(t.defaultChecked=t.checked=e.checked,t.value!==e.value&&(t.value=e.value)):"option"===n?t.defaultSelected=t.selected=e.defaultSelected:("input"===n||"textarea"===n)&&(t.defaultValue=e.defaultValue)}}b.each({appendTo:"append",prependTo:"prepend",insertBefore:"before",insertAfter:"after",replaceAll:"replaceWith"},function(e,t){b.fn[e]=function(e){var n,r=0,i=[],o=b(e),a=o.length-1;for(;a>=r;r++)n=r===a?this:this.clone(!0),b(o[r])[t](n),d.apply(i,n.get());return this.pushStack(i)}});function Ot(e,n){var r,o,a=0,s=typeof e.getElementsByTagName!==i?e.getElementsByTagName(n||"*"):typeof e.querySelectorAll!==i?e.querySelectorAll(n||"*"):t;if(!s)for(s=[],r=e.childNodes||e;null!=(o=r[a]);a++)!n||b.nodeName(o,n)?s.push(o):b.merge(s,Ot(o,n));return n===t||n&&b.nodeName(e,n)?b.merge([e],s):s}function Bt(e){Nt.test(e.type)&&(e.defaultChecked=e.checked)}b.extend({clone:function(e,t,n){var r,i,o,a,s,u=b.contains(e.ownerDocument,e);if(b.support.html5Clone||b.isXMLDoc(e)||!mt.test("<"+e.nodeName+">")?o=e.cloneNode(!0):(Dt.innerHTML=e.outerHTML,Dt.removeChild(o=Dt.firstChild)),!(b.support.noCloneEvent&&b.support.noCloneChecked||1!==e.nodeType&&11!==e.nodeType||b.isXMLDoc(e)))for(r=Ot(o),s=Ot(e),a=0;null!=(i=s[a]);++a)r[a]&&Ft(i,r[a]);if(t)if(n)for(s=s||Ot(e),r=r||Ot(o),a=0;null!=(i=s[a]);a++)_t(i,r[a]);else _t(e,o);return r=Ot(o,"script"),r.length>0&&Mt(r,!u&&Ot(e,"script")),r=s=i=null,o},buildFragment:function(e,t,n,r){var i,o,a,s,u,l,c,p=e.length,f=dt(t),d=[],h=0;for(;p>h;h++)if(o=e[h],o||0===o)if("object"===b.type(o))b.merge(d,o.nodeType?[o]:o);else if(wt.test(o)){s=s||f.appendChild(t.createElement("div")),u=(bt.exec(o)||["",""])[1].toLowerCase(),c=At[u]||At._default,s.innerHTML=c[1]+o.replace(vt,"<$1></$2>")+c[2],i=c[0];while(i--)s=s.lastChild;if(!b.support.leadingWhitespace&&yt.test(o)&&d.push(t.createTextNode(yt.exec(o)[0])),!b.support.tbody){o="table"!==u||xt.test(o)?"<table>"!==c[1]||xt.test(o)?0:s:s.firstChild,i=o&&o.childNodes.length;while(i--)b.nodeName(l=o.childNodes[i],"tbody")&&!l.childNodes.length&&o.removeChild(l)

}b.merge(d,s.childNodes),s.textContent="";while(s.firstChild)s.removeChild(s.firstChild);s=f.lastChild}else d.push(t.createTextNode(o));s&&f.removeChild(s),b.support.appendChecked||b.grep(Ot(d,"input"),Bt),h=0;while(o=d[h++])if((!r||-1===b.inArray(o,r))&&(a=b.contains(o.ownerDocument,o),s=Ot(f.appendChild(o),"script"),a&&Mt(s),n)){i=0;while(o=s[i++])kt.test(o.type||"")&&n.push(o)}return s=null,f},cleanData:function(e,t){var n,r,o,a,s=0,u=b.expando,l=b.cache,p=b.support.deleteExpando,f=b.event.special;for(;null!=(n=e[s]);s++)if((t||b.acceptData(n))&&(o=n[u],a=o&&l[o])){if(a.events)for(r in a.events)f[r]?b.event.remove(n,r):b.removeEvent(n,r,a.handle);l[o]&&(delete l[o],p?delete n[u]:typeof n.removeAttribute!==i?n.removeAttribute(u):n[u]=null,c.push(o))}}});var Pt,Rt,Wt,$t=/alpha\([^)]*\)/i,It=/opacity\s*=\s*([^)]*)/,zt=/^(top|right|bottom|left)$/,Xt=/^(none|table(?!-c[ea]).+)/,Ut=/^margin/,Vt=RegExp("^("+x+")(.*)$","i"),Yt=RegExp("^("+x+")(?!px)[a-z%]+$","i"),Jt=RegExp("^([+-])=("+x+")","i"),Gt={BODY:"block"},Qt={position:"absolute",visibility:"hidden",display:"block"},Kt={letterSpacing:0,fontWeight:400},Zt=["Top","Right","Bottom","Left"],en=["Webkit","O","Moz","ms"];function tn(e,t){if(t in e)return t;var n=t.charAt(0).toUpperCase()+t.slice(1),r=t,i=en.length;while(i--)if(t=en[i]+n,t in e)return t;return r}function nn(e,t){return e=t||e,"none"===b.css(e,"display")||!b.contains(e.ownerDocument,e)}function rn(e,t){var n,r,i,o=[],a=0,s=e.length;for(;s>a;a++)r=e[a],r.style&&(o[a]=b._data(r,"olddisplay"),n=r.style.display,t?(o[a]||"none"!==n||(r.style.display=""),""===r.style.display&&nn(r)&&(o[a]=b._data(r,"olddisplay",un(r.nodeName)))):o[a]||(i=nn(r),(n&&"none"!==n||!i)&&b._data(r,"olddisplay",i?n:b.css(r,"display"))));for(a=0;s>a;a++)r=e[a],r.style&&(t&&"none"!==r.style.display&&""!==r.style.display||(r.style.display=t?o[a]||"":"none"));return e}b.fn.extend({css:function(e,n){return b.access(this,function(e,n,r){var i,o,a={},s=0;if(b.isArray(n)){for(o=Rt(e),i=n.length;i>s;s++)a[n[s]]=b.css(e,n[s],!1,o);return a}return r!==t?b.style(e,n,r):b.css(e,n)},e,n,arguments.length>1)},show:function(){return rn(this,!0)},hide:function(){return rn(this)},toggle:function(e){var t="boolean"==typeof e;return this.each(function(){(t?e:nn(this))?b(this).show():b(this).hide()})}}),b.extend({cssHooks:{opacity:{get:function(e,t){if(t){var n=Wt(e,"opacity");return""===n?"1":n}}}},cssNumber:{columnCount:!0,fillOpacity:!0,fontWeight:!0,lineHeight:!0,opacity:!0,orphans:!0,widows:!0,zIndex:!0,zoom:!0},cssProps:{"float":b.support.cssFloat?"cssFloat":"styleFloat"},style:function(e,n,r,i){if(e&&3!==e.nodeType&&8!==e.nodeType&&e.style){var o,a,s,u=b.camelCase(n),l=e.style;if(n=b.cssProps[u]||(b.cssProps[u]=tn(l,u)),s=b.cssHooks[n]||b.cssHooks[u],r===t)return s&&"get"in s&&(o=s.get(e,!1,i))!==t?o:l[n];if(a=typeof r,"string"===a&&(o=Jt.exec(r))&&(r=(o[1]+1)*o[2]+parseFloat(b.css(e,n)),a="number"),!(null==r||"number"===a&&isNaN(r)||("number"!==a||b.cssNumber[u]||(r+="px"),b.support.clearCloneStyle||""!==r||0!==n.indexOf("background")||(l[n]="inherit"),s&&"set"in s&&(r=s.set(e,r,i))===t)))try{l[n]=r}catch(c){}}},css:function(e,n,r,i){var o,a,s,u=b.camelCase(n);return n=b.cssProps[u]||(b.cssProps[u]=tn(e.style,u)),s=b.cssHooks[n]||b.cssHooks[u],s&&"get"in s&&(a=s.get(e,!0,r)),a===t&&(a=Wt(e,n,i)),"normal"===a&&n in Kt&&(a=Kt[n]),""===r||r?(o=parseFloat(a),r===!0||b.isNumeric(o)?o||0:a):a},swap:function(e,t,n,r){var i,o,a={};for(o in t)a[o]=e.style[o],e.style[o]=t[o];i=n.apply(e,r||[]);for(o in t)e.style[o]=a[o];return i}}),e.getComputedStyle?(Rt=function(t){return e.getComputedStyle(t,null)},Wt=function(e,n,r){var i,o,a,s=r||Rt(e),u=s?s.getPropertyValue(n)||s[n]:t,l=e.style;return s&&(""!==u||b.contains(e.ownerDocument,e)||(u=b.style(e,n)),Yt.test(u)&&Ut.test(n)&&(i=l.width,o=l.minWidth,a=l.maxWidth,l.minWidth=l.maxWidth=l.width=u,u=s.width,l.width=i,l.minWidth=o,l.maxWidth=a)),u}):o.documentElement.currentStyle&&(Rt=function(e){return e.currentStyle},Wt=function(e,n,r){var i,o,a,s=r||Rt(e),u=s?s[n]:t,l=e.style;return null==u&&l&&l[n]&&(u=l[n]),Yt.test(u)&&!zt.test(n)&&(i=l.left,o=e.runtimeStyle,a=o&&o.left,a&&(o.left=e.currentStyle.left),l.left="fontSize"===n?"1em":u,u=l.pixelLeft+"px",l.left=i,a&&(o.left=a)),""===u?"auto":u});function on(e,t,n){var r=Vt.exec(t);return r?Math.max(0,r[1]-(n||0))+(r[2]||"px"):t}function an(e,t,n,r,i){var o=n===(r?"border":"content")?4:"width"===t?1:0,a=0;for(;4>o;o+=2)"margin"===n&&(a+=b.css(e,n+Zt[o],!0,i)),r?("content"===n&&(a-=b.css(e,"padding"+Zt[o],!0,i)),"margin"!==n&&(a-=b.css(e,"border"+Zt[o]+"Width",!0,i))):(a+=b.css(e,"padding"+Zt[o],!0,i),"padding"!==n&&(a+=b.css(e,"border"+Zt[o]+"Width",!0,i)));return a}function sn(e,t,n){var r=!0,i="width"===t?e.offsetWidth:e.offsetHeight,o=Rt(e),a=b.support.boxSizing&&"border-box"===b.css(e,"boxSizing",!1,o);if(0>=i||null==i){if(i=Wt(e,t,o),(0>i||null==i)&&(i=e.style[t]),Yt.test(i))return i;r=a&&(b.support.boxSizingReliable||i===e.style[t]),i=parseFloat(i)||0}return i+an(e,t,n||(a?"border":"content"),r,o)+"px"}function un(e){var t=o,n=Gt[e];return n||(n=ln(e,t),"none"!==n&&n||(Pt=(Pt||b("<iframe frameborder='0' width='0' height='0'/>").css("cssText","display:block !important")).appendTo(t.documentElement),t=(Pt[0].contentWindow||Pt[0].contentDocument).document,t.write("<!doctype html><html><body>"),t.close(),n=ln(e,t),Pt.detach()),Gt[e]=n),n}function ln(e,t){var n=b(t.createElement(e)).appendTo(t.body),r=b.css(n[0],"display");return n.remove(),r}b.each(["height","width"],function(e,n){b.cssHooks[n]={get:function(e,r,i){return r?0===e.offsetWidth&&Xt.test(b.css(e,"display"))?b.swap(e,Qt,function(){return sn(e,n,i)}):sn(e,n,i):t},set:function(e,t,r){var i=r&&Rt(e);return on(e,t,r?an(e,n,r,b.support.boxSizing&&"border-box"===b.css(e,"boxSizing",!1,i),i):0)}}}),b.support.opacity||(b.cssHooks.opacity={get:function(e,t){return It.test((t&&e.currentStyle?e.currentStyle.filter:e.style.filter)||"")?.01*parseFloat(RegExp.$1)+"":t?"1":""},set:function(e,t){var n=e.style,r=e.currentStyle,i=b.isNumeric(t)?"alpha(opacity="+100*t+")":"",o=r&&r.filter||n.filter||"";n.zoom=1,(t>=1||""===t)&&""===b.trim(o.replace($t,""))&&n.removeAttribute&&(n.removeAttribute("filter"),""===t||r&&!r.filter)||(n.filter=$t.test(o)?o.replace($t,i):o+" "+i)}}),b(function(){b.support.reliableMarginRight||(b.cssHooks.marginRight={get:function(e,n){return n?b.swap(e,{display:"inline-block"},Wt,[e,"marginRight"]):t}}),!b.support.pixelPosition&&b.fn.position&&b.each(["top","left"],function(e,n){b.cssHooks[n]={get:function(e,r){return r?(r=Wt(e,n),Yt.test(r)?b(e).position()[n]+"px":r):t}}})}),b.expr&&b.expr.filters&&(b.expr.filters.hidden=function(e){return 0>=e.offsetWidth&&0>=e.offsetHeight||!b.support.reliableHiddenOffsets&&"none"===(e.style&&e.style.display||b.css(e,"display"))},b.expr.filters.visible=function(e){return!b.expr.filters.hidden(e)}),b.each({margin:"",padding:"",border:"Width"},function(e,t){b.cssHooks[e+t]={expand:function(n){var r=0,i={},o="string"==typeof n?n.split(" "):[n];for(;4>r;r++)i[e+Zt[r]+t]=o[r]||o[r-2]||o[0];return i}},Ut.test(e)||(b.cssHooks[e+t].set=on)});var cn=/%20/g,pn=/\[\]$/,fn=/\r?\n/g,dn=/^(?:submit|button|image|reset|file)$/i,hn=/^(?:input|select|textarea|keygen)/i;b.fn.extend({serialize:function(){return b.param(this.serializeArray())},serializeArray:function(){return this.map(function(){var e=b.prop(this,"elements");return e?b.makeArray(e):this}).filter(function(){var e=this.type;return this.name&&!b(this).is(":disabled")&&hn.test(this.nodeName)&&!dn.test(e)&&(this.checked||!Nt.test(e))}).map(function(e,t){var n=b(this).val();return null==n?null:b.isArray(n)?b.map(n,function(e){return{name:t.name,value:e.replace(fn,"\r\n")}}):{name:t.name,value:n.replace(fn,"\r\n")}}).get()}}),b.param=function(e,n){var r,i=[],o=function(e,t){t=b.isFunction(t)?t():null==t?"":t,i[i.length]=encodeURIComponent(e)+"="+encodeURIComponent(t)};if(n===t&&(n=b.ajaxSettings&&b.ajaxSettings.traditional),b.isArray(e)||e.jquery&&!b.isPlainObject(e))b.each(e,function(){o(this.name,this.value)});else for(r in e)gn(r,e[r],n,o);return i.join("&").replace(cn,"+")};function gn(e,t,n,r){var i;if(b.isArray(t))b.each(t,function(t,i){n||pn.test(e)?r(e,i):gn(e+"["+("object"==typeof i?t:"")+"]",i,n,r)});else if(n||"object"!==b.type(t))r(e,t);else for(i in t)gn(e+"["+i+"]",t[i],n,r)}b.each("blur focus focusin focusout load resize scroll unload click dblclick mousedown mouseup mousemove mouseover mouseout mouseenter mouseleave change select submit keydown keypress keyup error contextmenu".split(" "),function(e,t){b.fn[t]=function(e,n){return arguments.length>0?this.on(t,null,e,n):this.trigger(t)}}),b.fn.hover=function(e,t){return this.mouseenter(e).mouseleave(t||e)};var mn,yn,vn=b.now(),bn=/\?/,xn=/#.*$/,wn=/([?&])_=[^&]*/,Tn=/^(.*?):[ \t]*([^\r\n]*)\r?$/gm,Nn=/^(?:about|app|app-storage|.+-extension|file|res|widget):$/,Cn=/^(?:GET|HEAD)$/,kn=/^\/\//,En=/^([\w.+-]+:)(?:\/\/([^\/?#:]*)(?::(\d+)|)|)/,Sn=b.fn.load,An={},jn={},Dn="*/".concat("*");try{yn=a.href}catch(Ln){yn=o.createElement("a"),yn.href="",yn=yn.href}mn=En.exec(yn.toLowerCase())||[];function Hn(e){return function(t,n){"string"!=typeof t&&(n=t,t="*");var r,i=0,o=t.toLowerCase().match(w)||[];if(b.isFunction(n))while(r=o[i++])"+"===r[0]?(r=r.slice(1)||"*",(e[r]=e[r]||[]).unshift(n)):(e[r]=e[r]||[]).push(n)}}function qn(e,n,r,i){var o={},a=e===jn;function s(u){var l;return o[u]=!0,b.each(e[u]||[],function(e,u){var c=u(n,r,i);return"string"!=typeof c||a||o[c]?a?!(l=c):t:(n.dataTypes.unshift(c),s(c),!1)}),l}return s(n.dataTypes[0])||!o["*"]&&s("*")}function Mn(e,n){var r,i,o=b.ajaxSettings.flatOptions||{};for(i in n)n[i]!==t&&((o[i]?e:r||(r={}))[i]=n[i]);return r&&b.extend(!0,e,r),e}b.fn.load=function(e,n,r){if("string"!=typeof e&&Sn)return Sn.apply(this,arguments);var i,o,a,s=this,u=e.indexOf(" ");return u>=0&&(i=e.slice(u,e.length),e=e.slice(0,u)),b.isFunction(n)?(r=n,n=t):n&&"object"==typeof n&&(a="POST"),s.length>0&&b.ajax({url:e,type:a,dataType:"html",data:n}).done(function(e){o=arguments,s.html(i?b("<div>").append(b.parseHTML(e)).find(i):e)}).complete(r&&function(e,t){s.each(r,o||[e.responseText,t,e])}),this},b.each(["ajaxStart","ajaxStop","ajaxComplete","ajaxError","ajaxSuccess","ajaxSend"],function(e,t){b.fn[t]=function(e){return this.on(t,e)}}),b.each(["get","post"],function(e,n){b[n]=function(e,r,i,o){return b.isFunction(r)&&(o=o||i,i=r,r=t),b.ajax({url:e,type:n,dataType:o,data:r,success:i})}}),b.extend({active:0,lastModified:{},etag:{},ajaxSettings:{url:yn,type:"GET",isLocal:Nn.test(mn[1]),global:!0,processData:!0,async:!0,contentType:"application/x-www-form-urlencoded; charset=UTF-8",accepts:{"*":Dn,text:"text/plain",html:"text/html",xml:"application/xml, text/xml",json:"application/json, text/javascript"},contents:{xml:/xml/,html:/html/,json:/json/},responseFields:{xml:"responseXML",text:"responseText"},converters:{"* text":e.String,"text html":!0,"text json":b.parseJSON,"text xml":b.parseXML},flatOptions:{url:!0,context:!0}},ajaxSetup:function(e,t){return t?Mn(Mn(e,b.ajaxSettings),t):Mn(b.ajaxSettings,e)},ajaxPrefilter:Hn(An),ajaxTransport:Hn(jn),ajax:function(e,n){"object"==typeof e&&(n=e,e=t),n=n||{};var r,i,o,a,s,u,l,c,p=b.ajaxSetup({},n),f=p.context||p,d=p.context&&(f.nodeType||f.jquery)?b(f):b.event,h=b.Deferred(),g=b.Callbacks("once memory"),m=p.statusCode||{},y={},v={},x=0,T="canceled",N={readyState:0,getResponseHeader:function(e){var t;if(2===x){if(!c){c={};while(t=Tn.exec(a))c[t[1].toLowerCase()]=t[2]}t=c[e.toLowerCase()]}return null==t?null:t},getAllResponseHeaders:function(){return 2===x?a:null},setRequestHeader:function(e,t){var n=e.toLowerCase();return x||(e=v[n]=v[n]||e,y[e]=t),this},overrideMimeType:function(e){return x||(p.mimeType=e),this},statusCode:function(e){var t;if(e)if(2>x)for(t in e)m[t]=[m[t],e[t]];else N.always(e[N.status]);return this},abort:function(e){var t=e||T;return l&&l.abort(t),k(0,t),this}};if(h.promise(N).complete=g.add,N.success=N.done,N.error=N.fail,p.url=((e||p.url||yn)+"").replace(xn,"").replace(kn,mn[1]+"//"),p.type=n.method||n.type||p.method||p.type,p.dataTypes=b.trim(p.dataType||"*").toLowerCase().match(w)||[""],null==p.crossDomain&&(r=En.exec(p.url.toLowerCase()),p.crossDomain=!(!r||r[1]===mn[1]&&r[2]===mn[2]&&(r[3]||("http:"===r[1]?80:443))==(mn[3]||("http:"===mn[1]?80:443)))),p.data&&p.processData&&"string"!=typeof p.data&&(p.data=b.param(p.data,p.traditional)),qn(An,p,n,N),2===x)return N;u=p.global,u&&0===b.active++&&b.event.trigger("ajaxStart"),p.type=p.type.toUpperCase(),p.hasContent=!Cn.test(p.type),o=p.url,p.hasContent||(p.data&&(o=p.url+=(bn.test(o)?"&":"?")+p.data,delete p.data),p.cache===!1&&(p.url=wn.test(o)?o.replace(wn,"$1_="+vn++):o+(bn.test(o)?"&":"?")+"_="+vn++)),p.ifModified&&(b.lastModified[o]&&N.setRequestHeader("If-Modified-Since",b.lastModified[o]),b.etag[o]&&N.setRequestHeader("If-None-Match",b.etag[o])),(p.data&&p.hasContent&&p.contentType!==!1||n.contentType)&&N.setRequestHeader("Content-Type",p.contentType),N.setRequestHeader("Accept",p.dataTypes[0]&&p.accepts[p.dataTypes[0]]?p.accepts[p.dataTypes[0]]+("*"!==p.dataTypes[0]?", "+Dn+"; q=0.01":""):p.accepts["*"]);for(i in p.headers)N.setRequestHeader(i,p.headers[i]);if(p.beforeSend&&(p.beforeSend.call(f,N,p)===!1||2===x))return N.abort();T="abort";for(i in{success:1,error:1,complete:1})N[i](p[i]);if(l=qn(jn,p,n,N)){N.readyState=1,u&&d.trigger("ajaxSend",[N,p]),p.async&&p.timeout>0&&(s=setTimeout(function(){N.abort("timeout")},p.timeout));try{x=1,l.send(y,k)}catch(C){if(!(2>x))throw C;k(-1,C)}}else k(-1,"No Transport");function k(e,n,r,i){var c,y,v,w,T,C=n;2!==x&&(x=2,s&&clearTimeout(s),l=t,a=i||"",N.readyState=e>0?4:0,r&&(w=_n(p,N,r)),e>=200&&300>e||304===e?(p.ifModified&&(T=N.getResponseHeader("Last-Modified"),T&&(b.lastModified[o]=T),T=N.getResponseHeader("etag"),T&&(b.etag[o]=T)),204===e?(c=!0,C="nocontent"):304===e?(c=!0,C="notmodified"):(c=Fn(p,w),C=c.state,y=c.data,v=c.error,c=!v)):(v=C,(e||!C)&&(C="error",0>e&&(e=0))),N.status=e,N.statusText=(n||C)+"",c?h.resolveWith(f,[y,C,N]):h.rejectWith(f,[N,C,v]),N.statusCode(m),m=t,u&&d.trigger(c?"ajaxSuccess":"ajaxError",[N,p,c?y:v]),g.fireWith(f,[N,C]),u&&(d.trigger("ajaxComplete",[N,p]),--b.active||b.event.trigger("ajaxStop")))}return N},getScript:function(e,n){return b.get(e,t,n,"script")},getJSON:function(e,t,n){return b.get(e,t,n,"json")}});function _n(e,n,r){var i,o,a,s,u=e.contents,l=e.dataTypes,c=e.responseFields;for(s in c)s in r&&(n[c[s]]=r[s]);while("*"===l[0])l.shift(),o===t&&(o=e.mimeType||n.getResponseHeader("Content-Type"));if(o)for(s in u)if(u[s]&&u[s].test(o)){l.unshift(s);break}if(l[0]in r)a=l[0];else{for(s in r){if(!l[0]||e.converters[s+" "+l[0]]){a=s;break}i||(i=s)}a=a||i}return a?(a!==l[0]&&l.unshift(a),r[a]):t}function Fn(e,t){var n,r,i,o,a={},s=0,u=e.dataTypes.slice(),l=u[0];if(e.dataFilter&&(t=e.dataFilter(t,e.dataType)),u[1])for(i in e.converters)a[i.toLowerCase()]=e.converters[i];for(;r=u[++s];)if("*"!==r){if("*"!==l&&l!==r){if(i=a[l+" "+r]||a["* "+r],!i)for(n in a)if(o=n.split(" "),o[1]===r&&(i=a[l+" "+o[0]]||a["* "+o[0]])){i===!0?i=a[n]:a[n]!==!0&&(r=o[0],u.splice(s--,0,r));break}if(i!==!0)if(i&&e["throws"])t=i(t);else try{t=i(t)}catch(c){return{state:"parsererror",error:i?c:"No conversion from "+l+" to "+r}}}l=r}return{state:"success",data:t}}b.ajaxSetup({accepts:{script:"text/javascript, application/javascript, application/ecmascript, application/x-ecmascript"},contents:{script:/(?:java|ecma)script/},converters:{"text script":function(e){return b.globalEval(e),e}}}),b.ajaxPrefilter("script",function(e){e.cache===t&&(e.cache=!1),e.crossDomain&&(e.type="GET",e.global=!1)}),b.ajaxTransport("script",function(e){if(e.crossDomain){var n,r=o.head||b("head")[0]||o.documentElement;return{send:function(t,i){n=o.createElement("script"),n.async=!0,e.scriptCharset&&(n.charset=e.scriptCharset),n.src=e.url,n.onload=n.onreadystatechange=function(e,t){(t||!n.readyState||/loaded|complete/.test(n.readyState))&&(n.onload=n.onreadystatechange=null,n.parentNode&&n.parentNode.removeChild(n),n=null,t||i(200,"success"))},r.insertBefore(n,r.firstChild)},abort:function(){n&&n.onload(t,!0)}}}});var On=[],Bn=/(=)\?(?=&|$)|\?\?/;b.ajaxSetup({jsonp:"callback",jsonpCallback:function(){var e=On.pop()||b.expando+"_"+vn++;return this[e]=!0,e}}),b.ajaxPrefilter("json jsonp",function(n,r,i){var o,a,s,u=n.jsonp!==!1&&(Bn.test(n.url)?"url":"string"==typeof n.data&&!(n.contentType||"").indexOf("application/x-www-form-urlencoded")&&Bn.test(n.data)&&"data");return u||"jsonp"===n.dataTypes[0]?(o=n.jsonpCallback=b.isFunction(n.jsonpCallback)?n.jsonpCallback():n.jsonpCallback,u?n[u]=n[u].replace(Bn,"$1"+o):n.jsonp!==!1&&(n.url+=(bn.test(n.url)?"&":"?")+n.jsonp+"="+o),n.converters["script json"]=function(){return s||b.error(o+" was not called"),s[0]},n.dataTypes[0]="json",a=e[o],e[o]=function(){s=arguments},i.always(function(){e[o]=a,n[o]&&(n.jsonpCallback=r.jsonpCallback,On.push(o)),s&&b.isFunction(a)&&a(s[0]),s=a=t}),"script"):t});var Pn,Rn,Wn=0,$n=e.ActiveXObject&&function(){var e;for(e in Pn)Pn[e](t,!0)};function In(){try{return new e.XMLHttpRequest}catch(t){}}function zn(){try{return new e.ActiveXObject("Microsoft.XMLHTTP")}catch(t){}}b.ajaxSettings.xhr=e.ActiveXObject?function(){return!this.isLocal&&In()||zn()}:In,Rn=b.ajaxSettings.xhr(),b.support.cors=!!Rn&&"withCredentials"in Rn,Rn=b.support.ajax=!!Rn,Rn&&b.ajaxTransport(function(n){if(!n.crossDomain||b.support.cors){var r;return{send:function(i,o){var a,s,u=n.xhr();if(n.username?u.open(n.type,n.url,n.async,n.username,n.password):u.open(n.type,n.url,n.async),n.xhrFields)for(s in n.xhrFields)u[s]=n.xhrFields[s];n.mimeType&&u.overrideMimeType&&u.overrideMimeType(n.mimeType),n.crossDomain||i["X-Requested-With"]||(i["X-Requested-With"]="XMLHttpRequest");try{for(s in i)u.setRequestHeader(s,i[s])}catch(l){}u.send(n.hasContent&&n.data||null),r=function(e,i){var s,l,c,p;try{if(r&&(i||4===u.readyState))if(r=t,a&&(u.onreadystatechange=b.noop,$n&&delete Pn[a]),i)4!==u.readyState&&u.abort();else{p={},s=u.status,l=u.getAllResponseHeaders(),"string"==typeof u.responseText&&(p.text=u.responseText);try{c=u.statusText}catch(f){c=""}s||!n.isLocal||n.crossDomain?1223===s&&(s=204):s=p.text?200:404}}catch(d){i||o(-1,d)}p&&o(s,c,p,l)},n.async?4===u.readyState?setTimeout(r):(a=++Wn,$n&&(Pn||(Pn={},b(e).unload($n)),Pn[a]=r),u.onreadystatechange=r):r()},abort:function(){r&&r(t,!0)}}}});var Xn,Un,Vn=/^(?:toggle|show|hide)$/,Yn=RegExp("^(?:([+-])=|)("+x+")([a-z%]*)$","i"),Jn=/queueHooks$/,Gn=[nr],Qn={"*":[function(e,t){var n,r,i=this.createTween(e,t),o=Yn.exec(t),a=i.cur(),s=+a||0,u=1,l=20;if(o){if(n=+o[2],r=o[3]||(b.cssNumber[e]?"":"px"),"px"!==r&&s){s=b.css(i.elem,e,!0)||n||1;do u=u||".5",s/=u,b.style(i.elem,e,s+r);while(u!==(u=i.cur()/a)&&1!==u&&--l)}i.unit=r,i.start=s,i.end=o[1]?s+(o[1]+1)*n:n}return i}]};function Kn(){return setTimeout(function(){Xn=t}),Xn=b.now()}function Zn(e,t){b.each(t,function(t,n){var r=(Qn[t]||[]).concat(Qn["*"]),i=0,o=r.length;for(;o>i;i++)if(r[i].call(e,t,n))return})}function er(e,t,n){var r,i,o=0,a=Gn.length,s=b.Deferred().always(function(){delete u.elem}),u=function(){if(i)return!1;var t=Xn||Kn(),n=Math.max(0,l.startTime+l.duration-t),r=n/l.duration||0,o=1-r,a=0,u=l.tweens.length;for(;u>a;a++)l.tweens[a].run(o);return s.notifyWith(e,[l,o,n]),1>o&&u?n:(s.resolveWith(e,[l]),!1)},l=s.promise({elem:e,props:b.extend({},t),opts:b.extend(!0,{specialEasing:{}},n),originalProperties:t,originalOptions:n,startTime:Xn||Kn(),duration:n.duration,tweens:[],createTween:function(t,n){var r=b.Tween(e,l.opts,t,n,l.opts.specialEasing[t]||l.opts.easing);return l.tweens.push(r),r},stop:function(t){var n=0,r=t?l.tweens.length:0;if(i)return this;for(i=!0;r>n;n++)l.tweens[n].run(1);return t?s.resolveWith(e,[l,t]):s.rejectWith(e,[l,t]),this}}),c=l.props;for(tr(c,l.opts.specialEasing);a>o;o++)if(r=Gn[o].call(l,e,c,l.opts))return r;return Zn(l,c),b.isFunction(l.opts.start)&&l.opts.start.call(e,l),b.fx.timer(b.extend(u,{elem:e,anim:l,queue:l.opts.queue})),l.progress(l.opts.progress).done(l.opts.done,l.opts.complete).fail(l.opts.fail).always(l.opts.always)}function tr(e,t){var n,r,i,o,a;for(i in e)if(r=b.camelCase(i),o=t[r],n=e[i],b.isArray(n)&&(o=n[1],n=e[i]=n[0]),i!==r&&(e[r]=n,delete e[i]),a=b.cssHooks[r],a&&"expand"in a){n=a.expand(n),delete e[r];for(i in n)i in e||(e[i]=n[i],t[i]=o)}else t[r]=o}b.Animation=b.extend(er,{tweener:function(e,t){b.isFunction(e)?(t=e,e=["*"]):e=e.split(" ");var n,r=0,i=e.length;for(;i>r;r++)n=e[r],Qn[n]=Qn[n]||[],Qn[n].unshift(t)},prefilter:function(e,t){t?Gn.unshift(e):Gn.push(e)}});function nr(e,t,n){var r,i,o,a,s,u,l,c,p,f=this,d=e.style,h={},g=[],m=e.nodeType&&nn(e);n.queue||(c=b._queueHooks(e,"fx"),null==c.unqueued&&(c.unqueued=0,p=c.empty.fire,c.empty.fire=function(){c.unqueued||p()}),c.unqueued++,f.always(function(){f.always(function(){c.unqueued--,b.queue(e,"fx").length||c.empty.fire()})})),1===e.nodeType&&("height"in t||"width"in t)&&(n.overflow=[d.overflow,d.overflowX,d.overflowY],"inline"===b.css(e,"display")&&"none"===b.css(e,"float")&&(b.support.inlineBlockNeedsLayout&&"inline"!==un(e.nodeName)?d.zoom=1:d.display="inline-block")),n.overflow&&(d.overflow="hidden",b.support.shrinkWrapBlocks||f.always(function(){d.overflow=n.overflow[0],d.overflowX=n.overflow[1],d.overflowY=n.overflow[2]}));for(i in t)if(a=t[i],Vn.exec(a)){if(delete t[i],u=u||"toggle"===a,a===(m?"hide":"show"))continue;g.push(i)}if(o=g.length){s=b._data(e,"fxshow")||b._data(e,"fxshow",{}),"hidden"in s&&(m=s.hidden),u&&(s.hidden=!m),m?b(e).show():f.done(function(){b(e).hide()}),f.done(function(){var t;b._removeData(e,"fxshow");for(t in h)b.style(e,t,h[t])});for(i=0;o>i;i++)r=g[i],l=f.createTween(r,m?s[r]:0),h[r]=s[r]||b.style(e,r),r in s||(s[r]=l.start,m&&(l.end=l.start,l.start="width"===r||"height"===r?1:0))}}function rr(e,t,n,r,i){return new rr.prototype.init(e,t,n,r,i)}b.Tween=rr,rr.prototype={constructor:rr,init:function(e,t,n,r,i,o){this.elem=e,this.prop=n,this.easing=i||"swing",this.options=t,this.start=this.now=this.cur(),this.end=r,this.unit=o||(b.cssNumber[n]?"":"px")},cur:function(){var e=rr.propHooks[this.prop];return e&&e.get?e.get(this):rr.propHooks._default.get(this)},run:function(e){var t,n=rr.propHooks[this.prop];return this.pos=t=this.options.duration?b.easing[this.easing](e,this.options.duration*e,0,1,this.options.duration):e,this.now=(this.end-this.start)*t+this.start,this.options.step&&this.options.step.call(this.elem,this.now,this),n&&n.set?n.set(this):rr.propHooks._default.set(this),this}},rr.prototype.init.prototype=rr.prototype,rr.propHooks={_default:{get:function(e){var t;return null==e.elem[e.prop]||e.elem.style&&null!=e.elem.style[e.prop]?(t=b.css(e.elem,e.prop,""),t&&"auto"!==t?t:0):e.elem[e.prop]},set:function(e){b.fx.step[e.prop]?b.fx.step[e.prop](e):e.elem.style&&(null!=e.elem.style[b.cssProps[e.prop]]||b.cssHooks[e.prop])?b.style(e.elem,e.prop,e.now+e.unit):e.elem[e.prop]=e.now}}},rr.propHooks.scrollTop=rr.propHooks.scrollLeft={set:function(e){e.elem.nodeType&&e.elem.parentNode&&(e.elem[e.prop]=e.now)}},b.each(["toggle","show","hide"],function(e,t){var n=b.fn[t];b.fn[t]=function(e,r,i){return null==e||"boolean"==typeof e?n.apply(this,arguments):this.animate(ir(t,!0),e,r,i)}}),b.fn.extend({fadeTo:function(e,t,n,r){return this.filter(nn).css("opacity",0).show().end().animate({opacity:t},e,n,r)},animate:function(e,t,n,r){var i=b.isEmptyObject(e),o=b.speed(t,n,r),a=function(){var t=er(this,b.extend({},e),o);a.finish=function(){t.stop(!0)},(i||b._data(this,"finish"))&&t.stop(!0)};return a.finish=a,i||o.queue===!1?this.each(a):this.queue(o.queue,a)},stop:function(e,n,r){var i=function(e){var t=e.stop;delete e.stop,t(r)};return"string"!=typeof e&&(r=n,n=e,e=t),n&&e!==!1&&this.queue(e||"fx",[]),this.each(function(){var t=!0,n=null!=e&&e+"queueHooks",o=b.timers,a=b._data(this);if(n)a[n]&&a[n].stop&&i(a[n]);else for(n in a)a[n]&&a[n].stop&&Jn.test(n)&&i(a[n]);for(n=o.length;n--;)o[n].elem!==this||null!=e&&o[n].queue!==e||(o[n].anim.stop(r),t=!1,o.splice(n,1));(t||!r)&&b.dequeue(this,e)})},finish:function(e){return e!==!1&&(e=e||"fx"),this.each(function(){var t,n=b._data(this),r=n[e+"queue"],i=n[e+"queueHooks"],o=b.timers,a=r?r.length:0;for(n.finish=!0,b.queue(this,e,[]),i&&i.cur&&i.cur.finish&&i.cur.finish.call(this),t=o.length;t--;)o[t].elem===this&&o[t].queue===e&&(o[t].anim.stop(!0),o.splice(t,1));for(t=0;a>t;t++)r[t]&&r[t].finish&&r[t].finish.call(this);delete n.finish})}});function ir(e,t){var n,r={height:e},i=0;for(t=t?1:0;4>i;i+=2-t)n=Zt[i],r["margin"+n]=r["padding"+n]=e;return t&&(r.opacity=r.width=e),r}b.each({slideDown:ir("show"),slideUp:ir("hide"),slideToggle:ir("toggle"),fadeIn:{opacity:"show"},fadeOut:{opacity:"hide"},fadeToggle:{opacity:"toggle"}},function(e,t){b.fn[e]=function(e,n,r){return this.animate(t,e,n,r)}}),b.speed=function(e,t,n){var r=e&&"object"==typeof e?b.extend({},e):{complete:n||!n&&t||b.isFunction(e)&&e,duration:e,easing:n&&t||t&&!b.isFunction(t)&&t};return r.duration=b.fx.off?0:"number"==typeof r.duration?r.duration:r.duration in b.fx.speeds?b.fx.speeds[r.duration]:b.fx.speeds._default,(null==r.queue||r.queue===!0)&&(r.queue="fx"),r.old=r.complete,r.complete=function(){b.isFunction(r.old)&&r.old.call(this),r.queue&&b.dequeue(this,r.queue)},r},b.easing={linear:function(e){return e},swing:function(e){return.5-Math.cos(e*Math.PI)/2}},b.timers=[],b.fx=rr.prototype.init,b.fx.tick=function(){var e,n=b.timers,r=0;for(Xn=b.now();n.length>r;r++)e=n[r],e()||n[r]!==e||n.splice(r--,1);n.length||b.fx.stop(),Xn=t},b.fx.timer=function(e){e()&&b.timers.push(e)&&b.fx.start()},b.fx.interval=13,b.fx.start=function(){Un||(Un=setInterval(b.fx.tick,b.fx.interval))},b.fx.stop=function(){clearInterval(Un),Un=null},b.fx.speeds={slow:600,fast:200,_default:400},b.fx.step={},b.expr&&b.expr.filters&&(b.expr.filters.animated=function(e){return b.grep(b.timers,function(t){return e===t.elem}).length}),b.fn.offset=function(e){if(arguments.length)return e===t?this:this.each(function(t){b.offset.setOffset(this,e,t)});var n,r,o={top:0,left:0},a=this[0],s=a&&a.ownerDocument;if(s)return n=s.documentElement,b.contains(n,a)?(typeof a.getBoundingClientRect!==i&&(o=a.getBoundingClientRect()),r=or(s),{top:o.top+(r.pageYOffset||n.scrollTop)-(n.clientTop||0),left:o.left+(r.pageXOffset||n.scrollLeft)-(n.clientLeft||0)}):o},b.offset={setOffset:function(e,t,n){var r=b.css(e,"position");"static"===r&&(e.style.position="relative");var i=b(e),o=i.offset(),a=b.css(e,"top"),s=b.css(e,"left"),u=("absolute"===r||"fixed"===r)&&b.inArray("auto",[a,s])>-1,l={},c={},p,f;u?(c=i.position(),p=c.top,f=c.left):(p=parseFloat(a)||0,f=parseFloat(s)||0),b.isFunction(t)&&(t=t.call(e,n,o)),null!=t.top&&(l.top=t.top-o.top+p),null!=t.left&&(l.left=t.left-o.left+f),"using"in t?t.using.call(e,l):i.css(l)}},b.fn.extend({position:function(){if(this[0]){var e,t,n={top:0,left:0},r=this[0];return"fixed"===b.css(r,"position")?t=r.getBoundingClientRect():(e=this.offsetParent(),t=this.offset(),b.nodeName(e[0],"html")||(n=e.offset()),n.top+=b.css(e[0],"borderTopWidth",!0),n.left+=b.css(e[0],"borderLeftWidth",!0)),{top:t.top-n.top-b.css(r,"marginTop",!0),left:t.left-n.left-b.css(r,"marginLeft",!0)}}},offsetParent:function(){return this.map(function(){var e=this.offsetParent||o.documentElement;while(e&&!b.nodeName(e,"html")&&"static"===b.css(e,"position"))e=e.offsetParent;return e||o.documentElement})}}),b.each({scrollLeft:"pageXOffset",scrollTop:"pageYOffset"},function(e,n){var r=/Y/.test(n);b.fn[e]=function(i){return b.access(this,function(e,i,o){var a=or(e);return o===t?a?n in a?a[n]:a.document.documentElement[i]:e[i]:(a?a.scrollTo(r?b(a).scrollLeft():o,r?o:b(a).scrollTop()):e[i]=o,t)},e,i,arguments.length,null)}});function or(e){return b.isWindow(e)?e:9===e.nodeType?e.defaultView||e.parentWindow:!1}b.each({Height:"height",Width:"width"},function(e,n){b.each({padding:"inner"+e,content:n,"":"outer"+e},function(r,i){b.fn[i]=function(i,o){var a=arguments.length&&(r||"boolean"!=typeof i),s=r||(i===!0||o===!0?"margin":"border");return b.access(this,function(n,r,i){var o;return b.isWindow(n)?n.document.documentElement["client"+e]:9===n.nodeType?(o=n.documentElement,Math.max(n.body["scroll"+e],o["scroll"+e],n.body["offset"+e],o["offset"+e],o["client"+e])):i===t?b.css(n,r,s):b.style(n,r,i,s)},n,a?i:t,a,null)}})}),e.jQuery=e.$=b,"function"==typeof define&&define.amd&&define.amd.jQuery&&define("jquery",[],function(){return b})})(window);
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The Process of Interpretation





