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Introduction

‘This book is divided into two sections, The Firsc section describes the nature
of literaty experience and the kinds of approaches chat differenc readers cake
to literature in ordet to attain thac experience. The second section applies
this background ro the teaching of specific works. In the selection of chose
works, I have made the inevitable compromise between the wish 0 get some
degree of genetic spread and the wish to shate with my readers the works
thac I love bese. The book examines no contemporaty literature buc I have no
prejudice againse it, either in itself or its inclusion in the curriculum. !
omisted samples of contemporary writing merely because chey were supet-
seded by wocks 1 prefecred ot by the requirement I imposed on myself to
provide some variety in the types.

The approach o teaching Jicerature chac is offered here is mainly based
Ooft two assure:ptions; one abour the character of Jiterature 2nd another abow
the connection becween teading licerature and teaching it. The one assump-
tion is thac liverature is an are, which ac first glance may appear tame
enough, nothing more than & platitude indeed. But much, perhaps mose, of
the teaching of licerarare that goes on in high schools and also in colleges
proceeds feom an assumprion thae is different from this and, finally, incom-
patible with it. That contrary assumption is char liceratute is one of
the humanities. .

A conventional discinction betveen arts and humanities puts Painting and
other graphics, dance, music, architecture, and sculpture among the arts, and
places philosophy and mosc of the social sciences, including social criticism,
among the humanities. Literature and drama hang ambiguously berween. On
this classification, the characteristic that seems to discinguish the arts from
the humanities is thac, in art, the arention of the gudience is centered
upon just one object which is intended completely to fill and even overwhelm
the mind—whereas, in the humanities, 2 communication is designed o
stimutate reflection and then o direct thar reflection our upon the world.
Thus we “attend to” Mozart's overture to Figaro, but we “think abouc”
Plato's Phaedo. There is mote than this to the difference between the arts
and humanicies, but this much ac least seems basic and open to gencral
agreement.




x Ingroduction

With respect to Jirerature, including drama, the question is not what 4
it, an art or a2 humanity. Obviously it can be either the one or the other,
since some people read literature in order to experience 2 concrere object and
others read it in order to reflect upon the world. The question to ask,
rather, is what rhosid it be. Good acguments exist on either side of the
question, but the ones [ find most persuasive are on the side of reading
literature as an att. One of these arguments is negative, against taking
literature as one of the humanities; the other argument is positive, for
reading ir as act.

In 2 nueshell, the negative argument is that, as one of the humanities,
literature offers vety lirte. Humanistic writing is always a message that
gives us ideas, as Phaedo conveys ideas about the immoreality of the soul
which have to be taken vety seriously. We expecr Plato, Emerson, and such
a modern reflective writer as David Riesman to give us ideas that we shall
consider, accept or reject, and use to help us to understand our world.
Now, what happens if we tty this same approach to great literature? What
messages, what ideas about the world, do we get from Chaucer, Shakespeare,
Milton, Browning? Here is Chaucer:

And lightly as it comes, so will we spand.
{ Pardoner's Tale, 453)

(Paraphrase: Easy come, easy go.) Here is Shakespeare:

The readiness is all.
(Hamlet, ¥, i, 232)

(Once you have prepared yourself for an event, there is nothing more that
you can do.) Here is Milton:

So dear to Heaven is saintly chastity,
That when a soul is found sincerely so,

A thousand livetied angels lackey her,
Driving far off each thing of sin and guile.

{Comui, §53-456)
(Heaven assists virwue.) Or, finally, here is Browning, perhaps the one
English poet who most employs absteact ideas:
Obh, the lirele more, and how much it is!
And the littke less, and what wotlds away!
(" By the Fireside,” XXIX)
(Sometimes even a grear dea] is not enough.)
Now, could anyone call these lines Great Ideas of Western Man or

Thoughts to Live By? Has anyone ever found in a grear poet or fiction
writer a2 generalization about the world that he could not have acquired
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Introduction xi

more readily, more accurarely, and more fully from some othet source?
‘Things that are good fot one purpose may not be good for another. We do
not bail out a boat with a teaspoon not swar flies with a tennis racket.
Neithet should we go to licerature to get what is better provided elsewhere—
namely, generalizations about ourselves and the workd.

On the othet hand, we know that licerature deals with meaning. There is
no contradiction here as long as we reslize that meaning, genuine signifi-
cance, can inhere in things other than the explicit and literal messages that
the humanities employ. A descending seventh in music, 2 concentration of
dental consonants in poerty, 2 balance ot imbalance of masses in architecture
can all have meaning. Indeed, the meanings that arc cin convey ate
different from those that are capable of expression in philosophy, sociology,
and the othet humanities. Thus, one who wants t0 become familiat with the
notion that God is totally in act had better read philosophy— Aristotle
and Aquinas both deal with the idea—but one who wants to know the
vonsequences of the intuition that God loves humans will do beteet to turn
from philosophy to art—to the Psalms ot to “He's Got the Whole World
in His Hand" ot to Giotto's Christ Entering lerusalem.

The foregoing compatison suggests the positive atgument for reading
literatuce as act. Not everything that is meant can 2lso be said in the form
of abstract language, and acc is bettet equipped than the humanities to convey
certain meanings. Whenever we use the word meaning ot its detivatives and
synonyms, we cin have two very different things in mind. When we say
o a student, for example, “The meaning is not cleat in this sentence,”
we have one thing in mind; when we say to a friend, “Yout gift was full
of meaning for me,” we have something else in mind. The difference is
basically a distinction between wotds on the one hand and events on the
othet. We say of both messages and even:s that they “mean™ ot are
“meaningful” ot have “meaning,” but we do not think, therefore, that they
mean the same thing ot are meaningful in the same way.

The diffetence berween the meaningfulness of wotds and the meaning-
fulness of events can be seen in the development of the figure of Polonius
in Hamlet. Here are some familiat lines from Polonius's speech of advice
to his son Laettes, who is about to go to France:

Beware
Of entrance to 2 quareel, but, being in.
Beat t that th’ opposed may beware of thee.
Give each man thine eut, but few thy voice:
Take esch man's censure, but reserve thy judgment.
Costiy thy habit as thy purse can buy,
But not express'd in fancy; rich, not gaudy;
Fot the apparet oft proclaims the man,
And they in France of the best tznk and station
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Are most select and generous, chief in that.
Neither & borrower, tioc a lender be;

For Joan oft Joses both jrself and friend,
And borrowing dulls the edge of husbandry.
This above all: to thine own self be true,
And it must follow, as the night the day,
Thou canst not then be false to any man.

{1, iit, 65-80)

When we respond to these lines as a for m of words, we cake them first as
a set of problems in translation. Thus, in the fourth line down, we realize
that the wotds are not to be raken in an exactly literat sease; we decode
the expression "Give each man thine ear™ as “Listen to everyone,” and the
phrase “"but few thy voice” we expand-into “but do not offer your advice to
many people.” Then we understand that the next line is a paraphrase of
the one we have just translaied and that cherefore the word censsre cannot
mean here quite the same thing that it ordinarily means to vs.

After translating or decoding words we often ace on them further by
generalizing them or—tke opposite—by applying them to specific ciccum-
stances. We would be generalizing this passage, for instance, if we were to
say, "Polanius is recommending prudence or thoughtful caution as a basis for
dealing with others,” and we would be specifying the passage if we were
to say, '] won't buy that coar with the fur collar and cuffs after all, because
aithough it is good-looking ir is too showy for me.” In addition, we can give
an opinion about a passage; most readets would ageee, for instance, that this
speech by Polonius is botn sententious in its form aud wise, or at Jeast
worldly-wise, in its substance.

As we go on reading the play and we hear Polonius speak in different
contexts, this eatly speech to his son recurs to us, and we begin to respond
to it in 2 new way. We aext see him in the second act, speaking fitst
o his servant Reynaldo, whom he is sending ro Paris to give Laertes
some money and also to investigate Laerres’s behavior. Polenius now appears
in 2 somewhat diffesent light: Though still che loving father, he also reveals
himself w be the cynical man of the world. He assumes that Laertes has
employed his freedom ro ger into ar least minor s.capes, and he wants to find
out what these mischiefs ate. He orders Reynaldo ro sound out Parisian
acquaincances of Laertes by dropping hints that Laerres has indulged in such
indiscretions as

-+ - dtinking, fencing, swearing, quatrelling,
Drabbing, you may go so far.
, ii, 25-26)

The acquaintances’ response 10 these charges will give Polonius ail dhe
informarion he needs in order ro learn how Laerres is conducring himself.

-9




Introdaction . xii

Then, after dismissing Reynaldo, Polonius curns t0 his daughter Ophelia,
who tells him of Hamlet's distraught behavior tcoward her, apnd again
Polonius acts like 2 man of the world, presuming that Hamler's sexual
frustration is the cause of his supposed insaniry. We confiem our insight chat
Polonius is a highly successful and capable man of affairs when, hurtying off
w the king and queen w0 give them his diagnosis of Hamlet's illness, he
reinforces his argument by asking,

Hath there been such a time,—1'd fain koow that,—
That 1 have positively said, " Tis so,”
When it provd uthet wise?

{1, ii. 153-155)

The king, who obvicusly respects Polonius, answets briefly, "Not chat 1
know.” .

But just a5 soon as we have formed one distinct and favorable opinion of
Polonius, a different interpretation of his character begins to suggest itself.
Already we have heard the queen complain chat he talks too much—"More
matter with less art,” she asks (11, ii, 96)-=and scon after, when the playets
come, Hamiet ridicules him and betrays him into making a fool of himself.
Qur picture of Polonius i advanced when Hamlet tells the playets to' let
Polonivs show them their accommodasions and warns them, "and look you
mock him noc” (11, ii 549-~550), Now we realize what Polonius's condition
is. He is a superannuaced civil servant, hovering jn a vacuum between past
solid achievement and the silliness of approaching senility, He mixes the
cunning of an experienced high-level administrator with the blundering of 2
vain old man. Thus Hamlet is both contemptuous of Polonius—he ridicules
him—but also ptotective—he guards him against others ridicule that might
be more hureful.

ln these fitst two acts of the play, our conception of Polonius has been
steadily growing, while becoming mote and more complex. First we see him
as 2 wise and respected senjor counselor, then as a scheming conniver who
habitually thinks the worst, even of his son, and then as an old fool. Up to
this point we have been responding mostly to words—to Polonius’s words to
othets and theirs to him. But our conclusive impression of Polonius, the
imptession that governs and modifies the others, results from an action:
Polonius hides behind a curtain to spy on Hamlet, and Hamlet, fearing that
he is abour to be assassinated, kills him. That action is very meaningful,
for it concentrates in a single event all our intuitions abour the ma It
presents o us the suspicious cynic who supposes that he must eavesdrop to
get the real truth; it presents the bungling meddler who never gets anything
quite right, not even his own plots. But also it presents the man ot action
who, though decayed and ineffective, nevertheless really attempts to deal

10
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with the world head-on cather chan wring his hands in helpless dismay.

Beyond the concenteated insight into Polonijus that this action gives, it also
suggests an atticude coward him that words cannot exacely delineate. The
ateitude involves a cereain amount of pity and—whar is harder 10 account for
objectively—a certain amount of respect. The pity thar we feel surfaces when
Hamlet says to the dead body, ™'l took thee for thy beter.” The sentence
makes us realize thac Polonius, for all his self-importance, never actually
amounted to much, either as a politician or as a man. Bur somehow in his
deach Polonius extorts from us a degree of respect. He died because he was
trying fo be useful, and a close reading of the scene suggests that he may
in fact have saved che queen’s life ar chat point—for Hamlet fele a powerful
impulse to kill her, and char impulse had been increasing vp until Polonius’s
incerruption. Almose by accidenr, Polonius dies gallandy.

So. now, if we return 10 Polonius™ advice to Laertes, that speech appears
to “iaean” in two quite different senses. In one way it is a message about
affairs in che world, and we can either accept or reject ir. In another way,
as partof the event-object-meaning which the whole play puts beforc vs, it is
also significant. But hete the meanings are of 2 sott tha: do not find
expression in any words but which instead arise our of a combination of
circumstances—particular persons dealing with each other, particular actions
taking place in particular conditions. We might summarize che difference
between these two kinds of meaning in chis way: If a person says to us, "1 love
you,” we have a message-meantng; if that same person kisses us, we have
an event-object-meaning. We c2n read literacure 50 as 1o gain either kind of
meaning. Perhaps we should not ignore the message-meanings of literacure
when they are present. Bue certainly we lose the most valuable part of greac
licerary works if we search them exclusively for messages. The emotional
high-point of Wordsworth’s poem "Michael” is che line "And never lifted up
a single stone” As message-meaning the line is trivial; as event-object-
meaning it has enormous import.

When we cry 1o teach our students to attend to a literary work as an
event-cbject-meaning, we must ook for the methods chat will help them o
experience the work rather than merely to chink aboue it. In che chapeer
on teaching methods | have suggested some means of presenting wocks as
sensuous things and as happenings, and in the second section of chis book,
wheze | offer readings and teaching plans of four works, I awempr to show
the use of those means in teaching specific works. 1 have observed in my
own classes chat teaching literature as are has ar Jeast one advantage: When
students ask what che work #r and what it Joes, the question of what it
means becomes less awesome and less intraceable for chem.

11
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Teaching Grows from Reading

There i5 2 second assumption underlying the suggestions in this book. It is
that teaching literatare ought to grow out of the teacher’s and studenc's
reading of it. One can hardly imagine a good teacher who prefers teaching
littrature to reading it, 2nd probably good ceachers who think otherwise
simply do not understand thac cheir best teaching is an ouvtgrowth and
continuation of cheir reading, not some:hing upart from i Typically we
decide to teach chose works that we like best, hence our desire o0 teach
our specialty. Then, when we teach these works, we presenc them in 2 way
thac opens up our students’ minds to just chose qualities chat we ourselves
have discerned. Thus, if we take Golding's Lord of the Flies tobe a despairing
picture of che criumph of savagety over civilization, we emphasize Piggy's
mutder when we teach it; if we chink chat che novel allows some chance
for civilizacion, we emphasize Ralph’s eventual rescue. Similacly, we present
the pig's severed head as a symbol of an achieved fact if we read the book
in one way, but as 2 warning of a dreadful possibility if we read it in
anocther way. Or, finally, if the work secikes us as irresolvably ambiguovs,
we give equal emphasis co the evidence on boch sides of che question.

Since our methods of teaching a2 wock derive to 2 very large excent
from our understanding of chat work, 2 thorough tkaching plan obviously
must dea] with the subjece—che parcicular work and its receprion in the
reader’s consciousness—before j¢ proceeds to methods. For this reason, in che
teaching plans offered in the second section of this book, I begin with my
own reading of the work that is to be taught. All the works are powetful
ard rich, and in my shore commentacies I do noc indicate a full reading of
chem. Buc [ hope chac | have given enough to serve as a basis for suggesting
the qualities which the recommended methods should disclose 0 students.

The relationship between teaching and reading certainly works in both
directions, and students enlacge and deepen cheir teachers’ understanding of
licerature, sometimes by confirming the teachers” insights, sometimes by
correcring their insights, and faicly often by giving teachers fresh ideas abour
works. 1 wried to remember this complex relationship when 1 wrote about
veaching literature; as a resulr, the teaching plans include cricicism which 1
omitted from che formal commentaries on the works bue which mighr casily
- come up in class discussion, and | also have kept the teaching plans ac
least partly open-ended to allow for original coneributions from the students.

12
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1 Literature as Event

Literature is one of the atts, and reading literature is an artistic, or aesthetic,
experience that has something in common with such other aesthetic
experiences as listening to music, watching dance, or looking at paintings.
Justas a good teacher in one of the other arts will help students to watch orto
listen in the best way, so a good teacher of literature, as a fitst step, will want
to show students how to read literature. And since reading licerature shacply
differs from ocher kinds of reading, the teacher of literature should decide
what the difference is in order to help students to master it. The main
purpose of chis chapter is to decide what the reading of litezature involves. In
that connection, we shall look ar two questions in pacticular: What happens
toa person who is reading literature successfully? and What capabilities must
a reader of literacure possess?

We can best begin by making some elementary discriminations of
diffetent kinds of mental behavior. The following vignette should help by
giving examples of the differenr kinds of artention which we accord to the
abjects that We experience jn our daily lives. From time to time we shall come
back ro this vignette for darification of the distinctions that help to define
the aesthetic experience of reading literature.

Imagine the following events. It is a working day—Monday let us
suppose—and you have decided ro start the week well by geuing up early
and eating a good breakfasr. (1) The alacrm goes off at six, and you ger up
immediately. (2) You prepare yourself a fine breakfast—grapefruir, bacon,
€ggs, toast, coffee—and you eat it with gusto. (3) After you finish breakfast
you have a few minutes to spare, so you Jook at the morning newspaper.
You study the entertainment section because you want to see a movie in the
evening. You only glance at che headlines on the front page—so inattentively
that you probably could not say what was the chief news story of cthe day.
(4) You get ready for your drive to school. As you start the car you look
at your watch; you have the comifortable sensation of being ahead of things
even though you do not notice precisely what time it is. As you drive along
you stay reasonably alert to signs and to other drivers, but not exceptionally
so. For inscance, you do not notice that traffic is lighter than usual or that
there is a different school crossing guard at an intersection that you always
pass. (3} But then something happens that arouses your interest. You drive

3
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Ppast a house that is on fire. In a sudden, frightening glimpse as your car
passes, you see the fire trucks with their flashing lights, a police car or
two, much smoke, and the hoses pouring water. A crowd has gathered and
watches with interest, but the fire makes you so uneasy that you are glad to
drive on and get out of the neighborhood. (6) Soon after, another episode
occurs that steikes you in a very different way. As you stop for a teaffic signal
that has just tutned red, you notice on the catner to yout tight an extremely
prewy gitl who tuns across the street in front of you and throws herself into
the arms of a handsome young man who waits for her on the opposite
corner, They kiss and walk down the street hand in hand. Pleased, you waich
them in the rear-view mircor until the car behind you honks, you realize
that the traffic light has tmrned green, and you drive on to school to
begin the day’s teaching.

This early-morning episode presents 2 vatiery of experiences which- we
can differentiate from one znother by using opposite terms. Fitst, we can
divide the experiences jnto those that are conscious and those that are
unconscious or neatly so. For instance, you were unconscious or barely
conscious of all the items in the newspaper except the entertainment
columns, of the new crossing guard, and of the exact state of the traffic.
In addition, you were only sort of half-conscious of the time. (Most people,
indeed, look at their watches but are then unable to say what time it is
because they merely looked to sece where the hands pointed, reassuring
themselves that they were on schedule.} Many other facts not mentioned in
the vignewe also escaped you. Almost cettainly you did not potice your
breathing or the beating of your heart or 20y number of other purely
physiological actions (we notice such things only when we ase i0 an abnormal
condition). And details of the weather such as the kind of clouds in
the sky and the degree of humidity, probably escaped you altogether.

1o the story of your Monday morning, however, there were 2 number of
events which your consciousness fully enveloped—the taste of breakfast, the
entertainment announcements in the newspaper, the fire, the young lovers.
In respect to cur conscicusness of the wotld around vs we resemble an
enormous battleship under bombardment: ‘The ship is impervicus to bullets,
and shells and rockees merely distucb it; only the torpedoes and bombs affect
it. We too are bombarded with countless stimuli, but only certain ones
thoroughly touch consciousness. o an important way we are unlike the ship,
however—it cannot change its enviccoment by wishing it away; it must
endure the bombardment. We, on the other hand, can to a greater or lesser
degree decide which stimuli we will notice 2nd which we will ignore.
Attention can be trained to grip some features of the surroundings but to
turn away from others.

Having distinguished between conscious and unconscious expetiences, we
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can now focus on the conscious experiences in the Monday-motning story
and inuke some distinctions about them. An obvious difference is that some
of them were pleasant and some unpleasant. For me ac least, the pleasant
experiences would have been eating breakfast, scanning the paper, knowing
that | was on schedule, and, most of all, seeing the young lovers, and the
unpleasant experiences would have jncluded waking up to an alarm and
seeing a house on fire.

Before making a futther distinction among the pleasant expetiences, wa
should consider the fact that the same event will give pleasure to one
person and pain to another. This fact bears heavily on the teaching of litera-
ture and, for that matter, all the other arts as well. I have indicated two
experiences in the stoty which for me are always unpleasant—being
awakened by an alarm clock and seeing 2 house on fire—and yet 1 know that
many others enjoy these experiences. | have friends who, like Browning's
Pippa, have a positive lust to get out of bed in the morning, who imagine
thatan hour spent sleeping is an hour wasted. As fot fires, though ! get away
from them as soon as I can, I notjce that they always draw a crowd of intent
onlookers. But preference also works in the opposite direction: things that
ate pleasant to me sometimes displease and even disgust others. For example,
eating bseakfast and seeing lovers meet and embrace are experiences that }
like but which some others do not. Some people are so fastidious about food
that they eat only for nourishment, and many more people have developed a
habit of starting the day with only a light breakfast or none ac all. As
for the lovers (whom I like more than any of the other events in the
stoty), some people would condemn them as exhibitionists {and me ag
a voyeur).

This difference in tasce—the predilection of different people for diffecent
and sometimes even opposite things—extends to the arts as well a5 to other
fields. The same person may even find 2 certain thing unpleasant at one
time but pleasant at another. The great conductor Bruno Walter, in a
recorded interview with Amold Michaelis,! confessed that when he was a -
young music director near the beginning of his long cateer he had reset-
vations about the symphonies of Bruckner. He thought they were prolix,
relentlessly churning through the same macerial with very itde variation.
But Walter suffeted a severe illness, and from then on his view of Bruckner
changed. What Walter kad sensed before as mere loguacity, in his new frame
of mind came to appear as weight and subsrance.

Walrer's experience undeclines some points that should be considered in
connection with artistic taste. Qne is that taste in 2 setious art lover is
not the same as whim; ir expresses a desp bias of petsonality and viewpoint.
‘Thus, Walter’s eaclier doubt about Bruckner was based on a just admiration
of that concision in art which Bruckner does realiy lack, though he offsets
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this defect by great merits of another kind. Even more worth oting in
Walter’s account of his response to Bruckner is the point thar the tastes of
people who love arr do not metely change, they grow. The vicissitudes of
Walter's life had cortecred his eatlier, mote callow opinion by giving him
wisdom, a fuller sense of the preciousness of life, and of cealitles beyond the
temporal self.

Now, to continue the series of distinctions among our Monday-morning
experiences: With respect to the pleasanr occurrences we can distinguish
between she expetiences that are satisfying and those thas are gratifying.
The difference has todo witha person’s needs; experiences that are satisfying
fulfill evident needs, and those that are gratifying are pleasant even though
they answet no conscious need. Thus, in the story the breakfast was satisfying
because it assuaged the need for food; the morning newspaper satisfied the
palpable need soattange theevening schedule; the watch satisfied the need to
be on time. Another way of making the same point would be 0 say that
a satisfying experience is a means to some end beyond itself: eating is a
means of gesting nourishment, reading newspapers a means of acquiring
information, looking at warches a means of knowing the time. On the other
hand, watching the young lovers was a grarifying expetience; it was oot a
means, it was an end, simply a pleasure in jtself. The fire, 100, was
pleasing or grarifying for those who enjoyed watching it, but it fulfilled
no need.

A further point about gratifying experiences which ought o be made is
that things can be valuable without at the same time being vseful, Gratifying
experierces, like seceing the young lovers or listening to symphonies or
reading novels, are not events that strictly fulfill a need in the direcr way that
learning to multiply or to spell does. This difference ¢can cause apprehension
in a teacher of literature. There are 2 number of good answers to give a
student who asks why it is necessaty to learn t0 spell, but cherc is less
certainty of what to say to one who asks why it is necessaty to read
lireratuse, particularly if that student has not yet learned o like it. Compated
with such obviously reeded abilities as spelling or correct usage or compo-
sition, reading literature may seem o be merely the self-indulgence of
lows-eaters who would sather fornicate with the muse than do useful work.
The weacher who is in that mood should be reminded shat not all valuable
things are vseful, and not a)f useful things are valuable. Lying, which would
never be committed if it did not satisfy needs, is certainly more useful than
honesty, which mote often than npot frusteates the satisfaction of need. But
honesty is valuable just the same. So are the ats.

These experiences also distinguish between the attest and nonatrest of
attention. Experiences in which auention is sharply and suddenly aroused
ate those set off by the fovets, the fire, and the alatm clock. All these
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experiences have a knock-your-eye (or ear)-out qualiry that is felt with a
degree of shock. The alarm clock abrupely shocks us out of our sleep. The
fire shocks us out of our quiescence. The lovers also affect us jn a way
akin to shock, seeming to pwt us suddenly into a new and diffesent srate,
but in this experience the shock happens to be pleasant, so we are likely
to give jt a pleasant name—charm, pechaps, or fnterest. By contrast, eating
breakfast and scanning the newspaper do not arrest attention, Pechaps they
would have done so had they been raised to a higher Jevel of intensicy—had
the breakfast, for example, changed from plain bacon and eggs t0 an omeletse
of Julia Child perfection, or had the newspaper become an essay by Virginia
Woolf. But those transformations would have made the experiences some-
thing other than mere breakfast or just the newspaper.

Events not only can arrest attention, stop it for a moment; they can fix
or ptolong attention 50 that it comes to rest on a particular thing instead
of flickering on to other objects. This fact jeads to another distinction, that
between the fixation and nonfixation of attention. Looking over the Monday-
motning activities, we see that one of chem fixed attention and all the others
dissipated jt. It was the lovers, of course, who fixed our attention. We could
not get enough of them and we warched them with a steady interest, so
oblivious of everything else that we wete unaware of the change in the
teaffic lighr until the car behind sounded its horn, The sight of those lovers
fully absorbed all our attention, so thar in our minds the little episode
completely stood our by itself. Eating breakfast and scznning the newspaper,
on the other hand, did not fix atrention in anything like the same degree.
These rwo events nacurally flowed into adjacent activities. For instance, we
could easily have breakfasted and glanced through the paper at the same time,
whereas the sight of the lovers made us forger abour warching the traffic
signal. The alarm clock illustrates the diffecence between arresting atention
and fixing it. Although it shocked us from sleep, it did not sustain interest;
in fact, the instinctive response was t0 turn off the alarm as soon as possible.