We have just seen that the same sign or more precisely, the same set of signifiers observed as a text, will behave for us in many different ways, depending on the environment, the context in which we see it. This is because we always relate to reality in general, and to signs in particular, on the basis of a horizon of expectations which will determine what kind of codes we can activate to understand the sign. This horizon of expectations has two aspects:





		As we have just seen, we are determined by the actual environment. It is very unlikely that we try to understand something as high poetry if it is on the wall of a metro station, and we will much more probably make an attempt to understand the same sign as poetry if it is in a literature class, provided with a title and an explanation.







		Our entire cultural, social, historical environment also determines the way we relate to things. Nobody in the Middle Ages would have tried to understand this sign as poetry, and it would probably say little to an Australian aboriginal, since the pieces of information (Greek, burial urn, E. E. Cummings, parentheses) are very culture specific.







In the above process of reading, we started out from a position, a situation where the sign looked very strange and arbitrary to us, and it did not function as a text that can be understood. We did not see that these are two parentheses, and we did not understand why they are turned inside out, what they have to do with E. E. Cummings. Then we considered the sign in a “literary” context, and we started to deprive it of its arbitrariness. It gradually became a more and more complex text to us, and on the basis of the interrelationships in the text we established a complex reading, a system of signifieds, that is, an actualized LWA in our consciousness. In the process of understanding, we arrived at more and more abstract, symbolical, connotative levels of meaning, and on these levels all the elements of the text and all the relationships between its elements became meaningful. The text and its composition were no longer arbitrary: this procedure is called interpretation.



In the act of interpretation, we deprive the text of its arbitrariness, we explain and understand every element in the text, and we build up in our consciousness a coherent possible world on the basis of the text. This possible world can correspond to the actual world, but, in the world of literature, it does not have to. Literary texts do not have to meet the requirements in the correspondence theory of truth conditions, which would be the Aristotelian argument that statements are valid if they correspond to the actual world. Literary texts only have to meet the requirements in the coherence theory of truth conditions, that is, the text has to be inherently coherent, without any contradictions or inconsistencies. This means that in a literary text we can read in the first chapter that seven-headed pink elephants are playing baseball on the planet Mars, but then the second chapter cannot claim that there are no elephants on the planet Mars and that elephants never play baseball, because this would be incoherent, and we would not be able to build up a coherent possible world in our interpretive consciousness on the basis of such inconsistencies.



We also realized in practice the earlier theoretical considerations: whether a text is considered to be “literary” is always determined by the horizon of expectations in the reading community. Literature, literariness are qualities and not empirical, objective realities: they depend on the particular physical environment of reception, and on the broader, culturally determined horizon of expectations.









Review questions





1. How does our horizon of expectations influence the way we read a text?



2. What is the purpose of an act of interpretation?



3. What is the difference between the text in front of us and the meanings that constitute a possible world?













Task / groupwork





Choose a piece of literature and identify the specifically linguistic elements that will explain that the text was intended by the author for a specific audience with a culturally specific repertoire. How would you use this exercise for vocabulary teaching?
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1. Preliminary problems: definitions, scientific expectations




Lecture summary





If you are an English major, and you start studying literature in a college or university program, you might have a very legitimate expectation that you are going to deal with a science just like those in the mathematics, geography or biology programs. You will be expecting solid definitions, a very well defined and tangible field of studies, and reliable, widely accepted scientific methods to approach and understand the phenomena under scrutiny. You might also carry some expectations on the basis of your studies in high school: you will be prepared to search for the message the author wanted to communicate with the literary work of art, or, for the way the text instructs us to observe the most important, fundamental values of human existence.














Text, author, literary work of art, value, meaning, communication, and method: the great problem in the study of literature is that even the most professional and well known scholars of literature have failed to agree unanimously on the exact meaning or definition of these crucial terms. During the long history of the development of literary theory and literary studies, various trends, different scholars and different schools have argued in sometimes radically different ways about the same central issues of literary studies.









Task/groupwork





Let’s do an experiment with the following activity. Read the texts listed below (numbered 1-7), and decide if you consider them a piece of literature. We will use these texts later on as examples for analysis as well, so it is important to study them thoroughly.



 



1.



For whom is the funhouse fun? Perhaps for lovers. For Ambrose it is a place of fear and confusion. He has come to the seashore with his family for the holiday, the occasion of their visit is Independence Day, the most important secular holiday of the United States of America. A single straight underline is the manuscript mark for italic type, which in turn is the printed equivalent to oral emphasis of words and phrases as well as the customary type for titles of complete works, not to mention. Italics are also employed, in fiction stories especially, for “outside,” intrusive, or artificial voices, such as radio announcements, the texts of telegrams and newspaper articles, et cetera. They should be used sparingly. If passages originally in roman type are italicized by someone repeating them, it’s customary to acknowledge the fact. Italics mine.



2.



The apparition of these faces in the crowd:
Petals a wet, black bough.



3.



Tyger Tyger, burning bright, 
In the forests of the night; 
What immortal hand or eye, 
Could frame thy fearful symmetry?



In what distant deeps or skies. 
Burnt the fire of thine eyes?
On what wings dare he aspire?
What the hand, dare seize the fire?



And what shoulder, & what art,
Could twist the sinews of thy heart?
And when thy heart began to beat,
What dread hand? & what dread feet?



What the hammer? what the chain, 
In what furnace was thy brain?
What the anvil? what dread grasp, 
Dare its deadly terrors clasp! 



When the stars threw down their spears
And water'd heaven with their tears: 
Did he smile his work to see?
Did he who made the Lamb make thee?



Tyger Tyger burning bright, 
In the forests of the night: 
What immortal hand or eye,
Dare frame thy fearful symmetry?



4.
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5.



Behold, the sower went forth to sow; and as he sowed, some seeds fell by the wayside, and the birds came and devoured them. Some fell upon stony places, where they had not much earth; and forthwith they sprung up, because they had no deepness of earth: and when the sun was up, they were scorched; and because they had no root, they withered away. And some fell among thorns; and the thorns sprung up, and choked them: but other fell into good ground, and brought forth fruit, some an hundredfold, some sixtyfold, some thirtyfold.



6.



)
  (



 



7.



My mistress’ eyes are nothing like the sun;
Coral is far more red than her lips’ red;
If snow be white, why then her breasts are dun;
If hairs be wires, black wires grow on her head.
I have seen roses damasked, red and white,
But no such roses see I in her cheeks;
And in some perfumes is there more delight
Than in the breath that from my mistress reeks.
I love to hear her speak, yet well I know
That music hath a far more pleasing sound;
I grant I never saw a goddess go;
My mistress when she walks treads on the ground.
     And yet, by heaven, I think my love as rare
     As any she belied with false compare.














What were your reactions to the texts? You probably did not find them all very “literary” upon first reading, some of them may have indeed appeared nonsensical, strange or at least puzzling to you. This is something worth observing more closely, because, as a matter of fact, each one of these texts is very famous and widely recognized literature, but, of course, there are various reasons why we may not recognize them immediately as examples of literature. The main reason is that they are out of context, or they are only one part of the entire text.



No. 1 may appear as a mixture of technical instructions and story-telling. In fact, it is the first paragraph of “Lost in the Funhouse”, a short story by the postmodern American writer John Barth. The text is considered to be one of the most typical examples of postmodern narrative techniques, but when it is taken out of the entire composition, it may look very strange.



No. 2 is very brief, condensed, and it might be a challenge upon first glance to understand what it wants to communicate. In fact, it is one entire (although very short) poem by the American imagist poet Ezra Pound, its title is “In a Station of the Metro”, and it is considered by many scholars to be one of the most beautiful metaphors in literature in English.



No. 3 is probably immediately recognized by everybody as literature, even if it is without the title and the name of the author. The structure, the expressive language, the rhythm, and the rhetorical figures all suggest that this is a poem. Indeed, it is one of the best known pre-romantic English poems, “The Tyger” by William Blake.



No. 4 most probably puzzles everybody who is not familiar with it. The text might just appear as an example of printer malfunction, although upon closer examination we might discover certain patterns in it. It is a poem entitled “r-p-o-p-h-e-s-s-a-g-r” by the American experimental poet E. E. Cummings.



No. 5 has a style which certainly may sound familiar. This is a parable from the Bible, an example told by Christ to teach with the help of a simple story. However, the question becomes immediately whether we can consider the Bible literature. This has been a much-debated issue in literary history for a long time, but we can certainly say that it is a very important text in our cultural heritage, no matter if we are religious or not.



No. 6 is probably the most confusing example, since it is nothing else but two brackets, two parentheses under each other. How could anyone in their right mind consider this literary? Well, this is a poem by the experimental Hungarian poet Dezső Tandori, and it is praised by many critics as a perfectly condensed and expressive visual poem, which, of course, only makes sense together with its title: “Halottas urna két füle E. E. Cummings magángyűjteményéből.” We will come back to it shortly.



No. 7 may look familiar on the basis of the structure, although the meaning will certainly puzzle the unfamiliar reader. It very much looks like a Shakespearean sonnet, an example of English Renaissance poetry, but it is very strange that the poetic voice praises a woman who is exceedingly ugly, with bad smell, unpleasant voice, and appalling hair. We are confused if we do not know that this is a mock Petrarchan sonnet which tries to ridicule the compulsory but already boring and exhausted clichés of love poetry.



On the basis of our reactions to these texts, we might conclude that literature, or literariness, is not something which exists objectively as a piece of empirical reality that we will recognize any time in any situation. Various readers have very different reactions to the same text in different circumstances and different historical, social, cultural contexts. A desk or a lamp or a tree will be generally recognized by us even if they are only seen partially or out of their context, but a poem without its title, and outside the volume of poetry as its environment, will be difficult to appreciate as literature; a text which mixes different styles and registers of language will be confusing to us if we are not familiar with postmodern narratives and if we do not see the title, the author, and the entire text; visual poetry might just appear as an accidental collection of letters if we are not prepared or asked to understand it as literature. It seems that we recognize and appreciate something as literature or literary on the basis of a number of factors: we need a proper context, we need the entire text, and we need to be familiar with the raditions on the basis of which the text we are observing was written. The reason for the fact that opinions differ about literature, even if different readers are talking about the same text, is that literature has a special mode of existence; that literature might not be identical with the text in front of us; and that literature exits through language. Let’s have a closer look at the theoretical reasons for the difficulties in discussing or studying literature in a consensual and scientific manner.



To start with, the very notion of literature is without one commonly accepted definition. How could the study of literature be a separate scientific discipline if the professionals of the field cannot even agree on the understanding of the thing they are supposed to be studying?



In order for a study field to become an autonomous scientific discipline, it needs to meet certain requirements, and then it can function as a scientific paradigm. As was already mentioned earlier on, Thomas Kuhn argues in his influential book The Structure of Scientific Revolutions that, in order to become a paradigm, the scientific activity has to have the following components:



Paradigm=



S (problem-solving strategies: agreement on how to proceed in the scientific activities)



+



F (field of intended applications: a well-defined area of studies)



+



SC (community of scientists: a coherent group of scientists who share the same views; the scientists have to agree on a coherent world-model [epistemology: theory of knowledge] and a coherent science-model [metatheory: the theory about how they build up and use their theories])



+



LC (legitimatizing community: the social environment which will provide recognition and support)



The fundamental problem in literary studies is that the above components are diverse in various schools and theoretical orientations, without one commonly accepted consensus. Various scholars have various different ideas about what strategies to use when we read literature (S), what actually to study when we do literary studies (F), and different communities of readers and authorities (LC) have supported and sponsored different groups of literature scholars in various historical periods. Scholarly communities in literary studies tend to have various concepts about how to get to know reality and literature (epistemology), and they tend to rely on different philosophies of science itself (metatheory).



So, what are we to do when we study literature (or, in a broader sense, culture) in a university program? What and how are we supposed to study?



Is there a science of literature, after all?



On the basis of the above differences and absence of consensus, from the perspective of the theory of science we can argue that the study of literature does not constitute one single coherent paradigm. There is NO ONE SINGLE SCIENCE of literature. This is because the differences result in various anomalies, since there are differing answers to the fundamental questions of the field:



- meaning-anomaly:



Is there only one adequate meaning for a LWA? This question is unsettled in literary studies, because of the problem of polyvalency: the same text can mean different things to different communities of readers.



- evaluation anomaly:



Is there an objective standard to decide what is literary, and how to study it? Scholars cannot agree on a set of objective and commonly accepted criteria on the basis of which we could separate the literary from the non-literary: literariness is not a stable, objective, permanent category or entity.



- subject anomaly:



Following the above mentioned anomalies, it is no surprise that the very notion of literature has no common and standard definition.



When we finally try to provide a definition of literature, we encounter an ontological problem: it is difficult to say where and how literature and the various literary works of art (LWA) exist.



We can conclude, for the time being, that literature has no objective ontological foundation. Literature is not an ontological but a functional category. We will now examine the reasons for this.









Review questions





1. Why is it so difficult to make the scientific study of literature uniform and consensual?



2. How does the context of reception determine our attitude to a text we are trying to understand?



3. What texts would you choose to explain to your students that the evaluation of literature has always been changing throughout history?
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6. Canon formation and alternative reading practices




Lecture summary





This lecture deals with the idea of canon and canon formation in literature, introducing examples that illustrate the change and the formation of the canon. The difference between meaning and significance is highlighted through the discussion of terms that help us visualize our approach to analyzing cultural artefacts: foreground, background and point of view. Post-colonialist and feminist approaches are highlighted as examples for alternative reading practices.














In the previous lecture we had a look at the way the graphic novel as a genre was accepted as valuable in Britain, and appreciated by prestigious institutions, such as the Royal Society of Literature. The process through which works within the genre were acknowledged as worthy of distinguished awards – after which these works will continue to represent value – is the process of canonization, the process in which these works become part of the recognized body of works, the established canon.



CANON: group of works that is considered authentic, valuable and worthy of study.



Canonical works are regarded as exemplary – this meaning is reflected by the etymology of the word: its origin is the Greek word Kanon, meaning a measuring rod, or standard. In theology the term refers to sacred books of the Bible, books that have divine authority.



Laurence Lerner discusses the controversy in the term related to literature:



“The very idea of literature involves valuing highly the experience of reading certain books, and thus implicitly rating others lower. It involves, that is, the idea of a canon. A canon is a set of sacred books, and the meaning has become secularized to refer to those works chosen by consensus as embodying what is truly valuable in a subject, so there will be a canon or works of literature, of great paintings, or works of philosophy” (Laurence Lerner, The Frontiers of Literature)



Briggs’s example shows the inherent controversy in the idea of the canon itself: while the term suggests a group of works of unchanging and essential value, the canonized group also changes with changing tastes. The value of a work may be debated. This is why a canon is not simply a body of texts, but rather a set of reading practices: works become canonized together with the interpretation attached to them, due to the fact that they are regarded as valuable for specific reasons, reflecting specific tastes.



We can regard the interpretation of a work as its meaning. Some critics, however, talk about signification rather than meaning. Meaning implies certain unquestionability, while signification is more clearly connected to a given context or a given function of a work within this context. Let us have a look at a nonliterary example, from a UK tabloid paper, The Sun.









Definition





Tabloid is a newspaper with compact format and sensationalist content.














“A terrified 19 stone [about 120 kg] husband was forced to lie next to his wife as two men raped her yesterday.”



Try to differentiate between the assumed opinion of its readers and other possible interpretations of the sentence – things that it reveals, other than what it openly communicates.



The sentence conveys the event in a way that is defined by the author’s opinion: the fact of the terrified big man is stressed. The interesting thing is that the sentence assumes: its readers will identify with this opinion, sympathize with the husband’s terror, and will be horrified by his situation. It does not need much skill in reconstructing the situation to realize that the wife’s perspective is curiously left unnoticed. Once we are aware of this, we can re-evaluate the situation and think about reasons why the article does not focus on what had happened to the wife. The sentence may signify something completely different compared to what it think it means.



To analyze the situation, the introduction of the term foreground, background and point of view are helpful. Foreground is the focus, what appears as most important, background is what appears inconspicuous, while point of view is the perspective from which an event is seen. In the previous example the sentence’s point of view foregrounds the husband’s state, but it is possible to look at it from another perspective, and see the wife as the unacknowledged center of the events, or even focus on the implied author of the sentence, and put his point of view in the foreground. The sentence also shows that the way an event is described is inherently connected to the point of view from which it is seen. The same applies to our interpretations, be it interpretations of artistic or everyday objects.



Turning back to the idea of the canon, we see that the term implies a point of view with general validity. There are critical schools that consciously challenge what they see as the dominant point of view, introducing alternative reading practices that offer alternative meanings of works, create alternative discourses, or focus on works and topics that have previously not been foregrounded. Let us see two such examples of critical schools that consciously challenge what they see as the dominant discourse. Here you can read about the relationship between these schools and the canon. A more detailed description of the same and other critical schools is given in Part 2 of this coursebook.



Post-colonial readings point out that the literary canon is not only based on Eurocentric values, but it is constructed in a way that is serves to authenticate the rightness of the colonial hierarchy of power. The canon may be subverted by creating a counter-discourse, which may happen through the subversion of the established meanings of canonized works by new interpretations or the inclusion of authors and works that challenge the dominant discourse – either non-mainstream white and western authors or representatives of non-western literature (Indian, Caribbean, African-American).



According to feminist readings the canon reflects the white bourgeois European cultural tradition from a male perspective. Subverting the canon is possible by tools similar to the ones described above: by foregrounding themes, in this case representing female experiences; including women writers into the canon; challenging the typical representations of women and the ideological assumptions sustaining these representations. Feminist approaches importantly make a distinction between sex (biological differences which determine us as female or male) and gender (our social make-up; culturally constructed differences which distinguish us as feminine or masculine, such as differences of dress, social role, expectations etc.). This allows for the possibility of challenging socially determined roles, as well as for resisting the regulative, identity-forming function of the discourse.









Task / groupwork





1. As an example for debates of canonization, have a look at the movie The Chatterley Affair. Which are the positions depicted in the movie? What are the respective literary values regarded by these positions? What are the more general values that these literary values serve? Write a short essay based on the above questions.



Read the following dedication of the publisher to the book’s second edition. What is it that this dedication puts into the foreground?



"For having published this book, Penguin Books were prosecuted under the Obscene Publications Act, 1959 at the Old Bailey in London from 20 October to 2 November 1960. This edition is therefore dedicated to the twelve jurors, three women and nine men, who returned a verdict of 'Not Guilty' and thus made D. H. Lawrence's last novel available for the first time to the public in the United Kingdom.”



The publisher’s dedication from the Penguin second edition of D.H. Lawrence’s Lady Chatterley’s Lover 1961 (1928)



 



2. Have a look at the advertisement based on a canonical poem of English literature (William Wordsworth’s “I wandered lonely as a cloud”). The canonical interpretation of the poem is necessary for the ad to work: it capitalizes on the common cultural knowledge and the cultural value of the poem: the poet, a solitary genius gets inspiration from nature, the daffodils (the same way as poetry will inspire us: the sublime experience of daffodils will be presented to the reader by the poetry describing it) – while the source of inspiration in the ad both for the poet and for us is the product advertised.







http://www.youtube.com/watch?v=3lUEWFQGb8s



An alternative reading is offered by the following limerick:



There once was a poet named Will
 Who tramped his way over a hill
 And was speechless for hours
 Over some stupid flowers
 This was years before TV, but still.



How does the limerick subvert the canonical reading? What are the values that it resists? Are there values explicitly or implicitly foregrounded by it? Are these values you identify with?



 



3. Listen to the popular song Santa Baby (several versions are available, sung by artists such as Manonna, Marilyn Monroe or Ertha Kitt), and think about its lyrics. How would you describe the relationship between the girl and Santa? Give a feminist reading of the song by attributing special significance to the last wish.



 



4. Advertisements generally rely on implicit cultural values of the target group. By making these values explicit, think of the ways you can use advertisements in teaching cultural differences between specific groups of English speakers and your potential students.
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Heineken Wordsworth ad
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http://wordsworth.org.uk/blog/wp-content/uploads/2015/01/Heineken.png



 



Separating foreground and background
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http://www.mpocares.com/wp-content/uploads/2012/05/document1.jpeg













Review questions





1. What are the different meanings of the term canon?



2. What is the controversy embedded in the idea of the canon in literature?



3. How do meaning and significance relate to each other? Explain it with an example of an alternative reading of a cultural artefact.













Recommended further readings





On the Norton Anthology of English Literature, the anthology regarded as an important means of canonization:



Shesgreen, Sean. “Canonizing the Canonizer: A Short History of The Norton Anthology of English Literature”. Critical Inquiry. Vol. 35, No. 2 (Winter 2009), pp. 293-318
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8. Literature, Culture, and the Reading Subject: An Overview of Major Trends in Literary and Cultural Theory





Throughout the history of literature, various critical approaches have been worked out to analyze and interpret texts. These approaches, of course, all reflected the determinations and characteristic features of the intellectual and political climate of the historical age in which they were formulated.



 



When we investigate the characteristics of various theories of literature and literariness, we can again rely on the idea of literature as communication, although we should also bear in mind that before the middle of the 20th century these critical schools had no foundation in the linguistic and semiotic considerations that were discussed in our very first chapters.



 



As we move from the late 19th century up to the late 20th century in the survey of critical approaches, we can observe that the various trends mainly differ from one another in respect to which element of the communication model they put the greatest emphasis on. We see three major shifts in the focus of critical attention, displacing the concentration of theory upon different agents or elements in the process of communication, moving closer and closer to the problematization of the reader as a socially positioned human being:



 



 



AUTHOR -------------------------------------TEXT --------------------------------------- READER



HISTORICAL CONTEXT ---------------- LWA (??) --------------------HISTORICAL CONTEXT



                                                   1st shift                2nd shift                                  3rd shift



                                                       1920s-40s         1960s – 70s                            1980s – 90s



 



Shifts:



 





		From the focus on the biographical and historical context of the author to the focus on the inner linguistic, structural organization of the text: the emerging of formalism, formal critical trends.



		From the focus on the text to the focus on the interaction between text and reader in the temporal act of reading: the emerging of reception theories on the basis of phenomenology and semiotics, reader-response criticism.



		From the focus on the interaction between text and reader to the focus on the social, political, historical determinations and positionality of the human being as reader: the emerging of poststructuralism on the basis of semiotic theories of the subject and the critique of ideology.







 



On a general basis, we can say that theories of the LWA can be divided into two great groups which differ because they rely on two radically different concepts of the LWA. Trends belonging to the first group are called formal critical approaches, and they focus more or less exclusively on the inner, textual, linguistic, structural characteristics of the TEXT, since they are not observing the considerations of semiotics and they identify the TEXT with the LWA. Trends belonging to the second group are called contextual approaches, and they tend to open up the interpreted TEXT for its various contexts of production (author) and reception (reader), and they argue that the LWA comes into existence as a result of the interplay and interaction of these various contexts..



 



 



Basic difference in orientation:



 



Formal critical approaches: the LWA is a Self-enclosed, autonomous, organic unit, conveys aesthetic values independent of context. There is a network of interrelations within this closed “object”.



 



Contextual critical approaches: the LWA is an Open unit, it is a “discursive space” where different verbal-textual practices, discourses meet and cross each-other; every text influences every other text in a universe of intertextuality; there is an interaction between text and reader, contexts and traditions.



 



In what follows we are going to present an outline of the most important theoretical approaches to literature, in a chronological order of their development.
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2. Ontological problems: the way literature exists




Lecture summary





What is the reason for this ontological problem, why do the above anomalies really occur?



In order to answer this set of questions, we will start out from an understanding of literature as communication, and we will approach literature in the communication model. However, this will necessitate a condensed introduction into the basics of communication theory. We need to see how meaning is produced and exchanged in society, and semiotics provides us with the theory to understand this process.
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4. Ideology, criticism, history




Lecture summary





The lecture starts out with pointing out that our sources for research are frequently debatable, even primary sources are subject to various possible interpretation. Our understanding of sources will always be subjective, defined by our historical and cultural situatedness. This situatedness is expanded through theoretical discussions of ideology by theorists such as Foucault, Althusser, Greenblatt and Raymond Williams, as well as the play metaphor from Shakespeare’s As You Like It.














In Lecture 1 you could read about the diverse sources of research, and the issue of the reliability of sources was raised. The task about the Wikipedia hoax served for us to see the importance of tracing back secondary sources to original primary sources, the “raw materials of research”. In this lecture you will see that often even primary sources are questionable, and may turn out to be difficult to interpret or rely on.



Let us take again the example of research on comic strips and Hamlet.



In this Calvin and Hobbes cartoon the lines “To be or not to be” are a reference to Shakespeare’s Hamlet, so in order to interpret the cartoon itself, you may wish to interpret Hamlet, the drama it refers to, as the other primary source of your research. Perhaps you would check the whole monologue, since the cartoon includes only the first few words. Most of the readers would not even have to look up the Shakespearean drama text to continue the quotation.



Would you be able to continue the line? How does it go? How do you know that? If you wished to make sure about it, where would you check it?



Most of you would probably finish the first sentence as “… that is the question”, and this is the version you would most easily find. In an academic research, however, you do not use just any copy of a work for reference, but rather critical editions of literary texts.









Definition





Critical editions of literary works strive to present the most authoritative text to the reader, they usually include extensive commentaries and notes on the text, and if applicable, indicate different extant versions of the text itself.














There are several critical editions of Shakespeare’s texts, for example the Arden or the Riverside editions. Having a look at the monologue in question in one of these you would find that the version of the second part of the quotation “…that is the question” is actually one of the extant versions. There is another version which continues “… I, there’s the point”! The version we have in mind and find in most versions of the drama (“…that is the question”) is a “creation” of subsequent editors of the drama. Since it reflects their decision, it cannot be taken as the ultimate and authoritative version of the text by Shakespeare. The other, lesser known version was regarded as a corrupt, “bad” version for centuries, but recently that label has been challenged, mainly as a result of a paradigm change in textual criticism – a branch of philology, discussed in more detail in Part 2.



Thus, as you can see, even established primary sources may be questioned, while the authoritative versions in critical editions are results of scholarly research and debate.



The above example shows how looking critically at primary sources is essential – “raw materials” of research that may seem solid facts turn out to be cultural products themselves, since suggest facts as they are understood in a certain way. This does not apply only to textual sources, for example historical sources such as annals or chronicles, but anything that serves as a source of information, even archeological findings. In this sense each data item is potentially fictionalized, once we attribute a certain meaning and significance to them.



Think of the comparison we made between Aldrovandi’s perspective of “serpents and dragons” and ours! What are the objects studied in the quoted chapters that would come under different rubrics in a present day study, and which are the ones that would not be identified as scientific problems?



Hans Georg Gadamer, the German philosopher deals with the perspective of the historian as a decisive factor in identifying problems of study. In his essay entitled “On the Problem of Self-Understanding” (1962) he writes the following: “Something of the historicity of the historian’s own understanding is already at work in his choice of objects and in the rubric under which he places the object as a historical problem.”



Can you apply the term “historicity of the historian’s understanding” in a broad sense as “the historicity of the researcher’s understanding” to the examples mentioned so far? Think about the choice of objects of study and the differences between Aldrovandi’s approach and ours! His chapters can be understood as “rubrics” under which he places the things he describes – as we have seen, these have changed significantly since his time.



So whatever the subject of our research may be, the way we understand it will be influenced by our own perspective which, in turn, is influenced by external factors, such as the “paradigm” governing our understanding in a historical moment. This is important for English studies since history is a lens through which we approach topics we deal with, be it the English language, or works written in it, or the English speaking people or communities and their culture. All these exist in history, and their interpretations are conducted from specific historical perspectives.



Read the following monologue from Shakespeare’s As You Like It, and try to answer the following questions: What does this passage suggest, what is it that defines the perspectives of an individual throughout their lives? Is there a perspective (implicit or explicit) included in the passage that is unchanging – if the world is a stage, who is watching?



"All the world's a stage,
 And all the men and women merely players;
 They have their exits and their entrances;
 And one man in his time plays many parts,
 His acts being seven ages. At first the infant,
 Mewling and puking in the nurse's arms;
 And then the whining school-boy, with his satchel
 And shining morning face, creeping like snail
 Unwillingly to school. And then the lover,
 Sighing like furnace, with a woeful ballad
 Made to his mistress' eyebrow. Then a soldier,
 Full of strange oaths, and bearded like the pard,
 Jealous in honour, sudden and quick in quarrel,
 Seeking the bubble reputation
 Even in the cannon's mouth. And then the justice,
 In fair round belly with good capon lin'd,
 With eyes severe and beard of formal cut,
 Full of wise saws and modern instances;
 And so he plays his part. The sixth age shifts
 Into the lean and slipper'd pantaloon,
 With spectacles on nose and pouch on side;
 His youthful hose, well sav'd, a world too wide
 For his shrunk shank; and his big manly voice,
 Turning again toward childish treble, pipes
 And whistles in his sound. Last scene of all,
 That ends this strange eventful history,
 Is second childishness and mere oblivion;
 Sans teeth, sans eyes, sans taste, sans everything."



Jacques’s monologue from As You Like It (2.2. 139-166)



Similarly to Gadamer’s quote about the historicity of the historian’s understanding, in this example too there is something external that defines the understanding of the human being. While in the previous case it was the historical setting, the passage suggests that the perspectives of humans are defined throughout their lives by their age. This was a conventional rhetorical figure, a topos in Shakespeare’s time, called “the seven ages of man”, and in the passage it is combined with another topos, that of the play metaphor, according to which the world is identical to a stage, and humans are actors in a play. The ages of man are the roles or the positions that are offered to humans.



The roles and positions of humans offered within a certain historical setting can be described and understood by what is called ideology.









Definition





Ideology is a world view, a system of beliefs and goals (social or political) that explain or justify the decisions and behavior of a group.














Later on in this book you will read more about critical schools and approaches that analyze texts and their function in their social and historical context, such as New Historicism, Cultural Materialism, Feminism, Postcolonialism or Poststructuralism. These schools are interested in the way texts reflect on, support or contest their ideological context. Such an approach is called political – not in the sense of daily politics, but rather meaning the various opinions and differences of interest that manifest themselves in the texts.



How are these differences traceable in texts? Let us take, for example, the passage quoted above, starting with “All the world’s a stage” from As You Like It. The meaning of this topos was based on a religious world view, according to which our life on the earthly stage is transitory, a mere vanity as opposed to a divine eternity, in which humans share in life after death. The connotations of the earthly stage in this metaphor are negative (humans are trapped in these transitory roles, and our whole life is vanity), but since the monologue is spoken on a stage in a theatre, it is unlikely that the theatre would speak about itself in negative terms, it rather sees itself as a stage of opportunities and creative playing. This understanding – as opposed to Jacques’ opinion – is also presented in the play, exemplified by one of the protagonists, Rosalind, who manages to reach her goals through role play of her own choice (dressing as a man), making her life similar to a “stage” or theatre by decision. Jacques’s and Rosalind’s contradicting understandings of the play metaphor do not reflect mere subjective differences of opinions, but rather conflicting world views in Shakespeare’s time, that had very different understandings not only about the value of the theatre as an institution, but also about the propriety of the self-realization of a human individual. In this sense we can say that culture is recognized as an arena of conflicts, and the differences are reflected in the texts of a given cultural setting, just like Shakespeare’s drama presents contemporary questions or debates in the intellectual arena of his time.