The variovs experiences thar we passed through also differed in tespect to
their power to direct our attention. The distinction is berween controlling and
noncontrolling experiences. The breakfast and the drive (except the en-
counter with the lovers) wete nonzontrolling expetiences; they failed ¢o fill
and shape our minds in the way that air fills a balloon or, better, the way that
the current of a river is shaped by all the fluctuations in the bank and the
river bed. As we ate breakfast and, still more, as we drove along the street,
our minds wer: free to think about other things than eating ordriving. We
could very well have planned one of the day's tlasses as we ate, for example,
or enjoyed a Walter Mitryish fantasy as we dtove. On the other hand, reading
the entertainment section in the newspaper exercised a good deal of control
over our attention. We studied the columns of ilbuserated notices, getting a
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clear conception of the theater, the film, and the umes in each case,
our minds successively resting on each one. Still more obviously conteolling
our attention were the lovers. It was not merely chat they excluded all else
from our minds; they formed our consciousness (informed in the original
sense, gave consciousness a form by entering into and filling it), at least
for a few momenss. Interest was asoused when the pretty girl flitted across
the street in front of us, and it intensified in a burst of pleasure when
we saw her and the young man embracing; then came the more gquiet
resclution of the episode as they walked away hand in hand. A common
saying is that a patticular event made us “all eyes.” Psychologically it would
be more accurate to say that we became “all event.” At any rate, certain
happenings do that for us; they absorb our personalities for a time, shaping
them independently of our own thinking and willing. In extreme instances of
this sort we may say that we have just been in a brown study, or had a
daydream, a tance, or a vision.

A final difference among these experiences is their resolution or irreso-
lution. Only one of the episodes induces absolute closure, really wraps jiself
up into a unit that is separate from everything else. That, of course, is the
episode of the lovers. When they drift from our vision as we drive on, we
feel chae it is all completely right and, even though we shali reheatse the
genial scene many times in our memoty, it also is all over. Nothing needs
to be done with the lovers, and nothing has to be done because of them. They
stand apart all by themselves. We have to do something with the alarm
or beczuse of jt (tuen it off and get up), with the breakfase (digest it and
wash the dishes), and with ali the other events. But the lovers exist apart
from the flux of affairs that keep shifting and changing and always
demanding that we do something.

Now that we have reviewed the Monday-morning occurrences, we see that
one, the sight of the jovers, stands nut as being different from ail the
others. That episode had a mixture of characteristics which none of the others
possessed. It was pleasant (as the alarm was not). It pleased without
answering to some felt need (unlike the breakfast, the newspaper, or the
watch). It arrested our attention (as the newspaper did not). It fixed avention
(unlike the fire}. 1t controlied attention (unlike breakfast). Finally, of all chese
experiences, the episode of the lovers was the one that concluded attention,
that completed itself so that we had nothing to do te it or because of it.

The sight provided us an aesthetic experience. It belonged to the very
farge realm of things that we call, collectively, the beautifub and that
includes, on one side, such formal, arranged expetiences as looking at
paintings, listening to music, watching dance, and reading licerature and, on
another side, the more spontaneous and less predicrable events of watching
a tennis match, listening o a thunderstorm, or examining snowflakes on a
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windowpane. The episode of the lovers possessed certain chacacteristics that
associated it with other aesthetic experiences and sec it off from experiences
thac were not sesthetic.

A feature which all aesthetic experiences have in common is that they
are pleasane. Moreover, they are pleasant in 3 special way; they exisr because
of the abundarce of life, not the necessities, and they make us happy even
though chey fulfill no urgent personal need. Another characeristic of
aesthetic experience is the way in which they dominate cur awention, a
domination thar includes acresr, fixation, control, and resolution. Since
readinig licerature is one form of aesthetic experience, it has all these same
characteristics, To expand on this point, the person who reads Jiterature
successfully will have a highly ronscious and choroughly pleasant experience,
independent of any personal need, in which the particular work thar is being
read arrests the ceader’s attention, fixes it, controls it, and concludes it. In
recen years, writers on the teaching of literature have generally referred to
this complex process by a sott of verbal shorthand, calling it engagemens.
In Iater chapters, when we look for means of teaching works, we often
deal with the problem of helping students to engage with licerature.

At present, however, we shall ignore chac special question and point
instead to certain more general consequences for teachers regarding the
conclusions about aesthetic experience which we have just reached, One
consequence is that aesthetic experience is by no means limited to litetature;
it also embraces all the other high arts and, with somewhat diminished
iatensity and in modified form, the popular arts and certain aspects of sport,
nature study, animal life, and social life. Indeed, it can crop up almost
anywhere. A second consequence of our description js that aestheric experi-
ence must be widespread and noc at all aa elitist entercainment. Although
the aesthetic experience is difficult to describe accurately, it seems not to be
a difficule experience to entertain. Most people appear to have these
experiences in one form or another, although ir may not be a form that
English teachers heartily recommend. Once 1 sat at a bar next to a man who
avidly wasched a football game on the television ser. One of the players made
a long touchdown run, and my neighbor, beside himself with joy, shoured,
“He's beautifult He's beautiful®’ Probably that man would rather die than
say the same thing of a fine dancer like Nureyev or Bujones, but the fact
remains that the man loved the beautiful as well as he could. Weall love it,
blinded though we are to some of its multitudinous dimensions. The people
wha really prefer ugliness ro beauty—who deliberately cultivate an ungainly
posture, for instance, or choose repulsive clothing—muse be as rare as those
who prefer death o life.

If we are inclined to chink thar our students do not really love the beautiful,
the main reason for our pessimism is likely to be our observation that many

]

*

20




10 Literature as Event

of them do not care fot beauty in the forms ptesctibed by the school
cutticulum ot by ourselves. But 2 love of Shakespeate's sonnets ot Mozact's
symphonies is a ptoduct of high culture chac is gradually engendeted in a
totatly noutishing spititual envitconment. People who come t0 enjoy these
things do so bit by bit, through stages of growing acvity. At any level
of theit development, howevet, people have some kinds of aesthetic expeti-
ences that they chetish. I they do not seek the beautiful in classic ate forms
such as literatute and dance, they may find it in the outdoots, and if not
thete, then pethaps in sport on its aesthetic side ot in the little lives of
theit pets, very poignant and luminous of value fot those who have eyes
o see. In shott, a real case of aesthetic blankness is probably as rate as
paralysis ot amaesia.

Well then, one might object, if the appetite fot beautiful things is
common, there can hatdly be any need fot teaching litecature. Why not just
put books in out students’ hands and ler them be guided by cheic lusty
ctaving fot the beautiful? O, if it happens that they make no headway in
licetarure, why not let them devore themselves to some of the othet high
arts ot to populat ace ot nature? The,. ate imporrant questions fot at least
two reasons. One is that in theit more sinistet embodiments (like “Why teach
Milton to students who are satisfied with Mary Wotth?"}, such questions
can be very demotalizing to an English teachet. Anothet is that even though
the questions misteptesent the teal case, still they can help us get to some
points about teaching litetature that we might otherwise miss.

Why Teach Literature?

As fot the fitst quesdon, why teach literature if people generally love the
beautiful, the answet gtows out of the distnction between appetite and
aptitude. We have many fotceful drives, ot appetites, but we simply do not
know how to fulfill some of them until we ate taught, and catefully taught
at that. Teachets, of all people, should have examples of this fact. Most of
us have known students who tagetly desired tw be liked and “to get along
with people” but did not know how ta go about it. They had to be taught,
counseled, in othet wotds, Dtiving a cat ot playing catds ot pleasing the
othet sex ate the same; we all want to do these things, but we cannot
succeed in them without being taught. We can add the reading of literature
to the [isc of agteeable skills that must be taught in geder to be exercised.
The notion thac appteciation of such 3 beautiful thing as lireratute need
not be taught because everyone natutally loves the beautiful therefore is
unttue. Nevercheless jc is neighbot to a ttuth that English teachets must
tecognize if they ate (o do theit wotk well. If the love of beauty teally
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is @ natural feeling, then the teachet’s main task, afrer giving what help
is indispensable, is to get ouc of the way of che student’s appreciation.
Even though the teachet knows interesting facts aboue che author which the
student does not know, ot has true insighis into che wotk which che student
has not yer discerned, still chere comes a time when the teacher muse
practice restraint. That time is the moment when the student begins,
independently, to appreciate, to perceive the work as it is, to make vital
connections between the work and the self ot between the wotk and the rest
of the world. The restraine is not eas;_ particulatly for a teacher who imagines
that the only thing to be done with a literary wock is to talk abour ic. But the
time comes when we muse stop analyzing it lest we talk it to deach, and
diserace studeues with information uboue the work when they are ready foc
the teal thing itself. In this regacd teachers can learn from the birds, who
do not lecture theit young abouc aviation when chey are ready co fly, but
sweecly expel chem from the nest insread.

All artiscic apg rehension involves some degree of adventucing, of working
through problems oneself and finding one’s own solutions. We are more
disposed to talk about a wotk after we have begun to assimilate it than
before. The reacher. who has already made the discoveties, must noc be
in such a hutry to communicate chem that che student has no chance for self-
exploration and discovery. If lizeratute were noching moce chan the microbes
thac might be described in a biology lecture, there would be nc objection o
extended discussion of it, for we can learn about objects through informed
talk. But art objects involve us in a much fuller and mote complex exoerience
than do other objects; our cransactions with them ate very tich. They are
objects, t0 be sute. bur chey ace also evenss, inteciot happenings. To the
extent chat they are objects ‘we can talk about chem just as biologists can
talk abour microbes, but when they become events, talk must cezse for a
while so that we can attend to whae is happening to us as we tead or
see ot listen.

Why Not Alternacives to Literacure?

The other question is why not let the seudents who show lictle progress
in literary scudy pursue one of the other ace forms ot populat culture ot
nature study instead? This question is hatdet 0 deal with, and an enticely
truthful answer may not altogether please us. To begin, one notices that
the alteenarives offered o literature are very broad, including all che classic
ate forms plus film, television, populac music, outdoot appreciation, animal
study, and spoct. We had bettec divide the lise into two parts—intwo the
traditional ace forms on the one hand and all the ochet aesthetic products
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on the other—and then find an answet to the otiginal question with
respect to each part.

First, why not encourage students who ate backwatd in appreciating
litecature w take vup one of the other arts? Well, appreciation of these
arts also needs to be learned, and unfottunately literature is the only 27t
form that is taught in schools for anything like an adult level of appreciation.
Of dance and architecture thete is nothing but an occasional assembly
ptogram. Art and, music, rarely taught for appreciation, are more widely
available as petformance studies. But even if we make the risky assumption
that perfotmance leads to appreciation, the ouclook for art and music is
not good. A high school student who is lucky will get a yeat, perhaps two
or three, of 20 are course that, sprawling all over a huge field, offers slight
insteuction in clay sculpting, water coloring, wotking in oils, figure drawing,
lettering, stenciling, and 50 on. At the end of the course it is a fortunate
student who knows the diffecence between a lithograph and a palette. The
case with music s a little different. Some—comparatively few—school
systems produce musicians who can play beautifully by the time they have
reached their high school yeats. But in most schools the student musician
is mote likely to spend eight or ten yeats on the xylophone or matimba,
celebrating his accomnlishment and punishing his audience at football
matches and PTA me.:ngs by thumping his way through fn o Persian
Market and various Sousa marches. There may be valuable leatning in such
2 cutticulom; certainly stoic forticude has a chance to floutish. But such
leazning as there may be is not connected with are, either with its production
of its appteciation.

The conclusion to be teached from all this is that, in most high schools,
litetatuze is the only are form that is taught for appreciation at a high
level. Art 20d music are taught mainly for petformance, and the remaining
atts are scatcely caught at all, Perhaps school curticulums will eventually
embrace 2 broader range of aeschetic education than they do now, but for the
present, in most schools, the student’s tange of aesthetic choice is between
livecature and nothing ac all.

This lack of 2 full spectrum of are appteciation for students is the reason
why the English teacher can confidently emphasize litecature as, for practical
pucposes, the muost available ate form for study. But it also suggests an added
set of duties for the English teacher. Until the good time comes when
aesthetic education assumes something like equal importance with scientific
and humanistic education, someone must try to fill the gap. The English
teachet is one of the beter qualified persons wo do it. Although perhsps
not well qualified, the English teacher can at Jeast make students conscious
of the vatiety and interest that all the different forms of are can hold for
their lives. Students can be told of coming dance perfotmances, of noteworthy
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television programs, and plays and concerts. Films chat the teacher has seen
an be discussed, preferably while those films are still showing in locsl
theaters,

‘The English tescher also van help students greacly by relling them of the
simple facts, perfectly familiar to the teacher bur mysteries to many young
people, thac surround che arts and unfortunacely help to barricade them. Ac
Jeast some high school students will need to know the answers t0 such
questions as chese: How many performers are in 2 quarter? If you do not
enjoy a performance, is there a time when it is polire to leave? Do you have
10 pa¥ admission 10 get into an art museum, or do you have to be a member?
Are you supposed to buy something before you leave 2n srt show? Can you
wear jeans (0 museums and concert halls? How do you know when 1o applaud
ac a concert so that you do not intesrupe the music and make a fool of
yourseli? The simpliciry of these questions may be surprising buc she teacher
will cake chem seriously just che same, for the ignorance chey express can
be 2 powerful obstacle to young persons who are trying to approach art,
and it is an obstacle cthat can be removed for them just 85 it was once
removed for the teacher,

We have dealt with the firse half of the aesthetic alternacives to literature
—the other classic arts—and have concluded that although English teachers
should do what they can to make those arrs available, siill the primacy
belongs 1o literature. For 2 somewhwar related reason the other opportunities
for zesthetic experience muse be neglected in the English classroom just
as they unfortunately are largely ignoted elsewhere in the school. The reason
is that English teachers lack expertise in chese fields. Cauricus attempts
have been made from time to time 10 include popular acts in the English
curriculum. A genetation ago, high schoo! English classes made room for 2
unic on radio, which later was supplanted by the relevision unit, and for
many years-some English teachers have tried to introduce poetry through
popular songs. Liccle has been done on a broad scale, however, and this
comparative neglect seems inevitable. To justify it, one need not argue that
the popuiar arts have less quality chan che fine arts; it is sufficient o poine
our that they have a very different kind of quality. There are many interesting
comic strips, for example, buc the characteristics that make them interesting
are neicher liretary nor pictorial. We admire Blondse neicher for its plorting
nor for its figure drawing. This difference in kind of quality also holds true
with music; Over the Rainbow delights everyone, bue che delighe thac it
gives is aleogether different from the delight provided by an art song quite
like ic in theme, the Wolf-Goethe Kennst Du Das Land? In short, the English
teacher has an even more distane refation to the popular ates than to the
classic arts other than licerature. English teachers, like everyone else, are
somewhat familiar with popular arts, but essencially chese arts are even
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fatther off theit professional map than the classic arts because they possess
a different kind of quality and are a different sort of thing. Some might argue
that English teachers ought to develop a professional competence in teaching
the populat atts, but a persuasive answer is that they have enough to do
already. As with the classic arts other than literatute, it may be thar the
proper teaching of popular art will have to wair unitil cuericulum makers
recognize the rightful place and scope of aesthetic education. Meanwhile
most English ceachers will creac this field sympachecically bue sparingly.

There temain the other ptincipal aesthetic alternatives to literature:
experience with the outdoors, animals, and sport. Hete, 100, most English
teachers are at 2 10ss. Even though they themselves may patticipate in one ot
anothet of these experiences, they have not made a professional study of
them. And, again, they can hardly be asked to.

25




2 Literature as Object

It is a fact proved by common observation chat if vou hold a cac before
2 mirror the cat will not see itself; peicher will it see you, Similarly, we can
tell cthat when a car Jooks a¢ 2 picture of a cst on the wall oc on the
television screen, it sees a blob of light, certainly, but noching that it discerns
as 2 cat. Whether it is the car who is wrong in this matter or ocurselves,
whether chat object in the looking-glass is veslity, illusion, or delusion, are
questions which we shall have to leave to the episcemologists. Nonetheless,
this observation that the <at sees nothing in the mitror but untranslated
bits of light is in a certsin way very familiac to us. In our ceaching of
literature we often see 4 human behavior that is closely analogous to the
cat’s: The novice resder looks into the pages of 2 book, and sees, hears, and
feels nothing but the pages of that book-~flickering, pechaps, with words
that are recognized but which no more ruen into sights and souads, pers:ia
and feelings, than the blobs of light on the television screen become an object
for the cat who watches. Buc fortunately for our success as teachers, the
analogy becween che cat who sees nothing but lights in the mirror and the
reader who sees nothing but words on the page soon breaks down; for
although the ¢ac will never learn to see cats in mitrors, the novice reader can
learn to see more than words on a page. The putpose of this chapeer is to
examine chat function of transmuting words into things. I shall call chis
funcion comstitsting o constitution.!

What constituting amounts to csn best be shown by giving some examples
of the process firse, and lacer offering 2 general analysis. An exceptionally
clear example of constitating occurs in Macbeth, Act ], Scene 7. That is the
scene in which Lady Macbeth has to stir up the hesitating Macheth 0 go
ahead with his plan to murder Duncan. Macheth never gets to finish his
sentence that begins, “If we should fail,” for Lady Macheth suddenly
interrupts him wich these words:

We fail!
But screw your courage to the sticking-place,
And we'll not fail.
{1, vii, 59-61)
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And then she goes on to detail her plan for murdering Duncan, the plan
which in face they put into operation and which succeeds.

We can read those lines just quoted in cwo basically differenc ways, and
those different ways of reading will produce two very different images of
Lady Macbeth. One reading can be expressed in this paraphrase: “If we do
fail, then we simply have to take the consequences that inevitably follow.
However, if you act resolutely now, our chances of failure are diminished.”
Read in this way, the lines would get a stress pactern like chis:

We FAIL!
But . . . screw your courage to the sticking-place,
And we'll NOT fait.

Another reading goes like this: “We certainly shall not fail if you will only
behave as you should.” This second reading gives the following seress pattern:

WE...FAIL
But screw your courage to the sticking-place,
AND WE'LL NOT FAIL.

On the firse reading Lady Macbeth is a quasi-fatalist who both thinks that
our fates are decermined by necessities outside” ourselves, and at the same
time illogically believes that we may be able to influence our fortunes by
vigotous action. On the second reading she is a violent woman obsessed wich
the certainty that she and Macbeth, fully controlling theic own lives, can take
whatever they want. Actually these two different readings can be blended
together inco a third possibility, which happens to be the reading chat 1
find most congenial. It is chat Lady Macbeth really feels facalistic about the
murtder but she ptecends to be confident in order to strengthen Macbeth’s
resclution.

In any case, whichever of these readings we take, the two basic ones or
the combination, certain points can be made about what we are doing. One of
these points is that we are not yet at the level of interpteting the work.
Macheth does not even exist as an object of contemplation, a drama that
can be interpreted, until we have made for ourselves an image of Lady
Macbeth. Therefore. this decision about the reading of her speech on the
possibility of failure belongs to a more basic level than intecpretation, a level
at which we are making, or constituting, the object to which at lacer stages we
shall react in various ways. A second point about these readings is chat none
of them is, properly speaking. based on literary “evidence.” Punctuation in
this case does not help at all, for although a moedern writer could mechanically
distinguish between the two basic readings ("We fail.” versus ~We! Fail?"),
even he could not indicate the combination, and as for Shakespeare,
Elizabethan typogeaphy and punctuation were so irregular that they can give
us no hint of his intended reading. Nor does context furnish 2 clue here,
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for everything in the play chat argues for one of the readings can just
as easily be made to suppott another. For instance, the helpless apachy of
Lady Macbeth in the sleepwalking scene can support the fatalistic reading, on
the ground that she had in her from the beginning a depression which later
deepened into a catatonic withdrawal. On the other hand, we ¢an take the
same bit of contexr as a sign that her sufferings have radically aitered her
basic character. Either acgument from context is equally good and does not
settle for us what reading we shall rake.

What, then, is the basis on which we take one reading or another? In this
case the answer seems t0 be that we tely 00 an estimate of likelihood that
comes from within ourselves, not from the play. We choose the reading
which gives us the character that we c20 moscreadily imagine. We are basing
our judgment on bits of “evidence,” which are more private and personal
to outselves than they are demonstrable aspects of the text. The reading
that 1 have just confessed to prefer no doubt celis 25 much about my image
of women as it tells about Shakespeare’s, but 1 think that I need not be
embarrassed abour that, for the same thing can be said about any other reader
of Macbesh. In some gieasure all of ys make up the play as we read it. We
have to, in order for it to exist as a literaty work at all.

Keats’s "Ode to a Nightingale™ provides numerous instances of consti-
tuting. One of them occurs in the second stanza, where Keats expresses his
yeatning to drink wine.

O fot a beaket full of the warm South,
Full of the true, the blushiul Hippoctent,
With beaded bubbles winking at the brim,
And putple-stained mouth.

The last two lines give the instance of constituting here. Just as with Lady
Macbeth's speech. alternative readings ace possible. One reading that the
fines will impart consists of two objects, the glass which has wine bubbles
glitteting about the rim and, neat to it, a human mouth stained by cthe wine.
That image, in a crude representation, would look like this:

But the lines equally well support a different picture. As we look at the full
goblet of wine, first the glistening bubbles at the top become two eyes, one
winking ac us, and then we add a mouth to the glass so as to transform it
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into a bright-eyed, waggish Silenus inviting us 10 drink and be merry. That
picture would look like this:

Again, as with Lady Macbeth’s speech, noevidence exists to tell us which
of the wwo different readings 10 cake. The context supPores eicher of che
constructions as well as the other, and no remarks by Kears on these Jines
ace recorded. Here, 100, therefore, we do our constituting independently
of the texr, buc in this case the basis will probably nor be the same as it is
with Lady Macbeth. With her we choose one reading over the other in
accordance with our idea of how she would behave in char sitation;
verisimilitude seems 1o be the test. The basis for selecting a particular
constituting of Keats's Jines seems ro be satisfaction; we probably select
the reading that mosr pleases us. My own choice is the second of the two.

One well-known example of constituting in fiction s Frank Stockton’s
“Lady and the Tiger,” in which che texr of the story will nor tell the reader
whether it was a beautiful lady who entered inro the Coliseum to be the hero's
wife, or a tiger 1o kill him? A similac example, on a higher level, is Henty
James's Turn of the Screw. In reading that novella we must decide for
ourselves whether the governess was psychotic (and the story is a study in
deviant psychology) or whether she was sane (and the srory is a ghost tale).
Probably mose interpretations that have a long history of crirical controversy
—like interptetations of Keats's great odes—are constitutings of the work in
question which rely for evidence on critics” sensibilicies rather chan on
palpable asperis of the work. The dispute concerning Hamiler's delay seems to
be anorcher case of a scholarly quarrel over a literaty constituting. Was Hamlet
a man incapacitated for action by an excess of thoughtfulness, or was he an
effecrive doer who acted as soon as he reasonabiy could? The play itself
does not clearly answer that question; hence the controversy grows ouc of
diffecent constitutings.

Intelligence before Interpretacion

Now that we have examined -some instances of constituting, we should be
able 10 generalize upon the process. Underlying the idea of constituting
is the conception of the work of art as being in itself porous like a sponge
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rather than hard and resistant like a diamond. The art wock—the poem of
story—is formed so that it can receive and accormmeodate intelligence in much
the same way that the sponge can take in water and retazin it. If we want
* to mystify ourselves about the nature of sponges, we can ask if they ace more
or less themselves when they contain water or when they are dry. Bue if we
teied the same question with ljterature and other act works and asked if they
are more or less chemselves by being constitured with the audience’s
informing intelligence, we should find chat at this level the comparison
between sponges and art works breaks down. Wet or dry, sponges are
whatever they are. Nnt so art works; they are nothing but gibbering ghosts
of themselves until they have been constituted by a receiving intelligence.
Emerson had such an jdea as this in mind when he remarked that “one
must be an inventor to read well."? | :

Constituting needs tn be distinguished from interpreting. Constituting
occurs fiest, and it answers the questinn, “What i this work?" It takes a mere
text and turns it into 2 poem. It belongs, therefore, to the level of perception,
even though the nbject that is perceived has snme of the viewer's qualities
of life envisagement projected ontwo it. Once the poem has been constituted,
the process of interpretation can begin, and the question can be asked, “What
does this poem mean?” As a magter of fact, cnnstituting is even an earcly
stage in perception, and much of what we perceive in a poem requires that
we constitute it first, Thus, although we can see chat Poe's “To Helen™ is
a sonnet without troubling to constitute it, we cannot even perceive that the
poerm is mysterious rather chan bright and distinct unless we first constitute
it by filling it nut with our own sensibility. To sum up, it is the work ar
consesnsed (alter we have Tfilled jt out and filled it in) that we desceibe
as “the poem” or “the story.” We constituie 2 work befnre we interpres it,
and nur feelings and thoughts about it are Jater stages of reaction.

le is in the cnnstituting nf a wotk that the personal and the private
play 2 large part. Different readers will constitute wneks in accordance with
their nwn different sensibilities—sensibilities that include not only so-called
identity themes of personality but also memories, moral convictions, formal
learning in many subjects, and all sorts of experiences. Furchermure, cnnsti-
tuting is a cnntinuous process. We can snbscitute a different constituting for
one we accepted eacljer, nr we can add constitutings o each nther. My own
teading experience with twn of the examples just given illostrates both
substiturion and addition. For years | sead the lines from Keats's Nightingale
Ode as describing twn diffetent objects. a glass and human lips near it, and
the other constitnting nf those lines never occurred i me endl | foerd it in
some critic's cpmmentary. The reading nf Lady Macbeth's speech for which |
have stated my preference—the nhe thar combines the two basic and
divergent cnnstitutings—first suggested iiself tm me when 1 wrote this
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chapter. We not only substitute one constituting for another or combine
them, we also actually take opposite ones sometimes and accept them zli,
though not in the same reading pethaps. Kafka's The Trial is an example.
That novel can be taken as an expressiun of man’s slienation from God,

or as a description of the interaction of the id, egu, and superego, or as anm

account of life in a tuberculosis sanitatium. Ctitics have given persuasive
arguments for all three readings,* and at various times 1 have constituted
the work with pleasute each way.

When we speak of a work’s “richness™ we are probably referring mainly
to its susceptibility to a vatiety of constitutings. Some constitutings we reject,
some we accept, others we combine; then as we live with 2 work and grow
with it, we accept readings that we previously rejected, and in another stage
we take readings which cuntradict each other and accept now one, now
another. Qur lives pour into the work, and in vor successive readings of it we
find the benchmarks of our spiritual biographies.

In Astocrat of the Breakfast.-Table, Oliver Wendell Hulmes succinctly
expresses the private dimension in reading literature and at the same time
shows the enriching effect that this ptivate dimension exerts on our
apprehension.