Several theorists have dealt with the way in which individual roles and opinions in a society are shaped by dominant ideological systems, and the way they are controlled by institutions in power. The fact that Copernicus’ treatise was banned by the church because it was thought to challenge some basic religious teachings (for example the idea that the Earth is in the center of the physical universe) is an instance of an institution trying to control people’s world view and also to maintain its own authority. A detailed interpretation about the ways meanings in society are controlled is given by Michel Foucault, a French theorist. He claims that this control is realized through what he terms as power technologies, which work through institutionalizing fields of discourses in a society. By discourse he means communicative practices expressing the interests of a particular socio-historical group or institution. Remaining with the Copernican example, the communicative practices would be the ways in which the treatise was banned (How is the ban realized done exactly? Who has the right to do this, and how is the ban proclaimed? How are trespasses sanctioned?) As a result of the ban, Galileo Galilei, a supporter of the Copernican theory, was sentenced to life imprisonment for his views. In Foucault’s understanding history is a disconnected range of epistemes, or discursive practices, rules and procedures governing writing and thinking – think of the definition of epistemology given above. Another influential thinker dealing with the way pre-give structures constitute the human subject is Louis Althusser. He terms the mechanism constituting these structures interpellation. In his understanding each member of society is assigned a variety of roles depending on the contexts in which she or he operates. Each of us is addressed by various institutions and thereby takes up a variety of subject positions – similarly to the logic of Jacques’ seven ages of man. Althusser calls these institutions state apparatuses, and distinguishes between two types: Ideological State Apparatuses: law religion, politics and education, and Repressive state Apparatuses: police and the military. The term “speaking subject” indicates that our opinion, our thinking is always filtered through a given persona/role.



A dynamic model of ideology is offered by the British theorist Raymond Williams, who distinguishes between three phases of ideological development. The dominant expresses the socially privileged and central ways of seeing and saying of its age: the dominant discourses in the present. The residual ways of saying and seeing are ones that were central but have now been superseded. These are often the dominant discourses of the past. The emergent discourses are embryonic growth points which exist only as half-formed potential but which may be perceived as the dominant discourses of the future. The Copernican understanding of the universe was emergent when it appeared, it took about a century until it was widely accepted and became dominant, but even then the Ptolemaic system was not fully discarded by all for a while: it was a residual discourse of the past.



A model of competing discourses was introduced by Stephen Greenblatt, the American critic, according to whom dominant discourses generate their own opposites called subversion. Containment refers to the control or neutralization of subversion. According to a ‘safety valve’ theory if social tension is released, control is easier to keep. Controlled subversion, such as carnival (a time for licensed social misrule) contributes to the containment and neutralization of potentially subversive forces. Containment can also be understood as counter-subversion. 









Task / groupwork





1. Do research on specific carnival festivities based on media coverage (e.g. the Venice carnival or the Rio carnival). Which are the elements that you find in them that are very different from the everydays and which are similar? Are there things subverted? Is this subversion only temporary or not? Choose one specific carnival event as a topic of research and write a short essay about it based on the above questions. Back up your opinion with examples and referenced sources.



2. Read about the New York Times Hoax at the link below. Do you think the event was subversive? How or why not? What are the possible ways to contain such an event? (Think of Foucault’s and Althusser’s analyses of power)



http://www.reuters.com/article/2008t/11/13/industry-us-media-newyorktimes-idUSTRE4AC0GV20081113



3. Think of the ways rules of language use (grammar, register etc.) are maintained and potentially subverted. Design tasks for language learners through which they learn some rules through examples that do not follow it. What explanations would you offer to your students to explain the phenomenon?
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Calvin and Hobbes cartoon on Hamlet
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Fake New York Times cover
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Review questions







		Why can we say that the raw materials of our research are always to a certain extent fictionalized?



		What is a critical edition? Characterize the dynamism it suggests about reliability and debatability of sources?



		How is Shakespeare’s description of one understanding of the play metaphor through Jacques’s monologue in As You Like It subverted in the drama as a whole?



		Explain the meaning of the following terms: power technologies, interpellation, residual, counter-subversion

















Recommended further readings





A work of international fame that created a controversy among historians by claiming that the past is always a construction via narrative strategies, emphasizing the historian’s point of view:



White, Hayden: Metahistory. The Historical Imagination in Nineteenth-centuryentury Europe (1973). Baltimore: Johns Hopkins University Press.
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The Language of the Sciences and the Language of Literature





Because of the socially conventional (and not empirically given) nature of language as a sign system, there is always an inherent ambiguity, an element of playfulness, a likelihood of game and error in language. This inherent play in language is treated in different ways by different discourses. The languages of the sciences try to reduce this playfulness, this indeterminacy and ambiguity, while the language of literature very often enhances, intensifies, and plays with this inner undecidedness in language, in order to make language even more expressive









Review questions





1. Why is it not possible for human beings to exchange meaning directly in communication?



2. What does it mean that there is an arbitrary relationship between the signifier and the signified?



3. Is the empirical reality part of language as a sign system?



4. Why is literariness not an objective category?













Task/groupwork





1. Choose a literary text and work out a plan for using it as an example in a language class for the explanation of how meaning depends on the historical, cultural, individual context of the reader.



2. Choose a scientific text and a literary text and work out an exercise for language students to compare the linguistic differences between them.
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Exercise in Interpretation / 3





We are going to establish a complex reading of a very condensed but very poetic and complicated drama by Yeats entitled Purgatory (1938). Read the text carefully, and pay special attention to deixis, story-telling and conflict. You find the text in the Annex.



 



 



Interpretation



 



While reading the drama, you probably felt how much it is necessary and how difficult it is to continuously imagine what is actually going on on the stage. As a matter of fact, we might even argue that it is not possible to read a drama properly for the first time, because we are not yet familiar with the relationship between the characters, their emotions, their conflict, their background and history: elements that we usually get a description of in narrative fiction. For example, it is very difficult to see, to imagine how the young Boy and the old man enter the stage at the very beginning, because we do not know their relationship, and the text won’t say. Is the old man tossing the young Boy to step in front of the house, which he considers important to observe? Is the young Boy frustrated? Do they love or hate each-other? What does the house look like exactly? We only get (sometimes only partial) answers for these questions as we read on in the text.
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Introduction to the Study of Cultures and Literatures in English
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I First level of meaning





This is a narrative that contains quite a lot of fictitious elements when seen from our modern horizon of expectations: the Artist is engaged in a seemingly impossible act of uniting spirit and matter, something that only God is supposed to be capable of. On top of all this, the destruction of his masterpiece does not affect him badly at all, since he appears to have achieved something else during the process of creation. We are still puzzled by unanswered questions: what is the butterfly, what is the talisman, why is Annie improper for Owen, why is the little child a monkey?


 


Interpretation


 


1. Formal and technical characteristic features


 


With narrative fiction, we cannot observe so many formal characteristics as in the case of poetry, since the structure is not so concise and in this case it follows the traditional format of prose fiction. We know this is a short story by Hawthorne, an important figure of American romanticism, who actually called his short stories tales. This already preconditions our horizon of expectations, and we will not be surprised to read something which has to do with fantasy, vision and subjective world-view.


 


We can identify the most important narrative techniques which will have an important role in our interpretation. We have a narrator which is the main source of our information about the represented world, and which appears to be almost omniscient: it occupies a bird’s eye view external focalization position to the events, it seems to be equally able to see into open and enclosed spaces and places, it can move back and forward in time, it can penetrate the mind of the characters and give us an insight into their thoughts. However, we very often realize that it gives us subjective opinions and commentaries even if they are not necessary and not indispensable to the plot: in this respect, we have an intruding narrator who often seems to be so subjective that we might even suspect that it is an unreliable narrator. We treat the information given by the narrator with caution, especially since the story itself is quite unbelievable upon first reading: it is about a person who, after repeated attempts and failures, succeeds in creating a mechanical butterfly, a living piece of machinery, and who is not depressed or sad at all when finally this miraculous creation of his is destroyed in the end.


 



You are going to see the various functions
of the narrator highlighted in different colours in the text of the tale
by Hawthorne.



 



Text in green is an example for the capacity of the narrator as an external,
omniscient focalizer.



 



Text in blue is an example for the intrusion by the narrator who provied a lot of
personal commentary and simetimes appears to be unreliable.



 



Text in yellow is an example for the narrator being a limited focalizer who is not in
the possession of all the necessary information.



 



Text in
purple is an example for important internal repetitions
within the design of the text.



 



Text in red is an example for the narrator acting as an internal emotive focalizer,
establishing a very frienly tone towards the protagonist.



 



 



 



Nathaniel Hawthorne (1804 – 1864)



 



THE ARTIST OF THE BEAUTIFUL (1844)



 



   AN elderly man, with his pretty daughter on
his arm, was passing along the street, and emerged from the gloom of the cloudy
evening into the light that fell across the pavement from the window of a small
shop. It was a projecting window; and on the inside were suspended a variety of
watches, pinchbeck, silver, and one or two of gold, all with their faces turned
from the streets, as if churlishly disinclined to inform the wayfarers what
o'clock it was. Seated within the shop, sidelong to the window with his pale
face bent earnestly over some delicate piece of mechanism on which was thrown
the concentrated lustre of a shade lamp, appeared a young man.



 



   ``What can Owen Warland be about?''
muttered old Peter Hovenden himself a retired watchmaker, and the former master
of this same young man whose occupation he was now wondering at. ``What can the
fellow be about? These six months past I have never come by his shop without
seeing him just as steadily at work as now. It would be a flight beyond his
usual foolery to seek for the perpetual motion; and yet I know enough of my old
business to be certain that what he is now so busy with is no part of the
machinery of a watch.''



 



   ``Perhaps, father,'' said Annie, without
showing much interest in the question, ``Owen is inventing a new kind of
timekeeper. I am sure he has ingenuity enough.''



 



   ``Poh, child! He has not the sort of
ingenuity to invent anything better than a Dutch toy,'' answered her father,
who had formerly been put to much vexation by Owen Warland's irregular genius.
``A plague on such ingenuity! All the effect that ever I knew of it was to
spoil the accuracy of some of the best watches in my shop. He would turn the
sun out of its orbit and derange the whole course of time, if, as I said
before, his ingenuity could grasp anything bigger than a child's toy!''



 



   ``Hush, father! He hears you!'' whispered
Annie, pressing the old man's arm. ``His ears are as delicate as his feelings;
and you know how easily disturbed they are. Do let us move on.''



 



   So Peter
Hovenden and his daughter Annie plodded on without further conversation, until
in a by-street of the town they found themselves passing the open door of a
blacksmith's shop. Within was seen the forge, now blazing up and illuminating
the high and dusky roof, and now confining its lustre to a narrow precinct of
the coal-strewn floor, according as the breath of the bellows was puffed forth
or again inhaled into its vast leathern lungs. In the intervals of brightness
it was easy to distinguish objects in remote corners of the shop and the
horseshoes that hung upon the wall; in the momentary gloom the fire seemed to
be glimmering amidst the vagueness of unenclosed space. Moving about in this
red glare and alternate dusk was the figure of the blacksmith, well worthy to
be viewed in so picturesque an aspect of light and shade, where the bright
blaze struggled with the black night, as if each would have snatched his comely
strength from the other. Anon he drew a white-hot bar of iron from the coals,
laid it on the anvil, uplifted his arm of might, and was soon enveloped in the
myriads of sparks which the strokes of his hammer scattered into the
surrounding gloom.



 



   ``Now, that is a pleasant sight,'' said the
old watchmaker. ``I know what it is to work in gold; but give me the worker in
iron after all is said and done. He spends his labor upon a reality. What say
you, daughter Annie?''



 



   ``Pray don't speak so loud, father,''
whispered Annie, ``Robert Danforth will hear you.''



 



   ``And what if he should hear me?'' said
Peter Hovenden. ``I say again, it is a good and a wholesome thing to depend
upon main strength and reality, and to earn one's bread with the bare and
brawny arm of a blacksmith. A watchmaker gets his brain puzzled by his wheels
within a wheel, or loses his health or the nicety of his eyesight, as was my
case, and finds himself at middle age, or a little after, past labor at his own
trade and fit for nothing else, yet too poor to live at his ease. So I say once
again, give me main strength for my money. And then, how it takes the nonsense
out of a man! Did you ever hear of a blacksmith being such a fool as Owen
Warland yonder?''



 



   ``Well said, uncle Hovenden!'' shouted
Robert Danforth from the forge, in a full, deep, merry voice, that made the
roof reecho. ``And what says Miss Annie to that doctrine? She, I suppose, will
think it a genteeler business to tinker up a lady's watch than to forge a
horseshoe or make a gridiron.''



 



   Annie drew her father onward without giving
him time for reply.



 



   But we must
return to Owen Warland's shop, and spend more meditation upon his history and
character than either Peter Hovenden, or probably his daughter Annie, or Owen's
old school-fellow, Robert Danforth, would have thought due to so slight a
subject. From the time that his little fingers could grasp a penknife, Owen had
been remarkable for a delicate ingenuity, which sometimes produced pretty
shapes in wood, principally figures of flowers and birds, and sometimes seemed
to aim at the hidden mysteries of mechanism. But it was always for
purposes of grace, and never with any mockery of the useful. He did not, like
the crowd of school-boy artisans, construct little windmills on the angle of a
barn or watermills across the neighboring brook. Those who discovered such
peculiarity in the boy as to think it worth their while to observe him closely,
sometimes saw reason to suppose that he was attempting to imitate the beautiful
movements of Nature as exemplified in the flight of birds or the activity of
little animals. It seemed, in fact, a new development of the love of the
beautiful, such as might have made him a poet, a painter, or a sculptor, and
which was as completely refined from all utilitarian coarseness as it could
have been in either of the fine arts. He looked with singular distaste at the
stiff and regular processes of ordinary machinery. Being once carried to see a
steam-engine, in the expectation that his intuitive comprehension of mechanical
principles would be gratified, he turned pale and grew sick, as if something
monstrous and unnatural had been presented to him. This horror was partly owing
to the size and terrible energy of the iron laborer; for the character of
Owen's mind was microscopic, and tended naturally to the minute, in accordance
with his diminutive frame and the marvellous smallness and delicate power of
his fingers. Not that his sense of beauty was thereby diminished into a sense
of prettiness. The beautiful idea has no relation
to size, and may be as perfectly developed in a space too minute for any but
microscopic investigation as within the ample verge that is measured by the arc
of the rainbow. But, at all events, this characteristic minuteness in
his objects and accomplishments made the world even more incapable than it
might otherwise have been of appreciating Owen Warland's genius. The boy's relatives saw nothing better to be done --
as perhaps there was not -- than to bind him apprentice to a watchmaker,
hoping that his strange ingenuity might thus be regulated and put to
utilitarian purposes.



 



   Peter Hovenden's opinion of his apprentice
has already been expressed. He could make nothing of the lad. Owen's
apprehension of the professional mysteries, it is true, was inconceivably
quick; but he altogether forgot or despised the grand object of a watchmaker's
business, and cared no more for the measurement of time than if it had been
merged into eternity. So long, however, as he remained under his old master's
care, Owen's lack of sturdiness made it possible, by strict injunctions and
sharp oversight, to restrain his creative eccentricity within bounds; but when
his apprenticeship was served out, and he had taken the little shop which Peter
Hovenden's failing eyesight compelled him to relinquish, then did people recognize
how unfit a person was Owen Warland to lead old blind Father Time along his
daily course. One of his most rational projects was to connect a musical
operation with the machinery of his watches, so that all the harsh dissonances
of life might be rendered tuneful, and each flitting moment fall into the abyss
of the past in golden drops of harmony. If a family clock was intrusted to him
for repair, -- one of those tall, ancient clocks that have grown nearly allied
to human nature by measuring out the lifetime of many generations, -- he would
take upon himself to arrange a dance or funeral procession of figures across
its venerable face, representing twelve mirthful or melancholy hours. Several
freaks of this kind quite destroyed the young watchmaker's credit with that
steady and matter-of-fact class of people who hold the opinion that time is not
to be trifled with, whether considered as the medium of advancement and
prosperity in this world or preparation for the next. His custom rapidly
diminished -- a misfortune, however, that was probably reckoned among his
better accidents by Owen Warland, who was becoming more and more absorbed in a
secret occupation which drew all his science and manual dexterity into itself,
and likewise gave full employment to the characteristic tendencies of his
genius. This pursuit had already consumed many months.



 



   After the old
watchmaker and his pretty daughter had gazed at him out of the obscurity of the
street, Owen Warland was seized with a fluttering of the nerves, which made his
hand tremble too violently to proceed with such delicate labor as he was now
engaged upon.



 



   ``It was Annie herself!'' murmured he. ``I
should have known it, by this throbbing of my heart, before I heard her father's
voice. Ah, how it throbs! I shall scarcely be able to work again on this
exquisite mechanism to-night. Annie! dearest Annie! thou shouldst give firmness
to my heart and hand, and not shake them thus; for if I strive to put the very
spirit of beauty into form and give it motion, it is for thy sake alone. O
throbbing heart, be quiet! If my labor be thus thwarted, there will come vague
and unsatisfied dreams which will leave me spiritless to-morrow.''



 



   As he was endeavoring to settle himself
again to his task, the shop door opened and gave admittance to no other than
the stalwart figure which Peter Hovenden had paused to admire, as seen amid the
light and shadow of the blacksmith's shop. Robert Danforth had brought a little
anvil of his own manufacture, and peculiarly constructed, which the young
artist had recently bespoken. Owen examined the article and pronounced it
fashioned according to his wish.



 



   ``Why, yes,'' said Robert Danforth, his
strong voice filling the shop as with the sound of a bass viol, ``I consider
myself equal to anything in the way of my own trade; though I should have made
but a poor figure at yours with such a fist as this,'' added he, laughing, as
he laid his vast hand beside the delicate one of Owen. ``But what then? I put more
main strength into one blow of my sledge hammer than all that you have expended
since you were a 'prentice. Is not that the truth?''



 



   ``Very probably,'' answered the low and
slender voice of Owen. ``Strength is an earthly monster. I make no pretensions
to it. My force, whatever there may be of it, is altogether spiritual.''



 



   ``Well, but, Owen, what are you about?''
asked his old school-fellow, still in such a hearty volume of tone that it made
the artist shrink, especially as the question related to a subject so sacred as
the absorbing dream of his imagination. ``Folks do say that you are trying to
discover the perpetual motion.''



 



   ``The perpetual motion? Nonsense!'' replied
Owen Warland, with a movement of disgust; for he was full of little petulances.
``It can never be discovered. It is a dream that may delude men whose brains
are mystified with matter, but not me. Besides, if such a discovery were
possible, it would not be worth my while to make it only to have the secret
turned to such purposes as are now effected by steam and water power. I am not
ambitious to be honored with the paternity of a new kind of cotton machine.''



 



   ``That would be droll enough!'' cried the
blacksmith, breaking out into such an uproar of laughter that Owen himself and
the bell glasses on his work-board quivered in unison. ``No, no, Owen! No child
of yours will have iron joints and sinews. Well, I won't hinder you any more.
Good night, Owen, and success, and if you need any assistance, so far as a
downright blow of hammer upon anvil will answer the purpose, I'm your man.''



 



   And with another laugh the man of main
strength left the shop.



 



   ``How strange it is,'' whispered Owen
Warland to himself, leaning his head upon his hand, ``that all my musings, my
purposes, my passion for the beautiful, my consciousness of power to create it,
-- a finer, more ethereal power, of which this earthly giant can have no
conception, -- all, all, look so vain and idle whenever my path is crossed by
Robert Danforth! He would drive me mad were I to meet him often. His hard,
brute force darkens and confuses the spiritual element within me; but I, too,
will be strong in my own way. I will not yield to him.''



 



   He took from beneath a glass a piece of
minute machinery, which he set in the condensed light of his lamp, and, looking
intently at it through a magnifying glass, proceeded to operate with a delicate
instrument of steel. In an instant, however, he fell back in his chair and
clasped his hands, with a look of horror on his face that made its small
features as impressive as those of a giant would have been.



 



   ``Heaven! What have I done?'' exclaimed he.
``The vapor, the influence of that brute force, -- it has bewildered me and
obscured my perception. I have made the very stroke -- the fatal stroke -- that
I have dreaded from the first. It is all over -- the toil of months, the object
of my life. I am ruined!''



 



   And there he sat, in strange despair, until
his lamp flickered in the socket and left the Artist of the Beautiful in darkness.



 



   Thus it is
that ideas, which grow up within the imagination and appear so lovely to it and
of a value beyond whatever men call valuable, are exposed to be shattered and
annihilated by contact with the practical. It is requisite for the ideal artist
to possess a force of character that seems hardly compatible with its delicacy;
he must keep his faith in himself while the incredulous world assails him with
its utter disbelief; he must stand up against mankind and be his own sole
disciple, both as respects his genius and the objects to which it is directed.



 



   For a time Owen Warland succumbed to this
severe but inevitable test. He spent a few sluggish weeks with his head so
continually resting in his hands that the towns-people had scarcely an opportunity
to see his countenance. When at last it was again uplifted to the light of day,
a cold, dull, nameless change was perceptible upon it. In the opinion of Peter
Hovenden, however, and that order of sagacious
understandings who think that life should be regulated, like clockwork, with
leaden weights, the alteration was entirely for the better. Owen now, indeed,
applied himself to business with dogged industry. It was marvellous to witness
the obtuse gravity with which he would inspect the wheels of a great old silver
watch thereby delighting the owner, in whose fob it had been worn till he
deemed it a portion of his own life, and was accordingly jealous of its
treatment. In consequence of the good report thus acquired, Owen Warland was
invited by the proper authorities to regulate the clock in the church steeple.
He succeeded so admirably in this matter of public interest that the merchants
gruffly acknowledged his merits on 'Change; the nurse whispered his praises as
she gave the potion in the sick-chamber; the lover blessed him at the hour of
appointed interview; and the town in general thanked Owen for the punctuality
of dinner time. In a word, the heavy weight upon his spirits kept everything in
order, not merely within his own system, but wheresoever the iron accents of
the church clock were audible. It was a circumstance, though minute, yet
characteristic of his present state, that, when employed to engrave names or
initials on silver spoons, he now wrote the requisite letters in the plainest
possible style, omitting a variety of fanciful flourishes that had heretofore
distinguished his work in this kind.



 



   One day, during the era of this happy
transformation, old Peter Hovenden came to visit his former apprentice.



 



   ``Well, Owen,'' said he, ``I am glad to
hear such good accounts of you from all quarters, and especially from the town
clock yonder, which speaks in your commendation every hour of the twenty-four.
Only get rid altogether of your nonsensical trash about the beautiful, which I
nor nobody else, nor yourself to boot, could ever understand, -- only free
yourself of that, and your success in life is as sure as daylight. Why, if you
go on in this way, I should even venture to let you doctor this precious old
watch of mine; though, except my daughter Annie, I have nothing else so
valuable in the world.''



 



   ``I should hardly dare touch it, sir,''
replied Owen, in a depressed tone; for he was weighed down by his old master's
presence.



 



   ``In time,'' said the latter, -- ``In time,
you will be capable of it.''



 



   The old watchmaker, with the freedom
naturally consequent on his former authority, went on inspecting the work which
Owen had in hand at the moment, together with other matters that were in
progress. The artist, meanwhile, could scarcely lift his head. There was nothing
so antipodal to his nature as this man's cold, unimaginative sagacity, by contact with which everything
was converted into a dream except the densest matter of the physical world.
Owen groaned in spirit and prayed fervently to be delivered from him.



 



   ``But what is this?'' cried Peter Hovenden
abruptly, taking up a dusty bell glass, beneath which appeared a mechanical
something, as delicate and minute as the system of a butterfly's anatomy.
``What have we here? Owen! Owen! there is witchcraft in these little chains,
and wheels, and paddles. See! with one pinch of my finger and thumb I am going
to deliver you from all future peril.''



 



   ``For Heaven's sake,'' screamed Owen
Warland, springing up with wonderful energy, ``as you would not drive me mad, do
not touch it! The slightest pressure of your finger would ruin me forever.''



 



   ``Aha, young man! And is it so?'' said the
old watchmaker, looking at him with just enough penetration to torture Owen's
soul with the bitterness of worldly criticism. ``Well, take your own course;
but I warn you again that in this small piece of mechanism lives your evil
spirit. Shall I exorcise him?''



 



   ``You are my evil spirit,'' answered Owen,
much excited, -- ``you and the hard, coarse world! The leaden thoughts and the
despondency that you fling upon me are my clogs, else I should long ago have
achieved the task that I was created for.''



 



   Peter Hovenden shook his head, with the
mixture of contempt and indignation which mankind, of whom he was partly a
representative, deem themselves entitled to feel towards all simpletons who
seek other prizes than the dusty one along the highway. He then took his leave,
with an uplifted finger and a sneer upon his face that haunted the artist's
dreams for many a night afterwards. At the time of his old master's visit, Owen
was probably on the point of taking up the relinquished task; but, by this
sinister event, he was thrown back into the state whence he had been slowly
emerging.



 



   But the innate tendency of his soul had
only been accumulating fresh vigor during its apparent sluggishness. As the
summer advanced he almost totally relinquished his business, and permitted
Father Time, so far as the old gentleman was represented by the clocks and
watches under his control, to stray at random through human life, making
infinite confusion among the train of bewildered hours. He wasted the sunshine,
as people said, in wandering through the woods and fields and along the banks
of streams. There, like a child, he found amusement in chasing butterflies or watching the motions of water insects.
There was something truly mysterious in the intentness with which he
contemplated these living playthings as they sported on the breeze or examined
the structure of an imperial insect whom he had imprisoned. The chase of butterflies was an apt emblem of the
ideal pursuit in which he had spent so many golden hours; but would the
beautiful idea ever be yielded to his hand like the butterfly that symbolized
it? Sweet, doubtless, were these days, and congenial to the artist's soul. They
were full of bright conceptions, which gleamed through his intellectual world
as the butterflies gleamed through the outward atmosphere, and were real to
him, for the instant, without the toil, and perplexity, and many disappointments
of attempting to make them visible to the sensual eye. Alas that the artist, whether in poetry, or whatever other material, may
not content himself with the inward enjoyment of the beautiful, but must chase
the flitting mystery beyond the verge of his ethereal domain, and crush its
frail being in seizing it with a material grasp. Owen Warland felt the
impulse to give external reality to his ideas as irresistibly as any of the
poets or painters who have arrayed the world in a dimmer and fainter beauty, imperfectly
copied from the richness of their visions.







 



   The night was now his time for the slow
progress of re-creating the one idea to which all his intellectual activity
referred itself. Always at the approach of dusk he stole into the town, locked
himself within his shop, and wrought with patient delicacy of touch for many
hours. Sometimes he was startled by the rap of the watchman, who, when all the
world should be asleep, had caught the gleam of lamplight through the crevices
of Owen Warland's shutters. Daylight, to the morbid sensibility of his mind,
seemed to have an intrusiveness that interfered with his pursuits. On cloudy
and inclement days, therefore, he sat with his head upon his hands, muffling,
as it were, his sensitive brain in a mist of indefinite musings, for it was a
relief to escape from the sharp distinctness with which he was compelled to
shape out his thoughts during his nightly toil.



 



   From one of these fits of torpor he was
aroused by the entrance of Annie Hovenden, who came into the shop with the
freedom of a customer, and also with something of the familiarity of a childish
friend. She had worn a hole through her silver thimble, and wanted Owen to
repair it.



 



   ``But I don't know whether you will
condescend to such a task,'' said she, laughing, ``now that you are so taken up
with the notion of putting spirit into machinery.''



 



   ``Where did you get that idea, Annie?''
said Owen, starting in surprise.



 



   ``Oh, out of my own head,'' answered she,
``and from something that I heard you say, long ago, when you were but a boy
and I a little child. But come, will you mend this poor thimble of mine?''



 



   ``Anything for your sake, Annie,'' said
Owen Warland, -- ``anything, even were it to work at Robert Danforth's forge.''



 



   ``And that would be a pretty sight!''
retorted Annie, glancing with imperceptible slightness at the artist's small
and slender frame. ``Well; here is the thimble.''



 



   ``But that is a strange idea of yours,''
said Owen, ``about the spiritualization of matter.''



 



   And then the thought stole into his mind
that this young girl possessed the gift to comprehend him better than all the
world besides. And what a help and strength would it be to him in his lonely
toil if he could gain the sympathy of the only being whom he loved! To persons
whose pursuits are insulated from the common business of life -- who are either
in advance of mankind or apart from it -- there often comes a sensation of
moral cold that makes the spirit shiver as if it had reached the frozen solitudes
around the pole. What the prophet, the poet, the reformer, the criminal, or any
other man with human yearnings, but separated from the multitude by a peculiar
lot, might feel, poor Owen felt.



 



   ``Annie,'' cried he, growing pale as death
at the thought, ``how gladly would I tell you the secret of my pursuit! You,
methinks, would estimate it rightly. You, I know, would hear it with a
reverence that I must not expect from the harsh, material world.''



 



   ``Would I not? to be sure I would!''
replied Annie Hovenden, lightly laughing. ``Come; explain to me quickly what is
the meaning of this little whirligig, so delicately wrought that it might be a
plaything for Queen Mab. See! I will put it in motion.''







 



   ``Hold!'' exclaimed Owen, ``hold!''



 



   Annie had but given the slightest possible
touch, with the point of a needle, to the same minute portion of complicated
machinery which has been more than once mentioned, when the artist seized her
by the wrist with a force that made her scream aloud. She was affrighted at the
convulsion of intense rage and anguish that writhed across his features. The
next instant he let his head sink upon his hands.



 



   ``Go, Annie,'' murmured he; ``I have
deceived myself, and must suffer for it. I yearned for sympathy, and thought,
and fancied, and dreamed that you might give it me; but you lack the talisman,
Annie, that should admit you into my secrets. That touch has undone the toil of
months and the thought of a lifetime! It was not your fault, Annie; but you
have ruined me!''



 



   Poor Owen
Warland! He had indeed erred, yet pardonably; for if any human spirit could
have sufficiently reverenced the processes so sacred in his eyes, it must have
been a woman's. Even Annie Hovenden, possibly might not have
disappointed him had she been enlightened by the deep intelligence of love.



 



   The artist spent the ensuing winter in a
way that satisfied any persons who had hitherto retained a hopeful opinion of
him that he was, in truth, irrevocably doomed to unutility as regarded the world,
and to an evil destiny on his own part. The decease of a relative had put him
in possession of a small inheritance. Thus freed from the necessity of toil,
and having lost the steadfast influence of a great purpose, -- great, at least,
to him, -- he abandoned himself to habits from which it might have been
supposed the mere delicacy of his organization would have availed to secure
him. But when the ethereal portion of a man of genius is obscured the earthly
part assumes an influence the more uncontrollable, because the character is now
thrown off the balance to which Providence had so nicely adjusted it, and
which, in coarser natures, is adjusted by some other method. Owen Warland made
proof of whatever show of bliss may be found in riot. He looked at the world
through the golden medium of wine, and contemplated the visions that bubble up
so gayly around the brim of the glass, and that people the air with shapes of
pleasant madness, which so soon grow ghostly and forlorn. Even when this dismal
and inevitable change had taken place, the young man might still have continued
to quaff the cup of enchantments, though its vapor did but shroud life in gloom
and fill the gloom with spectres that mocked at him. There was a certain
irksomeness of spirit, which, being real, and the deepest sensation of which
the artist was now conscious, was more intolerable than any fantastic miseries
and horrors that the abuse of wine could summon up. In the latter case he could
remember, even out of the midst of his trouble, that all was but a delusion; in
the former, the heavy anguish was his actual life.



 



   From this perilous state he was redeemed by
an incident which more than one person witnessed, but of which the shrewdest
could not explain or conjecture the operation on Owen Warland's mind. It was
very simple. On a warm afternoon of spring, as the artist sat among his riotous
companions with a glass of wine before him, a
splendid butterfly flew in at the open window and fluttered about his
head.



 



   ``Ah,'' exclaimed Owen, who had drank
freely, ``are you alive again, child of the sun and playmate of the summer
breeze, after your dismal winter's nap? Then it is time for me to be at work!''



 



   And, leaving his unemptied glass upon the
table, he departed and was never known to sip another drop of wine.



 



   And now, again, he resumed his wanderings
in the woods and fields. It might be fancied that
the bright butterfly, which had come so spirit-like into the window as Owen sat
with the rude revellers, was indeed a spirit commissioned to recall him to the
pure, ideal life that had so etheralized him among men. It might be fancied
that he went forth to seek this spirit in its sunny haunts; for still, as in
the summer time gone by, he was seen to steal gently up wherever a butterfly
had alighted, and lose himself in contemplation of it. When it took
flight his eyes followed the winged vision, as if its airy track would show the
path to heaven. But what could be the purpose of the unseasonable toil, which
was again resumed, as the watchman knew by the lines of lamplight through the
crevices of Owen Warland's shutters? The towns-people had one comprehensive
explanation of all these singularities. Owen Warland had gone mad! How
universally efficacious -- how satisfactory, too, and soothing to the injured
sensibility of narrowness and dulness -- is this easy method of accounting for
whatever lies beyond the world's most ordinary scope! From St. Paul's days down
to our poor little Artist of the Beautiful,
the same talisman had been applied to the elucidation of all mysteries in the
words or deeds of men who spoke or acted too wisely or too well. In Owen
Warland's case the judgment of his towns-people may have been correct. Perhaps
he was mad. The lack of sympathy -- that contrast between himself and his
neighbors which took away the restraint of example -- was enough to make him
so. Or possibly he had caught just so much of ethereal radiance as served to
bewilder him, in an earthly sense, by its intermixture with the common
daylight.



 



   One evening, when the artist had returned
from a customary ramble and had just thrown the lustre of his lamp on the
delicate piece of work so often interrupted, but still taken up again, as if
his fate were embodied in its mechanism, he was surprised by the entrance of old
Peter Hovenden. Owen never met this man without a shrinking of the heart. Of
all the world he was most terrible, by reason of a keen understanding which saw
so distinctly what it did see, and disbelieved so uncompromisingly in what it
could not see. On this occasion the old watchmaker had merely a gracious word
or two to say.



 



   ``Owen, my lad,'' said he, ``we must see
you at my house to-morrow night.''



 



   The artist began to mutter some excuse.



 



   ``Oh, but it must be so,'' quoth Peter
Hovenden, ``for the sake of the days when you were one of the household. What,
my boy! don't you know that my daughter Annie is engaged to Robert Danforth? We
are making an entertainment, in our humble way, to celebrate the event.''



 



   That little monosyllable was all he
uttered; its tone seemed cold and unconcerned to an ear like Peter Hovenden's;
and yet there was in it the stifled outcry of the poor artist's heart, which he
compressed within him like a man holding down an evil spirit. One slight
outbreak. however, imperceptible to the old watchmaker, he allowed himself.
Raising the instrument with which he was about to begin his work, he let it
fall upon the little system of machinery that had, anew, cost him months of
thought and toil. It was shattered by the stroke!



 



   Owen Warland's story would have been no
tolerable representation of the troubled life of those who strive to create the
beautiful, if, amid all other thwarting influences, love had not interposed to
steal the cunning from his hand. Outwardly he had been no ardent or
enterprising lover; the career of his passion had confined its tumults and
vicissitudes so entirely within the artist's imagination that Annie herself had
scarcely more than a woman's intuitive perception of it; but, in Owen's view,
it covered the whole field of his life. Forgetful of the time when she had
shown herself incapable of any deep response, he had persisted in connecting
all his dreams of artistical success with Annie's image; she was the visible shape
in which the spiritual power that he worshipped, and on whose altar he hoped to
lay a not unworthy offering, was made manifest to him. Of course he had
deceived himself; there were no such attributes in Annie Hovenden as his
imagination had endowed her with. She, in the aspect which she wore to his
inward vision, was as much a creature of his own as the mysterious piece of
mechanism would be were it ever realized. Had he become convinced of his
mistake through the medium of successful love, -- had he won Annie to his
bosom, and there beheld her fade from angel into ordinary woman, -- the
disappointment might have driven him back, with concentrated energy, upon his
sole remaining object. On the other hand, had he found Annie what he fancied,
his lot would have been so rich in beauty that out of its mere redundancy he
might have wrought the beautiful into many a worthier type than he had toiled
for; but the guise in which his sorrow came to him, the sense that the angel of
his life had been snatched away and given to a rude man of earth and iron, who
could neither need nor appreciate her ministrations, -- this was the very
perversity of fate that makes human existence appear too absurd and
contradictory to be the scene of one other hope or one other fear. There was
nothing left for Owen Warland but to sit down like a man that had been stunned.



 



   He went through a fit of illness. After his
recovery his small and slender frame assumed an obtuser garniture of flesh than
it had ever before worn. His thin cheeks became round; his delicate little
hand, so spiritually fashioned to achieve fairy task-work, grew plumper than
the hand of a thriving infant. His aspect had a childishness such as might have
induced a stranger to pat him on the head -- pausing, however, in the act, to
wonder what manner of child was here. It was as if the spirit had gone out of
him, leaving the body to flourish in a sort of vegetable existence. Not that
Owen Warland was idiotic. He could talk, and not irrationally. Somewhat of a
babbler, indeed, did people begin to think him; for he was apt to discourse at
wearisome length of marvels of mechanism that he had read about in books, but
which he had learned to consider as absolutely fabulous. Among them he
enumerated the Man of Brass, constructed by Albertus Magnus, and the Brazen
Head of Friar Bacon; and, coming down to later times, the automata of a little
coach and horses, which it was pretended had been manufactured for the Dauphin
of France; together with an insect that buzzed about the ear like a living fly,
and yet was but a contrivance of minute steel springs. There was a story, too,
of a duck that waddled, and quacked, and ate; though, had any honest citizen
purchased it for dinner, he would have found himself cheated with the mere mechanical
apparition of a duck.



 



   ``But all these accounts,'' said Owen
Warland, ``I am now satisfied are mere impositions.''



 



   Then, in a mysterious way, he would confess
that he once thought differently. In his idle and dreamy days he had considered
it possible, in a certain sense, to spiritualize machinery, and to combine with
the new species of life and motion thus produced a beauty that should attain to
the ideal which Nature has proposed to herself in all her creatures, but has
never taken pains to realize. He seemed, however, to retain no very distinct
perception either of the process of achieving this object or of the design
itself.



 



   ``I have thrown it all aside now,'' he
would say. ``It was a dream such as young men are always mystifying themselves
with. Now that I have acquired a little common sense, it makes me laugh to
think of it.''



 



   Poor, poor and
fallen Owen Warland! These were the symptoms that he had ceased to be an
inhabitant of the better sphere that lies unseen around us. He had lost his
faith in the invisible, and now prided himself, as such unfortunates invariably
do, in the wisdom which rejected much that even his eye could see, and trusted
confidently in nothing but what his hand could touch. This is the calamity of
men whose spiritual part dies out of them and leaves the grosser understanding
to assimilate them more and more to the things of which alone it can take
cognizance; but in Owen Warland the spirit was not dead nor passed away; it
only slept.



 



   How it
awoke again is not recorded. Perhaps the torpid slumber was broken by a
convulsive pain. Perhaps, as in a former instance, the butterfly came and hovered about his head and reinspired
him, -- as indeed this creature of the sunshine had always a mysterious mission
for the artist, -- reinspired him with the former purpose of his life. Whether
it were pain or happiness that thrilled through his veins, his first impulse
was to thank Heaven for rendering him again the being of thought, imagination,
and keenest sensibility that he had long ceased to be.



 



   ``Now for my task,'' said he. ``Never did I
feel such strength for it as now.''



 



   Yet, strong as he felt himself, he was
incited to toil the more diligently by an anxiety lest death should surprise
him in the midst of his labors. This anxiety,
perhaps, is common to all men who set their hearts upon anything so high, in
their own view of it, that life becomes of importance only as conditional to
its accomplishment. So long as we love life for itself, we seldom dread the
losing it. When we desire life for the attainment of an object, we recognize
the frailty of its texture. But, side by side with this sense of insecurity,
there is a vital faith in our invulnerability to the shaft of death while
engaged in any task that seems assigned by Providence as our proper thing to
do, and which the world would have cause to mourn for should we leave it
unaccomplished. Can the philosopher, big with the inspiration of an idea that
is to reform mankind, believe that he is to be beckoned from this sensible
existence at the very instant when he is mustering his breath to speak the word
of light? Should he perish so, the weary ages may pass away -- the world's,
whose life sand may fall, drop by drop -- before another intellect is prepared
to develop the truth that might have been uttered then. But history affords
many an example where the most precious spirit, at any particular epoch
manifested in human shape, has gone hence untimely, without space allowed him,
so far as mortal judgment could discern, to perform his mission on the earth.
The prophet dies, and the man of torpid heart and sluggish brain lives on. The
poet leaves his song half sung, or finishes it, beyond the scope of mortal
ears, in a celestial choir. The painter -- as Allston did -- leaves half his
conception on the canvas to sadden us with its imperfect beauty, and goes to
picture forth the whole, if it be no irreverence to say so, in the hues of
heaven. But rather such incomplete designs of this life will be perfected
nowhere. This so frequent abortion of man's dearest projects must be taken as a
proof that the deeds of earth, however etherealized by piety or genius, are
without value, except as exercises and manifestations of the spirit. In heaven,
all ordinary thought is higher and more melodious than Milton's song. Then,
would he add another verse to any strain that he had left unfinished here?



 



   But to return to
Owen Warland. It was his fortune, good or ill, to achieve
the purpose of his life. Pass we over a long
space of intense thought, yearning effort, minute toil, and wasting anxiety,
succeeded by an instant of solitary triumph: let all this be imagined; and then
behold the artist, on a winter evening, seeking admittance to Robert Danforth's
fireside circle. There he found the man of iron, with his massive substance
thoroughly warmed and attempered by domestic influences. And there was Annie,
too, now transformed into a matron, with much of her husband's plain and sturdy
nature, but imbued, as Owen Warland still believed, with a finer grace, that
might enable her to be the interpreter between strength and beauty. It
happened, likewise, that old Peter Hovenden was a guest this evening at his
daughter's fireside, and it was his well-remembered expression of keen, cold
criticism that first encountered the artist's glance.



 



   ``My old friend Owen!'' cried Robert
Danforth, starting up, and Compressing the artist's delicate fingers within a
hand that was accustomed to gripe bars of iron. ``This is kind and neighborly
to come to us at last. I was afraid your perpetual motion had bewitched you out
of the remembrance of old times.''



 



   ``We are glad to see you,'' said Annie,
while a blush reddened her matronly cheek. ``It was not like a friend to stay
from us so long.''



 



   ``Well, Owen,'' inquired the old watchmaker,
as his first greeting, ``how comes on the beautiful? Have you created it at
last?''



 



   The artist did not immediately reply, being
startled by the apparition of a young child of strength that was tumbling about
on the carpet, -- a little personage who had come mysteriously out of the
infinite, but with something so sturdy and real in his composition that he
seemed moulded out of the densest substance which earth could supply. This
hopeful infant crawled towards the new-comer, and setting himself on end, as
Robert Danforth expressed the posture, stared at Owen with a look of such sagacious observation that the
mother could not help exchanging a proud glance with her husband. But the
artist was disturbed by the child's look, as imagining a resemblance between it
and Peter Hovenden's habitual expression.
He could have fancied that the old watchmaker was compressed into this baby
shape, and looking out of those baby eyes, and repeating, as he now did, the
malicious question: --



 



   ``The beautiful, Owen! How comes on the
beautiful? Have you succeeded in creating the beautiful?''



 



   ``I have succeeded,'' replied the artist,
with a momentary light of triumph in his eyes and a smile of sunshine, yet
steeped in such depth of thought that it was almost sadness. ``Yes, my friends,
it is the truth. I have succeeded.''



 



   ``Indeed!'' cried Annie, a look of maiden
mirthfulness peeping out of her face again. ``And is it lawful, now, to inquire
what the secret is?''



 



   ``Surely; it is to disclose it that I have
come,'' answered Owen Warland. ``You shall know, and see, and touch, and
possess the secret! For, Annie, -- if by that name I may still address the
friend of my boyish years, -- Annie, it is for your bridal gift that I have
wrought this spiritualized mechanism, this harmony of motion, this mystery of
beauty. It comes late, indeed; but it is as we go onward in life, when objects
begin to lose their freshness of hue and our souls their delicacy of
perception, that the spirit of beauty is most needed. If, -- forgive me, Annie,
-- if you know how -- to value this gift, it can never come too late.''



 



   He produced, as he spoke, what seemed a
jewel box. It was carved richly out of ebony by his own hand, and inlaid with a
fanciful tracery of pearl, representing a boy in pursuit of a butterfly, which,
elsewhere, had become a winged spirit, and was flying heavenward; while the
boy, or youth, had found such efficacy in his strong desire that he ascended
from earth to cloud, and from cloud to celestial atmosphere, to win the beautiful.
This case of ebony the artist opened, and bade Annie place her fingers on its
edge. She did so, but almost screamed as a butterfly fluttered forth, and,
alighting on her finger's tip, sat waving the ample magnificence of its purple
and gold-speckled wings, as if in prelude to a flight. It is impossible to
express by words the glory, the splendor, the delicate gorgeousness which were
softened into the beauty of this object. Nature's ideal butterfly was here
realized in all its perfection; not in the pattern of such faded insects as
flit among earthly flowers, but of those which hover across the meads of
paradise for child-angels and the spirits of departed infants to disport
themselves with. The rich down was visible upon its wings; the lustre of its eyes
seemed instinct with spirit. The firelight glimmered around this wonder -- the
candles gleamed upon it; but it glistened apparently by its own radiance, and
illuminated the finger and out-stretched hand on which it rested with a white
gleam like that of precious stones. In its perfect beauty, the consideration of
size was entirely lost. Had its wings overreached the firmament, the mind could
not have been more filled or satisfied.



 



   ``Beautiful! beautiful!'' exclaimed Annie.
``Is it alive? Is it alive?''



 



   ``Alive? To be sure it is,'' answered her
husband. ``Do you suppose any mortal has skill enough to make a butterfly, or
would put himself to the trouble of making one, when any child may catch a
score of them in a summer's afternoon? Alive? Certainly! But this pretty box is
undoubtedly of our friend Owen's manufacture; and really it does him credit.''



 



   At this moment the butterfly waved its
wings anew, with a motion so absolutely lifelike that Annie was startled, and
even awestricken; for, in spite of her husband's opinion, she could not satisfy
herself whether it was indeed a living creature or a piece of wondrous
mechanism.



 



   ``Is it alive?'' she repeated, more
earnestly than before.



 



   ``Judge for yourself,'' said Owen Warland,
who stood gazing in her face with fixed attention.



 



   The butterfly now flung itself upon the
air, fluttered round Annie's head, and soared into a distant region of the
parlor, still making itself perceptible to sight by the starry gleam in which
the motion of its wings enveloped it. The infant on the floor followed its
course with his sagacious little eyes.
After flying about the room, it returned in a spiral curve and settled again on
Annie's finger.



 



   ``But is it alive?'' exclaimed she again;
and the finger on which the gorgeous mystery had alighted was so tremulous that
the butterfly was forced to balance himself with his wings. ``Tell me if it be
alive, or whether you created it.''



 



   ``Wherefore ask who created it, so it be
beautiful?'' replied Owen Warland.



 



``Alive? Yes, Annie; it may well be said to
possess life, for it has absorbed my own being into itself; and in the secret
of that butterfly, and in its beauty, -- which is not merely outward, but deep
as its whole system, -- is represented the intellect, the imagination, the
sensibility, the soul of an Artist of the Beautiful! Yes; I created it. But''
-- and here his countenance somewhat changed -- ``this butterfly is not now to
me what it was when I beheld it afar off in the daydreams of my youth.''



 



   ``Be it what it may, it is a pretty
plaything,'' said the blacksmith, grinning with childlike delight. ``I wonder
whether it would condescend to alight on such a great clumsy finger as mine?
Hold it hither, Annie.''



 



   By the artist's direction, Annie touched
her finger's tip to that of her husband; and, after a momentary delay, the
butterfly fluttered from one to the other. It preluded a second flight by a
similar, yet not precisely the same, waving of wings as in the first experiment;
then, ascending from the blacksmith's stalwart finger, it rose in a gradually
enlarging curve to the ceiling, made one wide sweep around the room, and
returned with an undulating movement to the point whence it had started.



 



   ``Well, that does beat all nature!'' cried
Robert Danforth, bestowing the heartiest praise that he could find expression
for; and, indeed, had he paused there, a man of finer words and nicer
perception could not easily have said more. ``That goes beyond me, I confess.
But what then? There is more real use in one downright blow of my sledge hammer
than in the whole five years' labor that our friend Owen has wasted on this
butterfly.''



 



   Here the child clapped his hands and made a
great babble of indistinct utterance, apparently demanding that the butterfly
should be given him for a plaything.



 



   Owen Warland, meanwhile, glanced sidelong
at Annie, to discover whether she sympathized in her husband's estimate of the
comparative value of the beautiful and the practical. There was, amid all her
kindness towards himself, amid all the wonder and admiration with which she
contemplated the marvellous work of his hands and incarnation of his idea, a
secret scorn -- too secret, perhaps, for her own consciousness, and perceptible
only to such intuitive discernment as that of the artist. But Owen, in the
latter stages of his pursuit, had risen out of the region in which such a
discovery might have been torture. He knew that the world, and Annie as the
representative of the world, whatever praise might be bestowed, could never say
the fitting word nor feel the fitting sentiment which should be the perfect
recompense of an artist who, symbolizing a lofty moral by a material trifle, --
converting what was earthly to spiritual gold, -- had won the beautiful into
his handiwork. Not at this latest moment was he to learn that the reward of all
high performance must be sought within itself, or sought in vain. There was,
however, a view of the matter which Annie and her husband, and even Peter Hovenden,
might fully have understood, and which would have satisfied them that the toil
of years had here been worthily bestowed. Owen Warland might have told them
that this butterfly, this plaything, this bridal gift of a poor watchmaker to a
blacksmith's wife, was, in truth, a gem of art that a monarch would have
purchased with honors and abundant wealth, and have treasured it among the
jewels of his kingdom as the most unique and wondrous of them all. But the artist smiled and kept the secret to himself .