Now 1 eell you a poem must be kept and wsed, like 2 meerschaom,
or a violin. A poem is just as porous as the meerschaum; the more
poruus it is, the barrer. | mean to say that a genuine poem is capable
of absorbing an indefinite amount of the essences of our humanity,—its
renderness, its hesoism, its regrets, its aspiration, su as to be gradually
stained through with 2 divine secondary color detived from ourselves. So
you sce it must take time to bring the sentiment of the poem into
harmony with our nature, by staining ourselves through every thought
and image our being can penetrate.’

The constituted work, then, necessarily invulves a large conteibution from
the ceader. And no two ceaders are quite the same. If we pot these two facts
together, do we have 10 concdude that there is nu such thing as a right
or normal constituting of any particolar work? This question is vety
important. Indsed, whatever answer the teacher gives to it becomes the basis
of the teacher’s approach both to his or her own way of reading literature
and to the methods uf teaching it. If the answer tu the question is "nu,”
then the teacher will nut tty to impose any standard or definitive reading in
dealing with a text, and, if this conviction is consistently fullowed, will try not
to prescribe to students any thoughts or feelings—even the teacher’s own—
that should accompany a given wurk. ln fact, the word showld, from this
point of view, does not apply at all. On this basis the standard of good
reading is suggested by wurds such as genwine, honest, sincere, spontaneonts,
original. If, on the uther hand, the teaches believes the tight, nurmal readings

L
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are possible, the question of why serious readers do disagree on some points
regarding literary works must be asked, and the argument that the fact of
such disagreement shows that normal readings cannot exist must also be
dealt with. Furthermore, jn planning lessons, the teacher will seek methods
that lead swdents to discover normal teadings on theic own, not just
obediently o recite some authority’s views.

What arguments can be adduced that favot the subjectivist approach,
and what arguments exist against it?S The main favorable atgument has
already been examined, byt to summarize it now, we can say that whenever
a literary work comes into actual, real, full existence jt does 50 in the
sensibility of the particular person who reads it, and that it necessarily takes
on the coloring of rhat person's temperament, age, disposition, and other
quatities. That is not an “ought™ statement, a statement about the way people
they do read in. It is not a matter of choice. If you or I or our students
read Oedipui (0r Jook at Guernica Ot listen tu the Eroica), we inevitably do
so with owr brains and owr hearts, not Aristotle’'s or Matthew Arnold's. That
much seems certain.

But there are also arguments that work against the view that any reader’s
constituting is as good as any other reader’s. One of these arguments stems
from the obvious fact that we keep changing our minds about particular
works. We keep reevaluating them for their beauty, their importance, theic
meaning; we sometimes shift our consticutings of given passages. Ultirately,
1 think, these variations in our readings have to be explained in one of
two ways. One explanation is to claim that our characters keep changing so
much, as we come back ro the same wotk at different times. because we are
not really the same persons we were when we read it previously. The other
explanation, and the more reasonable one, is that we change our Successive
consticutings of a wurk because, in spite of whatever indefiniteness and
incompleteness the work may have as mece text, nonetheless there exists
something basically “there” that we apprehend more ot less accurately in our
different readings, something thar we recognize on one reading, ignore on
another. So thar if our readings of a work give evidence about outselves, they
also tell us something about the work,

This argument gets support from an easily verifiable fact about literary
apprehension. It iz the fact of the inzersubjective. Granted that our thoughes
and feelings about a wurk have got to be uur own and nut those of
someone else that have been imposed upon us, is not the amount of
agrezment that is to be found among any group of readers very sttiking?
Take Lady Macbeth’s lines, for instance. We might disagree on the question
of whether they signify a woman who thinks that she and her husband are
fated to a predetermined end, or one who thinks they can achieve any
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ambition of ¢theirs through vigorous will, or one who really thinks the first
but pretends to think the second. But cecszinly we should 2l agree that Lady
Macbeth is intense, high strung, 20d exhortative in chese lines. We can go
on to a finer discrimination: Even though Lady Macbeth's passion has
temporarily led her into 2 quarrel with her husband, still we know that she
really respects him and never thinks of herself 2s 2 domineering wife. And
as for Keatss lines, whichever constituting we prefer, we are probably
unanimous in agreeing that even though their expression takes the form of
happy, carefree bibulousness, their twoel suggestion is secipus and even
somber.

This answer can help us to deal with divergent responses, both as readers
and as reachets. When two readers discover that their responses 0 a work
differ from each other—in the interpretation of meaning, say, or the
visualization of 2n image—the most likely reason for the difference is not
that they are two people so unlike each other as never to see the same
thing in the same way. Rather, the story or poem they are examining offers
so many possibilities of response that Reader A follows out ope possibility,
Reader B another. Looking at the sitmation from the outside, one sees that
any one of three combinations is possible: (1) both readers can be wrong,can
misconstiue the work; {2) one of them can be right and the other wrong;
(3) both can be right and yet differ from each other, as in the case of
ambiguities of reference or layets of interpretation. In each of these three
combinations, open-minded discussion of the work will help to foster 2 good
reading. If in their different ways both readers 2re wrong but nevertheless
see the other person's mistake, each may be able to reject his own errors.
If one offers a correct reading and the ocher a faulty one, they will be able
0 see which reading really does fit the work and which one does not. If both
have made 2 response that is accurate but incomplete or perhaps less
satisfying than some other response that is also right, they can identify
the different possibilities and then select shat which is right for them, oreven
blend the various responses into a2 fuller reading than either one had ar
the outset.

The question of whether thete exists such a thing as a right or normal
reading of a text is s0 complex thaz a really careful and accurate answer has
t0 be both “yes” and “no.” On the one hand, it is certainly true that reading’
literature is 2 subjective experience which derives some of its character from
the person who does the reading. Without that there can be none of the
vibrancy of excited intetest char partly characterizes any aesthetic experience.
On the other hand, reading literature also involves the true seeing of an
object, something apart from ourselves. Without that, all the wonderfuliess
and clarity of the experience are lost. So, then, since reading literature
requires both 2 subject (the reader) and an object (the work), it is partly
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subjective—conditioned by the reader’s tastes, sympathies, interests—and it
is also partly objective—determined by the work’s form. That mixed nature
of literary experience, the combination of the subjective and the objective, is
exactly the justfication for literary criticism and also for less formal
discussion of literary works. By learning what others think about a literary
work we ¢an acquire 2 broad range of possible responses, and then out of
that range we can select the ones that best suit ourselves without mutilating
the wotk. F. R. Leavis and John Middleton Mucry have vety different
opinions about Fielding. Leavis thinks that Fielding, 12cking moral serious-
ness, does not enter the first rank of English novelists; Murry believes that
Ficlding was a morally complete man who created chazacress and sitvztions
that fully delineate the nawmre of love? This is an interesting controversy,
interesting because jt gives us the responses of two first-rate readers, out of
which we can augment or cocrect or test our own ssaction to Fielding,

Qur first approach to literaty experience was two see it as a dichotomy;
the work, or object, was on the one side and the reader, or subject, was
on the other. But then, in dealing with the question of which of these two
predominated over the other, we produced a theee-sided solution: we had the
work and the teader, as before, but we added the larger audience of readers,
all the discussion which that audience generates, and che intersubjective
response which that audience generates, and the intersubjective response
which it authenticates. Our instince a5 teachers will make vs welcome this
solution, for we like discussion, knowing that it is a useful means to provoke
interest and even to impatt understanding. We need to be on our guard,
howevet. Discussing a work is a vety good activity because it readies us fot
something better—reading the work. But these two activities are by no means
the same. Discussing js multifaceted: the more discussants and the more
vatied their ideas, the better—just as long as they can pay attention to each
other. Reading ultimately has just the two sides of our original dichotomy:
the reader 2nd the wark. Although discussion can prepate us for reading, it is
a radically different thing and no substitute for it.

The practical importance of this distinction for the teacher is its reminder
that 2 classroom discussion is pot to be confused with reading. Usually
discussion results from a first assigned reading of a text; then it often
precedes a second and better reading of the same text, a reading in which the
student can use whatever ideas were acquired in the earlier discussion. That
process can be repeated indefinitely so that we get as many altecnations of
reading and discussion and other helps as the students need for 2 full and
intense command of the wotk.
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As we have seen, literature is both an event and an object. In that double .
character it also gives rise to a third aspect, a meaning. Although the meaning
is imbedded in the event-object and thus not to be pulled apart from it in
the completely achieved reading, still most readers, at some point in
becoming acquainted with a wotk, like to abstract meanings; they like to talk
about 2 work’s “theme ™ or “subject” and to discuss a wrirer's “ideas” or even
his “influences™ and “sources” or his “intelleccual miliew.” This impulse 0
treat meaning separately from cbject and event can dessicare a work, bue if
the reader jearns to put that work back together, a temporaty concenteation
on the meaning can give 2 ficm point of entey that allows for a degree of
at-homeness; this encoutages the reader to go on and explore the entire
construct in Its deepest lavels. So, then, we may want at some point 0
study a work’s mezning by itself, but we certainly do not want o end there.

With respect to meaning, the teacher can help the student by showing
the different kinds of interest that 2ccomplished readers take in literature—
that is, the differenc questions they ask about ir or the approaches they
follow in ascettaining its meaning. Two caveats are necessary here. The fitst
is that the fellowing description of approaches is not a rigorously analytical
taxonomy; some critics might want to add further subdivisions to the third
section; and still others might want to reacrange this cutline of approaches
altogecher. Nevertheless, the general view offered in this chapter suggests
the range of interest that an experienced reader can take toward literary
work, and it indicates both the soct of information that a teacher can give
students in order to open a work to them, and also the questions that can be
asked which will alert them to previously hidden facets of literature. The
second watning that cught to be made is that this outline of approaches is
merely intended for the teacher’s use in finding good questions to ask and
helpful information to give. It is not offered as a basis for a curriculum or
as one more key fot the stdent to memotize. Indeed, a student need not be
deliberarely conscious of these approaches at all. Obviously, the good reader
is one who enjoys literature so much that reading it is preferable to talking
about it.
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The Ostensive Approach

The most direct approach to take toward literature is to read the work as
a textbook about its subject. This is the notmal apptoach to histoty and
autobjography, to such wotks, for instance, as Thucydides and Gibbon,
Boswell's Life of Jobnson and Lywon Strachey's Victorian Age. Probably we
go to these works as much for infoemation as for specific aesthetic pleasure.
Mainly the questions that we ask about works such as these are, “Does this
book give the facts accurately?” and “Does the author intecpres his maretial
correctly?” Although we can hardly be indifferent to Gibbon's finely polished
sryle or to Strachey's audacious wit, still we are chiefly interested in what they
have to say about @ subject that concerns us. This ostensive approach to

reading involves a distinction that A, C. Bradley makes betwee:. 2 work’s

substance or content on the one hand and its subject on the other.! The
substance is that which the work really contains within jts own boundaries:
Macbeth's murdering King Duncan and maneuvering himself onto the
throne. The subject is that intellectual frame of refetence to which the specific
substance refers: in Macbeth, the degenerative effects of inordinate ambicion.
The ostensive approach emphasizes subject (what the work is about) over
content (that which is distinctly within the work).

It is possible, of course, to combine an ostensive approach with other
kinds of interest. Thus in Preface t0 Paradise Lost, C. 8. Lewis takes a serions
ostensive attitude toward Milton's theological ideas when he disputes Denis
Saurat’s opinion that Milton believed the reality of the universe to have
resulted from God's act of withdrawing himself from a part of prime macter 2
Lewis also atrempts to contradict other interpretations by Sausar, and those
who have read Lewis’s books of Christian apologetics will understand that
Lewis cares as much about che subject of Cheistian belief with which Paradise
Lost deals as he does about the putely literaty problems of intetpreting
Mitton's words. But, at the same time, Lewis is notindifferent to Milton’s art,
an are which he clarifies for the reader by showing its relation to the epic
genre and to the prevalent litesarv coaventions of Milton's time,

A slightly different fotm chac the ostensive approach to fiterature €an cake
is to accept the writer as a ttuly great man or woman and 0 read the works
as clear and highly charged indexes of the writer's own spiritual atainment.
This was Keats's attitude to Jiterature when he said that Shakespeare’s life
was 2 continual allegory and that his works were a commentaty on it}
Shakespeare’s life, in other words, illustrates the highest pitch of human
development, 2nd his works exist in order to help us find out what this life
was teally like. Thomas Carlyle viewed Shakespeare (and Darte) in the same
way when he wrote “Lecture {II: The Hero as Poet™ in Herges wnd Hero-
Worship. John Middleton Murty, in turn, cook both Shakczpeare and Keats
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himsalf as exponents of spititual striving and cheir wotks as the recoed of
that steiving in his Keats and Shakespeare, fitst published in 1925, and the
several books on Keats which he produced later all tesulted ftom his lifelong
effort to penetrate ever more deeply into the mystery of moral gtcatness as
exemplified by Keats.!

The Intrinsic Approach

Particulacly in the form of reading the work as 2 spiritual account of its
author, most readers find che ostensive apptcach an easy and natural way
into fine literature, especially into those authors whom they like best. This
variant of ostensive reading stands on the borderline of another kind of
approach to literature, the intensive approach. Murty's attitude toward Keats
assumes that the ostensible subject of “Ode to a Nightingale™—the bied
itself—is not really the important aspect of the poem, which sutely does
not concern itself with ornithology, What does matter in the poem, Murry
supposes, is the information that it gives us about states of moral conscicus-
ness which are too rare and too complex to be equally well studied by formal
philosophy and psychology. Murty’s view would exactly illustrate the in-
tensive apptoach to teading if he were to ignote the fact of Keats's
authorship of the poem, and to read "Ode to a Nightingale™ without any
reference to Keats's life or the conditions of Keats's time or, indeed, w0
anything else that is not expressed in the poem itself. In other words,
whereas the ostensive approach emphasizes the work’s subject—what the
work is aboot—rhe intensive apptoach emphasizes the work's substance—
what it distinctly contains within its own space.

In its most distinctive modern form—the so-called New Ctiticism—the
intensive approach is an effort to respond to the literaty work solely as an
object complete in itself, and thus deliberately to ignore everything but that
object. The subject insofar as it stands outside the wotk is ignored, the
writer’s character is ignoted, the times in which the work was composed and
the intellectual and artistic currents of those times ate ignored. What is left
is the “icreducibly literaty,” that aspect of the work which is exactly the work
wself and nothing else—not the author's life, not the period in which the
work was written, not even the subject of the work. To give up such help
toward the understanding of a wotk is a large sacrifice, of course, but
sometimes there are commensurate gains. Consider this litde poem of
Blake's.

The Sick Rose

O Rose, thou art sick!
The invisible worm
That flies in che night,
[n the howling storm,
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Has found vut thy bed
Of crimson joy;

And his dark secret Jove
Does thy life destroy.

What information about Blake or about his times or about roses and wotms
would clarify our understanding, of that poem or inceease our enjoyment of
it? The biographical irrelevance that Blake was very clean about himself helps
us to respond to the poem much less than our pbservation that the beightly
tangible and luxuriant rose is no match for the sneaking worm which never
reveals icself except in s destructive effects.

Almost as a macter of course, we usually rake the inttinsic apptoach to
arts other than litetarute. Thus, when we Jook at a model of the Patthenon
we do not worry ourselves about Peticles or the Peloponnesian War, and
when we listen to Beethoven’s Thied Symphony we lose very little if we bave
never heard that siory about Beethoven's first dedicating the wotk to
Napoleon and then, denouncing Napoleon as a tyrant, tearing up the
dedication page. What we need 10 know about the Patthenon and the Thied
Symphony those wotks themselves will tell us if we attend to them with
the respect they deserve.

The intensive approach challenges out ingenuity by requiting us to focus
our attention exclusively on the wotk we are reading and to confine outselves
10 thar alone. The question atises, what features of the wotk will grip our
minds so closely thar we do not slide off into extraliterary tncerests? The
primacy answer to that question is: the structute. The literatute that moss
invites an inttinsic approach is equivocal. It takes two ot more objects that
atrest atcention and then puts those objects through a course of complex
interweavings that finally result in relationships among those objects, and
between them and outselves, which can scarcely (pethaps not ac all) be
stated in any othet way. We have all had the expetience which we exptess
by remarking, "] know what I mean, but I can’t say it.” Sometimes, of course,
we can’t say it because we feel that we cannot take the trouble 1o find the
right woeds; but sometimes, also, we can't say it because the right words
do not exist. The French have an idiom fot the kind of expetience
that cannot be formalized in otdinary discoutse; they call it a je ne rafs quoi
(an "I don’t know whar™). Their great philoscpher Pascal, a master of French
ptose, often uses the expression when he writes of religious expetience or
erhical judgment.

In “The Sick Rose,” Blake cakes a je e sass quos of moral conviction and
expresses i1, not in a formal proposition which would never convey the
inwition exactly, but rathet in a complex scructure which invites an
imaginarive expetience. We respond to the destructiveness of the wily,
sinister wotm and to the rapwtous contentment of the beautiful rose.
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That much of the poem we can express in ordinaty prose if we take pains
with it. But then Blake puts those two objects in a relationship which plain
starement will surely dissort. The worm, which by an instinct for destruction
flies through the night and storm to kill the cose, kills it with “love,” with
the "datk secret Jove™ of couples who, oblivious of all bur themselves, iive for
zach other alone. if we say in 2 proposition that we Jove something and at
the same time hate it, we talk nonsense; we might as well say chas we enjoyed
very much the taste of 2 mushtoom which we did not eat, When Oscar Wilde
ook this inwition which Blake conveys through a structuce tha: controls out
expetience and tried to put it in a plain statement in his poem, “The Ballad
of Reading Gaol,” the best he could do was this: “Each man kills the thing he
loves"—which simply is pot true if 1aken litecally and not vety meaningful
if taken figucatively. But if we call 10 mind certain intimate passages in our
own lives, we shall discover in them confirmation of Blake's rerrible message.
Blake's poem does in fact mean intensely. But jes meaning is produced in an
imaginative experience which is set off by the complex structuge, not in the
propositions of foemal, discursive language.

An essay in this book which is mainly intensive is the reading of Keats's
"To Autumo.” That reading detects two motives, exuberant life on the one
hand and decline and death on the other, and it masches up those motives
with the chief objects in the poem, with the gigantic sun and earth and with
the smaller existences which those two call forth, Then the reading exposes
the interrelations which the structure of the _poem imposes on those
motives and objects. The assumption is that one who closely follows the
streceure of “To Autumn™ and submits 1o the experience which it provides
will have learned something which is ineffable in ordinary language,
something available only in the poem which Keats wrote 2nd nowhere else.

The Extrinsic Approach

Cerrain wotks in particular seem to respond especially well to an intensive
approach: Many of the poems of Keats, Donne, and Hopkins, for instance,
invite that kind of reading, and Virginia Woolf's finely honed essay “The
Death of the Moth™ is 2n example of ptose which can best be read intensively.
Other works, however, including some by the writers just mentioned, need
1o be read with the aid of supplementaty information which those wotks
themselves do not communicate. Donne’s Poem “The Canonization™ illus-
trates this fact. In a very fine and inflvencial essay on this poem, Cleanth
Brooks, who is 2 leading exponent of what is here called the intrinsic
approach, has to go outside the poem 1o get a fact thac helps us 10 read it
accucately.’ In that poem Doane defends himself, in 2n irorical way, against
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the charge char his miscress and he are abanduned sensualists. One couplet
goes,

Call her one, moe anucher flye,
We'are Tapers too, 20d 22 our owne cost die.

Al chat a pucely incrinsic reading would be able to make out of that word
dre is that it is a vague metaphor which compires che candles’ burning with
rhe lovers™ passion. Bur even though Brooks mainly approaches this poem
intrinsically, a this point in his reading he brings up a linguistic fact which
the poem itself does not give but which, when we know it, greatly adds to
our understanding. Die was 2 Renaissance slang term meaning sexual
intercourse. bt acquired that meaning, apparently, because of a belief current
in those times thar 2n act of intercourse shortened by one day a person’s
nawral life span. Those facts abour fanguage history and old biological
fallacies enrich and specify our response to the couplet. By explaining why
Deonne compares himself and his fover to lighted candles, they make a vague
and unsatisfactory metaphor become full of brilliant wit.

In Plato’s fom Sozrates presents rhe case for what can be called the
extrinsic approach to reading literature. fon is a shapsodei that is. his
profession is the recitation of poetry. Naturally, he thinks that be understands
Humer better than anyune else does—a prejudice which Socrates, rather
whimsically perhaps, sets out 1o destroy. Socrates” method is to ask who
knows most about curing disease (a physician, lon confidently replies), about
fishing (a fisherman), and about furetelling the future (a diviner). Well,
then, Socrates asks, are there not passages in the Jisd ‘hat deal with curing
sickness, with fishermac, and with fortune-tellers? lon has no answer.

Although some works can be viewed as pure intellectual forms, just as
absolute and final as circles ur lines, nevertheless literature also connects
with things that are not themselves completely literary. Keats's poems, like
almost any other poeds, illustrate this difference, They can be read in
tsolation from other things, or, at another time when the reader & in a
different mood pechaps, they can be read in conjunction with them. For
inscance, "Ode to 2 Nighungale,” as suggested earlier, does nut treat the bird
from a realistic, biological viewpoing; it is Keats's bitd, nut the scientist’s,
with which we should be concerned. On the other hand, Keats's poem is
not altogether a self-sufficienr form; ic depends on the real world in variuus
ways. Even his nightingale, so far ttanscending the scientist’s that it is not
“born fur death,” is actually Keats's vision or revision of a real bird that flew
inro the garden of a pleasant Hampstead house (still preserved) where Keats
was living with his friead Charles Brown. Bruwn rells the story:s
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In the spring of 1819 a nightingale had built her nest near my house.
Keats felt 8 tranquil and continual joy in her song; and one moraing he
took his chair from the breakfast-table to the grass-ploc under a
plum-teee, where he sat for two 0t three hours, When he came into the
house, lpemewed e had some scraps of paper in his hand, and these he
was quietly thrusting behind the books. On inquiry, | found these Kraps,
four or five in number, conwained his poetic feeling on the soag of our
nightingale. The writing was not well legible; and it was difficult to
arrange the Stanzas on 30 mMany sceaps. With his assistance | succeeded,
and this was his Ode 10 a Nightingale, 2 poem which has been the

delight of everyone.

The glimpse that Brown provides of a ptivate moment of serene coment
greatly enciches our feeling fot the poem which that moment produced,
Pechaps, even, it can do more than thar; it can suggest that such a reading of
“Ode 10 a Nighringale™ as Earl R. Wassetman’s, which sees the poem as a
frantic alteenation of despair and of struggle for happiness, is not peefectly
true to Keats's experience.”

The extrinsic approach to literature takes facts ot ideas that are not
themselves literary and applies them to a wotk so as to illuminate our
understanding of jt. History, biography, psychology, sociology, and a number
of othes fields cin all supply helpful information. Some examples will
illustrate the point more cleatly.

When a histocical approach is used and literature is read jn conjunction
with events chat took place at the same time jt was written, our reading
occasionally can be more informed than ic othetwise would be. Leslie Hotson ?
for instance, noticed that in a sonnet by Shakespeare (Number 107) there is a
phrase—"the motral moon"—which is very difficult ro explicate because its
literal meaning does not very well connect with the rest of the poem. Hotson
pointed out the old meaning of "moone cressant™ or “"horned moone” as
the name for a naval maneuver, a certain formation of ships at sea, and he
discovered that the Spanish Armada used that maneuver during its foray
against England in 1588. Shakespeare’s line “The mottal moon has sulfered
her eclipse” Hotson thought could be paraphrased as “The Spanish Atmada
has been defeated.” Therefore, Hotson concluded, the poem was probably
written not long after the attempted invasivn, and as 2 resulc of that
argument he placed the composition of at jeast some of Shakespeare’s
sonpets ata date eaclier than the one customarily given. Whether or not he is
right about the date of the sonnet, his historical exploration aliows us to
make sense of a line that would merely tease and iccitate us if we did not have
that information, This sonnet and others become much clearer and more
specific in the light of contem porary events to which they apparenty allude,
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Anothet instance where Shakespeare's wtiting is clatified by history is che
book The Royal Play of Macbesh by Henry N. Paul? Paul tells us that James |,
who formerly had been King of Scotland only, had just muunted the throne
of England and that Mucherh was, among other things, Shakespeare’s
compliment to the new king.-That fact explains a number of features in the
Play. There is 2 scene for instance, in which Macheth visits the witches 2
second time in order 10 ask them if he will have sons whe will become kings.
For answer, the witches present a visionary procession which shows that he
will have no successors to inhetit the crown, but that from Banquo will stem
an endless line of kings ("What!™ Macbeth asks, “Will the line stretch out to
the crack of dJoom?™ [IV, i, 117]) and some of them will cacry triple scepters.
When we ace told that James believed himseif to be descended feom Banquo,
this dumb-show of a long line of monarchs weating triple crowns we
understand as a gtaceful allusion to James's long, distinguished ancestry and
to the fact that he wag the first of his famnily to become King of England
and (by pretension) France, a- well as King of Scotland.

A special kind of historical study of literature is called the History of Ideas.
This approach assumes that evety historical epoch is characterized by certzin
prevailing ideas about thitigs, and that throughout that epoch these ideas are
so widespread and so firmly held us to have the force of undisputed axioms
from which people confidently derive uther ideas. Thus, in the period of the
Enlightenment (late seventeenth century and eighteenth century) educated
Western Eutopeans almost universally believed that those religious, philo-
sophic, and political opinions were most likely to be ttue which had been
believed by most men in most places and times. This conception, which was
a deeply ingrained notion in that petiod, supported a number of eighteenth
centuty convictions: the belief, for instance, that one’s opinions had beter be
moderate rather than eccentrically novel or fantastically old-fashioned. ("Be
not the first by whom the new is tried / Nor yet the last to lay the old aside.”)
Perhaps 2 more notable oatcropping of the idea that what is most probably
true i that which most people in most times and places have believed is
the ardor for democracy which grew up in the eighteenth century and
culminated in the Ametican and French Revolutions. A political election in
which 21l citizens have an equal vore is, after all, nothing but a systemauc
way of discoveting what most persons in most places (within a given
country) believe, and the American constitutional framers at any rate, by
interphasing the election of president, senators, and teptesentatives, ttied to
spread the consensus over a fairly ample strecch of time.

The History of Ideas apptoach has been employed by a number of
distinguished scholats. A. O. Lovejoy, in his seminal book The Great Chain
of Being'? examined the leading ideas of the Enlightenment and traced those
ideas in the writing of the time. His masterful ¢ssay " On the Disctimination
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of Romanticisms” is still being tespectfolly read fifty yeats after its original
publication.t V. L. Pacrington's Main Gurrenss in American. Thosghs?
connects American ideas with American literature, though in a way that
seems to exale second-rate artistic production over major aothors and works.
M. H. Abrams’ The Mirror and the Lamp¥ studies the connection between
general sensibiliry and the change in ootlook opon literatore which took place
all over Evrope and America doring the late eighteenth and carly nineteenth
centuries. In his persuasive and neatly expressed The Active Universe,
H. W. Piper"* examines the infloence on Wordsworth and Coleridge of
religious, political, and scientific ideas which circulated in their day. Alice
Chandler’'s A Dream of Order® is an illominating book which shows che
impact that a rather sentimental view of the Middle Ages had on a nomber
of Romantic and Victorian writers. Many other book-length studies and the
quarterly Journal of she History of Idear autesc to the continuving vicality
of this approach.

An advantage which the Histoty of Ideas approach gives to the reading
and teaching of literatore is that it helps to specify the content of works, w0
make more apparent to os the intellectval component of thase works, and
thus to aid us in fixing oor minds on something sobstantial. These famous
lines from Pope’s Erray on Man (Epistde ), lines 1-19) will illustrate
the point:

Know then thyself, presume not God to scan;
The gwper study of Mankind is Man.
Plac'd on this isthinus of a middle state,
A Being datkly wise and rudely great:
With too much knowledge for the Seeptie side,
With too much weakaess for the Stoic’s pride,
He hangs between; in doubt to act, or cest,
In doubt o deem himself 2 God, or beast;
In doubt his Mind or Body to prefer;
Born but to die, 2nd reas’ning but to ete;
Alike in ignorance, his reason such,
Whether he thinks too little, or too much:
Chaos of Thought and Passion, all confus'd;
Siill by himself abusd, or disabus'd;
Created hatf to cise, and half ta fall;
Great lord of all things. yet a prey toall;
Sole judge of Ttuth, in endless ecror huel'd;
The gloty, jest, and riddle of the world!

We can read that passage and get only 2 general and indistinct impression of
neat thymes chat, through paradoxes, soggest the indeterminate nature of
human beings, ncither gods nor beasts, and their resolting hesitation and
insufficiency. On the other hand, if we go o Lovejoy's Grear Chain of Being,
we shall find there an account of an idea that dominated Renaissance and
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Aogustan thought and which works jts way into Pope’s lines so 23 to give
them specific meaning. The nution of the so-calied great chain of being is
that every possibility of ceeated existence does in fact exist, and that ali
separate existences are atranged and linked with each other on a fine of
continual modification, from the simple atom op to God himself. Homankind
is one of those links in the whole cosmic otganization, and within the smaller
homan commonity each petson is higher ot lower than another and thus
linked into 2 total society. Both as an occupant of the complexly ordered
oniverse and as a membet of homao cultore, a horaan being has the echical
business to "know itsel,” to know its place.

When we tead Pope against the backdrop of contemporary thought that
gets into his writing, his poetty gives os something definite that we can
respond to. We more clearly perceive ideas that really are jn the poem, not
just irrelevane thooghts of oot own, and we begin to onderstand why Pope
wtites about such ideas in an antithetical manner. In shott, the poem begins
to come together fot us. More than that, if we decide to teach this passage,
we shall have some precise intellectoal content. We shall have definite points
to convey to cor students, if we lecture, or to aim to elicit from them if we
prefer mote inductive methods of teaching.

Another form of the exzrinsic approach to literatore is biographical. Like
othet artists, writers lead onoscally interesting lives, and we woold want to
know aboot theit circomstances and behavior even if that knowledge did not
help us to read their works more insightfolly. To a large audience Byrun and
E. Scout Fitzgerald seem o be as interesting in themselves as they are in
their works. We all want to know the seceet of genius, literary as well as other
kinds. and 50 we read zothots” wotks to find oot, if we can, what that secret
1s. Beyond satisfying oor curiosity aboot the great, however, literary biography
has more practical oses in goiding and strengthening oor reading. In
teference to Chatles Dickens, for example, it was pointed oot long ago that
one of his most famous characters, David Coppetfield, had 2s his initials
Dickens’s own, revetsed, and that yoong Copperfield, tike Dickens himself in
his childhood, wotked in a blacking warchouse for 2 brief petiud, and that
Mr. Micawber’s itresponsibility, manic tempetament and incacceration for
debr all applied to Dickens's own father.

If the connections between Dickens's life and his work amoonted only to
these similarities, then his biography woold hatdly be of help to os in
comprehending his novels. Not all the relations between the life and the
wotk are sopetficial, however. Some of them are impottant. From what
Dickens told his biogtapher Forster about his time in the blacking warehouse,
for instance, we know that this brief «pisode in his life, which most men
would have repressed or at least tecalled without horrot, was fot him 2
geooine traoma. s Years after the event he coold not bring himself to go near
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the part of London where the warehouse had stood. Dickens’s obsession with
the episode seems, in part,  betray the social insecurity of a Vicorian
boorgeois and also to express a deeper personal insecority that Dickens
himself associated with the occasional poverty and the constant financial
anxiety of his childhood.

These inferences aboot Dickens’s character help us to read his novels.
Dickens’s social opeasiness alerts us, for instance, to his lower-middle-class,
pounds-and-pe e point of view that tells the cose of everything and delights
in clean old men Jike Wemick’s father (in Great Expectations) and the
Brothers Cheeryble (in Nicholas Nickleby). They show that Miss Havisham's
onkempe get-op and her rotten wedding cake express Dickens's hocror of her,
and that M. Boffin, the Golden Dustman of Our Mutual Friend, is associzted
either with the bright comeliness of his wife or with heaps of gacbage,
according ro the role, benign or malignant, that he happens to be playing ar
the moment. Dickens’s personal insecority contribotes the basic plot situation
of most of his novels: an abandoned child (whether rich or poor) in seatch
of adolts who will love him.

in this biographical appruach to Dickens that we have jost skewched, there
is nothing that is new to Dickens scholars and litde that is conttoversial.
Some might want to add or modify decails, bot jn ootline the viewpoint
given above is generally acceprable. In a different instance, in which inter-
pretations of a writer’s life are dispoted, the biographical approach can srill
help oot reading. althoogh in a different way. Thomas Hardy illustrates the
point. ln 1966 two scholars, Lois Deacon and Terry Coleman, thinking that
they had onearthed sorme facts aboot Hardy thae shed light on his tempera-
menr and writing, published a book, Providence and Mr. Hardy,"” which
aroosed moch discussion and conteoversy. They think they have evidence to
show that in his early twenties Thomas Hardy had a love affaic with a
young woman, Tryphena Sparks, that the two were engaged, and that the
engagement was abroptly broken off, even thoogh Tryphena shortly after.
wards bore Hardy a son. After breaking the engagement, the two wene their
different ways jnto separate marriages. According to Deacon and Coleman,
the explanation of these events is that wheseas Hatdy at first thooght that
Trypheaa was his cousin, he discovered after the engagement {and the
beginning of Tryphena's pregnancy) that she actually was his neice. He had,
onknowingly, committed incest, and that enotmity was the soorce of the
enduring pessimism which he expressed repeatedly in his poems, novels, and
stories. It may be that only some of these interpretations are true, or possibly
even none is true.!® Bor true or false, the book by Deacon and Coleman brings
osback o the essential ching in Hardy's work, his teagic cotlook. Their book
forces us to come to grips with Hardy’s onique temperament and with the
subtle and moving expressions of it. After reading Deacon and Coleman we
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may disagree with their detective work, but we shall be grateful to them for
having directed our attention to the basic Hardy: the troubled, somber, and
compassionate man who feft life to be an infliction too heavy to bear.

Literature can also be swdied by applying 1o it information and theories
that come from the field of psychology. This application can be made in
various ways. One way is to try o recount readers’ transactions with texts,
the interplay berween the individual teader, with his or her own beliefs, cares,
and experience, on the other hand, with the particular literary work on the
other. A pioncer in this and other fields of stwdy is I. A. Richards. In
Principles of Literary Criticism" be laid down a theoretical base for examin-
ing response to literature, and in Practical Criticism®® he investigated in
considerable detail the ways in which readers deal with poetry. The central
idea of Principles of Literary Criticism is that an art work, in contrast to
other kinds of stimuli, has two notable effects upon its audience, In the firse
place, it unleashes an unusually large number of diverse nerve impulses.
Second, it coordinates all those impuises with each other 50 as to pruduce
a response that is pleasurably harmonious. This harmonization of many
heterogeneous impulses is a healthy thing, Richards befieves, and it const-
wtes the high value of art. Ordinary life, with its unresolved conilicts, its
disappointments, and repressions, inevitably unsettles our psychic organiza-
tion (whao can drive through city craffic or listen to the evening news without
becoming furious?), but are restores it. Hence the “correct” reading of a work
is the one that allows that work to cail out many different responses and
then goes on to blend those responses into a total, onified reaction.

In Practical Criticism the empirical base which Richards used for his
report of readers’ responses to poetry was a large number of frank, written
reactions (protocols” Richards called them)} which be taught his audience—
mainly Cambsidge University undergraduares—to compose. In the presenta-
tion of his findings Richards systematically groups these protocols into the
different kinds of faults that can inhibit correct reading, and thus he
illuscrates such failures as idiosyncratic associations. stock responses, and
sentimentality. He takes thirteen poems, and in discussing the readers’
pretocols he shows poe only what were the values and the faults in their
responses but also what 2 right reading of each of the poems is. On both
coonts, on the criticism of the protocols and on the readings of the puems,
Richards is very persoasive, and teachers who are onwilling to be browbeaten
by students (or certain ctitics} who say that any sincere reading of a work is
as good as another will find puch comfost in Richards's book.

A more secent researcher in this field of response g literature is Norman
Holland. Basing himself on Freudian (and post-Freudian) psychoanalysis,
Holland charts in his book Dywamics of Literary Responset what he
considers to be the main lines of commonication between literary texts and
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readers. Holland agrees thac une of these lines is artisdc apprehension; he
cegards himself as a so-called new critic and he has no fault o find, ac lease
in principle, with che kind of cricicism illuscraced by the rematks on Blake's
“The Sick Rose™ which appeared eaclice in this chaptet. But he is mainly
intereseed in another line of communication, with the subconscivus dealings
thae readers have with literary wutks. He chinks char licerature z.uuses
libidinal impulses which would offend a ceadec if they were known but which
are cuc off from enteting the conscious by cetrain defenses (denial, displace-
ment, reaction formation: and che rest) which liceratyre also stimulaces, Thus,
Holland thitks chat both the “Tomotrow and tomotrow and tomottow”
speech in Macheth and also Marthew Acnold’s "Dover Beach” arouse a primal
scene fantasy—an unconscious memury of seeing out parents in sexual intet:
course and mistaking che event as che facthet's beating che mocher. But
Holland fecls that chose wotks ate stcuctured so as not only 0 arouse this
fantasy bue also to aliay ic.

In Poems in Persons,®* Holland modifies his eatliet view somewhat—and
takes a long scep coward subjective solipsism. Holland begins by desctibing
the analysis of the poet "H, D.” (Hilda Doolittle) by Freud himseif. Then
he examines a poem of hets ro show thac it 2ccotds wich the characeec of
the woman who made it, Last, he shows chat che responses of three differenc
readecs (himself and two college scudent volunteers) accord, not wich the
poem, but cacher with their separate characters. Holland concludes thac each
petson "poems his own poem.™** My meac is yout poison. The effect of his
argument is o deny that 2 wotk has much control ovet a readec’s tesponse,
especially ag deep levels of pecsunaliry.2t

Not everyone who knows literature will be willing o go the whole length
of Holland's atgument. Some will probably feel that he does not weight
heavily eniough che conscious factors that help.tc make up a response to
a lirerary wotk. Othets, noting that his sedy is noc lungitudinal, may think
that he makes insufficient allowance for the possibilicy chac a licerary work
determines for us che tight response if we live with it long enough—if, as
Keats says, we “wandec with it, and muse upon it, and teflece upon it, and
bring home co it, and proohesy upon i, and dream upon it."'?* Nonecheless,
much of what Holland says cercainly conforms with our expetience of
literacure. He is tight o point out that we muse ultimacely rely upon oue
own particulat selves in order t0 apprehend 2 work and chac those selves
differ widely from each other. Holland ¢an teach us somethmg about the
subjective side of literaty response,

Alan Purves has contcibuted to che scholatly discussion of response o
ticerature by cacegorizing che kinds of scatements that can be made about 2
work.26 Purves sers up five main divisions—engagement, perception, inzer-
pretation, evaluation, and miscelizneous—and chen subdivides those divisions
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into one hondred and twenty different kinds of statements that are possible.
His scheme has the virtue of clarity, and it gives a basis for research
effotts that need definitions of responses thae are to be investigated. Bot bis
divisions are more logical than real. Qur response to 2 wotk is one whole
reaction, not five. Forthermore. not all responses to literatore can be couched
in Purves's categories of expression. There is thar je ne sait guoi mentioned
earlier, and probably for most of os the most chesishable response is the one
that we cannot pot into words.

The teacher who investigates the writings of Richards, Holland, and
Pucves will find there moch that can be gsed in improving literatore ¢lasses.
From Richards there is 2 comprehensible and remarkably sane explanation
of vesponse to literatore, and, perhaps even more osefol, there are in
Richards’s protocols many examples of responses that ate articulate 2nd
interesting and which students themselves can analyze. Holland elocidates
some of the ondergroond happenings that go into oor thoughts and feelings
aboot literatore, and in Poemr in Persont especially he has some good hints
for teaching readers to identify the persomal factors that influence their
reactions. Porves adombrates che wide sange of possible responses to
literacy wotks.

A second application of psychology o literatore—and perhaps more
common—is the explanation of 2 work’s meaning by tesott to psychological
principles of behavior. Sometimes 2 ctitic will ake fictional characters, as if
they were real people sobject to ordinary laws of behavior, 2nd treat them as
case stodies illosrrating homan adjustment. Thos we speak of Caprain Ahab’s
fixations of 2ll his hatreds and anxieties opon the whale and compare his
psy<hological development to Starbuck, who seems to have 2 sorer grasp on
reality; we relate Madame Bovaty's onrealistic expectations concerning her
love affairs to che escapist and erofic literatore which she had read as a
school girl; and we see in Silas Marser the radical reformacion of character
through the agency of love. A slightly different way of elocidating rhe
meaning of a work is to read it as an analyst interprets his patient’s dreams,
and thos ro see it as an expression of its authot’s psychic scate, An example
of this manner of reading is Sir Etnest Jones's very influential interpretation
of Hamlet, which he takes as an expression of Shakespeare's inability to
work throogh the Oedipal crisis and achieve a satisfactory adjusrment to his
fathet.?” Thos the play torns on Hamlet's grief for the safely dead old king,
on whom be can lavish affection with no threat of rejection, and on Hamler's
detestation of the foster father, Claudios, who enaces with Hamlet's mother
3 role which Hamlet himself woold folfill were ir not for his repression.
Perhaps Jones's stody also illustrates rhe danger which Freudian critics face of
being volgarized. The Laorence Ollvier film version of Hamles, though
soperficially resembling Jones's, seems really o be based on 2 common mis-
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understanding of what otthodox Freudians consider the Oedipus complex to
be. Unlike Jones's Hamlet, Olivier's is a victim of conscious incestuous
desites, and in the bedroom scene he glances longingly from his mother to
her bed in an unintentional comic parody of Jones's interpretations.

The twentieth centuty has produced many psychoanalytical studies that
discover the personal qualities of authors through analysis of their wotks,
One such study is Edmund Wilson's The Wosnd and the Bow: Seven Studies
in Literatnre. His essays on Dickens, Kipling, and Joyce are especially
rewarding, a~1 rhey illustrate the largeness of outlook that can be attained
by a psychological critic who is not wedded to any ene particular school
of psychology, Marie Bonapatte produced an intiguing and petsuasive study
of Poe?® Frederic Crews, who masters several approaches to literatuse,
tempers and cocrects his psychological insights with alternative viewpoints.
His "Conrad’s Uneasiness—and Curs™® is a subte blending of outlooks
which avoids the nartow reductionism of much psychoanalytic criticism.

C. J. Jung’s theories, especially his notion of a racial or collective
unconscious, have been made the basis of still another psychological apptoach
to-literature--myth criticism or atchetypal criticism, as it is called. Jung
observes that cerrain images are universal; they appear in everyone's
fantasies, and, moreover, they conform to widely circulated myths. Those
myths and the images with which they correspond, Jung supposes, are the
individual's most intimate connection with the whole Jife of mankind outside
himself. In her book Archetypal Patterns in Poetry, Maud Bodkin takes these
ideas and applies them to the analysis of literacure?! She finds that cerrain
great works which she studies—from Milton's Paradite Lost o Eliot's The
Waite Land and Lawrence’s Women in Love—repeat figures and situations
that incessantly appear in folklore, myth, and classical licerature, and she
condudes that those figures and situations are indeed archetypal: They have
their peculiar power over us because they express memories of ours which
reach far out and far back from our private selves.

Whatever cbjections some readers of Jiteracure might have to archetypal
criticism on the ground that it is a misty and weak substitute for religion,
one support for the myth critics seems unassailable—that is, the peculiar
imaginative power of certain ubiquitous images which “vibrate in the
memory.” Rivers that must be crossed, gods and heroes who sacrifice
themselves foc their inferiocs, secvants and animals thar are unswervingly
faithful, and a number of other such recurrent images seem to elicit feelings
that are very powerfil and are the same for all of us, and which we would
prefer nor cor express in seraightforward, unambiguous language. Some myth
critics have succeeded better than others in locating those motives thar exert
an gnusual power and in deciphering their meaning. Certainly one of the
mosr accomplished of such critics is Dotothy Van Ghenr; her lictde book on
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Willa Cathet helps to make us receptive to the impact of Cathet’s best wotk,
and it shows why Cathet’s novels ate deeply moving 3

In the ‘fifties 2nd thereaftet, 2 vatiant on the idea of myth criticism atose.
Whereas such ctitics as Bodkin and Van Ghent dealt with literature as an
outctopping of 2 rathet mystetious “collective unconscious,” others like
Notthrop Frye and Leslie Fiedlet added to the original idea the notion that
literature also embodies gtoup aspirations and identifications thas are socially
inculcated, sentiments that pervade a whole cultute or subcultute and set
it off ftom other groups. Fiedlet tties to define this new and expanded idea
of myth in his fine essay on Hackleberry Finn, *''Come Back to the Raft
Ag'in, Huck Honey. "

I hope 1 have been using here a hopelessly abused word with scme
precision: by “archetype” 1 mean 2 coherent partern of beliefs and
feelings so widely shared 3¢ a2 Jevel beneath consciousness that there
exists no abstract vocabulary fot representing it, and so “sacred”™ that
uncxamined, irrational restraints inhibit any explicic znalysis. Such a
complex finds a formula ot pattera story, which setves both to embody
it, and, at first an feast, to conceal its full implications. Later, the secret
may be tevealed, the atchetype “analyzed” or “zllegotically™ intet preted
according to the language of the day.*?

Notthrop Frye's theoty about the way in which literature connects social
suttoundings with the individual consciousness can be gacthered from his
essay "The Critical Path; An Essay on the Social Context of Literature. In
an apptoach that sees lireratute in an enormous context of culivral de-
velopment and process, Frye points out that cultures base themselves on one
set of beliefs, “myths of concern”—ot that which it concerns everyone within
a given cultuce to belicve so as to preserve that culture—but chat they also
eventually spawn anothet set, “myths of freedom”—those less primitive
ideas that extend one's intellectual grasp beyond mere acceprance of social
duties, toward enlighrened compacison, ceiticism, and analysis. Like religion
and political ideology, literature mainly serves o inculcate myths of concern;
it incatnates the convictions that identify a culture and help individuals to
find themselves within that culture. Frye's notion of “literature” is wide,
much mote inclusive than most English teachers’ certainly, and he sees no
hope fot objective evaluation of literature, not, for that matzet, does he treat
literature as a fine art to be contemplared just for its own sake. Anyone who
disagrees with Frye's denigration of the “idolatry of atc™* will nonetheless
find good intellectual exercise in trying 1o state those objections to Frye's
briskly atgued position.

Both Fiedler 2nd Frye relate literature to the cultueal matrix from which it
grows, even though they also see it in othc. connections as well. It is not
a vety great distance from them to other critics who coacentrate more
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ditectly on the social envitonment of literature, the sociological critics. Such
a critic, who always has interesting things to say about modern literacure,
is Malcolm Cowley, whose Exile’s Retsurn enlivens our understanding of the
greac Ametican literaty wotks of the ‘twenties by showing the influence on
them of post-World War 1 social conditions’ Although the polymathic
Edmund Wilson is too far-ranging an intellect 1o be confined to any one
approach to art, his To tbe Fmland Station®’ mainly follows a sociological
line in examining the radical thought thar animated American literature in
the ‘twenties and thirties, and his Axel’s Cartle’® examines the suptanational
attistic milieu of the petiod between 1879 and 1930. Alfred Kazin is anothet
compendious intellect, bue the sociological bent of his view of literature is
shown in the title of his richly stocked and finely expressed On Natrve
Grosnds

By nature sociologists are theorizers, and since a widespread thecry among
them is Marxism, many critics who cake a sociological approach (g literature
have drawn upon Macxian theoty in their incerpretations and evaluations.
Some of these critics, like Georg Lukaés and Christopher Caudwell ®® are
avowed Communists who consciously ok cheir literaty theories 10 Com-
munist Parry ideology and to its “socialist realistic” requirement that art
discourage bourgeois actitudes and offer idealized but at the same time
credible models of socially responsible behavior. Other critics in this geoup
treat Marx's ideas academically, applying them when they seem appropriate
to the discussion of litetaty works but reserving political allegiance. One of
the most adept of such critics is Lionel Ttilling, who borrows from Maex
just as he also taxes Freud and other thinkers to combine all those ideas
with his own astute reading 2nd keen observation 50 as to form a civilized
and inscruceed sensibility.

It would be possible o extend this survey scll facther. We could examine
critics, for instance, who delve into ethics and then apply ethical principles
to the analysis of literature, or we could look at the ctitics who explore the
relations—very illuminating some of them—between literature 2nd the ather
ates, between literature and music, literatute and dance, literature and
painting. For that matter, the telations between literature and science can
often be studied fruitfully.

The Message and Teaching

In fact we have gone fac enough in this sutvey to make the main point.
That point is this: Teaclers of literature do not have to confine themselves
to the kind of question that runs, "Who did what to whom on the bottom
of page thirty?” The teacher who is equipped with an undersianding of the
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variety of intetests which literature can gratify has access 1o 2 large range of
questions that can be used to provoke and sustain students’ curiosity. Any
work will do for illustrating this point, bur take as an example this much
anthologized iyric by W. B. Yeats.

When You Are Old

When you are old and grey and full of sleep,
. And nodding by the fire, take down this book,

And stowly tead, and dream of the solt look

Your eyes had once, and of their shadows deep.

How many loved your mements of glad geace,

And loved your beauty with love false or true.

But one man loved the pilgrim soul in you,

And loved the sorrows of your changing face;

And bending down beside the glawing bats,

Murmur. 2 litcle sadly, how Love fled

And paced upon the mounnins overhead

And hid bis face amid a crowd of scars.
Trying to look at that poem in the light of the various approaches that
can be taken to literature suggests questions such as the following:

Ostensive approach questions:

1. Is it inevitable that we want more happiness out of our lives than
we can possibly gec?

2. Is i¢ crue that men and women who love ideals necessarily lose the
love of other humans?

Intrinsic appreach questions:

1. Was the woman to whom the poem is 2ddre-ed young or old when
the poem was written?

2. Is the poem in any way threatening to the woman?

3. Why is Love capitalized? Does the word tefer in any degree to the
author himsetf?

4. How could a man love a2 woman’s “pilgrim soul” but nevertheless
be called to things such as “mountains overhead™ and the “crowd of
stars”? To what do those metaphors allude?

Extrinsic approach questions:

1. (Historical) What was Ireland’s relation to England ac the time this
poem was written?
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2. (Histoty of ideas) How does the spirit of nationalism enter into
this Jove poem?

3. (Biographical) Who was Maud Gonne? What relation did she have
to Yeats?

4. (Psychological) Is this a poem by a man whe is in love ot rather
a poem by one who thinks he would like to be in love? Does the
poem in any way punish the woman? Would it be alogether
flattering to teceive such a poem? Which words come nearest to
describing your feelings after you have comprehended the poem—-
bitterness, strain, sadness, joy, comfort, satisfaction, regres, fear,
hopelersmess? Ate any other words betcer than these?

5. (Archeypal) Who was Kathleen ni Hoolihan? Does Maud Gonne, as
she is presented here, accord better with Kathleen than she does
with Miss Liberty or Btitannia?

6. (Sociological) Does the wording of the poem allow you to make any
guesses as to the social and economic status of the 1nan and woman?
What types of men might be able to fee] the emotions that are
exptressed in this poem? What types would be less apt to fee] chese
emotions?

A reacher who wanted to present chis poem to scudents would have here a
number of questions representing different enttances into the work. No
teacher would care to use all these questions, although different teachers—
quite rightly—would reject different questions. Certain questions on this list
would be uncongenial with certain teachers, others might be irrelevant for
certain students ot classes, and of course some are not central to the wotk.
{The sociological questions seem to me to miss the heart of this paticular
poem by a long way.)

But even rhough the teacher in any given situation will omit some of the
questions, still a large supply of them helps instruction. A generous backlog
gives many advanaages. The teacher can choose out of it what is just right
for teacher and students alike, and since in teaching we can rarely predict
exactly what will find students’ sensibilities, we need to feel along many
dimensions of 2 work in order to bting it within the separate ranges of
differe nt studeists who have different aptitudes and different susceptibilities.
Finally, since a good work is always a rich wark, never simple in the sense
that it properly elicits just a single, unmodified response, the teachet wants
to help students to react to its many-sidedness, and therefore asks many
guestions rather than just a2 few. .
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The material in the foregoing chaprers may be enough to eseablish a point
of view from which we can tty to answer the question, what is a good reading
of a literary work? That question is controversial, of course, and answers to
it wilt vary according to differences of opinion about what ficerature is and
whar it docs, What ! mean by a “good” reading has already been implied,
Ihope, but now [ shall tty to be explicit.

H we find a satisfactoty definition of a good reading, are we then in 2
position to evaluate any particular reading—our own, a professional crivic's,
or (most important from a teacher’s point of view) a student's—and say of
it that it is good or not good or somewhere in between? A litde reflection
suggests that we cannot give a single and definitive yes or no answer to that
question. But if we examine the question in a tentative and candid spirit, we
may come up with partial answers that will suggest some useful principles
for making our evaluation of students a Jitcle less odious and a little more fair.