 



   ``Father,'' said Annie, thinking that a
word of praise from the old watchmaker might gratify his former apprentice,
``do come and admire this pretty butterfly.''



 



   ``Let us see,'' said Peter Hovenden, rising
from his chair, with a sneer upon his face that always made people doubt, as he
himself did, in everything but a material existence. ``Here is my finger for it
to alight upon. I shall understand it better when once I have touched it.''



 



   But, to the increased astonishment of
Annie, when the tip of her father's finger was pressed against that of her
husband, on which the butterfly still rested, the insect drooped its wings and
seemed on the point of falling to the floor. Even the bright spots of gold upon
its wings and body, unless her eyes deceived her, grew dim, and the glowing
purple took a dusky hue, and the starry lustre that gleamed around the
blacksmith's hand became faint and vanished.



 



   ``It is dying! it is dying!'' cried Annie,
in alarm.



 



   ``It has been delicately wrought,'' said
the artist, calmly. ``As I told you, it has imbibed a spiritual essence -- call
it magnetism, or what you will. In an atmosphere of doubt and mockery its
exquisite susceptibility suffers torture, as does the soul of him who instilled
his own life into it. It has already lost its beauty; in a few moments more its
mechanism would be irreparably injured.''



 



   ``Take away your hand, father!'' entreated
Annie, turning pale. ``Here is my child; let it rest on his innocent hand.
There, perhaps, its life will revive and its colors grow brighter than ever.''



 



   Her father, with an acrid smile, withdrew
his finger. The butterfly then appeared to recover the power of voluntary
motion, while its hues assumed much of their original lustre, and the gleam of
starlight, which was its most ethereal attribute, again formed a halo round
about it. At first, when transferred from Robert Danforth's hand to the small
finger of the child, this radiance grew so powerful that it positively threw
the little fellow's shadow back against the wall. He, meanwhile, extended his
plump hand as he had seen his father and mother do, and watched the waving of
the insect's wings with infantine delight. Nevertheless, there was a certain
odd expression of sagacity that made Owen Warland feel as if here were old Pete
Hovenden, partially, and but partially, redeemed from his hard scepticism into
childish faith.



 



   ``How wise the little monkey looks!''
whispered Robert Danforth to his wife.



 



   ``I never saw such a look on a child's
face,'' answered Annie, admiring her own infant, and with good reason, far more
than the artistic butterfly. ``The darling knows more of the mystery than we
do.''



 



   As if the butterfly, like the artist, were
conscious of something not entirely congenial in the child's nature, it
alternately sparkled and grew dim. At length it arose from the small hand of
the infant with an airy motion that seemed to bear it upward without an effort,
as if the ethereal instincts with which its master's spirit had endowed it
impelled this fair vision involuntarily to a higher sphere. Had there been no
obstruction, it might have soared into the sky and grown immortal. But its
lustre gleamed upon the ceiling; the exquisite texture of its wings brushed
against that earthly medium; and a sparkle or two, as of stardust, floated downward
and lay glimmering on the carpet. Then the butterfly came fluttering down, and,
instead of returning to the infant, was apparently attracted towards the
artist's hand.



 



   ``Not so! not so!'' murmured Owen Warland,
as if his handiwork could have understood him. ``Thou has gone forth out of thy
master's heart. There is no return for thee.''



 



   With a wavering movement, and emitting a
tremulous radiance, the butterfly struggled, as it were, towards the infant,
and was about to alight upon his finger; but while it still hovered in the air,
the little child of strength, with his grandsire's sharp and shrewd expression
in his face, made a snatch at the marvellous insect and compressed it in his
hand. Annie screamed. Old Peter Hovenden burst into a cold and scornful laugh.
The blacksmith, by main force, unclosed the infant's hand, and found within the
palm a small heap of glittering fragments, whence the mystery of beauty had
fled forever. And as for Owen Warland, he looked placidly at what seemed the ruin
of his life's labor, and which was yet no ruin. He had caught a far other butterfly than this. When the
artist rose high enough to achieve the beautiful, the symbol by which he made
it perceptible to mortal senses became of little value in his eyes while his
spirit possessed itself in the enjoyment of the reality.



 


2. Worlds


 


On the basis of the most important characters, agents and voices, and the ideologies they represent, we can distinguish two different worlds in this narrative. Owen Warland, the young watchmaker is a representative of art, beauty and intellect. Opposed to him is the rest of the entire world, with the iron-strong and material blacksmith Robert Danforth as the opposite of Owen’s spiritual principles, and the old and cynical Peter Hovenden as his real enemy. Hovenden’s daughter, Annie first appears to be able to become a helper for Owen through beauty and love, but the Artist later has to realize that she cannot be a partner for her, she “lacks the talisman.” Thus, we have the world of Spirit (W1) and the world of Matter (W2) in opposition in this text, and Owen’s effort to create a mechanical butterfly can be interpreted as an attempt to interpret between these two worlds, to unite the two radically opposite principles of the universe. Uniting W1 and W2 will be successful in the end, but we are puzzled to read that the Artist cannot be affected by the destruction of the Butterfly. Our interpretation has to explain this arbitrary element of the narrative.


 


3. Relevant attributes and their connotative meanings


 


We now move on to an examination of the relevant attributes in order to see if their connotative meanings reveal more abstract and complex levels of meaning.


 


Owen Warland: a watchmaker, he deals with time, order, and art, he is an artist, he wants to unite spirit and matter, he wants to put spirit into machinery, he has ethereal power, he worships beauty


 


Peter Hovenden: Warland’s enemy, old, money-minded, materialistic, sagacious, cynical


 


Robert Danforth: a blacksmith, works in a smoky, dark, fire-lit blacksmith’s shop, his attributes are physical strength, material creation, anvil, hammer, fire, coal


 


Annie: beautiful, but she does not understand Owen, and cannot help him in his efforts, accidentally destroys the mechanical butterfly


 


Child: he is called “a little monkey” by his father, he unwillingly destroys the mechanical butterfly, he has the same sagacious look as his grandfather old Peter Hovenden


 


Butterfly 1: the mechanical butterfly which symbolizes the union of spirit and matter, the transcending of material limits


 


Butterfly 2: the living butterfly which keeps returning to remind Owen of his task, his attributes are wings, travelling between worlds, bringing messages


 


When we consider the relevant attributes and their possible extra, connotative meanings, we rely on the entire inventory of our cultural codes: this is what we call our repertoire. We can rely on our knowledge of literature, mythology, religion, symbolism: everything that might help us put the attributes into a wider context. Expanding our vision, we will realize that many of the attributes appear to have to do with figures of classical mythology or religious symbolism. Owen Warland carries the attributes of Apollon (Roman Apollo), the Greek god of the arts, beauty, order, and the city. He wants to achieve something which is the prerogative of God or the gods, so he is also comparable to Prometheus. Danforth is very similar to Hephaestus (Roman Vulcan), the god of blacksmiths and material creation, while the butterfly carries the attributes of Hermes (Roman Mercury), the messenger of the gods with winged sandals and a winged hat. Peter Hovenden is comparable to the figure of Satan, applying negation, cynical and sagacious criticism to everything, while the young child also carries a Christian symbolical attribute, because in Christian iconography (the system of symbolical representations and meanings) the monkey is the symbol of total ignorance, dark, material existence.
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I First level of meaning





Upon first reading, you will probably establish that this is a tragic love story which unfolds between a Medieval mounted soldier, a knight, and a strange, beautiful young woman. However, with this reading, a whole lot of things will remain unexplained in the text. Who actually is this lady? Why is the title in French? Why are there a lily and a rose on the face of the knight? Why not a daffodil and a tulip? Why do they go to a cave? Why do they kiss and part afterwards? Why is the number of the kisses four, why not eight or eleven?



 



In order to explain all the elements of the text, and arrive at more complex levels of meaning, we are going to go through a number of steps in our process of interpretation.



 



1. Formal characteristic features



 



We will realize that the form and the general appearance of the text already precondition us for reading, influence our horizon  of expectations. We learn right at the beginning that the text is by John Keats, a prominent figure of the second generation of British Romantic poets, so we will expect something romantic. The subtitle says that this is going to be a ballad, so we will expect story-telling, dialogues, vivid poetic images, and probably a gloomy or even tragic atmosphere, with themes of love or history. These expectations are all satisfied when we read the text.



 



When we further examine the form of the text, we realize that it is highly organized. It has a framed structure, with the first and the last stanzas almost identical. The twelve stanzas are also structured internally, which we will see when we observe the dominant agents or voices. In the first three stanzas a narrator is speaking questioning a knight-at-arms. In stanzas four through six the dominant voice is that of the knight: he starts answering the question by telling a story, and each stanza starts with “I”. In stanzas seven through nine the knight continues to tell the story, but the dominant agent is the other-worldly lady, and each stanza starts with “she”. In stanzas ten through twelve the dominant voice is again the knight, and he tells us the sad outcome of the encounter and the love affair with the supernatural woman. So structurally we get a 3 + 3 + 3 + 3 composition, each 3-stanza unit being dominated by a different agent. However, our initial questions are still not answered.



 



2. Worlds 



 



On the basis of this structure and the dominant agents in the units, we can also establish that each unit represents a different world, and there is change, movement in between these worlds. The first world is the narrator’s, and it is actually the same as the world of the last unit (W3): the cold, lonely, harsh reality in a winter-like natural setting. The second unit is the world of the knight (W1), the third unit is the world of the lady (W2), and in the fourth unit we get to the end of the story, and we also arrive in the world which is the one at the beginning of the text, when the narrator starts asking the questions (W3). The story is about getting from the summer-like word of the knight into the supernatural world of the lady, and from there, through horrible dreams, to the world of winter and loneliness, where the knight now is wondering alone and depressed:



 



W 3 [image: ]W 1 [image: ]W 2 [image: ]W 3



 



3. Relevant attributes and their connotative meanings



 



We now see that the text is a highly organized poem, but we still do not understand every element, and we are stuck at the level of the love story. In the next step, we are going to collect the relevant attributes of the voices, agents or characters in the text, and we will try to check whether these attributes have extra, connotative meanings other than their customary, primary, that is, denotative meanings.



 



Knight-at-Arms: mounted soldier in medieval times, protects his feudal lord and ladies; he must be skilled in military exercises as well as various forms of art: singing, writing poetry, playing chess; he has a sick lily and a fading rose on his face; he rides a horse; he puts the lady on his horse and gives her four kisses.



 



The Lady: supernatural, a “faery’s child”, wild, she speaks a strange language, she bends, moans, and moves rhythmically, she comes from a different world, she gets a bracelet and a garland from the knight, she takes him to her elfin grot where she finds him supernatural food, but before their love could be consummated, she weeps and lulls the knight asleep.



 



The horse: the horse is associated here with rhythm since it is a pacing steed, and we might also associate it with classical literature, mythology and the figure of Pegasus.



 



The narrator: we do not get to know anything about him except that he has a very friendly, warm attitude to the knight.



 



When all this is seen as a whole picture, we may start suspecting that the process and the characters here may have to do something with artistic things or poetry itself. The Knight can be understood as a figure of the romantic poet who is looking for inspiration in the typically romantic natural setting in W 1. The Lady arrives from a different, supernatural world, just like the Muse arrives from the world of imagination in classical literature, and this idea is enforced by the fact that she gets a garland on her head, a traditional attribute of the Muse, and also a bracelet, which is the symbol of eternity and perfection.



 



Once the poet receives inspiration, he puts inspiration and technique together, that is, the Knight puts the Lady on the Horse, and thus theme and rhythm, topic and technique, inspiration and poetic talent are united.



 



From the meadow they get even deeper into nature, since the supernatural Muse takes the Poet into a cave. The cave is an ancient symbol of femininity, of the womb, the place of conception and creation. Here the muse and the poet unite, and the number four as a symbol of perfection in number symbolism expresses that something is brought to perfection, readiness here. Something is born, which, in our line of thought, is indeed the poem, which is the result of the meeting of poetic skill and imaginative inspiration. However, after this meeting the Poet falls into a trance, a dream in which nightmares reveal to him that he is doomed, enthralled by the “unmerciful beautiful lady.” The fate of the Poet, thus, is to long for the Lady, the Muse ever after this encounter, to walk lonely in the world of earthly reality and continuously crave for the world the Lady, for inspiration to come, so that a new poem could be born.
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Exercise in Interpretation / 1





In what follows we are going to establish a complex reading of a sample of poetry. We are going to read carefully each and every element of the text, and we will go through certain interpretive steps in order to arrive at more complex levels of meaning. Our aim is that there should be no arbitrary elements, relationships, or structures in the text whatsoever, so our interpretation should deprive every element of the text of its arbitrariness.



Read carefully the following text, see how you can understand it in its entirety, and find the elements that are not yet meaningful to you.







John Keats (1795–1821)



La Belle Dame Sans Merci
Ballad



I.



O WHAT can ail thee, knight-at-arms,        
  Alone and palely loitering? 
The sedge has wither’d from the lake,         
  And no birds sing.   



II.



O what can ail thee, knight-at-arms! 5
  So haggard and so woe-begone?    
The squirrel’s granary is full, 
  And the harvest’s done.      



III.



I see a lily on thy brow         
  With anguish moist and fever dew,            10
And on thy cheeks a fading rose      
  Fast withereth too. 



IV.



I met a lady in the meads,     
  Full beautiful—a faery’s child,       
Her hair was long, her foot was light,           15
  And her eyes were wild.     



V.



I made a garland for her head,         
  And bracelets too, and fragrant zone;        
She look’d at me as she did love,     
  And made sweet moan.                               20



VI.



I set her on my pacing steed,
  And nothing else saw all day long,
For sidelong would she bend, and sing
  A faery’s song.        



VII.



She found me roots of relish sweet,              25
  And honey wild, and manna dew, 
And sure in language strange she said—
  “I love thee true.”    



VIII.



She took me to her elfin grot,           
  And there she wept, and sigh’d fill sore,    30
And there I shut her wild wild eyes 
  With kisses four.     



IX.



And there she lulled me asleep,        
  And there I dream’d—Ah! woe betide!
The latest dream I ever dream’d                   35
  On the cold hill’s side.        



X.



I saw pale kings and princes too,      
  Pale warriors, death-pale were they all;
They cried—“La Belle Dame sans Merci
  Hath thee in thrall!”                                     40



XI.



I saw their starved lips in the gloam,
  With horrid warning gaped wide,  
And I awoke and found me here,    
  On the cold hill’s side.        



XII.



And this is why I sojourn here,                     45
  Alone and palely loitering,  
Though the sedge is wither’d from the lake,
  And no birds sing.
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Exercise in Interpretation / 2





We are now going to put all this theory into practice again through the interpretation of a narrative, a short story by Nathaniel Hawthorne (1804 – 1864), a prominent figure of American Romanticism. Read “The Artist of the Beautiful” (1846) carefully and try to find the above explained elements and techniques of narrative fiction:



http://www.online-literature.com/hawthorne/124/



We are going to go through the steps of interpretation which were introduced under the interpretive exercise for poetry.
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I First level of meaning





The levels of meaning in the play are actually not very complicated, but the structure is very condensed and masterful, a perfect example of tragic tension. The genre of the play is obviously a tragedy, but this we will see only in the end. The Old Man brings his son here in front of the house, where the Old Man was born, but first we do not know if this is on purpose. We get to know that his mother’s soul is suffering in the house, which is Purgatory for her now, the place of suffering for sinning souls. The sin of his mother is that she was in love with the Old Man’s father, a drunkard, and she was willing to sleep with him and thus she has to go through the memory of this wedding night again and again as a punishment. Today is the anniversary of the wedding night, this is why the Old Man brings his son here, and this is why he is seeing the visions of the wedding-night in the windows of the now derelict house.



 



We gradually start to understand, as we move on reading the text, that the play is actually unfolding on two levels simultaneously: The Old Man is telling his story about his mother’s wedding might and his life as a young Boy, and in the meantime he is standing in front of the run-down house of the once prosperous family with his young son.  After a while, we recognize parallels, analogies between the two levels: things in the Old Man’s story correspond to things in the present: he has with him the same jack-knife which he used to kill his father; he was sixteen years old then and his son is sixteen right now; the Old Man never got proper education from his drunkard father, and this is what his son also accuses him of now. These repetitions or parallels start building up an expectation in us: as the tension grows, as the Old Man and the Boy start arguing and then fighting, we are preparing for the same thing that happened sixteen years ago to happen now again: the Boy, who is now sixteen, will most probably kill his father, and he even cries out. “What if I killed you?”



 



However, there is a sudden unexpected twist in the plot: contrary to our expectations, the Old Man kills his son, as he confesses, to put an end to this bloodline of corruption, and to please God. We get know that he has brought the young Boy here on purpose. He wanted to sacrifice him in order to ask God to deliver his mother’s soul from Purgatory. When the murder is completed, the symbolical hoof beats recur, indicating that the father is coming home from the pub, and the wedding night is going to happen again: his mother’s soul will not be delivered from the house where it is suffering. As the Old Man himself claims, he has become twice a murderer, and all for nothing: he has been unsuccessful in trying to manipulate God in his decisions.



 



The tragedy is built up according to the classical pyramid-like structure, with a rising action part and a falling action part, employing the elements of tragedy defined by the Greek philosopher Aristotle in his Poetics (ca. 335 BC). In the rising action we have an initial conflict between the two characters, and this develops into a crisis when they start arguing, and into a catastrophe when the young Boy threatens to kill the Old Man. The climax arrives with a sudden twist, a peripeteia: instead of the young Boy killing his father, it is the Old Man who kills again, this time his son. This is because of his hamartia: he is tragically mistaken, because he thinks God will like his sacrificial offering and will deliver his mother’s soul from Purgatory. He has too much human pride, hybris in himself, and he thinks that as a human being he will be capable of manipulating God in his decisions. Through a sudden realization, in his anagnorisis in the falling action, he realizes that he was wrong, and he has murdered his son in vain, he had become twice a murderer, but has not achieved his aim.












EPUB/_10_appendix.xhtml



10. Appendix





Text for the interpretation of drama



William Butler Yeats (1865 – 1939)



Purgatory (1938)



A ruined house and a bare tree in the background.



BOY  Half door, hall door
 Hither and thither day and night
 Hill or hollow, shouldering this pack.
 Hearing you talk.



OLD MAN  Study that house.
 I think about its jokes and stories;
 I try to remember what the butler
 Said to a drunken gamekeeper
 In mid-October, but I cannot,
 If I cannot, none living can.
 Where are the jokes and stories of a house
 Its threshold gone to patch a pig-sty?



BOY  So you have come this path before?



OLD MAN The moonlight falls upon the path, 
 The shadow of a cloud upon the house



And that's symbolical; study that tree,
 What is it like?



BOY                    A silly old man.



OLD MAN It's like—no matter what it's like.
 I saw it a year ago stripped bare as now,
 I saw it fifty years ago
 Before the thunder-bolt had riven it,



Green leaves, ripe leaves, leaves thick as butter,
 Fat, greasy life. Stand there and look,
 Because there is somebody in that house.



[The boy puts down pack and stands in the doorway.]



BOY  There's nobody here.



OLD MAN                                       There's somebody there.



BOY The floor is gone, the windows gone,
 And where there should be roof there's sky,
 And here's a bit of an egg-shell thrown 
 Out of a jackdaw's nest.



OLD MAN                                       But there are some
 That do not care what's gone, what's left;
 The souls in Purgatory that come back
 To habitations and familiar spots.



BOY  Your wits are out again.



OLD MAN                                                                       Re-live



Their transgressions, and that not once 
 But many times, they know at last



The consequence of those transgressions
 Whether upon others, or upon themselves; 
 Upon others, others may bring help



For when the consequence is at an end 
 The dream must end; upon themselves 
 There is no help but in themselves 
 And in the mercy of God



BOY                                        I have had enough!
 Talk to the jackdaws, if talk you must.



OLD MAN  Stop! Sit there upon that stone.
 That is the house where I was born.



BOY  The big old house that was burnt down?



OLD MAN My mother that was your grand-dam owned it, 
 This scenery and this countryside,
 Kennel and stable, horse and hound—



She had a horse at the Curragh, and there met
 My father, a groom in a training stable,
 Looked at him and married him.



Her mother never spoke to her again, 
 And she did right.



BOY                                        What's right and wrong?
 My grand-dad got the girl and the money.



OLD MAN  Looked at him and married him,
 And he squandered everything she had.
 She never knew the worst, because
 She died in giving birth to me,
 But now she knows it all, being dead.
 Great people lived and died in this house;
 Magistrates, colonels, members of Parliament,
 Captains and Governors, and long ago
 Men that had fought at Aughrim and the Boyne.
 Some that had gone on government work
 To London or to India, came home to die,
 Or came from London every spring
 To look at the May-blossom in the park.
 They had loved the trees that he cut down
 To pay what he had lost at cards
 Or spent on horses, drink and women;
 Had loved the house, had loved all
 The intricate passages of the house,
 But he killed the house; to kill a house
 Where great men grew up, married, died,
 I here declare a capital offence.



BOY  My God, but you had luck. Grand clothes,
 And maybe a grand horse to ride,



OLD MAN  That he might keep me upon his level
 He never sent me to school, but some
 Half-loved me for my half of her,
 A gamekeeper's wife taught me to read,
 [bookmark: page7]A Catholic curate taught me Latin.
 There were old books and books made fine
 By eighteenth century French binding, books
 Modern and ancient, books by the ton.



BOY      What education have you given me?



OLD MAN  I gave the education that befits
 A bastard that a pedlar got
 Upon a tinker’s daughter in a ditch.
 When I had come to sixteen years old
 My father burned down the house when drunk.



BOY  But that is my age, sixteen years old.



At the Puck Fair.



OLD MAN  And everything was burnt;
 Books, library, all were burnt.



BOY  Is what I have heard upon the road the truth,
 That you killed him in the burning house?



OLD MAN  There's nobody here but our two selves?



BOY  Nobody, Father.



OLD MAN                  I stuck him with a knife,
 That knife that cuts my dinner now,
 And after that I left him in the fire;
 They dragged him out, somebody saw
 The knife-wound but could not be certain
 Because the body was all black and charred.
 Then some that were his drunken friends
 Swore they would put me upon trial,
 Spoke of quarrels, a threat I had made.
 The gamekeeper gave me some old clothes,
 I ran away, worked here and there
 Till I became a pedlar on the roads,
 No good trade, but good enough
 Because I am my father's son,
 Because of what I did or may do.
 Listen to the hoof beats! Listen, Listen!



BOY  I cannot hear a sound.



OLD MAN                           Beat! Beat! 
 This night is the anniversary
 Of my mother's wedding night,



Or of the night wherein I was begotten.
 My father is riding from the public house 
 A whiskey bottle under his arm.



[A window is lit showing a young girl.]



Look at the window; she stands there 
 Listening, the servants are all in bed,
 She is alone, he has stayed late
 Bragging and drinking in the public house.



BOY There's nothing but an empty gap in the wall. 
 You have made it up. No, you are mad!
 You are getting madder every day.



OLD MAN It’s louder now because he rides 
 Upon a gravelled avenue
 All grass to-day. The hoof beat stops,



He has gone to the other side of the house, 
 Gone to the stable, put the horse up.



She has gone down to open the door. 
 This night she is no better than her man 
 And does not mind that he is half drunk,



She is mad about him. They mount the stairs 
 She brings him into her own chamber.



And that is the marriage chamber now. 
 The window is dimly lit again.



Do not let him touch you! It is not true 
 That drunken men cannot beget



And if he touch he must beget 
 And you must bear his murderer. 
 Deaf! Both deaf! If I should throw



A stick or stone they would not hear; 
 And that's a proof my wits are out. 
 But there's a problem: she must live 
 Through everything in exact detail, 
 Driven to it by remorse, and yet
 Can she renew the sexual act
 And find no pleasure in it, and if not,



If pleasure and remorse must both be there 
 Which is the greater?
 [bookmark: page11]I lack schooling. 
 Go fetch Tertullian; he and I
 Will ravel all that problem out



Whilst those two lie upon the mattress 
 Begetting me.



Come back! Come back! 
 And so you thought to slip away,



My bag of money between your fingers,
 And that I could not talk and see!
 You have been rummaging in the pack.



[The light in the window has faded out.]



BOY  You never gave me my right share.



OLD MAN  And had I given it, young as you are
 You would have spent it upon drink.



BOY  What if I did? I had a right
 To get it and spend it as I chose.



OLD MAN  Give me that bag and no more words.



BOY  I will not.



OLD MAN  I will break your fingers.



[They struggle for the bag. In the struggle it drops, scattering the 
 money. The OLD MAN staggers but does not fall. They stand
 looking at each other.]



BOY What if I killed you? You killed my grand-dad 
 Because you were young and he was old.
 Now I am young and you are old.



[A window is lit up, a man is seen pouring whiskey into a glass.]



OLD MAN  [Staring at window.] Better looking, those sixteen years—



BOY  What are you muttering?



OLD MAN                                 Younger—and yet
 She should have known he was not her kind.



BOY  What are you saying? Out with it!



[OLD MAN points to window.]