Like all che arts, literature is an event-object-message; it simultaneously
presents to the reader three different sers of stimuli: an intetior happening
to experience, a palpable thing to observe, and a significance to ponder. A
reading that accords with these theee facets in a licerary work will itself
possess three correspondic g features: intensity, order, and abundance.

The feature of intensity in the reader’s reception answers to the work o3
an event, as 2 happening within the consciousness. Intensicy is the almost
fevere s fascination that we allude to when we say that 2 work is compelling
orgripping. A stoty which L. A, Richards tells about some reading that he did
aptly éllustrates the nawre of intensity.! As Richards was sitting outdoors
under a teee, he read an accoune by Captain Slocum (the figse person to sail
around the earth single-handed) of being bitten on the head by a centipede
while along in the middie of the Atlantic. Just ac that moment, a falling leaf
hit Richards in the face, and, his feelings suddenly released, he leaped out
of his chair.

Of the three features that characterize a good reading, intensity seems to
be the one it is both the most difficult to reduce to patticular behavioral
manifestations and yet the most easy to recognize. For instance, some of
Samuel Johnson's remarks on Paradite Loit, including his ironic comment
that “None ever wished it Jonger than it is,” raise 3 doubt whether he 1ead
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~hat pacticular work inteasely.? On the uther hand, Boswell's wunderful
anecdotes about Johnson's literary cunversation and his own Liver of the
Englith Poeir and other critical writings reveal a sensibility that normally
was al] afire with excitement and cuncentrated auention. Johnson himself
gave us the clue fur discovering the presence of intensity. “"No man is a
hypocrite jn his pleasures,” he unce remarked.’ Aesthetic intensity is so hard
t fake that in a schularly juurnal une can find two articles side by side 2nd,
without being able to specify the evidence, knuw that the une article was
written out of love uf the work under discussion and the other was produced
from some uther motive—an interest in ideas for their own sake, for
instance, or a desite w illoserate sume thesis about group behavive or the
transmission of culture.

But if we moust have behaviural signs of intensity, what should we look fur?
One convincing sign is a persun’s reading literatore voluntarily, fur few
peuple will keep up a schedule of active reading if they do not cherish
literature. But the crucizl indication is the alacrity to read literatore, not the
sheer velume of reading; it is a delusivn tu suppuse that a large quantity of
desultury reading is equal to the cluse study of particular works. Stories
circulate about famous people who read omnivorously, up to a book 2 day.
But such a reading schedule as that merely indicates a compulsion peurosis,
nut aesthetic intensity; it has more 0 dv with turning pages than with
reading them. YWhen we read literature intensely we try to gee inro the buok,
not throagh it. Thus the kind of volunary reading the teacher should look
for is in the student whou freely returns to a work, either by rereading it or
by revising his or her adjustment to it as jt sinks deeper intu the stodent’s
consciuusness, or by comparing and contrasting it with uther works.

Oeher signs of intensity will derive frum this willingness tw read, Since an
intense reading is always deeply felt, the student whu has read intensely
will prubably wan: w talk about the wurk, for muse of us like to explain to
others the experiences that have strongly muved us. This ubservation, of
coorse, is only true in general, and teachers will be able to think of students
whou would rather oot talk about experiences that have affected them. Even
s0, fewer people will be reluctant to write about thuse experiences, and no
one will be indifferent to hearing uthers discuss them and add jnformation
about them. A< a consequence, the teacher can be pretty sure that if an
informative lesson has been arranged about a work which the class has read,
the students who take pare (either by speaking or by listening acutely) have
read the work intensely and thuse who are bored by the lesson were also
bored by the work.

To get a clearer sense of what order in reading literature is, we need to
go back for 2 moment tw the reading episude which Richards relates. The
accident of the leaf's unleashing Richards's vivid feelings illustrates the
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intensity that is indispensable in a good reading, and in fact char accident
exposed intensity in its pure state, unmodified by order or abundance.
Richards's reading was faulty, however, because it did pot have all the
necessaty qualities. Up to the point that the leal struck him, Richards was
able o connain his feelings where they belonged—within himself. But the
falling Jeaf so surprised him that he suddenly lost the distinction between
the art work and life itself and, in a temporary delusion, mixed the two
together. Richards’s failures were his momentarily forgetting thae the book
conveyed an inner, not an outer, happening, and his behaving as if the
situation presented in the book were actual at that moment rather than
imagined.

Richacds's faulty reading exemplifies a failute in order. Order in our
reception of a work is the exact accommodation of the mind o 2} the
specificities of the wotk which cause it w0 be the particular object thar it is.
The quality of order in a reading is perhaps analogous to responsiveness as
lawyers use that term {in television serials at least} when they speak of legal
tessimony. Consider 1his dialogue.

Lawyer: Where were you the night of June 232
Witness: Watching television.

Lawyer: Where were you?

Witaess: With my gir) friend.

Lawyer: Ycur Honor, the witness is not responsive.

Just as the witness was able 10 give answers that were relevant o the
question but not responsive, so readers of a literaty work can receive it
" in ways that are relevant but not otdered. The student who, desperate w
make some kind of sense of G. M. Hopkins's poem “Pied Beaury,” spoke of it
as “Pie-Eyed Beauty” failed nowbly in order, for rathes than submir 10
Hopkins's meaning, which could have been discovered by consuking a
dictionaty, the student’s own meaning was imposed instead. Uneil that
scudent learns t0 make ordered readings, literawre will be unly a miceor
that reflects back the student’s own preconceptions, not 2 window through
which t0 Jook out at experiences that are new and different. At a simpler level
this student was making essentially the same kind of disordered reading
that, on a sophisticated plane, the psychoanalytic critic makes by reducing
an entire complex wotk by Conrad 10 castration anxiety or that 2 Marxist
critic makes by reducing the same work 10 2 message denouncing capitalistic
exploitation. Probabiy the sudent who mistead Hopkins will mend his ot
her way’s, but the two critics, their minds clouded by pattial illumination,
are likely to go on forever reading works and seeing nothing in them but
castration anxiery or capiealistic exploication.
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Atraining order seems to be more difficult for readers than achieving
intensity. Perhaps the reason is that intensity grows directly and inevitably
out of an experience, whatever it happens to be, whereas order requires that
we deliberacely and painstakingly adjust ootselves to a gives fact. Intense
feeling comes to us mote easily than otdeted observation. ln reading
literature we must have them both, however. If intensity tends toward the
excizement and vividness of experience, order yields the specificity and
pacticularity of disciplined gbservation. By itself, intensity is just another
name for frenzy, and order alone is mete attention; together, combined
with abundance, they give us the passionate setenity of acstheric delighe.

Order in the reading relates to structuze in the woik. As objecrs, literary
works are highly stractuted, but theit steucture is not like the simple form of
a lump of coal; rather it is like the intricate organization in a leaf or in a
human body. Inste=d of manifesting just cne principle of organization, the
lizerary work may arise out of multiple sets of intercefated systems. lo my
reading of Keats's “To Autumn”™ (Chapter V1) 1 huve tried to expose the
multiform structure that supports the work: Thete is the cyclical seructure
given by the season as it moves from lare summer to eatly winter; thece is
the zelated, faster progression of a single day as it goes from dawn w rwilight;
there is an organization of impulses that glide from birth through harvest
into death; there is a counterpointing of pear and far, intimate and vast; and
comprehending all these there is rthe meraphoric comparison of the uaivecse
with a loving family.

We can agree that an ordered reading will adjust itself 1o the structure(s)
of the wotk. Probably we shall also agree that in specific instances this
general principle will have 10 be applied wich latitude. For one thing, serious
readers sometimes differ in their assessments of what the basic strvctures
ate—though, more often than not, these disagreements ceally have o do with
the wording of interpretations or with a confusion of a work’s conteat with
its subject marter. rather than a major difference in two readers’ constituting
of the work itself. More importacz, few works, even great ones, are perfect in
the sense that their structures fully tealize themselves. Hamlet, Moby Dick.
Shelley's Prometheus Unbound are masterpieces, of course, bot their stouc-
tures gee fawed. for their greatness rests in the grand scope of moral
implication for which a tighdy kait structure is hardly possible. 1n these
cases the reader must, by fellow-feeling with the author and the work,
complete inwardly through constiruting what the artist could not entirely
achieve in the cutward manifestation.

The principle thar an ordered reading bases itself on the structure of the
work does not mean that the reader most consciously identify that struciore.
Jost as a music amateur can hear a modolation perfectly well without knowing
what it is or how, technicaily, it is produced, so a ceader can be open w the
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influence of structure and yet be unable to analyze it. In our own reading we
have all seen illuscrations of this fact in the works that captivate us beyond
any power of ours to explain in a formal analysis. | have found that many
lycics by Shelley and long sections of Walden invatisbly exere upon me a
fascination that far evceeds my conscious comprehension of the works
themselves. Sometimes it also happens thac 2 reading deliberarely takes up
one of the structures in a work but does not conscicusly embrace others, “"To
Autumn” is a case in point. Most readers will see in that poem the cycles of
the progressing season and the lengthening day, but fewer wili be aware of
the concatenation of images into a patrern of birth-harvest-death, and still
fewer will notice the implied comparison of the universe with 2 family until
it is pointed out to them. But even when readers detect only pace of the
structure, the rest may well be available to them at a level beneath conscious
articulation. This is not really 2 mystery, or at least if it is, it is certainly
not confined to art. The same intuitive, inarticuiare grasp of a thing is acting
when we sense, on the basis of evidence that we could not put into words,
that one student in a class is unusually happy that day and that another has
just done something he should not have done. Pascal, intrepid adventurer in
the je e sair gwoi, has expressed this point succinctly: “The heart has its
reasons which Reason does not know.” Aad in the beginning pages of Ler
Penséer be has carefully exposed the essential distinction: between artistic
and scientific temperaments as consisting in the diffecent ways that these two
establish order in their respective domains: The attistic temperament in-
twitively grasps in a single glimpse the order that inheres in a vast number
of details, whereas the scientific temperament deliberately outlines order by
sorting out the details through the painstaking application of general rules.

A reading will give certain signs that it is ordered. First of all, an ordered
reading will constitute the details of a work accurately; it will be filled both
with primary sense perceptions of objects, sounds, rempe ratures, and also
with intitions of emotional atmosphere that dertve from those perceptions.
Consider the amount and variety of such constitutings that ate sti-nulated by
the beginning lines of Edwin Aclington Robinson's “The Man Against
the Sky™

Between me and the sunses, like 2 dome

Against the glory of a wodld on fire,

Now butned a sudden hill,

Bleak, cound, and high, by flame-lit height made higher,
With nothing on it for the flame to kill

Save one who moved and was alone up there

To lvom before the chaos and the glate

As if he were the last god going home

Unto his last desite.
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An ordered reading of these lines will begin by recognizing two violent
contrasts in physical sensation: the one between the heigh:t of the hill
against the lowness of the place where Robinson stands; the other between
the scorching red light that outlines the hill versus the darkness that blots
out the flat below. The scene is a lorid, grotesque clashing of high and low,
red and black.

An ordeted teading not only constitutes the details accurately; it also pots
those details together in a comptehensiveness that allows a passage w0
become whole by oniting its parts into a total impression. In an oedered
reading of Robinson's lines, for instance, the primary sensations lead t0
impressions of esrthquake and conflageation. To this feeling-tone of oni-
versal cataclysm an ordered reading will adjust the solicacy figure that stands
high up tn the blaze of universal destruction, and out of these components it
will inwit Robinson’s ides of the world we live in—the cursed and dying
world of the Niebelungenlied and the Gotterdimmerung where the gods
themselves ultimately fulfill their wish to die.

‘This putting together of the details into a whole object requires that the
reader search the work for principles of organization. For instance, in reading
the lines from Robinson’s poem we have related the details to each other by
supposing that there is a tacit allusion to Wagner's Ring and the Norse
roythology from which it borrows. Once we sense that 2llusion, then many of
the details fall inw place—the wide and open perspective of landscape, the
collapse of the universe, the god yearning for death. {(The allusion to Wagner
helps us to see that the god's “last desire™ is, in fact, death.) Sometimes we
give the word theme o an organizing principle that sorts out the details
ina work, and sometimes we use other words, Unforiunately the vocabulary
of literaty criticism is very irregular. When the organizing principle can be
visualized, | prefer to call it a superintendent image; when ir js an idea or a
feeling. 1 generally call it a morive.

An ordered reading does more than jusr copy the texr in the mind
however, for i also furnishes the text with details which the auther has not
presented explicitly but which belong there nevertheless because they are
required for a total constiruring. We make these «dditions so paturally and
easily that we seldom realize that they are our own contributions, not the
author’s. Robinson, for instance, does not plainly say that his lines aescribe an
imagined end of the world, but we add that interpretation rarher confidenty
anyway. Some critics have gone $o far as to clairo that readers may understand
a work better than the person who wrote it. And, indeed, sormetimes, without
realizing it, we conrradict an author. Few readers of Shakespease, for instance,
conceive Hamlet to be thirty (a fact deducible from the first clown’s speeches
in V, i, 146-168) and overweight (V. ii, 287). Perhaps this example of
Harmlet puts us tight oo che borderline between an ordered reading and the
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disorder when the student’s meanings were substituted fot those of Hopkins.
If we want to read Shakespeare, we had beter take Hamlet as Shakespeare
presents him, and leave romanticizing his appearance to Ophelia; otherwise
we are not so much constituting the play as mutilating it.

Finally, a good reading is abundant. It has to be in ocder to conform with
the several dimensions of meaning in a work. Literary works possess several
kinds of meaning. They can mean in the ordinary prosaic way of giving
messages about the wocld ("Mucrder will out,” “Beauty is Truth™). Or they can
mean archetypally by awakening deep intecpecsonal associations (" Remaoving
the weeds, putting fresh soil about che bean stems, and encouraging this weed
which [ had sown, making the yetlow soil express its summer thought in bean
leaves znd bluossoms rather than .0 wormwood and piper and millec grass,
making the earth say beans instead of grass,——this was my daily work.™).
Or they can mean as actions. For instance, st 35 the action that signifies
everything when Caesar stops defending himself as soon as he sees thar one
of his atcackers is Brutws. Works can also have meaning in 2 self-refecential
way, as when Hacdy compuoses The Mayor of Casterbridge so that Henchard's
careec symmettically goes from poor journcyman hay-reusser, gradually up o
mayer, and chen through equally gradual declimarions back to hay-trusser
again. Oc self-reference may rake such intricate forms in verse as the sestina,
or it may go as far as shaped poems like George Herbert’s “The Altac™
or “Easter Wings,” in which the form that the poem takes on the page alludes
to the content.

Such a variety in the sepacate elements of meaning and in che kinds of
meaning that {ill 2 work requites prolonged and repeated mental activiry to
be actualized by the reader, and this is why serious reading of an importanc
work stretches out over a long span, sometimes even years. We go back to
works again and again, rereading the shorter ones many times in the effort
of comprehension, in the case of longer wocks rebearsing them in our minds
and frequently reviewing key passages and overall design.

Net just any response made for che sake of achieving abundance will do,
of course, because a helter-skelter search for every possible personal con-
nection with the work violates order. Bue withio the limits which the work
sets upon the consciousness, the readec hopes for enriched expecience
by discovering weighry masses of significance. According to Mencoe C.
Beardsley, the distinctive festure of lterature as compared o other modes
that employ words is the lacge place which lireratore gives to implication.’
The remarkable concentrarion of meaning in literature—and hence 2 lacge
pace of its iatensity—results from implication, which allows more thoughe
and feeling to be compacted into far fewer words than ordinary discourse
requires. This difference becomes readily noticeable if we compare two shore
passages, one unliteracy and the other Jitecary, and try to paraphrase them.

61



52 What It & Good Reading?

Here is a popular litle verse, cercainly amusing in its own way, which makes
0 attempt at compression or, indeed, literary merit of any kind.

We had a lictle Johnny.

Now Johnny is no moce;

For what he thought was H.0
Was HSO..

“Our John deank sulfuric acid, mistaking it for water, and he died.” This
thymed joke succeeds very well as humor, but it is not a serious attempt
at literature, and the ease with which it leads to paraphrase shows that one
literary characteristic which it lacks is implication (all the meaning is on the
surface) and that another missing feature is concentration (the paraphrase is
shorter than the verse), By contrase, here is a stanza, only a litle longer, of
a two.stanza poem called “Gemini” by the contemporaty poct Richard
Wilbur.$

Because poor PUER's both unsute and vain,
Those who befriend him suffer his disdain,
While those whe soub him gain his deference.
He loves his enemies 10 a ceteain sense.,

Wilbur’s verse, like the other, also has a comic intention, but cleacly it is
more than a mere joke based on simple incongruity. Bits of meaning flicker
out, criss-cross the lines, and connect with other shieds of meaning in the
poem ot with conventional associations in the readec’s mind. PUER, the
Latin word for boy, stands midway between abstraction and specific char-
acterization. The phrase “he loves his enemies” alludes to a2 memorable
sentence of Jesus' beginning "Love your enemies” (Mate. 5:44), and yet
Wilbur's qualifying phrase, "in a certain sense,” implies that PUER's love
differs from the love that moral law dicraces, that indeed it even perverts
and caricatures that love. PUER, we know, is both a snob and a toady. Still
the poem warns us not to go too far in our-condemnation. He is "poor
PUER,” and we remind ourselves, just in the nick of time pechaps, that if we
scor 0 him for being beneath us we shall have committed exactly the sin that,
in him, tempts us to despise him.

An indication of an abundant reading is that it picks up as large a
number of signals in a text as can be ordeted inro a unified object of
contemplation. The two parts of this requirement do not easily coincide with
each other. On the one hand, we can concentrate so much atcention on the
decails of a richly meaningful work that we lose the sense of its form and it
becomes a mere pastiche of themes, figures of speech, images, and so on. On
the other hand, we can make up our minds too early abour a work’s meaning
or value or even about the experience ir can provide us, and the result of our
haste may be that we ignore jusr the characteristics in the work that make it
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uniquely wonderful. We ought to find the happy medium between the
reading that deforms the work by falsely magoifying accidencal details and
the one which stips 2 work down to vacuous symbols. We have 2 better
chance to succeed if we become dexrerous in the double process of making up
our minds and aiso of keeping our minds Open to new perceptions at the
same time. With practice we improve in this subtle opertation.

Perhaps just here we come 1o 2 principal use of literature in forming the
mind, A liberally educated person has a tact for provisional closure, for belief
without bigotry. That cace is 2 valuable civiliry, one which the study of
literature may help to inculcate,
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Fhe first step in devising a teaching method is t0 determine the goal, or in
other words, to answer the question, “Why should students leacn this
subject?” The grounds for reading literature are extremely various, cunning
all the way from clims that literature provides vicarious experience, to
arguments thar it nurtures imaginaticn—which may be the ultimate basis of
teason—t0 the contention chat it imparts ideas ineffable in ordinaty dis-
course, to various escapist theories—l[ike Shopenhauer’s that says literature
is a resource humans possess to guatd theic minds against the implacable
and malevolent drifc of a crazed wocld. Still other explanations of the value of
litesature exist. Strictly, though, these arguments assert the value of particular
works, not of literature in general. Evety endorsement of the value of
literature assumes thae it is the actual reading of single, separate works
that is the good thing, not the digesting of works into our gereral fund of
information, not even the growth in our skill to read more works. It is the
particular poem or play or story that sy good and doer good; evetything
else is secondary.

This point of view is so radically different from the outlook governing
the teaching of most other subjects that we have to geasp it vety firmly in
order not to swim with the tide and teach literature in the same way that
our colleagves teach histoty and physics, for example, or that we ourselves,
quite rightly, teach grammar and composition. It may be instcuctive to
compare our wotks as teachers of literature t0 our work as teachers of the
other fields of English. If we were able in one year o tearh our students the
four works that are dealt with in the next section of this book, and if we
fele that those works had “found” those students, had moved them, had
connected with their lives, surely the maost ambitious of us would be
thoroughly pleased, even exultant. We would not lament because the students
had not read Milton or Wordsworth or odser greats.

Not so with grammar. Suppose that we had a student who knew the noun
to its depths—common nauns, proper nouns, abseract nouns, concrete nouns;
infinitive and gerundival nouns—and suppose zlso that the student fully
grasped the genitive, thue case of pronouns, parallel structure, and the
different kinds of subordinate clauses. Would we be satisfied? Indeed not, if
the srudent did not also know verbs and all the other parts of speech,
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participles, negation, agreement, degrees of comparison, and so on,’ and on,
and on.

It is the same with composition. A student who knows all about topic
sentences and has a virtuoso ability to vary syntactic steuctures still fails
importantly as a writer without also possessing the skill to use transitions
or to find accurate words for expressing ideas. In grammar and composition,
25 in most formal academic disciplines, one can hardly be said to know
anything valuable about a subject before learning a great deal about it. On
the other hand, literature and the other arts present a very different case.
Wordsworth's Jntimationt Ode and Beethoven's Violin Concerto ate good
things in themselves and by themselves, and the student who has come to
possess either one of them has once and forever secuted a substantial addition
t0 his or her mental life. If the student adds to these acquirements Milron's
“On the Morning of Christ's Nativity” or Tchaikovsky's Violin Concerto,
so much the better, but these additions are not essential to his or her art
life in the way that getting a complete view of the principles of grammar ot
of composition is essential to becoming a decent linguist or writer.

So it seems, then, that the literacure teacher’s goal for the students has
to do with individual works and not with collections of works whether
grouped according to genre, period, or theme, And with respect to those
individual works, the teacher’s goal is primarily to aid students to read them
aesthetically, as literary works, just as the music teacher’s goal is to get them
.0 hear music aesthetically and the art teacher's goal is to get them tc see
paintings and sculptures aesthetically. To eaperience these things aestheti-
cally is to experience them as event-object-meanings which fill up the whole
consciousness and shape it in aceardance with dizic own complex, intense
being. To experience them unaestheticaily is to trivialize them by taking
them us incidental recreations (a few lines of vetse 1o embellish a conver-
sation ot speech, music o give background 10 2 dinner patty, a ptint put on
one side of 2 window to balance a lamp on the athet side). Anathet way to
experience them unaesthedically is to deprive’ them of their autonomy as
objects and events in their own right and to subordinate them to something
else, us the humanities teacher does who plans a unit on immigrantsand tarts
it up with a movement from the New World Symphony, a slice of pizza, and
a shillelagh, all presented on the same level as illustrating the topic. Literature
teachers know better than to misuse art so ctudely, but even so, they are
tempted now and then to reduce literary works 10 moral homilies: Macbeth
is still sumetimes used to caution students against ambition, and Browning's
“Epilogue to Atolando™ is occasionally employed wo make them admire it.

We have already seen what an aesthetic response is; it is the pleasurable
result that occurs when attention has been arrested, prolonged, and concluded
by 20 event-object-meaning. Our job 2s teachers of literature is 10 make it
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possible for our students to read some few wotks so that their consciousness
is dealt with in just that way. That opesation is enormously complex, and,
involving the many.sided telations among teacher, student, and work, it is
unique in each case and there is no possibility whatever of putting it in 2
nushell of 2 few dozen behavioral objectives, each beginning “the studenr
willbe able to, . ." and ending " . . cighty-five percent of the tasks.” But,on
the other hand, we need ot abandon outselves 1o desperate trial-and-ecror
methods either. Reason and experience ake us at lease a ticde way.

Points That Determine Methods

To begin with, we know that three main points of reference decide our
methods. These points are: the chacacter of the teacher, the characree of the
students, und the character of the work. The teacher has personal idio-
syncrasies of taste and discernment, a patural affinity for one writer bur not
for another, for one genre or period and not another. Beyond that, the
teacher’s own scholarly teaining and personal program of reading give rise to
special familiariry with certain fields. By alf means the teacher should make
use of these strengths in making reaching plans. If che teacher has taken a

" good course in Hawthorne dut lacks knowledge of Melville, then The Scarlet
Lesteror The Houte of Seven Gablet should be chosen over Moby Dick when
the time comes 10 teach 2 nineteenth centuty American novel, or if the
weacher reads Wordswotth with zppteciation but cannot approach Shelley
sympathetically, then obviously “The World Is Too Much with Us™ should be
chosen over "Ozymandias”™ when teaching a sonnet. We choose authors and
werks that we admire and understand because we can teach them much better
than we can teach the others, a face that may partly account for the populariry
of high school electives among both teachers and students. True, a habit of
teaching our own favorite works, especially if those works fail to match our
students’ interests and abilities, can lead to eccentriciry and excess. Doubtless,
for instance, the teacher who happens to be writing a dissertation on the
novels of Captain Marryat or on insects in seventeenth century poetry may
very well ovetestimate the students’ tolerance for lectures on those subjects.
But since 2 teacher can be placed on guard against these enthusiasms thar
students will not share, the benefits involved in teaching one’s own field of
strength ate greater than the risks.

There is 2 serious danger of 2 somewhat different kind, however, if year
after year the teacher goes on offering the same works. As mentioned eaclier,
lireraty study has an element of adventure for the reader, of discovering
something new and of risking failure in the 2auempt ar discovety. Once the
teacher loses that sense of adventure, once the old familiar works Jose theic
freshness and their mystery and serve merely as protection against the need
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to study new material. the teacher no longer presents a model to students for
the adventurous aspect of reading literature. Such a teacher is no longer a
dependable associate in an intetesting enterprise, but is instead a technician
managing students’ reactions, approving some ideas, rejecting others, shush-
ing the tebellious, assigning papers, enlightening the puzzied, and con-
founding the confident. Teachers in the movies may look good doing that,
but that is no way to teach literatute.

This problem of the teacher’s getring into a rut as a consequence of
incessantly teaching the same familiar works has a simple solution: It is for
teachers o remain active in their own programs of reading literature.
Teachers who keep on reading fine books throughout their professional lives
will ot only possess a geadually expanding set of works and the competercy
to teach them, but also their mastery of the old works will be deepened
and strengthened. The teacher who regulacly offers Orhello to students, for
instarce, but who also keeps up independent reading may eventually come

.across Iris Murdoch's novel Fairly Honosrable Defeas, whete, in the character

of the scientist Julius Klein, js to be found a cwentieth centuty version of the
lago personality. It is an intriguing view of lago's character, 3 view that
emphasizes the childish malice, jnnocent as it were through emotional
ptivation, which is to be found in adults who have not matured in their
feelings about themselves or others.