My God the window is lit up



And somebody stands there, although The floorboards are all burnt away.



OLD MAN  The window is lit up because my father
 Has come to find a glass for his whiskey.
 He leans there like some tired beast.



BOY  A dead, living, murdered man.



OLD MAN  Then the bride sleep fell upon Adam:
 Where did I read those words?
 And yet
 There’s nothing leaning in the window
 But the impression upon my mother's mind,
 Being dead she is alone in her remorse.



BOY  A body that was a bundle of old bones
 Before I was born. Horrible! Horrible! [He covers his eyes.]



OLD MAN That beast there would know nothing being nothing.
 If I should kill a man under the window,



He would not even turn his head. [He stabs the boy.] 
 My father and my son on the same jack-knife!
 That finishes—there—there—there—



[He stabs again and again. The window grows dark.]



“Hush-a-bye baby, thy father's a knight, 
 Thy mother a lady, lovely and bright”



No, that is something that I read in a book 
 And if I sing it must be to my mother, 
 And I lack rhyme.



[The stage has grown dark except where the tree stands in white light]



Study that tree.



It stands there like a purified soul, 
 All cold, sweet, glistening light.



Dear mother, the window is dark again
 But you are in the light because
 I finished all that consequence.



I killed that lad for he was growing up, 
 He would soon take some woman's fancy,
 Beget and pass pollution on.
 I am a wretched foul old man
 And therefore harmless. When I have stuck
 This old jack-knife into a sod 
 And pulled it out all bright again,



And picked up all the money that he dropped 
 I'll to a distant place, and there
 Tell my old jokes among new men.



[He cleans the knife and begins to pick up money.]



Hoof beats! Dear God



How quickly it returns—beat—beat— 
 Her mind cannot hold up that dream. 
 Twice a murderer and all for nothing, 
 And she must animate that dead night 
 Not once but many times!
 O God!



Release my mother's soul from its dream! 
 Mankind can do no more. Appease
 The misery of the living and the remorse of the dead.



 



THE CURTAIN FALLS
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5. Registers of Culture




Lecture summary





This lecture discusses definitions of the term culture, first in relation to nature, and as a next step as culture of different user groups within society. Examples for high and low culture as the main “registers of culture” are given. The relativity of the hierarchy implied is highlighted through the example of the raising prestige of graphic novels. The broadening of the field of English due to the changes in approaching traditional registers of culture is also mentioned.














In order to talk about registers of culture, we need to have an understanding of the various definitions of culture. One possible definition relies on the relationship between culture and nature. Actually, in the etymology of the term culture there is an element that refers to nature. The Latin root of the term means “to grow” – this is the meaning that is preserved in terms such as agriculture or horticulture. The term culture in this sense reflects an idea according to which nature and human society cooperate, or perhaps that nature is “tamed” by culture, it is given a cultured form. Another sense of the relationship between nature and civilization or human culture is reflected by the following poem by the American poet Jack Roberts, entitled Dream Fox. Instead of the peaceful parallel between society and nature, as in the etymological examples, here we find a curious tension, or perhaps a conflict between nature and culture.



Not the five tiny black birds that flew
 out from behind the mirror
 over the washstand,
nor the raccoon that crept
 out of the hamper,
nor even the opossum that hung
 from the ceiling fan
troubled me half so much as
 the fox in the bathtub.
There's a wildness in our lives.
 We need not look for it.
That's wrong too.
 It finds us.
It finds us,
 naked and alone,
in unfamiliar bathrooms,
 wiping the grit from our eyes,
waiting for the first signs
 that we're back among the living.
I catch him beneath his forelegs and lift.
 "Don't bite me," I say. Says he, "I'll bite you."



What are the elements in this poem that represent nature? How do these elements interact with the space in which they appear? What is the effect of this interaction? Is it frightful, surprising, humorous? How does the short conversation at the end of the poem change this effect? And how does the speaking fox present the nature-culture divide? Does it suggest a hierarchy between the two?



One meaning of culture certainly does reflect a hierarchy – it is a meaning where the concept is both narrowed and elevated. Narrowed in the sense that it does not include human civilization in a broad sense, but only a special part of it, namely artistic and aesthetic activities. Thus the meaning of the concept is elevated, since artistic activities in this sense are understood as more valuable than non-artistic or everyday ones.



When we talk about registers of culture, we refer to artistic activities as high culture, while non-artistic, popular ones are regarded as low culture. These two are the main registers of culture.



HIGH means court, elite, or dominant culture, originally aristocratic, associated with power and knowledge, while LOW means popular, folk, mass or sub-cultures. Think of the example from Lecture 3 about words that reflect historical cultural status: Anglo-Saxon words for pig, sheep or calf refer to the live or raw animals while Anglo-Norman counterparts refer to the dead, prepared or cooked meats: pork, mutton and veal. The low status of the Anglo-Saxons is “coded” in the language, and the same is true for the high status of the Anglo-Normans. The terms in relation to each other reveal not only two languages, but a hierarchy of power and wealth, as well as two distinct groups with different cultures in the sense of lifestyles. It is in this sense that “register” refers to different layers of community and user groups of language in a given society. Pork sounds more elegant than pig due to its connotations; the power relations of the two groups are translated to differences of taste and style. Although there might be a clear hierarchy of power regarding layers of community – as there clearly is in this case, with one group representing power and wealth, and the other upholding this system – the consequent hierarchy of value suggested by labeling different groups’ taste and fashion as high and low is not essential. It is the function of ideology.



The value of cultural goods is not stable, it changes depending on the social position of the group using them. Isn’t it strange that Shakespearean drama performed on the Renaissance stage was widely regarded as popular entertainment before a high cultural status – and thus artistic value – was attached to it? Examples show that cultural goods may descend or ascend on a hierarchy as tastes of groups change. The same examples also question the high art vs. popular art division itself. The way the reputation of the graphic novel as a genre changed can serve as an illustration.



 









Definition





Graphic novels are novels in which the plot is revealed through the interplay of image and text.














As Raymond Briggs, the author of a graphic novel entitled Ethel and Ernest claims in an interview with The Observer, “[o]n the Continent graphic novels have been as accepted as films or books for many years, but England has had a snobby attitude towards them. They’ve always been seen as something just for children.” In other words, genres combining image and text to tell a story were regarded as “low”, not entirely serious or comparable in artistic value with traditional, “high” literary genres. The success of Briggs’s graphic novel, in which he describes the biography of his parents in word and image, has contributed to a breakthrough. In 2005 he and another respected British graphic novelist, Posy Simmonds, were inaugurated into the Royal Society of Literature. With this gesture the authors gained official recognition for their artistic work, and their graphic novels gained cultural prestige. In this sense the existing “high” and “low” division was maintained, what has changed was merely the switched label on graphic novels – a genre previously considered popular was now recognized as artistic. But such changes inevitably raise questions about the criteria of labeling itself. In 2007 these two authors illustrated the cover of the magazine published by the Royal Society of Literature with the title “The Invasion of the Graphic Novelist”. The title mocks and reveals the alleged sentiments of conservative members of the Royal Society of Literature, who fear that the acknowledgement of a genre that had been previously regarded as low and not serious would “invade” the society and its traditions, since it inevitably restructures its system of values.



 



What has happened that allowed for this change to happen? There are several possible answers to this. The good reputation of graphic novels on the continent, the waning of the “snobby” attitude towards them in Britain, the introduction of the term “graphic novel” (sounding more prestigious than comics), the growing importance of visual culture and the lowered costs of printing are all factors that may have contributed to the change. The example shows that culture understood as high and low culture is not an ontological but a functional category. It does not exist on its own as high and low, only as culture of distinct communities.



 



You may recall from Lecture 3 that when English became a university subject it meant mainly the study of literature in English because the aim of studies was thought to be the study of texts with artistic value and prestige. Today the palette has broadened for two reasons. On the one hand, claims for artistic value and prestige have been challenged (the next lesson deals with this topic), while on the other hand texts that were perhaps previously regarded as unworthy of study, or “low” have been studied for other reasons than aesthetic worth. Not only new topics and genres have been included, but new questions and new types of approach as well. A play, a poem, an advertisement or a pop song may equally be a proper source to examine the way they negotiate their own cultural and political context – in that sense there is no difference between “high” and “low”. With such questions English studies has broadened into Cultural, Communication and Media Studies, making English an interdisciplinary field.









Definition





Interdisciplinary: crossing boundaries between traditional fields













Task / groupwork





1. Do research on the Gosforth Cross a large stone cross from the 10th century. It shows an interesting visual combination of the mythologies of different groups of society. Users of the cross had to be familiar with the narratives of both mythologies in order to interpret the images. Is it possible to regard the cultures of the two mythologies as representing two registers – high and low? What does the combination suggest? What function did it serve to either of these groups? Write a short essay based on the above questions. Make sure to use clear references to your sources.



2. Paul Gravett, the author of “Great British Comics” says the following: “I don’t think that it is a coincidence that graphic novels are coming into their own in an era where people are becoming acclimatized to taking in words and images together.” Do you agree with this opinion? Think of possible groups that find this change favorable and unfavorable respectively. Discuss with your partners the possible background of such opinions.



3. Have a look at the image representing the proper length of skirts for young girls from the Victorian era. Do you think this applied to all classes, all “user groups” of society? Why? Interpret it as a function of ideology, the visual representation of the era’s taste and fashion.



4. Think of comic books as helpful resources in language teaching due to their combination of words and images. How can they be useful in teaching specific vocabulary or grammar? Think of specific examples.













Images





The proper length for little girls’ skirt



[image: ]



http://en.wikipedia.org/wiki/Victorian_fashion#/media/File:1868-skirt-lengths-girl-ages-Harpers-Bazar.gif



 



Ethel and Ernest cover page



[image: ]



http://d.gr-assets.com/books/1187189511l/1706498.jpg













Review questions





1. What are the most important registers of culture? Why do we say that these categories are a function of ideology?



2. How is the example of the changing reputation of the graphic novel connected to the ways in which English studies as a discipline is changing?













Recommended further readings





A book about cultural studies as a discipline, written by and about one of the founders:



Stuart Hall. Critical Dialogues in Cultural Studies. Routledge, 1996.
















EPUB/icon_tavoktatas.gif
o





EPUB/_2_paradigms_and_paradigm_shifts.xhtml



2. Paradigms and paradigm shifts




Lecture summary





This lecture deals with the issue of continuity and discontinuity in academic disciplines through the introduction of Thomas Kuhn’s theory on paradigm shifts. The example of the Copernican revolution is presented, and an extended understanding of paradigm shifts is discussed, with literary examples. Although restricted, the relevance of the theory to English Studies is highlighted.



 



In the previous lecture we saw that universities have an almost millennium long history in Europe, what has been accepted as proper knowledge and the proper ways and methods to produce and present this knowledge to the public have not always been the same. There is a field of studies that deals precisely with this question: history of science.













Definition





History of science is an academic discipline dealing with science, technology, medicine, and their interactions with society – in a historical context.














One of the founders of this discipline is Thomas Kuhn, who was interested in the ways scientific changes happen. His book The Structure of Scientific Revolutions explains his understanding of the relationship between continuity and discontinuity in academia, in other words the fact that there are sometimes gradual changes and occasionally there are drastic shifts of methods used within disciplines.



 



The novelty in Kuhn’s explanation of scientific change lies in the following: previously this change was understood as a gradual process of accumulating knowledge, a progress through which scientists would come closer to truth, and if needed, they would correct previous errors. The Kuhnian explanation, on the other hand, distinguishes between two phases in the development of science: normal and revolutionary phases. Normal phases work similarly to the pre-Kuhnian understanding, characterized by puzzle solving and accumulating knowledge. Revolutionary phases are not cumulative, but phases when a whole previous system of explanations, a paradigm, is questioned and eventually replaced by a new one.









Definitions





- Paradigms include the shared theoretical beliefs, values, methods and techniques of a field, in other words the disciplinary matrix.



- Anomalies are findings that are troubling, inadequate or inexplicable within a paradigm.














When anomalies become too numerous and too serious to disregard, revolutionary phases are triggered, and the old paradigm is eventually discarded.









Definition





A crisis settles in when the confidence in the existing theory or method is shattered.














Once a new paradigm is established, explaining the former anomalies, some previously explained phenomena that made sense in the previous paradigm may remain unexplained. The fact that not all former achievements are preserved in a new paradigm is called the Kuhn–loss.



 



Disciplines by nature have two conflicting characteristics. On the one hand, they are necessarily conservative, since this is required for the institutional continuity maintaining them, but on the other hand they are also characterized by the impetus for innovation of the younger generation of researchers. These two characteristics create a conflict that is called essential tension.



 



An example illustrating a paradigm shift is the Copernican revolution. In Copernicus’s time people believed that the center of the physical universe was the Earth, and all the celestial bodies revolved around it. This model is called the geocentric or Ptolemaic model after the Greek scholar who described it. Copernicus discovered that the inaccuracies in the contemporary explanations about the movement of celestial bodies may be explained by the introduction of a new model, in which the center of the universe was not the Earth, but the Sun – the heliocentric model. Copernicus agreed to publish his hypothesis in a work entitled On the Revolution of the Celestial Spheres in 1543. Partly because of the censorship of the Church, it took several decades until Copernicus’s theory became a paradigm, a widely accepted view. Copernicus’s work was banned since it was thought that it contained views conflicting with the teaching of the Bible. It was difficult to accept its claims, since it restructured not only the whole known universe, but also the formerly central position of the human being.



 



Not all paradigm shifts have such far-reaching consequences outside the discipline in which they happen as the Copernican revolution. That was a particularly influential event, including epistemological implications: doubts about the way knowledge is possible. Potentially all paradigm shifts raise such questions, since it is not only the previous paradigm that they shatter, but the reliability of any knowledge.









Definition





Epistemology is the theory of knowledge, a branch of philosophy concerned with the nature and scope of knowledge. Its primary questions are the following: "What is knowledge?", "How is knowledge acquired?", "What do people know?", "How do we know what we know?"














These questions are treated not only by epistemology as a branch of philosophy, but are also frequently – although perhaps indirectly – addressed by literature and the arts. An early 17th century poetic reaction to the epistemological change is the following excerpt:



 



“Tis all in pieces, all coherence gone,



All just supply, all in relation.



Prince, subject, father, son are things forgot,



For every man alone thinks he has got



To be a phoenix, and that then can be



None of that kind of which he is but he.”



 -- John Donne First Anniversary (1616)



 



How many ideas can you find in this short excerpt that are about relationships between elements of a system? What are these systems? How are these various contexts comparable? Note: the meaning of the expression “all in relation” in the second line is not identical to the present meaning!



 



As university students of English, you have to be aware of the fact that everything that is included in your curriculum is the result of the definition of English as a university subject – a definition that has changed with time, similarly to the way the scientific approach to topics connected to “serpents and dragons” has changed.



 



Some scholars are of the opinion that Kuhn’s paradigm shift theory does not apply to subjects within the humanities and thus to our field of studies, English. Others challenge the theory itself (For an example see MacIntyre’s essay in the recommended readings at the end of this lecture). Still, the theory provides a model for change within disciplines, and we may view the study of English as a field where diverse paradigms have succeeded each other, or coexisted with one another. At the time when English gradually became a discipline, in the second half of the 19th century, studying English meant primarily studying literature. It was necessary that some systematic approach is introduced in its methodology. Dealing with English understood as dealing with literature in a way that one puts down one’s impressions cannot be regarded as a paradigm. The study of literature became professionalized when writing about literature became a systematic study: professional criticism. What is accepted as professional, however, depends on the governing paradigm. New Critics, for example – as it is discussed in more detail in part 2. – brought about an important change in the middle of the 20th century that we may call (although not in the strict Kuhnian sense) a new paradigm in the study of literature with stressed focus on formal, rhetorical aspects of a literary work of art, such as ambiguity, plot or imagery – elements that they found and examined in the texts themselves. This was a clear break with former approaches that looked for interpretive clues outside the works rather than in the texts, for example in the biographies of authors in an approach called biographical criticism. Today, as you will see in Chapter 5, studying English is not restricted to literature only but is directed towards other media as well, including mass media, while studying literature is also expanded in its scope: it frequently means interpretations of texts from specific cultural perspectives – you can read more about this issue in Chapter 6.



Since the terms related to criticism may be confusing, let us have a look at their definitions.



 









Definition





The term criticism may have the following meanings.



1) finding faults



2) analysing



3) interpreting to understand



4) evaluating to establish worth














Today the most frequent meanings used in the context of English studies are analyzing and interpreting. In this sense criticism does not mean finding faults with in a negative sense, rather analyzing and interpreting with the aim to understand the work and establish its meaning.









Definition: critic – critique





1        Critic: a person who is professionally engaged in the analysis and interpretation of works of art



2        Critique: review, an essay or article that gives a critical evaluation (as of a book or play)













Task / groupwork





1. As a first step, find out what a “cabinet of curiosities” is – Aldrovandi was actually among the first people to create one. As the next step, do research on the cabinet of curiosities that was the result of The Tate Thames Dig project on the website of the Tate Gallery: http://www.tate.org.uk/learn/online-resources/mark-dion-tate-thames-dig



Write a short essay about your findings and include proper references to your sources. You may reflect on the following questions: What does this project tell us about the human urge for understanding and the possibilities to structure and restructure our findings? How does the meaning of elements change once they find a place in a restructured system? What does the project tell us about the relationship between arts and sciences?



 



2. Watch a video providing a visual metaphor for Kuhn’s Paradigm shift theory. What do the pompoms stand for? And what is the first and the second container? 



A visual metaphor for Paradigm Shift Theory  







http://www.youtube.com/watch?v=3cp6pEzx3uw



 



3. The film Inception (2010, dir. Christopher Nolan) is an example for a present day artwork dealing with epistemological issues: how is knowledge possible, how is it generated, how can we be sure about our knowledge of the world, how is our view of the world influenced? Think about the ways the film deals with these questions and the possible answers it gives. Compare them with similar problems presented in The Matrix (1999, dir. Andy and Larry Wachowski).



 



4. Design a vocabulary building task for English learners in which they have to group and re-group various series of words into diverse categories.













Images





Ptolemaic and Copernican models of the universe:



[image: ]



https://geopolicraticus.files.wordpress.com/2012/03/ptolemy-and-copernicus.jpg



 



Thames cabinet of curiosities:



[image: ]



http://www.warhol.org/uploadedImages/Warhol_Site/Warhol/Content/Education/Resources_and_Lessons/Collaboration_Unit(1)/Images/05142012_EDU_Mark-Dion-Cabinet-Thames-Dig_main.jpg













Review questions







		What is the meaning of the terms paradigm, anomaly and crisis in Kuhn’s system? To what discipline does his work on scientific revolutions belong?



		Why could the Copernican revolution have epistemological consequences? How did it become a paradigm?



		Which meaning of criticism is most commonly used in the field of English studies? What is the difference between critic and critique?

















Recommended further reading





1. A critique of Kuhn’s theory and an alternative model for discussing epistemological crises:
MacIntyre, Alasdair. “Epistemological crises, Dramatic Narrative, and the Pholosophy of science” In Appleby, Joyce et al eds. Knowledge and Postmodernism in Historical Perspective. New York and London: Routledge, 1996.



2. Read the well-known Taoist story known as Zhuangzi’s butterfly dream” (4th century B.C.). Think about the interplay of dream and reality: what are the similarities and the differences between this story and The Matrix in the way they address epistemological questions?














“Last night myself, Zhuangzi, dreamt he was a butterfly, a butterfly tlying about, feeling that it was enjoying itself. I did not know that it was Zhuangzi. Suddenly I awoke, and was myself again, the veritable Zhuangzi. I did not know whether it had formerly been Zhuangzi dreaming that he was a butterly, or it was now a butterfly dreaming that it was Zhuangzi. But between Zhuangzi and a butterfly there must be a difference.”



Westerhoff, Jan Christoff. Reality. A Very Short Introduction. (Oxford: Oxford University Press, 2011), 27.
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4. The Theory of Genres
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The critique of structuralism





The theory of literature must be based on a theory of the PROCESS of signification, as opposed to the structuralist understanding of meaning as the result of a linguistic ACT which is carried out by that transcendental ego of phenomenology which is the Cartesian self-identical subject.



 



The study of the MICRODYNAMICS AND THE MACRODYNAMICS of the subject opens up the homogeneous, self-transparent Cartesian ego for its socio-political positionality and its psychosomatic heterogeneity, in a signifying process that is not static but is a dialectic of macrodynamic and microdynamic agencies.



 



 



a/ The Semiotics of the Sign and the Subject



            - Ferdinand de Saussure: language is a system of differences where elements attain (a negative) value only in relation to all the other elements, and not to reality. The relationship between the signifier and the signified is conventional, arbitrary: reality, the referent is not part of the signifying system.



            - Poststructuralism: the signifier's arbitrariness and instability determine signification: the signifier has an uncontrollable capacity to refer to various signified, and a signifier does not refer to a signified in the first place, but to other signifiers; the signified is sliding on the chain of signifiers: the fundamental characteristic of language is this free play which the subject cannot control, we only try to fix this chain when we produce meaning, but the meaning is always unstable;



            Since the signifier is not tied to the signified, the author cannot have power over the writing after the point of creation: “the death of the author” (Roland Barthes) and the birth of the plural text.



            The idea of the PLURAL TEXT: the structuralist attempt to discover every possible text in the deep structure of a text is criticized by the poststructuralist realization that every text is based on a play of DIFFERENCE, referring to everything that has already been written.



            READERLY TEXT: classic expressive realism, the reader is a passive CONSUMER of a fixed, prefabricated meaning.



            WRITERLY TEXT: modern practice, reader is an active producer of meaning.



            Death of the author: The author is the epitome of capitalist ideology, born with empiricism, rationalism, the prestige of the individual; however, the play of the signifier is not controlled by the author, the plural text has an infinite meaning-generating capacity.



            - Emile Benveniste: language is constitutive of subjectivity: "ego is he who says ego". Human subjectivity is produced in the social symbolic order where the signifiers that work in meaning-production are always ideologically determined.



            - Thus, the signifier is constitutive of the subject: semiotics studies how the codes setting up possible relations between signifiers and signified are determined by historically specific social-political strategies.



 



b/ Psychoanalysis



            - the Freudian revolution: the subject is a heterogeneous system; the signifying process has two modalities, the unconscious and the conscious are both participating.



            - the concept of the unconscious: the repressed region of primary processes (attachment to the mother, identification with the outside, desire); the social subject is constituted by the successful repression of primary desires through the realization of the Father’s (phallus: key-signifier) power; fear of castration and acceptance of the Father’s ( = the social patriarchal symbolic order) rule: Oedipalization.



            - Jacques Lacan: “The unconscious is structured like a language.”



            The agency of the Signifier is constitutive of the subject both on the conscious and the unconscious level. The psychic apparatus is formed by signification, subjectivity is produced by the emergence of the signifier which separates the subject from the Real. The subject is constituted through losses: the fundamental experience of the human being is that of lack. The Signifier emerges as a compensation for the losses through which the split subject is produced (loss of the mother, the breast, etc.): the engine of signification is the Desire continuously emanating from the core of our repressed primary desires.



            - the unconscious makes itself manifest through linguistic symptoms: word play, slippages, failure of communication, puns, ambiguities, metaphors.



 



c/ Deconstruction



            - aims at uncovering the logic of Western metaphysics behind our discourses: signification is always meaning- or truth-production, but the elements participating are dependent on a hierarchy of value (soul / body, good / bad, masculine / feminine) which is always metaphysical (i.e., socially conventional, not inherently true).



             - the rehabilitation of the disprivileged supplement (woman in relation to man, writing in relation to speaking, the composite in relation to the linear);



            The process of deconstructive analysis:



            1/ showing the metaphysical hierarchies that constitute the (ideological) framework in which the text participates;



            2/ reversing the hierarchy, showing that the system has no inherent fixity, there is no central, key signifier or a transcendental signified (e.g., God in theology) that determines or guarantees values and the one and only meaning of things;



            3/ leaving the free play between the two orders rather than setting up one as prior to, better than the other.



 



d/ New Historicism



            - rejection of traditional (positivistic) historicism which studies literary history as a linear development reflecting the nation's evolution and the “spirit of the age”;



            - Michel Foucault: social discourses (e.g., literature) are governed by historically specific technologies of power which determine what can be part of our language, i.e., our knowledge. Power/knowledge is a social functioning, setting up systems of exclusion that shape our reality through ideological discourses and institutions.



            Human beings are born into subject positions in society that are distributed continuously by discursive technologies of power.



            Power interpellates the subject (Louis Althusser): ideology or power objectivizes and subjectivizes the human being at the same time; internalizing a false feeling of individuality (misrecognition) is becoming an object to power.



            Power sets up regimes of truth in society (Foucault):



                        1. dividing practices (turn reality into a system of binary oppositions);



                        2. institutionalization of binarisms (disciplines that regulate knowledge);



                        3. power is exercised on free subjects only: self-subjection (voluntary submission the establishment).



             - Ideology is the most extensive technology to set up relations of power in society: certain marginal or subversive discourses may try to undermine this dominance of ideology.