The teacher may feel that other professional obligations musr come before
personal reading. Classes must be prepared carefully, there must be frequent
conferences with students, ac least some professional writing jn English
education ought ro be read, and there are all the other duties, including the
onerous burden of reading students’ compositions. There is only one way of
seeting these disteactions aside, and that is for the teacher to become
personally convinced once and for all, that of all the professional furctions,
the one thar must have priority is one’s own program of reading litecature,
Pechaps the complaint about teachers that was often heard years ago and
which still surfaces now and then—that they know how to teach but do not
koow what ro reach—has no truth whatever. Bur true or false as a general-
ization, jt indicates the reason why teachers of literature musr individually
put first their own continuing growth in their subject. Without that growth
the teacher goes stale and loses zest for a field that is no longer cultivated—
and teaching becomes a grind for teacher and students alike. No matter how
sedulous such a teacher is in macking papers, conferring with students and
parents, taking part jn professional meetings and so on, he or she is nothing
but a talented drudge, mechanically ccanking our material that each year gets
drier as the teacher becomes mote removed from the immediare experience
of reading ir. The difference between the real teacher and the mere pedagogue
is that the teacher has something to say which che students oughr to hear,
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Scudents and the Choice of Method

The second point of reference which we employ in deciding on methods—
the character of the students—=can vaty widely from gne class t0 another even
for the same teacher, who will continually need 1o adjust the content and
means of inscruction to different kinds of scudents. Perhaps che key word is
the character, not the intellectual quatity, of che scudents. for dhe kind of
petson thac one i$ has far more bearing on che experience that is gained
from a literaty work than doesone’s educational attainment or perhaps even
one’s intelligence a5 standard reses determine in. By observation of students a
teacher can confirm the face chat in liceraty study depeh of personality counts
as tmuch as incellectual briliiance. Ir is by no means always the brightest
scudents, as usually defined, who see farchesc into a literary work, and indeed
the unprompied comments of ordinaty squdents on poems and stories thar
fully engage chem are victwally idencical in thought with the insights of
professional scholars and cricics.

If the student is to constitute 2 work tichly, the teacher’s help is needed.
To some extent, an ingenious reacher can offer readiness activities which will
heighten a studenc’s powers of constituting in such ways as are recounted
by Edenund J. Farrell in his essay “Listen, My Children, and You Shall Read™
or by James Herndon in his books Tne Way It Spozed to Be and How to
Survive in Your Native Land? Tq alarger extent, the teacher can adapr che
curticulum in literature ¢o the scudents’ development. Selecting the works
for teaching with an eye to the requirements of our students does not mean
that we are lowering our standards; racher it reflects our knowledge chat
people at different stages in their lives are more ficced for some act
experiences than for others. Generally, high school teachers have dropped
Silas Marner from the cucticulum because they realize that this magnificent
book, surpassing the emotional development of most of their students,
necessarily seems dull ¢o them. On the other hand, The Scarlet Letter and
Moby Dick remain in che curriculum, for alchough they are intrinsically quite
as difficule as Silas Marner, their difficulties are of another kind and within
the young adulc’s power to mascer.

Methods in Relacion (o Subject

Finaily, the nature of our subject, literatute, has much to do with the methods
that we select. In the firse place, che licerary experience, involving as it does
both the constituting of the work and also the special aesthetic contemplation
of that wotk, is so different from cthe sort of experience habitual with
students that they will need che ceacher’s help if they are to attain it at
all. The teacher will choose activities thar focus smdents’ attention on the
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relevant and the important aspects of literzture, not the pointless and trivial.
i our daily lives, goverfied more by necessity than choice, it may be relevant
to know that the ptincipal is a stuffed shict; but in reading The Portrait of
< Lady, it is uonecessary to decide about Henty James's personality. In the
studenr’s daily life it is important, or 3¢ least interesting, to be able to surmise
that 2 teacher quarteled with her husband last night; but jr is merely dis-
tracting co ask the question whether Lady Macbeth had been married before
she became Macbeths wife. The student keatns 1o discriminate between
aeschetic experience that is banal and that which is rich according 1o the
questions, Projects, and information that the teacher offers, 20d the scudent
who has the luck to get a superior teacher will perceive that reading litcrature
is even 2 finer thing than talking about it.

In addition to helping the student to make a reading that is aesthetic, the
teacher must also provide for a reading thac specifically 2nswers to the
pasticular work, Shelley’s “Skylark™ and Hopkinss “Windhoves™ express
perf2evid urgency; Wordsworth’s “Ode to Duty” and Gray's “Elegy Written
in 2 Countty Churchyard” convey 2 calmer spisit of detached meditation. The
student, having never tead the poems before, knows nothing about cheir
feeling-tone, and therefore has no clue as tg how to address them. Here the
teacher can help, both with the information that is given and also, more
subtly, with the apptopriate methods. The discutsiveness of the poems by
Wordsworth 2nd Grzy permits 2 larger amount of lecture and free-ranging
discussion than do “Skylark” and “Windhover,” which will more fuily open
themselves to 2 different kind of teaching—to reading aloud, for instance—
and to convergent questioning. The effective teacher of fiterature fitst studies
the text o detecmine what range of expecience that text ought to produce in
a sympathetic reader, and then draws o0 a repertoire of teaching practices
for just che methods that will help the students to entertain the 2ppropriate
expecience.

To summarize the conclusions that we have reached so far: (I) the right
goal for students is to know individual works aesthetically, in themselves;
(2) the methods selected by the teacher in order to reach this goal are
condit;oned by three fzctors—the “eacher, the students, and the work, Now,
pechaps, we are ready to consider the question of methods in more Zetail.

The Two Dimensions of Literature

Since literacy works exist along two separate but related dimensions, the
teadec must attend to both. The one dimension consists of the individual
parts: the single line (fast or slow, flowing or interrupted, euphonious or
harsh), the single image (clear or misty, complete ar fragmentaty, opulent
or spare), the single word (formal or informal, connotative or denotative,
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explicit or equivocal). This dimension we can call the rexs, and the reader’s
knowiedge of it we can call rextsal awareness or, to express the particulacity
that ts involved in this kind of knowledge, micro-awareness. The other
dimension exists in the relation of these parts 1o each other (the way one
word modifies another word or image, the congruence or conflice between
figures of speech) and also in the total arrangement of all the parts intoan
intelligible pattern (the birth-harvest-death pattern of “To Autumn,” the
sun:mer-fall-winter-spring pattern of Walden). This dimension might be
called rhe formi and the reader’s knowledge of chis aspect of the work we can
call formal atcareness or, ro indicare the omnifacered tonality of this knowing,
racTO-Juare ness.

Fortunately, the most effective way to teach micro-awareness 15 also an
easy way; it is simply to read the exe aloud. This reading aloud almost
immediately gives the student a number of impressions that can be welded
together as the work is being constituted. One set of impressions is chythmic.
From bhearing the work read cortecdy che student senses the paetern of its
meter and the lacger flow of melody that embraces, modifies, enlacges that
pattern, apd counterpoints it. Here is Shakespeare writing iambic pentameter
lines in Sonnet 60.

Like a5 che waves make towards the pebbled shoce,
50 do our minutes hasten to their end,

Ir would be a pity if a student who knows only that jambic meter alter-
nates 2 weak and a loud stress were lefr alone to constitute these lines
and so belted them our tike this:

Like AS che WAVES make TOWARDS the PEBBled SHORE,
So DO oor MINutes HASTen TO their END,

The student would miss entirely the better reading thar both imitates the
slow. calin bur fierce, surge of ocean waves and also hints ar the inevicability
of growing older.

LIKE 25 the WAVES / / mike towards the pébbled SHORE,
S0 do our MINuces / / histen tn cheir END,

A sense of pitch can be added to the impressions of chythm. Here,
for instance, is an iambic pentameter line from Pope’s “Epistle to
Dr. Atbuthnot,” where there is both a distinctive melody and a distinctive
pitch.

Now crips a Lidy, and now Serues a Lord,
{N6w trips a Lidy, / / and NOW STRUTS a LORD.)

The first half of the line quick and mincing with frontal and high-pitched
vowels, the second half swaggering and slow with heavy back vowels—this
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eighteenth century Bronx cheer maliciously heckles Pope’s enemy, Loed
Hervey.

The rhychmic and ronal qualides of a work affect its meaning, often
providing speech cadences char substandially modify a propositional srace-
ment. Thus, Thoreau begins Walden in the pure Yankes guise: He spits ont a
paralleled series of factual statements; there is no warmth of feeling, no
pretense of familiarity. He and his reader stay on opposite sides of a fence
constructea of exacr scarements thar give away nothing but the lireral event,
and the personalities on borh sides remain guarded, self-sufficient.

When | wrote the following pages, oc cather the bulk of them, | lived
aloge, in the woods. 2 mile ftom any neighbor, in a house which | had
built myself. on the shore of Walden Pond, in Concord, Massachusetts,
.and catned my living by che labot of my hands only. | Jived there two
years and (wo months. At present | am a sojoutnet in civilized life again.

One can write a few paragraphs in ihor spirit, but hardly a book,
and soon—though not immediacely—Thoreau allows us a nearer approach.
By Chapeer X1V, “"Winter Visitors,” he and his readers are so familiac
thar he is willing to risk this final paragraph in che chapeer, 2 paragraph
that, read aloud, reveals in its rhychms 2 greac openness and even 2
painful vulnerability.

There too. as everywhete, I sometimes expected the Visitor xho
never comes. The Vishnu Purana says, “The house oldet is to remain at
eventide in his court-yard as long as it cakes co milk a cow, or longet
if he pleases, (0 awair che attival of a guest.” | ofren performed this
duty of hospitaliry, waired Jong enough co milk 3 whole herd of cows,
but did nor see the man approaching from the town.

When Thoreau wtore the opening paragtaph of Walden, he was noc willing
that we should see such spititual yearning in himself as he reveals here, buc
now he is on close terms with us. The crisp, angry inflection of the phrase
“waited long enough to milk a whole herd of cows™ is not direcred at us;
racher it expresses our exaspetation as much as Thoreau's against “the
Visitor who never comes.”

Doubdess the elucidations chat | have juse rried to make by refercding o
the chythms and sounds in cthe rexts are inadequate and even misleading.
That is exacly che point. In a good literary work the pruacess of qualification
and specification of meaning is so extremely complex thar no mecely critical
analysis can possibly keep pace wich it. I 1 were o arrempt to say all chat
Shakespeate, Pcpe, and Thoreau have said in the passages just quoted, then
1should have o write a literary work myself and not just commentary. But
alchough teachers cannor hope (o atticulare in words che whele cange of 2
work’s significarions, they can let che work speak for itself mecely by having it
read aloud. To a very large extent, works can explain chemselves, and we
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best serve both the works and our students by exposing them to each o her
and then quickly getuting ouc of the way.

Pechaps an example our of my own teaching will make this point. Once 1
attempted t0 teach Faulkner's short novel “Spotted Horses™ to a college
Freshman English class. It was a recitation class based mainly on congruent
questions calling for shorr, faccual answers. These answers showed thar the
students had read the stoty, rather closely indeed, but also thar they had
simply not realized that it is funny. No: knowing what else t0 do, I read some
of my favorite passages: Henty Armstid's trying to rake his pony out of the
corral and geting his arm broken, the landlady’s smashing a washboatd over
the head of a confused horse that has invaded her house, the Texan's
wrestling a horse o the ground as he alternately swears a¢ it and extols its
merits to the bidders at the auction. Soon we were all laughing.

Who is best suited to read aloud? In most instances, 1 should say the
teacher. True, some writers read their own works exceptionally well, but a
number do not. As for professional actors, they can certainly present deama
better than mosr teachers can, butas I discovered when trying ¢o find phono-
xraph recordings for the teaching units in the next section, their rendition
of orher genres of licerature ofren is more mellifiuous than insightful. One
famous actor’s reading of -the first line of Keats's “To Autumn™—"Season
of mists and mellow fruitfulness,”—raps it out in a loud, fast, joyful declama-
tion, which is surely false ro the poem. A teacher, teaching works that are
known intimately from having lived with them, will rarely make such a
mistake. Jo spite of chat strength, we teachers sometimes hesitate and ask
recordzd actors ro do something that we can do better ourselves. Pechaps
because literature gives striking form to feelings thar we are reluctant 0
confess publicly, perhaps because ir ¢alls for a vocai beauty we lack, many
of ys feel embarrassed to read aloud o our classes, and so we hurry over the
reading or avoid it alrogether. In such cases we should acknowledge that we
ate in the wrong and starr to form right habits.

The following few points may help the teacher to0 ger up nerve, beginning
with the realization that however faulty the teacher’s own reading of a
familiar work may zppear to be, it is almost certainly better than the
students’. The reading can be rehearsed as a parr of the ceacher’s prepararion
for the class, and a tape recorder can be used <o build confidence by listening
to the performance in advance. Finally, realizing that reading aloud can
become one of the teacher’s chief distinctions, iz can be delibetately cultivated
through practice or even through speech courses whicn are avaglable as a part
of professional preparation.

But should not the students be encourage . to read aloud? Well, certainly
thete are educational advaniages (0 shem in doing so. Those advantages
include 2 chance to engage more deeply with the work or passage and 0
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benefis by fully sensing its tonal and thythmic qualities. Swdents will stand to
leatn more, howevet, if theic teading has been modelled on the teacher’s
more accomplished petformance (not necessatily of the same wotks, of
course). For that reason alone there should be plenty of feading by the
teachet. In addition, it simply is not fair to ask a student to read withoutany
advance notice and preparation, for no one can read 2 wotk decently without
some practice. A means of using the oral reading of students to «ncrease
their familiarity with a wock or 2 passage is to ask a number of them two
prepare readings of it that differ with tespect o speed and sitess. For
instance, two students can prepare two different readings, one very fast, one
slow, of the opening lines of Hopkins's “Windhover™:

1 caught this motaing morning's minion, king:
dom of daylight's dauphin, dapple-dawn-drawn Falcon, in his tiding
Of the tolling level underneath him steady air, and siriding

High there, how he rung upon the rein of 2 wimpling wing

In his ecstasy!

Another two students can give a fast reading and a slow reading of the
opening lines of Hopkins’s “Spting and Fall™:

Mitgarét, dre you grieving

Over Goldengrove unleaving?

Léaves, like the things of man, you

With yout fresh thoughts care for, can you?

Another way of focusing students” artention oo the details of & work is by
explication de texte. This phrase has two meanings. One meaning, associated
with the school of New Criticism, refets to a straregy for elucidating a work
by closely scrutinizing its structure. The other, older, meaning is the sense in
which the rerm is intended here. Originally, explication de texte was a French
schoolroom exercise used in teaching literature, especially poetry. In that
exercise, the scudent was given a very few lines, two or three perhaps, and
then was requited to state all the information that would activate the
meaning and the beauty of those lines. In shore, explication de texte in this
second sense is an exetrcise in constituting.

Hete is how the exercise can operate to aid students’ micto-awareness.
The reacher gives che students a shote poem or a stanza either by wiiting it
00 the blackboatd or by handing it out in ditto sheets. The poem is tead.
‘Then the teacher calis on each person in the class, the teacher included,
t0 make one btief statement about any aspect of the poem which happens
to be of interest. Only two rules apply: (1) no one is to offer a saatement
that is believed to be silly, (2) but neithershould anyone hold back 2 statesnent
out of fear that others might think it trivizl or pointless. Repetitions are
likely and peed nat be avoided. After everyone has commented at least once,
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the teachet can ask what othet statements ought to be made, and these canbe
collected randomly as the students offet them. 1 have used fot this exercise
the following poem by Thomas Haedy.

The Fallow Deet at the Lonely House

One without looks in to-night
Through the curtain-chink

From che sheet of glistening whice:

One withoat looks in to-night
As we sit and chink
By the fendet-brink.

We do not discern those eyes
Warching in the snow;

Lic by lamps of rosy dyes

We do not discern those eyes
Wondeting, aglow,
Fourfuoted, tiptoe.

L have given this poem to ninch gtade students, college seniors, and graduate
students, and the responses have been similat at all three ievels. The three
levcls also are alike in theit omissions: Whenever 1 have given the posm |
have had to supply items #1 and #7, listed below. Ochet chan cthose two
exceptions, almost any class can ptovide the following stacements.

L. A "fallow deet™ is the European deet, like the North Ametican
animal but somewhart smallet.

2. The word ome is intetmediate berween someone and somerbhing.
This deet is not quite 2 person, bue it is not just 2n animat eithet,
as we usually think of 2nimals.

3. ‘The coziness of indoots contrasts with the cold of outdoors.

4, ‘The colotfulness of indoors contrasts with the blank white of
oucdoors.

5. Yet the deet, outdoors, has 2 spot of colot in its eyes.

6. The poem gives no hint of the deet’s sex, but one is inclined o
think of it as female.

7. “"Fendec-btink™ refets to the guatd-rail 2round z fireplace ot stove.

w

It is a fiteplace, noc 2 stove.

‘9. The poem emphasizes the difference in chatactet berween the
humans and the deet.

10. Pethaps the deet is cold.

11. !t may be that the deet wants to come in.

12. On the othet hand, the deet may be merely curious about the
insiders.




13.

14,

15.

i6.

17.

18.

19.

20.

21.

22,
23.

27.
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From one viewpoint, this poem desctibes 2 200, with the relations
of animals and humans reversed.

It is the deer’s eyes, nct the humans', that are “lit by lamps of
tosy dyes.”

The “rosy dyes” are the reflections of the light from the open
fireplace in the deer’s eyes.

Ungulaces like the deet (2nd horses and cows) have large, dack
pupils in their eyes which reflect light and serve as prisms to break
it into many colots.

It may be that the deer’s eyes, reflecting and refracting the firelight,
are the lamps which light “us” inside the toom.

It is the deer’s eyer thae are described as “wondering, aglow, /
Fourfooted, tiptoe.” The patallel szructere indicases that.

The eyes are fourfooted in the sense that the deer ts @ dumb animal,

unable to express its feelings and perhaps even unable w0 know
its feelings.

Probably humans know theit own feelings beuter than uther animals
do, but we cannot be sure.

The eyes are tiptoe in two senses: (2) the deer, an ungulate, walks
litezally on tiptoe, on its toenails; (b) this deer is tiptoe with
excited curiosity.

The humans are not certain thae there is 2 deer outside.

They bopa there is a deer at the window. They think there may
be one.

The poem combines cold and warmth.
The poem also combines privation and ease.

The deer yearns toward the humans; the humans yearn toward
the deer.

The outdoors and the inside of the house are distinet but not
absolutely divorced. The curtain-chink, the deer’s bright eyes, and
the humans’ imaginations slightly connect inside and outside.

Inside is 2 company of people, or at least 2 couple; outside is the
solitary deer.

. Humans sit and think; the other animals stand and warch.

Humans and the other higher an:nals have much in common, are
intecested in each other, but also they are too different to have
a mutual undetstanding.
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31. The deer is full of excited interest; the humans are relaxed and easy.

32. It may be that the humans inside the house understand each other
no better than they ynderstand the deer outside,

33. The deer may be just as content 25 the humans. She may not feel
uncomforeably cold.

34, Buc she may. We cannot know. )

35. It is not totally dark outside even though it is night-time. The
snow is “glistening white.”

36. The poem describes beings who are by necessity separated but who
would like to know each other,

37. The poem is both happy and sad.

Macro-awareness results when the reader’s consciousness conforms to the
event-object-meaning which makes up the whole work. Such intense awate-.
ness is obviously difficult to achieve, and we have to go back to a2 work often
before we really do achieve it. One way that a teacher can help students
t0 hold a complete wotk jn their minds is to assist them in comparing and
contrasting it with other works in a different medium that elicit similar
responses. A well-illustrated book performs just that function. In the teaching
unit on Keatss “To Autumn,” | have suggested some landscapes with which
the poem can be compated and contrasted according to their different effects,
and 1 have suggested another nature poem, Riley's “When the Frost Is on
the Pun’kin,” which contrasts with Keats's poem in 2 way t0 emphasize
some of its distinctive features. Teachers ¢can use bulletin boards effectively
for this purpose, and many teachers, after some years of service, have
callected magnificent sets of pictures which, though referred to as “ephemeral
materizl” in methods texts, are anything byt ephemeral in their effect on
students’ minds.

Anather way of helping students to attend to the whole work closely is,
when near the beginning of a unit, to ask questions that apply o the complete
struceute and chen to bring up those questions now and again in the
discussion of particular reading assignments, Thus, in dealing with 2 lengthy
novel such az Moby Dick we can ask more than once the question, “With
which of the characters do you feel the most sympathy and with which the
most antipathy?” and, depending on the section being discussed, the answer
will change from time to time until the novel is finished.

A different way of drawing actention to the wholeness of works is to yse
plot diagrams. Many dramas and some novels are organized on this
structural basis:?

~J
<
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Inttoduction Conclusion

\
Exciting Fotce

Ochet plots can be represented by different diagtams. The plot of Willa
Cathet's The Professor’s House might be showa in this way:

Mzin Action Inserted Episode Main Actiun

.................

The main action gets its focus in an episode that took place years eatlier and
in 2 man who, though dead, remains the principal actor in affecting the
fotunes of the others. .

Another way of helping scudents clatily their whele view of the complete
work is to invite them to see it for 2 moment from some outlook radically
different from theit own. As meanings, fine wotks are almost inevirably
ambiguous; they point to different conclusions that are not entirely cun-
sistent with each othet. Thus, although we read Hamler in a way that is
sympathetic to the hero's standpoint, once we step away from it a lictle we
see that be has human faults that help 0 make him the man that he is.
If a student wete asked to give a shote talk on the gaestion “Who would make
the bettee king, Claudius or Hamlet?™ che student, as well as the others in
the class, would ptobably be surptised by insights into Hamlet's charactet
that would not otherwise have been discovered. Anothet instance of ambi-
guity in the meaning of 2 work is Keats's Lamia. At one POint jn that poem
Keats asks which of the thtee main characters we should pity and gives this
answet t0 his own guestion:

What wreath for Eamia? What fot Lycius?
What foc the sage, old Apollonius?
Up’ .0 het aching forehead be thete hung
‘The leaves of willow and of addet’s rengue;
And ot the youth, quick, let ussteip fot him
The thyrsus, that his warching eyes may swim
into forgetfulness; and, for the sage,
Let speat-grass and the spiteful thistle wage
Wae on his temples.

(Patx £, lines 22I-22‘j)

‘These lines suggest that Keats himself gaw;: most of his sympathy to young

76




Finding Adeguate Methods 69

Lycius, the searcher for an impossible beauty in this world; that he pired
Lamia, the incarnation of mysterious charm; and that he scorned the
rationalist scholar Apollonius, who with his tealism destroyed the orher two,
Yer, as commentators nave noticed, this poem also hints at other, very
different, views of the chatacters, suggesting that Apollonius is the only one
of the three who, being honest, is also teally loving, and that Lamia and
Lycius ate, respectively, a fraud and a gullible weakling.

Walt Whitman notmally does not strike us as an ambiguous poet. Yet the
poem below {(Number 11 in "Song of Myself”) sets off in us two contrary
feelings—fitst a conventional stereotype and, a licele later, a humane antidote
to that stereotype:

Twenty-eight young men bathe by the shore,
Twenty-eight young men and all so friendly;
Twenty-cight years of womanly life and all so lonesome.

She owns the fine house by the rise of the bank,
She hides handsome and richly dressed aft the blinds of
the window.

Which of che young men does she like the besr?
Ah the homeliest of chem s beauriful to her.

Where are you off ro, lady? for I see you,
You splash in the warer there, yet stay stock srill in
your toom.

Dancing and laughing along the beach came the twenty-ninth
bal‘hel.‘.
The rest did nort see her, bur she saw them and loved them.

The beards of the young men glisten’d with wet, it ran
from their fong hair,
Little sgreams pass'd all over their bodies.

An unseen hand also pass’d over their bodies,
It descended rremblingly from their remples and ribs.

‘The young men float on their backs, their white bellies
bulge to the-sun, they do nor ask who seizes fast to them,

They do not know who puffs and declines with pendanr and
bending arch,

They do not think whom they souse with spray.

At first we despise the spinster who peeps through her window blinds at the
naked men bathing in the sea. For us she is the conventional old maid,
superficially a prude but secretly a libtdinal furnace. The poem soon subverts
that bigotry, however, and it leads us to symparhize and even in some degree
to admire her. She possesses a "womanly life,” is “handsome,” and is called
“lady.” And when in her dream of bliss she comes "Dancing and laughing
along the beach,” we feel ourselves ro be on her side, for we know that her
frustrared life is in a measure redeemed by the boisterous normality of her
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fanwsy. If in the first stanza we admire the men and condemn the woman,

long before the end of the poem those feelings are turned around 50 that we

lose patience with the dullacds who have no sense of their hidden lover. In’
this poem the neurotic 0ld maid has seen; the healthy young men have

not seen. -

Finally, students can be helped to see works whole if, after teading and
discussing the works once, they come back to them again later for rereading,
more discussion, 2and reconsideration. The spiral curriculum is adapted to no
subject bettet than it is to the reading of literature, for we need to make many
complex adjustments of sensibility in ordet at last to constitute an important
wotk significantly. A proof thatwe need all the time we can use to understand
fine works is that no teacher worth the salaty would claim that, having
read Macherh befoce, it need not be studied again in order to teach it well.
We spend all our lives teading certain poems, novels, and plays. By allowing
students to go back to works for rereading and reconsideration, we not only
help them to bring those works fully into consciousness, but we also develop
in them the habits that will permit them to study literature by themselves
in the way that it deserves to be swdied.

Returning to shorter works is natrcal and easy. The teacher who
understands students will know that reconsidering a lytic or shote stoty will
be profitable. Rereading longer works is more troublesome. If we give w
them jn the first encounter the careful attenton which they merit, we shall
not be likely in the same year to want to come back to them again for a
vital teading. Yet many long wotks can be fruitfully reread over a person’s
secondary and college years, and each reading can draw from earlier ones and
sucpass them. Walden, Huckleberry Finn, and Arthurian romance all speak to
every level of maturity, and students who read these works in junior high
school, in high school, and again in college have done no more than begin
an acquaintance which can profitably go on for a lifetime. Although a
thorough rereading in classof a lacge number of long wotks is hardly feasible,
those wotks need not be toally ignored after they have been taught. Simply
giving continuity to the reading of literary works is 2 kind of spiraling.
if an English class has read a selection of Shakespeare's sonnets and then
goes on to read Milton's 'On His Blindness,” sucely the teacher oughe tc ask
the students if they notice differences of form in the two writers’ work.
Such a question can be enough to keep Shakespcare fresh in the students’
minds.

Up to this point we have dealt with the teaching of works, and we have
ignoted the macter of teaching about works. There is a difference. When we
ask students to find 2 word that most accutately describes the feeling-tone
of Pope's Etsay on Man we ate teaching the work; when we tell them that
this poem is neoclassical we are teaching « 0%t the work. If we help students
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find two lines in a passage from this poem that have different patterns of
stress, we zre teaching the work; if we lecture on the heroic couplet, we are
teaching aboss the work. Teaching the work increases the swudents’ con-
sciousness of the particular piece of lirerature they are reading; teaching sbost
the wotk impares general literary or historical information which may be true
and which may gelate to the work byt which does not cause that work ro be
the distinctive object that ir is. Lirerary artists have a latge resoutce of public
information, belief, and practice which they use when they compose theit
wotks, but major artists will take material from this general, shared fund
and then put it together in a way that is distinctive of just char particulac
thing that they make when they weire one work or another.

How much teaching about works do students need in order to read lwera-
ture as well as they can? The answer 10 chis question js complex, and it must
vary from one situation to another according to the many different com-
binations that are possible of students, teachets, and works. A seventh grade
class reading in The Somg of Roland Oliver's colorful desctiption of the
advancing Saracen army does nor need much lecturing on medieval history
or metrical romance, but a graduare seminar on the same poem can use all
that information and more. Even though the specific amount of information
which ought to be given will change, on2 principle remains constant. That
ptinciple is that, barting pedants and dilettantes, teaders value the works
more than they valve informarion abour the works. As a consequence,
thoughtful teachets will confine themselves just to that ancillary information
which they think will light up the works for theit students. Furthermore,
they will not subordinate the reading of a literary work to the stdy of
peychiatey or the inculcation of a Matxist (or other} view of history or the
memorization of figures of speech.

As was shown in Chapter 11, all kinds of informarion can now and again
help us to read works well. The teacher who temembers that chis informarion
is only for use in illuminating wotks will have a rule of thumb to serve
as a guide in deciding how much of ir to teach in any particular situation.
All reachers need to remind themselves now and then that they are subjece
to intellectual vanity. Thus, we may get into a habir of thinking thar no
one can possibly tead Jiterature who is ignorant of similes and quatrains, bur
we shall be less exigent about prosopopoeia and prolepsis if we happen not
to be familiar with those terms cucselves.?
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6 Teaching the Lyric:
Keats's “To Autumn”

To Autumsn

Scason of mists and mellow fruitfulness!

Close busom-friend of the maturing sun;
Conspiring with him how to load and bless

With fruit the vines that round the thatch-caves run;
To bend with apples the moss'd cotrage-trees.

And fiil all fruit with ripeness 1o the core;

To swell the gourd, and plump the hazel shells

With a sweet keenel; to set budding more,
And still more, latet flowers for the bees,
Until they think warm days will never cease,

For Summer has o’er-brimm’d theic dammy cells.

Who hath not seen thee oft amid thy store?
Sometites whoever seeks abroad may find
Thee sitting Careless on a granary floor,
Thy hair soft-lifted by the winnowing wind,
Or on a half-reap'd futrow sound asleep,
Drowsed with the fume of poppies, while thy hook
Spares the next swath and all jts twined flowers;
Andd sometimes like 2 gleaner chou dost keep
Steady thy laden head across a brook:
Or by a cider-press, with parient Jook,

Thou watchest the last cozings hours by hours.
Where ate the songs of Spring? Ay, where are they?
Think not of them. thou hast thy music ro0,—

While barréd clouds blgom the soft-dying day,
And touch the stubble.plains with rosy hue;
‘Then in a wailful choir the small gnats mourn
Among the river sallows, botne aloft
Or sinking a5 the light wind lives or dies;
And full-grown tambs lood bleat from hilly bourn;
Hedge-crickets sing; and now with treble soft
The red breast whistles from a garden-croft;
And gatheting swallows twicter in the skies.
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Ideas and Images

The exteaordinary richness of "To Autumn™ invites imaginative speculation,
and just to keep our beatings requites that we hald or: to those characteristics
of the poem which, though obvious, are also fairly certain. One phin
characteristic is the prinkiple of organization, which is an ordering of the
details according to both the progress of the season and the progress of the
day. Thus the season in the poem advances, from the ripening in the first
stanza, 10 the harvesting in the second, and to the late autumn migration
in che chird, In addition, the poem follows the course of the day, from the
morning mists of the first stanza on to the images of drowsy relaxation
suggesting midday heat in the second « tanza, and finally to the sunset and
the swarming evening gnats of the Jast.

Another evident chatacteristic is the working of two different impulses.
One of these impulses, the note of abundant generation, is prominent in
the fitst stanza with its myriad fruit, flowers, and Lees. The other impulse,
the suggestion of decay and death, informs the last stanza, where it appeacs
in the “soft-dying day,” in the “wailful choit™ of mourning gnats, in the
crickets (which Keats thought replaced in winter the summer's grass-
hopper),! and in the robins and swallows gathering for the annual migeation.
These two impulses, one at either end of the poem, appear to be linked
10 each other in the second stanza by the harvesting, a conveniional symbol
of abundance and of death.

A last cersain point is that, for the form of this poem, Keats went back
t0 the pattern of ode which he devised in the spring of 1819, “To Autumn™
has the same tghily complex stanzaic construction, the same inherent
ambivalence, and the same elaborate development of a presiding image as the
carlier odes. The oveqall effect which these means generate is the feeling
of opulence and density, an effect that is pechaps even sitonger here than
itis in the earclier works.

At firse glance one would say that the presiding image of this poem is
an aurumn day, but that is only an approximate identification. The images
derive not only from the day and the season, bur they also originate in a
personification which suffuses the poem. We can distinguish the presiding
image more precisely by examining the fiest four lines.

Season of mists and mellow frujtfulness!
Close bosom-friend of the matwsing sun;
Conspiring with hjm how (o load and bless
With fuit the vines that round the thaech-eaves fon.

The atchetype of that image, which lay deep in Keats's mind, is sexual and
familial love.? Here the image expands to vast dimensions. The fines concern
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cosmic love-making, with the feminine avtumnal earth the “close bosom-
friend” of the masculine “matuting sun,” which in the fall begins to hover
close to the earth and seems to lie upon ir.! Their loving intercourse produces
the rich fruitfulness which the first stanza decails: apples, gourds, hazel outs,
flowers, bees, honey. Their mutuat love extends to their offspring, whom
they “conspire™ to make abound and flourish. These products of the eatth
and sun live in the warm, comfortable glow of the cosmic love that suseains
them.

The second stanza, filled with scenes of harvesting, shows cnly the
maternzl figure, who serenely broods over her teeming produce. In the third
stanza, however, which describes rhe late autumn decline of natre, the two
figures of masculine sun and fc ninine earth come together once again. The
splendid lines that celebrate their unicn are euphenious, picturesque, and
suggestive:

While barsed clouds bloom the soft-dying day,
And touch the stubble-plains with rosy hue;

The warm light of the setting sun, refiected from the cirrus clouds onto the
avtumnz| earth, fondles it and their dying offspring in 2 loving embrace
which now encompasses the death of things as earlier it had their germina-
tion. The music of autumn is 2 requiem, pot 2 dirge; it is a meek and
confident sucrender 10 love.

J. M. Murry was right, | think, in saying that the meaning of “To Autumn®
is expressed in Shakespeare’s phrase "ripeness is all”;? at least that inter-
precation is as nearly true to Keats's poem as a single assertion can be t0 an
intricate whole work. Perhaps some further exploration will suggest those
qualifications and additions that will make it truer still. The theme of cosmic
benevolence is the- main subject of this poem, and the image of that
benevolence, the intercourse of sun and earth, presides serenely and lovingly
over the death of things as well as their birth. The theme of benevolence in
the universe is primarily a philosophic conceptivn here, and consequently the
death impulse in “To Avtumn” is pot the Freudian “death instinct,” the
movement toward destruction, negation, and exttemeaggression, Instead, the
death impulse in this poem is a conscious recognition that we must all die,
and heyond that, 2 sober intition that the infinite possibilities that we find
within ourselves, or imagine that we find, are nonetheless limiwed by earthly
conditions of life, Keats dwelt upon this idea at some length in the Vale
of Soul-Making letter to George and Georgiana. Here is 2 part of the
relevant passage:

Look atthe Poles and at the Sands of Africa, Whirlpools and volcanoes—
Let men exterminate them and § will say that they may areive at eztthly
happiness— The point at which Man may arrive i5 as far a$ che paralel
[5i¢] state in inaniniate naturce and no futcher—For instance suppose a
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rose to have sensation, ir blooms on a beautiful motning it enjoys
itself—but there comes a cold wind, a hot sun—ic cannot escape it it
cannot destroy its annoyances—they are as Native to the world as itself:
00 mate can Man be happy i spire, the wotld[ 1)y elements will prey upon
his nature.

Then in the lerret Keats goes on to consider the question of how those
“wotldly elements” can be used ptofitably, and his answet is that they are a
school in passing thtough which mete intelligence is educated inco 2
self-sufficient soul,

Although "To Autumn™ does notfollow the letter in asking what is the use
of earthly limitations in 2 man’s life, still it does follow it in saying that those
limitations are good and not evil. The poem suggests that behind the
limitations, indeed within them, operates a complete system of sustaining
love. The ethic of the poem, that ripeness is all, is grounded in 2 meta-
physics of 2 love that moves the sun and the other stars.

"To Autumn” is a major achievement in its own right, and it is
additionally intesesting as the culmination of Keats's artistic development.
Considered in itself, “To Autumn” completely imegrates the grand marter
and the grand manner, 2 great subject with commensurate treatment.
Considered 2s Keats's maturest poem, it happily reconciles two different
aspects of his genius—his intense concern with ideas and his sensuous delight
in physical things, In this respect, it strikes the reader as the mark towatd
which Keatss acustic effort had been tending afl along, the prototypical
Keatsian poem.

Keats himself consciously desired to unify his intetest in thlngs with his
interest in ideas, and the mannet in which he effects that unification here
needs to be considered. He begins with things themselves—earth, sun, fruit,
and flowets—not with ideas of things. The reader of this poem feels nor
that the eatth rzands for indulgence but tather that it i indulgent. For “To
Autumn” is neither an 2ilegoty nor an analogy; it is 2 perception, and its
figures ate not emblems but true symbols, illustrations of a whole wide
system which they themselves partly constitute.

Thus the actions which the first stanza aceribuees to the sun and earth—
upening, enlatging, unfolding—are factual deeds as well as metaphorical
expressions of cosmic solicitcude. The figures of the second stanza grow so
naturally out of the real scene as to elude the artifice of personification.
The flow of chaff in the wind becomes the bright hair of 2 calm, half-reclining
wormzn, the eternal-mother, who emerges repeatedly in the stanza through
other heavily somoolent images. These data give us something seen, not
thougivt, the idea of an awful dignity in procreation,

“To Autumn™ is ctowded with ptocess, with the vital on-goingness of ali
being. Process is not the subject, however; instead it is the note of exubetant
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realicy which fills the poem and which is Keats's ceal intetest. In this ode,
as in the wnrld, process signals reality, the energy of actual being. Just in
this regard, "To Autumn” differs significantly from the ocher great odes,
"Psyche,” “Nightingale,” and “Grecidn Urn." Each of the eaclier poems
ostentatiously sets aside an -zea in which no process occurs: the eternal
goddess safely abiding jn the mind, the changeless nightingale singing
its immortal song in rhe “passing night,” the urn remaining through
generations unscathed. The goddess, the nightingale, and the urn are
changeless because they afe’ pot real, not actual beings. They are only
ideas of things and not complete things themselves. “To Autumn,” on the
other hand, fills every part of tts wotld with actual being and leaves no space
for incomplece reality.

The effect of this difference in the metaphysics of "To Auturon” and the
preceding odes {5 that wheteas the earlier poems equivocally express a
tension between ideas and things, "To Avtemn’’ discovers 2 world of toral
reality. The earlier poems oppose ideas and things; “To Autumn” derives
ideas from things. it shows all life as one vital existence and that existence
as excellent and lovable.

Teaching the Poem

The Teacher’s Preparation

A fine bibliography of scholarship on Keats, fully treated as well as carefully
annorated, is Clarence D. Thorpe's chapter, now cevised by David Perkins, in
The Englith Romantic Poets: A Review of Research and Criticssm, ed. Frank
Jordan, Jt., 3rd ed. (New Yock: The Modern Language Association, 1972),
Pp- 379-448. A short, comprehensive, and beautifully written survey is
Douglas Bush's John Keats: His Life and Writings (London: Weidenfeld and
Nicolson, 1966) in the Masters of World Literatuze secies. A longer and more
detailed life, combined with sensitive critical commentary, is Walter Jackson
Bate's Jobn Keats (Cambridge, Mass.: Belknap Press, 1963). If the teacher
plans to include “To Autumn’ in 2 unit with other odes of Kears's, two good

- collections of essays can be found in G. 5. Fraser, ed., John Keats: Odes
(Londoa: Macmillan, 1971} and in Jack Stullinger, ed., Keats’s Odes: A
Collecsion of Essays (Englewood Cliffs, N.J.: Peentice-Hall, 1968). Fraser’s
collection reprints Leonard Unger’s splendid essay on “To Autumn,” “Keats
and the Music of Autumn”; Stillinger's essay summarizes it. Finally, an
interesting “alternative interpretation” as she calls it is Annabel M.
Patterson's " "How to load and . . . bend': Syntax and Interpretation in Keacs's
To Autumn,” PMLA, 94 (March 1978), 449-457, in which she emphasizes
the threatening, sinister motives in the poem,
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Assignment

Like Keats's mature wotk generally, “To Autumn' has a sucfaze simplicity
masking profouna depths of complicated feeling. Therefore, in order to read
the poem successfully, the student will need pleaty of time and plenty of help,
and the help can begin right with the assignment. The study of “To Autumn*
should begin with preliminaty readiness work; a full period canbe profitably
employed. The teacher may want to introduce the poem by showing a picture
or two of the countryside about Winchester which “To Autumn® describes,
or by reading the passage from Keats's letter to his friend J. H. Reynolds
in which he refers tp the fine weather's suggesting the poem o him.? As
part of the assignment the teacher should read the poem or else play a
recording of it. (Neither of the two tecordings of it that I have heard is
vety good.) The teacher should ask the scudents to note unfamiliar ex-
pressions (such as clammy) during the reading so thac they can be explained
av once. In addition, the assignment period is the right time for the teacher
to desctibe the threshing process in the second stanza which suggests the
image of 2 young woman

. . . sitting careless on 2 granary floot,
Thy hair soft-lifted by the winnowing wind.

In Keats s day, as in ages past, the entire grain planits—sialks, heads, and
all—were laid out 00 a barn floor and then beaten with heavy wood flails
so as to dislodge the kernels from the rest. Then, in the ptocess called
winnowing, the whole mass was put into a blanket and tossed up and down in
the open ajr so thar the chaff—straw, in our sense-—would float off on rhe
wind and the heavier grain kernels would fall back onro the blanket. As
Keats watches the winnowing, the chaff comes to seem for him the bright
golden hair of an earth goddess. Not al! students can be expected to know
how cider is made, and so the teacher or, better, another student will need
to explain Keats's allusion to the cider-press. The assignment period will
also give the teacher a chance to demonstzate unobtrusively an advantage of
dictionaty study. The etymology of conspire allows Keats, who was 2a
competent Latin student, to suggest an added shade of meaning to the
relations between the father/sun and the mother/eatth and between them
and their offspring.

Once the difficulties that might impede the scudents’ response to the poem
have been cleared out of the way, they can be assigned to atrempr reading
the poem on their own. They should be urged ro visualize sharply; as s
stimulus the teacher can tell themn that the two lines

While batred cloeds bloom the soft-dying day,
And touch the stubble-plains with rosy lie:
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convey a clear enough pictute that shey should be able t0 deaw it, and that
the different drawings should look pretty much alike—for instance that they
should show clouds of a pacticular kind which students have often seen, that
the sun is in a pamcular place, and that even the time of day is specified, The
] studcnts need not ask themselves as they read, “What does it mean?” Rather
" each should continually ask, "What do | see?” "What do | hear and touch?”
“How do [feel?”

Presentation

“To begin with, the teacher ought to resolve not 1o degrade the class into an
oral quiz session in order to see if the scudents have “read the assignment,”
ln an important sense, only a few of the students have succeeded in reading
"To Autturn™ yét; the teacher has good reason to hope that others will be
able 1e read it in class after they have received help, The point is that, after
undergoing the best preparatory activities which the teacher can devise for
them, the students are now ready to read, to engage sericusly with the poem.
The teacher needs to give ali possible energy t help them. It is best to begln
by reading the first four lines and then asking the students what they see. If
the students’ tesponses do not adequarely bring out the main images, then the
teachet can read the lines again and ask what more is to be seen. Sometimes
the teacher may have to wait for replies; silence, if it means that studenss
are wotking through their innetmost feelings about the poem and not just
dawdling or dreaming, is a good thing.

At this early srage the discussion should establish these main points:
(1) The lines offer a landscapq which is actually seen in two petspectives;
one view is very far-disrant, distant enough 0 allow ys to see the curve of the
earth and to detect the sun above the horizon; the other view is a cloze-up
which presents the wall and roof of a fatm house twined aboue with vines,
(Thatch toofs are made of deeply piled dry reeds, as thick as two feet, and
thus they ars natural nesting places for birds and vegewtion.) (2) The sun
and the earth are seen as great natural forces verging on personality; the sun
is male and the earth female, and the two are lovers. By asking whether
they are old lovers or new lovers, the teacher can get the students to
appreciate the special quality in Keats’s overall image—the blending of
tertific, galactic-sized energy with tenderness, sustaining warmth, and calm.
(3) The image of a family—the whole cosmic family—is completed by the
vines and fruit, brought to life by the nourishing sun and earth.

Onre the students have grasped the cenrral image conveyed by the opening
lives, they should be able to respond easily to the remainder of the stanza.
The apples, goutds, nuts, flowers, and bees complete the family; chey
abundantly crown the vigor of a world-embracing affection. After the effect
of this familial image sinks in, students should be teady for the question,
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"What do you feel?” Their answets will ptobably be divetse in the patticulat
words used, but if the ceading has been successfui thus far. they should afl
point in some way both to the feelings of exuberance and of comfort which
the stanza embodies. The pedal note of the stanza is that special kind of
luxutiance which combines creation with ease.

The second stanza may not require such detailed atcention as the first.
It is a seties of easily assimilated variations 00 a theme of indolence. Ali
of these images of hatvesting toil not, neither do they spin. The students may
notice, or it may have to be pointed out 1o them, that Keats omits a salient
aspect of harvesting: the tertibly hard wotk, cetrainly the hardest that
occurs all the year on the fatm. He gives us pictures of the traditional
noonday nap and of the cidet-maker, hypnotized to sleep by the oczing drops
of apple juice. He even makes us recall that poppy seed, refined into opium,
induces sleep. But he omits—deliberarely supptesses perhaps—the pictute
of the tited thresher scratched by the grain husks cutting into his sweaty
flesh, the overworked hotses bleeding from fly bites, the exhausted field hand
standing up once in a while, Like Ruth in the Nightingale Ode, t0 ease a
strained back. Keats chooses (0 emphasize the main point—the gathering-in
—and he wholly ignores the minor point—the wotk. Only in the very last
words does a sinistet note intrude, the reminder that time flows over us and
that we are getting old, getting ready, like the harvested frust and graio, to die.

When studenis look at the images in the last stanza they should be able to
understand that the arc of feeling in the poem completes itself here, and that
the contentment in abundance in the first sranza, which modulates into
indolence in the second, in the last stanza ttansfotms itself into acquiescence
in death. The images of death are profuse, and the students should have no
trouble recognizing 2 number of them if the teacher foliows the procedure
of asking, "What is thete to see?” "What is there to hear?” “"How do those
images make you feel?” The students can catch the movement towatd death
in such expressions as “soft-dying day” and “mourn™ and pethaps in the
image of the gathering birds, If a student suggests that the bleating lambs
ate now ready to be butchered, the idea should not be rejected; it is 2
possibility. The teacher may want t0 infotm the class abour the significance
of the cricket.

The students need to attend catefully to theit feelings as they read this
stanza. Probably they will use the woed sad to describe their imptession. If
s0, the teachet can ask if the sadness is mote like the feeling that they would
have at the death of 2 tespected old man who had enjoyed a full life. or of a
youngst person who had not had a chance to do all that he might have
done. Or, mote simply, the teacher can list such -vords as the following, and
ask which are more accurately descriptive: dest iir. resistance, resignation,
sorrow. indifference, horror, outrage, nostalgia, Aisgust, weariness. Finally,
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the teacher can point out that in the image of the soft-dying day, which needs
complete visualization, the original imptession of the family appears once
again, ‘

Unless the students have more that they wane t say, explication has now
gone far enough. The 2im is 0 make the poem accessible by analyzing it,
not to pulverize it. In order to make a successful reading, what the students
must do now is to feel deeply and intimately, and that is an inner pracess
which beyond a certain point is more impeded than helped by analysis.

A full reading of “To Autumn™ must place the poem in the conrext of the
student’s thought- and feeling-lifs. The teacher can help the student to make
connections between the reading of "To Auturnn™ and other parts of his or
her experience by asking questions that elicic careful thought, questions that
vety possibly can lead to writing or, pechaps, to an oral presentation. Such
a question is “Is "To Autumn’ a natate poem?” In 2 cectain sense it is, butin
another sense it is not, and by trying to define the term “nature poem™ and to
classify “To Autumn® in that respect the student may arrive at aclear macro-
awareness of the poem. A question that may illuminate the genre is “What
causes the diffetence in how we feel about "To Auruman’ and about Robert
Frost's ‘Stopping by Woods on a Snowy Evening'?"” If the student is asked to
compare Keats’s images with James Whitcomb Riley's in "When the FrostIs
on the Purkin,” it may le.d to the discovery of the effect of concentration
and of what Keats called intensity. (Some students may honestly prefer Riley;
nonetheless, they will have clarified their own ideas to themselves, which is
the first step towards getting better iders.) From the are department the
teacher can probaoly borrow some reproductions of landscapes. If so, these
can be put up about the room and students can be asked which ones best
convey the feeling of Keats's ode. Keats appreciated painting, and the period
in which he jived was 2 heyday of English landscapes jn oils, watetcolors,
and erchings. Constable’s work, which was contemporary with Keats, to my
mind almost catches the spirit of “To Autumn,” but it is a little more literal
and photographic than Keats's poem. Earlier painters whose work Keats
knew are the Frenchmen Pugin (whose landscapes seem too class.cally “hard™
and decorated to suit the poem) and Lorrain (who is closer in spiritalthovgh
a litele dry). Of later painters, Monet serikes me as having Keats's attraction
to sweetne:s, but he is somewhat too soft and evanescent to match Keats.
Turner has Keats's energy and passion, and Cézanne conveys Keats's
immense weight and solemnity and his feeling for objects as substandial
things in themselves. Van Gogh's Cypresses is much too tortured, bue his
Bridge at Arles and the delicate Sosvenir de Mauve, showing an apple e
inbloom, share with “To Autumn” 2 sense of the world as 2n embodiment of
graciousness and joy. The teacher and the students can probably think of
other landscapes that are 2pt for comparison or contrast with the ode.
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Finally, the teacher should be ready to lead on their way those students
who want more Keats. Good paperdack selections are numerous and cheap,
and some students may be willing to buy copies if the teacher recommends
other poems by Kears,




7 Teaching the Short Story:
Cather’s “Paul’s Case”

The Fineness of Cather'’s Art

A story used to circulate about two Southern writers, both women, who
encounteted each other at a cocktail party. Said one to the other, “The crouble
with you, my dear, is, you can’t write.” Thete are, indeed, writers, including
some renowned ones, who “can’'t write” in the sense of giving {luent,
agreeable, and readily comprehensible expression to their ideas. Of the great
American authors, Melville and Faulkner come to mind as examples, and
sometimes Whitman is unnecessatily obscute and turbid. Willa Cather
belongs to the opposite class. She is the kind of artist who refuses to
subordinate craft to inspiration. However fine her conception is, she refuses
to make the thought or the incident justify itself; always it muse be fited
to an expression that not merely matches it bug reatly embodies it. With her,
as with her lifelong licerary idols James, Flaubert, and Sarah Orne Jewertt,
the inspitation of a work is justified only when it has been fulfilled by
polished and perfected execution. The following paragraph, which appears
toward the end of “Paul’s Case,” iilustrates Cather’s technical virtuosicy. Paui
has tesolved to commit suicide by thtowing himself under 2 railroad engine,
and he waits by the tracks for it to come. -

-

The cacnations in his coat were drooping with the cold, he noticed,
their red glory all over. It occurred o him that all che flowers he had
scenin the glass cases that first night must have gone the same way, long
before this. It was only one splendid breath they had, in spite of their
brave mockety at the winter oucside the glass; and it wasa losinggame in
the end, It scemed, this revolt against the homilies by which the world is
run. Paul took one of the blossoms carefully from his coat and scooped 2
livde hole in the Snow, where he coveted it up. Then he dozed a while,
from his weak condition, seemingly insensible to the cold,

It was not for nothing that Willa Cather raught high school English for
some yea= . She knows all about the devices of grammar by which she can
vividly imply mental conditions that canuot be explicitly stated in theit full
urgency, and she uses these devices with the finesse that results from total
mastery. She wants to suggest the lassitude, the indifference io his own life,
to which Paul has been reduced; therefore, to express his thoughts at this

8
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point she employs sentence shapes that are inherently otiose and languid.
Thus, to slow down the sentences to a listless, eddying movement, she
uses interrupting parenthetical expressions {*. .. he noticed,..." "... it
seemed, . . "}, a progressive vetb form rather thana simple indicative (“'were
drooping” for “drooped”), expletive constructions in place of subjecr-verb
statements (it occurred to him that” for “he thought chae,” "it was only one
splendid breath they had™ for "they had only one splendid breath™), and loose
senences instead of periodic. (The last sentence, which like all but one in
this paragraph is loose, might be made periodic and thus stronger if it read:
"Then, fr¢ m his weak condition, seemingly insensible to the cold, he dozed a
while.”) Even punctuation helps to retard the movement io chis paragraph.
The commas after wuy in the second sentence and after had in the thied are
not required either by the grammar or by the meaning; their sole function
is 10 make the passage still more lethargic and despondent.