           - Literature often fulfils this subversive role: it questions the legitimacy, the working of the ideological apparatuses, the position of rulers, etc. BUT: resistances like this may always be pre-scripted and contained by ideology itself (this is called the safety-valve theory).



           - New Historicism studies how texts reflect the antagonisms, struggles, ideological tensions and discontinuities of a historical era, always bearing in mind that our interpretations inevitably contain our own historical positionality: we cannot have an “objective” approach to history, which is always our fictional discourse about the past.



 



e/ Feminist criticism



            - Western society is a patriarchal, male-dominated structure, with the constitutive male / female binarism, which sets up technologies suppressing women and assigning them to definite social roles and categories (psychoanalysis: the Phallus is a key-signifier according to which the human subject is constituted and enters society's symbolic order);



            The critique of the ideological canon:



            - canon-formation and editorial policy have been determined by these patriarchal rules in the Western literary institution;



            - the male perspective usually organizes the fabric of the LWA: the male GAZE working in the text assigns a predetermined role to the reader: feminist criticism aims at showing these biased strategies and inherent prejudices in literature through the application of a different, feminine perspective;



            - literature as a semiotic practice is also feminine (Julia Kristeva) in the sense that it plugs the subject back into (repressed) psychic drives attached to the MOTHER (mainly through rhythm and deviation): this practice resists the patriarchally determined identity-formation of the main social discourses.
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Self test II




 



You will now apply these critical considerations to the texts we were working with in the first chapter. On the basis of these critical approaches and their most important theses, decide whether the following critical statements are true (t) or false (f):






Question 1



1. According to formalism, the form of Blake’s “The Tyger” is the four-line stanza and the frame that is produced by the first and the last stanza.





 True 
 False






Feedback


False







Question 2



2. According to formalism, the quatrain and the frame are important formal features of Blake’s “The Tyger”, but the real form of the poem is the continuously intensified interrogative mood which culminates in the question “Did he who made the Lamb make thee?





 True 
 False






Feedback


True







Question 3



3. Reader-response criticism would argue that “r-p-o-p-h-e-s-s-a-g-r” by E. E. Cummings has its effect as a joke, since the ridiculous confusion of letters involves the reader in a joyful reaction.





 True 
 False






Feedback


False







Question 4



4. Reader-response criticism would argue that “r-p-o-p-h-e-s-s-a-g-r” by E. E. Cummings tries to achieve an effect by actually involving the reader into the activity that is also performed by the insect the poem tries to represent. The reader’s eyes have to start jumping here and there in the page just like to grasshopper does in the grass, and in this way we will feel the thing the text wants to represent, and this is a more intensive and successful representation than saying things about the grasshopper.





 True 
 False






Feedback


True







Question 5



5. Reader-response criticism would argue that “r-p-o-p-h-e-s-s-a-g-r” by E. E. Cummings cannot be the object of a literary analysis because it is a visual poem.





 True 
 False






Feedback


False







Question 6



6. Traditional autobiographical approaches would be interested in whether Blake had any episode or traumatic event in his life involving tigers or large animals.





 True 
 False






Feedback


True







Question 7



7. A moral-philosophical approach would argue that “The Tyger” is a poetic representation of the ancient, archetypal and always present fear of evil and negativity in the human being, the essential anxiety that has always characterized our existence since the beginnings of human civilization.





 True 
 False






Feedback


True







Question 8



8. New Criticism would argue that the poetic power of “The Tyger” arises from the tension which is the result of the paradoxical nature of the tiger. The tiger is beautiful and threatening, perfect and base, mysteriously tempting and horrifying at the same time, and through its figure the poet can grasp the complexity of the universe much better than our ordinary vision and perception.





 True 
 False






Feedback


True







Question 9



9. Psychoanalytical semiotic interpretations would argue that “The Tyger” has a special effect on us because it is an indirect representation of the father figure.





 True 
 False






Feedback


False







Question 10



10. Psychoanalytical semiotic interpretations would argue that “The Tyger” has a special effect on us because it involves us in a state of undecidedness, ambiguity, a special in-betweenness where we cannot decide how to relate to the figure of the tiger and thus we fall into a vacuum, a loss of our ego-position because of the impossibility of meaning-creation.





 True 
 False






Feedback


True







Question 11



11. Psychoanalytical semiotic interpretations would argue that “The Tyger” has a special effect on us because it is an indirect representation of the mother figure.





 True 
 False






Feedback


False







Question 12



12. Traditional biographical approaches would be interested in whether Shakespeare was in love with a woman who did not meet the standard expectations of beauty of his time.





 True 
 False






Feedback


True







Question 13



13. New Criticism would argue that Shakespeare’s sonnet builds up an inner structure of tension and resolution because the poem accumulates repeated images of mocking the traditional and boring Petrarchan tradition, and then with a twist in the punch line the poetic voice argues against the negative list and claim that he truly loves the woman.





 True 
 False






Feedback


True







Question 14



14. Formalist interpretations would claim that Barth’s “Lost in the Funhouse” has a special form because it mixes literary expression with colloquial and technical instructions.





 True 
 False






Feedback


False







Question 15



15. Formalist interpretations would claim that Barth’s “Lost in the Funhouse” employs the technique of “baring the device”: it draws the attention of the reader to the very medium, the language of the text, revealing its artificial, representational nature, and in this way it becomes metafictional.





 True 
 False






Feedback


True







Question 16



16. Formalist interpretations would claim that Barth’s “Lost in the Funhouse” deautomatizes our perception and expectations because it employs Ambrose, a very young boy as the protagonist in the plot, instead of the parents or adults in general.





 True 
 False






Feedback


False







Question 17



17. Traditional biographical approaches would be interested in whether Keats had any frustrating love affairs around the time when he wrote his ballad.





 True 
 False






Feedback


True







Question 18



18. Structuralist readings would claim that “La Belle Dame sans Merci”has a special structure because on the surface it is about a tragic love affair, but on the deep structure level the opposition between male and female is resolved.





 True 
 False






Feedback


False







Question 19



19. Structuralist readings would claim that “La Belle Dame sans Merci” in its deep structure represents the fundamental binary opposition of male and female, man and woman, an antagonism which is impossible to resolve in our existence.





 True 
 False






Feedback


True







Question 20



20. A moral-philosophical approach would argue that “The Artist of the Beautiful” is a statement by the romantic artist about the importance of perseverance and devotion to your aspirations and goals, an ars poetica in which Hawthorne represents the most essential and universal human desire to transcend the limits of our existence.





 True 
 False






Feedback


True







Question 21



21. A moral-philosophical approach would argue that “The Artist of the Beautiful” is a romantic teaching about the dangers and pitfalls of esoteric and occult experimentations.





 True 
 False






Feedback


False







Question 22



22. A deconstructive feminist interpretation would claim that “The Artist of the Beautiful” enforces the patriarchal ideology of our society because it propagates the stereotypical image of woman as beautiful but ignorant and useless, and the image of man as specially talented and productive.





 True 
 False






Feedback


True







Question 23



23. Traditional biographical approaches would interpret Purgatory as a personal statement by Yeats about his own private mythology in which souls return to suffer in the places where they had committed their sins.





 True 
 False






Feedback


True
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II Formal critical trends: from the authorial intention to the close reading of the text (1st shift)





In the first decades of the 20th century, a new interest gradually emerged in the inner, “purely artistic and aesthetic” values of the LWA. The new attitude argued that we should appreciate literature “for its own sake,” for its own beauty, and not because of other values or disciplines. Literature should no longer be the servant of other sciences: we should not read Shakespearean drama because we get to know more about the War of the Roses, but because the inner poetic devices and symbolical image networks provide us with aesthetic pleasure.



           



Formal approaches are mainly interested in:



 



            - the deformation of ordinary language (deviation);



            - the poetic devices which defamiliarize automatized conventions or perceptions;



            - the tensions, ambiguities, or paradoxes, with which the poet grasps the complexity of experience.



 



The emerging scientific activities of general and applied linguistics established a methodological ground for formalism.



 



a/ New Criticism (USA, 1930s-1940s, Cleanth Brooks)



            - objective: to make the study of literature a separate discipline;



         - organicism: the LWA is a complex verbal icon of the author's experience; its poetic texture is a network of correspondences, oppositions: dialectic between parts and the whole unit;



         - important strategy introduced: close reading – we have to read very carefully each and every element of the text and see its interconnections with other elements;



          - the meaning of the work cannot be reduced to either external factors in the context or to the intention of the author (we should not commit the error of intentional phallacy).



 



b/ Russian formalism (Moscow Linguistics Circle, 1910s-20s, Victor Shklovsky, Roman Jakobson)



 



            - focus on the technical aspects of literature;



          - study of distinctive linguistic properties of literary languages makes formalism an independent discipline: science of literature = a complete knowledge of all the formal effects that make up literature;



            - influence of structuralist linguistics;



            - literature, through a special usage of language, defamiliarizes and deautomatizes our usual experience of reality;



            - process of analysis:



            1. mastering the meanings of the words (is it possible without historical context?)



            2. looking for patterns, structures, interrelationships between words



            3. patterns reveal a form, a principle according to which patterns are organized



            4. the internal logic of the work governs the relationship between idea and form



 



c/ Structuralism (1950s – 60s, Claude Lévi-Strauss, Roland Barthes)



 



          - the principle of binary oppositions: fundamental binarisms (masculine / feminine, night / day, open / closed, right / wrong, lawful / unlawful) govern existence and thought, they take on meaning and become cultural signs;



            - we find systems everywhere, systems are structures that have surface structure and deep structure rules;



            - binary logic is characteristic of Western thought;



            - the discovery of BOs governs reading and interpretive strategies;



          - structuralist narrative theory studies narrative structures in the work: for example, the surface level of realization in a narrative (the actual plot) can be traced back to a limited number of fundamental stories or patterns that are called master-plots; we have these basic master-plots as fundamental orientations or directionalities in the deep structure of every text;



            master-plots of literature:



                        romantic: comic rise (positive integration), tragic fall (waste of values, disintegration), heroic quest (movement, adventures of the positive, idealized protagonist



                        satiric: satiric rise (negative characters prosper undeservingly), pathetic fall (insignificant, petty people fall), antiheroic quest (the adventures of a non-idealized, often negative character)



 



d/ Phenomenology (Edmund Husserl, Maurice Merleau-Ponty)



            - predecessor of reader-response criticism;



          - Husserl’s philosophy: our sole source of knowledge about reality is our consciousness, objects are intentional object, formed and intended by the naming, interpreting consciousness, but: this consciousness is capable of getting to know the essentials, the real, authentic features of reality through the intentional procedure of bracketing out subjective prejudices and disturbances;



          - phenomenological criticism: the LWA is an intentional object, containing, manifesting the author's consciousness for the reader; the act of reading is the coming together of two consciousnesses, when we get access to the mind of  the author and the historical horizon of  the author; the LWA maintains a direct link between the author’s and the receiver's mind;



           - phenomenological reading: the work is a consistent manifestation of a state of consciousness, which governs the vision of the writing.
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7. Drama





We will now turn to the study of the third main kind of literature, drama, which represents the most objective attitude to the represented world, an attempt to hide the personal perspective, the presence of a narrator or a speaking self. Of course, the dramatic text is also written by an author, a playwright, but on the surface it appears to be an objective, direct recording of the speeches of human beings, without any subjective filtering or focalization.



 



In order to understand the way a dramatic text works, first we need to have an understanding of the origins, the antecedents of drama.



 



The origins of drama go back to the most archaic activities of humankind: ritual acts, games of make-belief, imitative action. Dramas originally were texts written for live, communal performances, and they developed from ancient fertility rituals.



 



Primitive human tribes and agricultural communities were very much dependent on the cycle of nature and the natural renewal, rebirth of the land. Without rebirth, without spring there is no summer, no autumn, no harvest, and thus, no food, which leads to the death of the people. These communities wanted to make sure that the renewal of nature will commence after winter, and they wanted to manipulate the supernatural powers to make sure to maintain the cycle of nature. They made ritual offerings and acted out rituals for this reason: ritual sacrifices to please the gods, and ritual feasts and festivities to give thanks to the gods. The two basic kinds of drama, tragedy and comedy developed out of these two ancient fertility rituals. Death, sacrifice, waste of values, downward directionality, and disintegration: these are the main themes of tragedy, and they can all be traced back to the ritual fertility sacrifice. Rebirth, reintegration, celebration, and upward directionality: these are the main themes of comedy, which have their roots in the ritual fertility feast.



 



The acts of rituals were after a while enriched with role-playing, for example, the community acted out the combat between winter and spring, to make sure that winter is going to lose in the universal cycle of seasons as well. Role-playing developed throughout the centuries, and the roles and acts preformed in front of the community started to reflect on the current problems and situation of the people, their beliefs, their relation to the supernatural forces, and their enemies. This is how conflict and role-playing performed for the community developed gradually into dramatic performance, which later gave rise to dramatic texts specifically written for these communal events.



 



Drama as an artistic form, as a kind of literature, means fiction designed to be acted out. In drama we have a direct presentation of a possible world through enactment and dialogue, without intermediate comment, filter, without focalization. In this way, when we study drama as representation, we realize that the dramatic text is a script for performance, and it has to be actualized, brought into existence in the live performance of the theatre, in front of the live audience. Later on, after the 17th century, dramas were also written specifically to be read – these are called closet dramas (they were originally designed for an upper-class audience to be read in their reading “closets”), but, compared to the history of drama, this is a relatively late development.



 



Reading drama gives a special challenge to the reader of literature. Since the text is designed for the stage, it only contains the dialogues and speeches of characters, and it is full of blank holes, lack of information, with minimal description only available in the speeches. In the theatre, the director and the theatrical group will decide how to actualize this text on the stage, and they fill in the gaps and holes. However, when we read the drama, we have to become directors in our interpretive imagination, and we have to create a hypothetical staging in our mind. This is a serious task for our imagination, but it also gives us great freedom of interpretation at the same time: the same dramatic scene can be imagined in many different ways in our imaginative staging.



 



When we read a drama, for the understanding of the possible worlds represented in the text it is often indispensable to know the kind of theatre and the kind of representational logic of the stage for which the text was intended. Otherwise, many parts will make no sense to us, since the playwright could be sure that the theatrical company will employ the techniques, gestures, set stage scenery, iconographic clichés that were available on the particular stage for which the play was intended. For example, Shakespeare wrote his plays for the special stage of the English Renaissance emblematic theatre, where the members of the audience were ready to understand everything on the stage on several symbolical levels of meaning, the characters were often more allegorical than psychologically real, and the stage represented the layered structure of the entire universe. If we do not know that the trapdoor in the centre of the stage represents the entrance to the underworld, if we are not ready to search for symbolical meanings even in little stage objects, if we insist on mimetic verisimilitude when we try to understand the acts, the passions or the suffering of the characters, then we might get very confused because these plays were designed for a different kind of theatrical horizon of expectations.









Task / groupwork





Hamlet in Shakespeare’s tragedy Hamlet, Prince of Denmark, jumps into the grave of his former sweetheart Ophelia (represented by the trapdoor centre-stage), and starts fighting with her brother Laertes.



Lavinia in Titus Andronicus is brutally mutilated by her father Titus’s enemies: she is raped, her hands are lopped off and her tongue is torn out, and then she is left alone. Nevertheless, she does not die, and continues to act as a central character throughout the second half of the tragedy.



How can you understand these scenes on the stage of Shakespeare’s theatre, which was very different from the realistic stages of our modern theatrical tradition?














When we compare drama to the other literary forms, we realize that the special attribute of the dramatic text is that it uses words to create action through the dialogue of characters in a situation which is just happening. The dramatic text always concentrates on the here and now of an action, it intensifies the referentiality of the text, and for this purpose it uses a special capacity of language called deixis.  Deictic language draws the attention to the here and now of the speech act (here, there, now, look, see, etc.).



 



 



The main modes of drama



 









		

tragedy





		

comedy





		

romance





		

satire





		

tragicomedy





		

absurd











		

dominant patterns of experience





		

essential values of nature and the world





		

naturalistic, uncomfortable representation of the world which resists patterns





		

the human condition has no sense or organizing pattern











		

complex characters





		

types, stock characters





		

characters are shown to be both black and white





		

characters are often reduced to the minimum











		

disintegrative: the problems of the human being and society lead to catastrophe





		

integrative: the human being and society can solve problems





		

human goodness, optimism





		

critique of social morals and manners





		

no clear-cut moral judgments, mixed patterns





		

failure of communication and meaning creation











		

death





		

rebirth





		

happy vision of society





		

dark vision of society





		

genres start fusing, and no essential principles or values hold any longer











		

Autumn





		

Spring





		

Summer





		

Winter





















Review questions





1. What are the ritual origins of drama?



2. Why is it a great interpretive challenge to read a drama designed for the stage?



3. What is the deictic capacity of language?



4. What is the function of the narrator in drama?



5. What are the main differences between the four basic types of drama?



6. How is today’s theatre different from the theatre of Shakespeare’s time?



7. What is the function of presence in dramatic literature?
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III Contextual aproaches: from text to context





Reader-Oriented Criticism: from the text to the act of reading (2ND SHIFT)



 



a/ Reader-Response Criticism (USA, Stanley E. Fish, Norman N. Holland)



 



            - E. D. Hirsch: continuation of hermeneutics; the text’s meaning is intended by the author, but its significance is a result of the dynamic interaction between text and reader; the text is not an independent set of characteristics, but the reader is not totally free in reading either;



            - rather a perspective, a critical attitude than a separate school: emphasis on interaction between reader and text, the act and temporality of reading, the reader-dependent ontology of meaning, the importance of the reading and interpretive community (Fish).



 



b/ Reception Theory (“Constance School”, Germany)



            - influence of Hans Georg Gadamer's hermeneutics of (historical) understanding; interpretation is always a fusion of horizons: we are always standing under the shower of traditions.



            The text’s meaning and significance are a result of the dynamic interaction between text and reader: the text is not an independent set of characteristics, but the reader is not totally free in reading either.



            -Wolfgang Iser, The Act of Reading: reading is an active process in which the reader actualizes the text on the basis of its response-inviting structures that create the implied reader. These structures predispose us to follow certain interpretive strategies: the text is full of GAPS that have to be filled by the actual reader; this actualization is based on the reader's repertoire and the networks of gaps.



            The structure of theme and horizon: one part, one theme creates an expectation in us, a horizon which is either satisfied or rejected in the next part; parts illuminate the whole, the whole makes the parts understandable: reading is a continuous self-correction and rereading.



            - Hans Robert Jauss: the reader’s interpretive activity always depends on his/her historical situatedness: we always read within a dominant horizon of expectations.



 



 



Poststructuralism: from the act of reading to the reader as socially positioned subject (3RD SHIFT)



 



Poststructuralism provides a general critique of our Enlightenment heritage, in the centre of which we have the Cartesian self-identical and homogeneous individuum as the foundation of the “project of modernity” (Jürgen Habermas); an essentialist belief in the human being’s sovereign self-mastery, in science, reason, and society, in humankind’s ultimate conquest of reality and the universe (a heritage from positivism). These grand narratives of modernity are being questioned in the time of postmodernism according to Jean-Francois Lyotard, and poststructuralism provides the cultural critical theories for the understanding of these changes.
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Semiotics





When two people communicate, we might suppose that they exchange meaning about the actual reality they are talking about. In the communication model, this would look like the following:



Speaker (sender) --------- meaning ---------- Listener (receiver)



It seems that meaning is exchanged by the partners in the act of communication: meaning “travels” in the actual empirical reality from one person to another.



However, this idea of the “exchange of meaning” becomes surprisingly problematic when we more closely examine specific acts of communication.









Task / groupwork





Think about your experiences of unsuccessful communication. Has it ever happened that your intended meaning did not get through to your partner, or it was understood, received in a way different from your intention? What were the reasons for this failure of communication or misunderstanding?














Let’s study now the way communication works through an example. Consider the following situation:



Speaker tells Listener the following sentence: “Come, have a look at my apple.”



We automatically suppose that Speaker intended to speak about a piece of fruit s/he wants to show Listener.



However, when Listener answers: “Oh, thanks, I am not hungry.” – the reply by Speaker can very well be:



“Oh, come on, I did not mean the fruit. I bought a new Macintosh computer. Come have a look, it is very powerful.



or



“OK, I did not mean the fruit, I meant New York, the city I live in. I am very proud of it. Come over, buy a ticket and let’s spend the weekend together.”



or



“OK, but I did not mean the fruit, I meant the little pink rubber apple I used to play with when I was a little child. I just wanted to show you how cute it is.”



So, the same sentence about an “apple” can have so many different “intended meanings.” However, we have just seen that Listener might not necessarily understand the sentence the way Speaker intended it.



What is the reason? Does intention not “travel” with the spoken word from the Speaker to the Listener, from the sender to the receiver? Was the meaning not sent by Speaker to Listener directly?



Semiotics would indeed argue that meaning does not “travel” between the two persons. If meaning could be “objectively” conveyed from one human being to another, we could always communicate with total success, no misunderstanding would ever occur, and the same text would have the same meaning for everybody. However, we do know that this is not the case. What is the reason for miscommunication from a semiotic perspective?



We might start out from the realization that it is apparently not meaning that is exchanged between speakers who communicate. At the same time, we also realize that we use some medium, some “tool” in order to communicate. This tool is language, which is a system of signs, and this system is used for various types of communication, literature included. It follows that we need to understand the way signs operate in order to get closer to an understanding of literary communication.



The Swiss linguist Ferdinand de Saussure laid down the foundations of semiotics, a theory of signs (Cours de linguistique générale, University of Geneve, 1906-11). He argued that language is a system of interrelated elements, and these elements, the signs are not simple, monadic units, but complex, compound entities. Here follows a very simplified but helpful outline of the most important semiotic considerations.



According to semiotics, the sign consists of three basic elements.



Signifier (Sr) ----------code (C) ----------- Signified (Sd)



The signified is the mental image that is formed in our consciousness when we think of something. The signifier is the element of the signifying system that has a material basis, it has an objective existence, independent of the human consciousness. The code establishes the relationship between the signifier and the signified, it tells us what to think of, what kind of mental image to formulate in our mind when we encounter a signifier. The element of the empirical, material reality that we might be referring to in communication is called the referent, but it is NOT part of the sign system: the referent is missing from language.



These simple rules have two very important implications:





		Since signifieds are always locked up in our consciousness, what we exchange in the act of communication is not meaning, not the signified, but the signifier.







		For successful communication to happen, the communicating partners need to employ the same codes so that they have (more or less) the same signifieds in their respective consciousness. We say “more or less” because we can never totally check whether the other person has the same mental image in his/her consciousness, since human brains cannot be opened up for such scrutiny. In the theory of science, this problem is traced back to the complex thesis that human beings are operationally closed, autopoetic systems, and they cannot establish a direct contact with the outside reality or with other human consciousnesses.







So, it is the signifier (such as the word “apple”) that travels from sender to receiver in the act of communication, and code-sharing is needed for successful communication. If Speaker employs Code A (apple = Macintosh computer) while Listener employs Code B (apple = fruit), the communication will not be successful.



However, this is not a big problem in live communication, because we can always continue to make the communicative act more successful. That is, we can simply continue talking and we use more signifiers to make the code more precise. We can say “I meant a computer, not a fruit, and this computer is a laptop, and it is not silver but black, and it is a 17” Colour Flatron,” etc.



Our problem in the study of literature (just like in any textual practice) is that such further communication is not possible. Understanding literature within the framework of the communication model, we will observe that the Speaker, the Author is not present. We cannot ask questions from Shakespeare about what he actually meant when Hamlet says “There is special providence in the fall of a sparrow.” In literary communication, the normal communicative interaction is suspended. We only have access to the text, and, from a semiotic perspective, the text includes no meaning, it is not a system of signifieds, but a systematically organized set of signifiers.
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9. Critical Literature Consulted and Recommended





For critical literature on literary and cultural theory, the genres, the critical approaches and interpretive practice, you can consult (further to the literature recommended in the first part):



 



Adams, Hazard – Leroy, Jones (eds.) Critical Theory Since Plato. Wadsworth Publishing, 2004.



 



Bertens, Johannes W. Literary Theory: The Basics. Taylor & Francis e-Library, 2007.



 



Guerin , Wilfred – Labor, Earle (eds.) A Handbook of Critical Approaches to Literature. Oxford: Oxford University Press, 2010. (6th edition)



 



Lane, Richard J. (ed.) Global Literary Theory: An Anthology. Routledge, 2013.



 



Pope, Rob. The English Studies Book. London and New York: Routledge, 1998. pp. 67-154: “Theoretical Positions and Critical Approaches.”



 



Scholes, R., Klaus, C. H., Comley, N. R. (eds.) Elements of Literature. New York and Oxford: University Press, 1984.



 



Selden, Raman - Peter Widdowson - Peter Brooker. A Reader's Guide to Contemporary Literary Theory. Pearson Education Limited, 2005.



 



Selden, Raman. Practising Theory and Reading Literature. Harvester Wheatsheaf, 1990.



 



Wolfreys, Julian - Ruth Robbins - Kenneth Womack. Key Concepts in Literary Theory. Edinburgh: Edinburgh University Press, 2006.
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