With one exception all the sentenkes in the paragraph contain one or
more of these fearures, The exception is the sentence before the lase: “Paul
took one of the blossoms carefully from his coat and scooped a little hole
in the snow, where he covered it up.” In that instance, where Paul makes
a small gesture of self-expression, the weakening grammatical attributes are
absent, but even that sentence would be more emphatic if the word
“carefully” were placed after “Paul® cacher than after "blossoms.” a degree of
emphasis which Cather rejects, however, because it would give too heroic a
quality to Paul's pathetic commiseration for the decaying flower and himself.

In contrast to the weary, faded tone of this passage describing Paul's
depression is the third paragraph in the story, dealing with the appearance
which Paul must make before his teaciers in high school in otder to get
his suspension lifted.

When questioned by the Principal as to why he was thete Pau) sioted,
politely envugh, thet he wanted to come back to schoo!. This was a lie,
but Paul was quite accustomed to lyings found lt, indeed, indispensable
for overcoming [riction. His reachers weie asked to state their respective
charges against him, which they did with such tancor and aggrievedness
as evinced thac this was not 2 usual case, Disorder and impettinence
wete among the offenses named, yet each of his instructors felt cha it
was scatcely possible to put into wotds the ceal cause of the trouble,
which lay in 2 sote of hysterica’ty defiant manner of the boy's; and che
contempt which they all knew he felt fur them, and which he seemingly
made not the least effote to congeal. . . .

And so rhe paragraph strides on, with crisp, rather declamatory sentences Nk
thar reflect the teachers’ excited indignation and Paul’s cold but apprehensive
self-possession. Both sides in the dispute summon ali their strength, and the
paragraph narrates their tense combat with vigorous, decisive speed.

Usually Cacther directs this supple style of hers, so suited to expressing
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the nuances of consciousness, to the study of someone who imagines an ideal
of life and then struggles to realize that jdeal. The main interest in her
fiction, che pervasive interest indeed, is in characters who discover and then
tty to achieve the good life in the face of adversity. In a sense this interest
of hers is the ethical equivalent of her artistic preoccupation with making
refractoty material over into achieved form. Her heroes and herpines tty to
do much the same thing with cheir lives that Cather attempts o do with her
stories about their lives—to make them perfect, not just in outline or
intention b+* in the total fulfillment as well.

llustrations of the characters’ impulse toward imagining and then
realizing the good life can by drawn from Cather’s best-known fiction. The
title character of My Antonis isbotn into an impoverished immigrant family
dominated by 2 whining mother and a meaniy conniving brother, who wdrks
Antonia like a horse. She makes her way to a little Nebraska town whete
she finds employment as a servant girl. There she is sutrounded by
temptations ¢ waste herself in che teivialities of flirtations and flashy clothes,
Later, when 2 seducer cheats her with a false promise of matriage, she is
forced back to the bestial farm life from which she cmerged. But throughout
those tribulations she mznages to keep alive within herself an ideal of worthy
family living, and at Isst she fulfills that ideal in becoming a beneficent
wife and mother of a loving family. The same determination o fulfill an
ideal of oneself is shown in Death Zomes for the Archbishop. Archbishop
Latour preserves within himself both the giftof holiness and, what for Cather
is near to holiness, the gift for civilization—even though he has to guard
those gifts not only against the contaminations of delinquem priests and a
savage counttys but alse against the cynicism which could easily arise in a
cleric put in his position. But he does preserve them through a long and
atduous life, and he even makes them prevail; His great cathedral in Santa Fe
is the testimeny o his holiness; his grove of apricots, so hard o celtivate
in the pew country, is the lasting symbol of his civilization which achieved
mere noble tesults in his daily life.

Cather herself sometimes becomes explicit about the determination that is
required to hold fast g ideals and to make them govern one's life, Cécile, the
motherless gicl in Shadows on the Rock, looks around her as she begins ¢
prepate dinner for her father and a guest.

These coppers, big and lictle, these brooms and clouss and brushes,
were wols; and with chem one made, not shows or cabinet-wotk, but
life itself. One made a climate wichin a climate; one made che days.—the
complexion, the specizl flavour, che special happiness of each day as it
passed; one made life.)

The principal objuct of most of her characters is wo “make life,” o find
worthy purposes and then to achieve those purposes. Her villains, like
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Antonia's brother, never discover purposes thar can elevate 2 life. Most of
her heroes and heroines manage to find them and to make them work, but
there are some who fail. In her novella My Mortal Enemy, the man and wife
fail at last to make a good marriage, partly because the wife cannot allay
anxieties about her uncle and her childhood religion which she renounced.
The young man Claude in One of Ours fails because the luminous vision
comes to him roo late in his short existence. Anronia’s gentle and sensitive
father fails and kills himself because he cannor endure his son's brutality
and his wife’s crudeness.

The hero of "Paul’s Case™ both succeeds and fails, or perhaps it would be
teuer to say thar his success, such as it is, is highly ambiguous. To mosr readers
the failure will probably be more obvious than rhe success. Paul dies; in fact,
he never even has a plan to presecve himself, so that his flight ¢o New York
is not an escape so much as it is a simple running away. Furthermore, the
ideal that motivates him is certainly much flawed. Paul is an esthete in the
worst sense of the word; it is the glitter, not the revelation, of art that attracts
him. What he wants from beauty is merely the alluting sensations that relieve
the dullness of his life. The scene of his ushering ar Carnegie Hall shows
that he has no close interest in painting or in music as objects of attention;
rather he likes them because they stimulate fantasies in which he can drift.
it is the same with the theater. Only the racher sleazy actors and actresses
interest him, not the plays. This flawed ideal of art in rurn reflects 2 weakness
—-an underlying triviality—in Paul’s character, He likes the shiny surfaces of
things more than the substance of them. He scascely notices the vocalist's
singing, for instance, but he gloatingly studies her age, her possible romantic
relationship with the conductor, her carriage, the hotel where she stays.
Instead of learning to be an actor himself, he makes up stories to rell
his schoolmates about his affairs with the actresses. His triviality expresses
itself in ugly ways: He frequently lies, 20d he sneaks. Even his meager,
excessively sinuous appearance snggests slyness mixed with weakness. Intel-
lectually, physically, morally, he has no gifts at all. No one in the story likes
him; probably not even the reader likes him.

But even though we do not like Paul, still we are on his side in his battles
against his father and his Cordelia Street social environment, and even
against his teachers. Wrong as he is, nevertheless he is much more nearly
righs than <he people around hm, who, with bumper-sticker minds just large
enough to contain the thinnest platitudes, cannot conceive why he should
want to be any different from themselves. Paul's father points out for
emulation a drab young man, settled down with a dull wife, who admiringly
reveals that his boss still keeps regular office hours in his yacht on the
Mediterrancan and sends letrers and instructions to his office back in
Pitesburgh. That is as close a5 Paul’s Cordelia Street neighbors can get to
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romance. Theit nearest approach to gaiety is to joke that the red glass
pitchet with blue enamel forget-me-nots, out of which Paul’s sisters serve
lemonade. must contain some more potent beverage. Paul cannot beat these
sutroundings: the gossipy neighbors with nodiing really to walk about, che
sanctimonious miniseet, his father standing ac the top of the staits late at-
night with his haity legs protruding ftom his nightshitt (one temembers
how disgusted Holden Caulfield was at the sight of his sick old.teacher’s thin
legs). These people are not humdrum and ugly because they have to be; they
actually prefer the kind of life they have made fot themselves. They
voluntatily choose it, take ptide in it. They illostrate Atistode’s despondent
remark that some men are botn slaves.

And so when Paul opposes these people and hoodwinks them by stealing
moaey and spending it (wasting it, they would say in Cordelia Street) to
create bticfly for h'nself a world of fine, bright things. our sympathies yce
with Paul. not with Cordelia Street. In some way we admice the courage
that is implicit in his fight for happiness, and we know also that in his
fight there is some wisdom, however clouded, some vision of a better kind of
life than the one he has. Cordelia Street feels sotry for Paul: His father pays
back the stolen money, the minister intends t¢ reclaim “the poot motherless
boy.” Cotdelia Street could bettet spate its pity for itself.

Seen in this way, “Paul’s"Case™ is deeply itonical. On the one hand it
preseats a thoroughly unprepossessing character, one whom we simply
dislike but who nevertheless lays a claim to our sympathy. On the othet
hand, it gives us a community—hard-wotking. eatnest, decent—which we
come to despise. Here Cather found 2 stoty that expresses 2 complex and
profound teading of life, 2 vivid intuition of the mixtuce of good and bad in
petsons and societies. Which ptedominates in Paul, the good or the bad?
Which in Cotdelia Street? Ordinarily we imagine that we can answer such
questions, but Cather’s stoty poses them in 2 way that teases us out of
thoughi. We become less confident in our judgments, but, gu'ded by the
clinically accurate yeu softly elegiac prose of the final patagraphs, we learn
that 2ven the unlovely zre to be loved, that, as the German mystic Novalis
said, we touch heaven when we put cur hands on 2 human,

Teaching the Story

The Teachers Preparation

Although the amount of scholarly writing on Willa Cather hardly accords
with her achievement, the quality of itis high. Much good criticism of Cather
is brougnt together in an anthology called Wills Cather and Her Critics,
ed. James Schroetet (Ithaca, N.Y.: Cotnell Univetsity Press, 1967). in that
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book the essays of T. K. Whipple, E. K. Brown, Alfred Kazin, and Leon Edel
should help the teacher to arrive at a solidly based appreciation of Cather’s
atcainment. Three critics in Schroeter's collection exptess basically the same
reservation about Cather; Granville Hicks, Lionel Trilling, and John H.
Randall, 111, all chink that Cather had a weakness for smothering hard moral
problems with fantasy, Although chis view hacdly applies to “Paul's Case,” it
may relate to such popular novels as A Antonis and Death Comers for she
Archbithop, and the teacher may want to consider it if those novels are tobe
inttoduced w the class.

All the book-length studies of Cathet are interesting and valuable, but
there ate iwo very shott ones which the teacher will find especially useful:
David Luiches, Wills Cather: A Criticul Iitroduction (Ithaca, N.Y.: Cornell
University Press, 1752, and reprinted in pape ‘back by Collier Books, 1962);
and Dorothy Van  ent, Wills Cather, University of Minnesota Pamphlets
on American Weir ., No. 7 (Mioneapolis: University of Minnesora Press,
1964). Daiches's - ok is a magisterial work-by-work commentary, Van
Ghent’s an evocative 2rchetypal study. Both are elegantly expressed.

Assiganrent

Although "Paul’s Case™ is probably to long to be read in class in its enticery,
the students can be intcoduced to it in a way that is easier for them than
an assigned out-nf-class reading with no preparation. One help the teacher
can give is to precede the assignment by reading portions of the story in class
or by gesting students to read. (They will cead better and also learn more
from the experience if they are given a chance o prepare their sections
beforchand.) A first approach in zlass might be © summarize, with readings,
the part of the stoty that comes before Paul's flight o New York, and
then toask the students what soct of continuation they think Cacher will give.
That question and the d..zussion of it may help tw sustain the swdents”
private teading.

Projects

Diffetent students can be assigned pasticulas patagraphs for close reading
which they will present to the class. These questions will guide the reading:
“Exactly what do you see and fee! as you read the parageaph?™ "Aftet you
have read it a pumber of tmes, does your response change in any way?” "As
you become more familiar with the paragraph, do you find yoursell adding
anr deqails of your own to Cather's presentation?” “If you do add such details,
how do you decide that they are right or wrong?”

Students may need projects that will help them to understand Paul's
disgust with his life. In assigning and supervising these projects the wacher
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will have to be tactful so as to keep che students’ inceresccencered on Paul and
nor diverted unduly inro exrraneous social and political doctrines. A simple
project can be arranged which should make students sensirive to diffecences
in life-sryles; Have a few swudents get together and compile lists of che
mosroutstanding characterisrics thar would especially appez| to Paul when he
visited 2 fashionable residential secrion, an elegant hotel, and an expensive
depatrmenr store; then the scudents can consider an ordinary neighborhood
like Paul's and decide whardetails in his own enviconment must have aroused
his repugnance. The report on rhis projecr €an lead to 8 number of insights
that reveal Paul's special deficiency and also his particular superiority ¢o those
around him. Some students may recognize Paul's wezkness—his inordinate
fastidiousness—and they may suggest char normal, adjusted people do not
consider modest kiving ciccumstances to be inherendy disagreeable. Bur other
students may notice rhe redeeming feacure in Paul's criricism of his
neighbors, his perceprion thar our culwre is often much uglier than ir needs
to be, Not penuty but a corrupr rasre accounts for much of the ugliness that
surcounds us, and certainly ir is not lack of money thar makes oyr shopping
plazas garish and our public buildings brutal. The conclusion seems to be that
Paul is right in his condemnations but wrong in his approvals. Alshough his
hypersensitivity allows him to see the faules of his cafish neighbors, it blinds
" him to his own defecrs, his preference for such tinseled prerriness as che
hothouse flowers under glass, his special regard for precencious hiving.

Classroom Presentation

The reports on the projects can be worked into the classroom presentation
whenever they are most appropriare. An activity that oughr to ger class
discussion started zlong che right crack is for che teacher to show some
photographs of adolescent boys (these mighr be displayed on a bullerin
board) and rhen to ask how well che pictures fir the scudents’ images of
Paul. The resulting discussion, which will certainly go beyond che physical,
will help swdents to arriculate theic impressions of Paul’s temperamenr and
values, and as a resulr they will be able to compare rheir various consritutings
and chus ro augmenr them or otherwise modify chem. Although che reacher
will 00t wanr to enforce some uniform opinion about Paul, ir is likely char
one general view, with some private reservarions, will emecge, particulacly if
the discussion is allowed €0 proceed for as long a rime as the students’ in cerese
remains alive.

Once che class has gooe as far as ir can in specifying Paul’s character,
the question of evaluation will arise. Both the teacher’s and the students’
estimates of Paul need ro be carefully and tentatively expressed, with plenty
of leeway lefr for readers t0 absorb new insights and to change their minds.
Probably readers will not agree ar first, some considering Paul ro be a
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contemrptible cheaz, others seeing him as an oppressed and helpless victim,
and still others as a kind of hero. The main object ag chis stage is to get all
the estimates clearly scated so that, as the discussion continues, the students
come to see that the different views of Paul are not necessarily incompatible
with each other, and thar Cather has accomplished the difficult feas of
delineating a complex character who, though flawed, neverthelessengagesche
reader’s sympathy. The teacher can greazly help this understanding toemerge
by giving the students information about pointof view or, as it is somerimes
called, nacrative focus. In writing fiction, zuthors can select among these
points of view: There is the narrative focus of the omniscient author who
knows everything thar rakes place in the story; there is che focus of the
main-character, fitst-person natrator; the focus of the minor-figure, fitst-
person narrator; and the focus of authorial narration confined to the
facts as known by some one character in the story. The fictional technique
of point of view deeply affects the reader’s undetstanding of a character. For
instance, had Cather cold this stoty from Paul's viewpoing, we might be more
lenient in judging him than we are; if she had 10ld she story from the father's
point of view, we might be less lenient. But since she takes the omnisciens
author’s point of view and decides to give us all the facts, but no cues as o
the way we should feel about the facts, ous artitude coward Paul is informed
yer indecisive.

38
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Twain's Huckleberry Finn

Huckleberry Finn: The Kietkegaardian Dimension

The most cbvious thing to say about Huckleberry Finn is that it is a sequel
to Tom Sawyer, a sequel that exploits characters and situations not exhausted
in the easlier novel. As with Tom’s admired Dumas, Mack Twain's mulsi-
faceted stories permit alternative trearments, and the Huck-Tom fiction
develops along quite different lines in the two novels. But still, the one novel
is a sequel to the other; from it derives its ficst impetus (the discovery of
treasure) and its main characters. In the eaclier novel, Twain's open and
somewhat shifting point of view is approptiate to telling a humorous tale
about a preadolescent, all-American boy who is quaintly mischievous without
ever being deliberately bad. Bue it cannot expose cleatly the shy fugitive who
has no address and who fails to attend school, to wear decent dothes, or to
observe accepted conventions of his time and place. Huckleberry Finn
complezes the szory of Huck and Tom by changing the narcative focus, setring
itin Huck's consciousness, and thus disclosing a deep and intricare personality
that necessarily remains half-hidden amid the boyish exuberance of Tom
Sawyer.

Tom plays a much larger role in Huck's part of the story than Huck plays
in Tom's. (n the eaclier novel the shadowy and furtive Huck is much less
firmly realized chan other minor figutes—simple, credulous Ben Rogers, for
instance, or the rather sneaking Sid. 10 his own way Huck tepresents to the
townspeople the dark forces that break out malevolently jn the graveyard
mutder and in Injun Joe's terrible death. Respectable adults fear him and
forbid their children his company, and since Huck himself keeps his distance
from school and church, respecrable boys like Tom and Ben see him only on
the sly. 1o Hucklebersy Finn, on the other hand, Tom Sawyer plays a large
part. Not only does he appear prominently in the opening episodes as ieader
of the gang, but he dominates the last third of the novel wich his bustling
and romantic superintendence of Jim's escape.

Whether that conclusion seems effectual and organic will depend upon
one's interpretation of the novel and one’s assessment of its relation 1o the
earlier book. We may be able to see 2 kind of rightness in the conclusion
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of Huckleberry Finn if we cecall that che novel is a sequel, a sequel not so
much to an action as (o a sitsadion—boys’ reladions wich each ocher and with
the lacger world, In Tom Sawyer Twain had treated one side of boyhood—its
hearty chirse for excitement, jis confident seatch for pleasure, and ics
uncalculacing and joyous egocism. [n Hucklebzrry Finn he examines anothet
side—che tentative reaching toward companionship, cthe sotting out of
responsibilidies, and the woubled invesdgation of opeself and one's sur-
roundings, Huck can have very licde place in Tom Sawyer, for che mosc
distinctive features of his pecsonality coneradict che winningly cheerful
acmosphete of chat novel. Buc che situacion in Huckleberry Finn is not quice
the same. When we see Tom ac close range in the concluding episode and
coneease him with Huck, Huck not only geows in our estimation, buc certain
aspects of his chacacter and moral achievement become cleace.

Tom Sawyer should noc be dispraised in order to elevace Huck, for the
difference in cheir characeers is more a matcer of kind chan degree. Tom isat
an egocentric scage of development, and he gives signs chae, like mosc of us,
he will never endeely outgrow it. When he, Huck, and Ben Rogers cun away
from St. Petersburg to Jackson's Island, Tom's motive is ceraliation for Betsy
Thaccher's rebulf; and when he sneaks back home ac night, alchougls he is
wrung to kiss his suffering Aunc Polly in her boken sleep, sdll he does noc
leave the note chac would have teassuced her, After his spectacular entrance
ac his own funeral, he has chis rebuke from Aunc Polly (Chaptec XVIII):
"*Well, I don'c say it wasn't a fine joke, Tom, to keep everybody suffeting
‘mosc 2 week s0 you boys had a good rime, buc it is a pity you could be so
hard-heatced as to let mre suffec so.” ™ Out of ignorance Aunc Polly is a lietle
100 severe. Tom had ceally intended to puc che noce by hec bed, buc ac the
fasc moment he decided noc © in ordec to creare a more sensational
teappearance ac¢ his funeral. All his impulses go in the right direction, but
nonetheless he ultimacely subordinates anothec’s well-being 0 a coxp
de thédtre,

Il y a quelque chose dans les malbeurs de nos amis que nows ne dé plait
pas.” For most of us chac s crue. Tom can enjoy his aunc’s suffering in a
way, and even che gemie Bersy, for a while, delights in che prospect of
Tom's being flogged. Bue Huck gains no pleasuce from the misfocunes of
his fciends. Just ence he seems to, and that one oecasion reveals much about
his character, It is the dme when, aftec being separated from Jim by the fog
(Chapter XV, Huckiebersy Finn), he cicks him inw thinking thac che
incideac had only been 2 dream, noc a fact. Aftec much elabocacion of che
supposed dream and chen undetscanding chat he has been mocked, Jim
angrily and eloquently compiains chat his sorrow has been used 0 ridicule
him. Huck, hure in his wrn, pucses his pride only for a few moments before
seeing his fault and mzking a frank apology. His teaderness extends even to
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the Duke and Dauphin, for he knows that they have abused him and aze only
“dead beats™ and “rapscallions.” but still he teies to warn them of their danget
and feels "just sick™ when he sees them rarred and featheted.

If there is any peculiaricy in this difference berween Tom and Huck, then it
is on Huck's side, nor Tom's. Huck, after all, is the ourcasy; and his gtave
concern for others’ welfare and his sense of responsibility aze extreme by
almose any standard. The mob char tries © lynch Colonel Shetburn, as a
vatjation on its more otdinacy pleasures of setting fire to cats and rying cans
to dogs’ tzils, represens the stasistical mean of compassion in Huckleberry
Finn, and few characters if any—pethaps noteven Mary Jane Wilks—possess
Huck's delicaze awareness of others' chances for happiness or his conviction
that he must maximize those chances.

Tom and Huck also differ in theie social affinities. Aside from his boy
companions, Tom feels most comforrable with Becky, Mary, Aunt Polly, and
Aunt Sally—conventional middle-class fernales who, withour much characeer
of cheir own, enthustastically admize boyish ebullience. Buc Huck, who usually
responds blankly to such people,' naturally and easily associares with those
who sink below the spcial average, and also, tacher sutprisingly in the light
of his own origins, those who rise high above it. Iz is not easy to imagine
the obstteperous and light-minded Tom fiuing as contentedly into the
Grangerfotd household as Huck does. Huck is not jronical when he says aftet
the lynch mob ran away from Colonel Sherbutn, he hiruself could have stayed
had he wanted to0. In fact, he could have stayed, for he and Sherburn have
something in common that distinguishes them from the others: They are the
only ones who stand apart from the mob and feel their own identity as
separate persons. They are, in their different ways, both atistocrats.

They are not aristocrars of the same kind, of course. Shetburn, to use
Huck’s terms, is “quality,” “has blood,” and Huck conspicuously lacks these
atteibuces. Nonetheless, the special nobility of Huck's character assimilates
him more closely to the Shetburns and Grangerfords than to such middle-
class people as the Wilkses and the Phelpses. Sherburn is placed above the
mob by vittue of moral and intellectual refinement; Huck's nobility stems
from his determined pursuit of a goal that careies him far beyond ordinary
social affiliations and eventually outside the physical boundaties of the novel
altogechee. Huck's final move to the Indian Tettitory, like Abraham's
pilgtimage to Mount Moriah in Séren Kietkegaard's account, expresses a
unique spitizual adjustment which replaces the norms of social intercoucse
with a transcendent and tertifyingly immediace acquaintance with Super-
natural force. Kieckegaatd rook Abraham as the type of the “knight of faich,”
and the outlines of Huck’s experience are close enough o Abraham’s 0
suggest that he w00 belongs to this order of aristocracy, not of blood
but of spitit.2
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Movement Toward Fasth

Kierkegaard distinguishes his spiritual knights from ordinary men by their
being liftcd above a mediared relarion to the universal (which is the realm of
ethics), 10 & particular and immediate relation to the absolute {which js the
realm of metaphysics and religion). This conception, which is crucial 0 his
thought, he expresses several times, but the following passage is perhaps
the clearest statement {p. B0):

The paradox of fajth is this, that the individval is higher than the
upiversal, that the individual (o recall adogmatic distinction now rather
seldom heard) derermines his Yrelation to the universal by his relation
to the absolure, not his relation to the absolure by his relation o the
universal. The paradox can aiso be expressed by saying that there is an
absolure dury toward God; for in this relationship of duty the individual
as an individual stands relared absolutely t0 the absolute.

The demands which the absolute makes upon the_rare person who is fit
1o sustain its imperatives may not be the same as the ethical norms of
universal social experience, and so it is, in the case of Abraham, thar {p. 41)
“'the ethical expression of what Abraham did is, that he would murder lsaac:
the religious expression is, that he would sacrifice Isaac. . . ." One who must
endure such a conflice between received values and directly intwited com-
mands undergoes a terrific spiritwal transformarion which Kierkegaared calls
dread, and so Kierkegaard concludes this sentence about Abraham's willing-
ness to kill Isaac by temarking, "But precisely in this contradiction consists
the dread which can well make a man sleepless, and yet Abraham is not
what he is without this dread.”

The first step which the knight of faith rakes toward his ultimare
spiritual condition is a resignacion amounting to positive acceptance. Resig-
nation is an act in which the knight, in one intense moment, accedes to
some terrible requirement and chus concentrates for himself the whole
spiritual significance of his life. Kierkegaard emphasizes the holistic characrer
of this experience, the epitomizing, in one capital and symbolic moment, of
all that the knighe is spiritually. Thus he remarks (pp. 33-34}:

So, for the first thing, the knight will have power t0 concentrate
the whole content of hfe and the whole significance of reality in ope
single wish. If a man lacks this concentration. if his soul from the
beginning isdispersedin the multifarious, he nevercomes tothe point of
making the movement, he will deal shrewdly In life like the capialists
who invest their money i0 all sorrs of securliies, $o as to gain on the
one what they lose on the other—in shart, he is nota knight. In the next
place che knight will have the power o concentrare the whole result of
the operations of thought in one act of consciousness. If he lacks this
intensicy, if his soul from the beginning is dispersed in the multifatious,
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he will not get time (o make the movements, he will be constantly
running ecrands in life, never enter intoetetniry, fot even at the instant
when he is closest 10 it he will suddenly remembet that he has fotgoten
something fot which he must go back.

Once made, this act of resignation indelibly matks the soul, and vut of the
deead in this tectible moment evolves a calm (p. 36): “In the infinite resig-
nation there is peace and rest. . . .~ But even though toral resignation to the
absolute’s decree, with its separaton from the comfotts of conventional
wisdom and expetience, is a remackable and distinctive ace, still it is
supplemented in cases of highest spititual development by one futthet
movement of the soul. When discussing this furthet movement, faith propet,
Kietkegaard almost always invokes the absued. The final movement of faith
is a settled conviction, not just a velleity ot a fantasy that, in face, all will be
well, that the violation of received and intelligible notms has 2n ultimate and
infinite tightness. In the case of Abraham, about to plunge the knife jnto
Isaac, his faith was the absurd tettainty, even accompanying the terrible
pain of his act, that he would not tealiy lose his son (p. 46): “All that
time (of the joutney) he believed—he believed that God would not tequire
Isaac of him, whereas he was willing nevectheless to sactifice him jf it was
required. He believed by vitcue of the absurd; for there couid be no question
of human calculation, and it was jndeed the absurd that God who required
it of him should the next jnstant tecall the tequitement.”

Kietkegaatd's outline of the knight of faith's progress shows three main
phases: {1) The knight confronts the whole spitieual significance of his life in
one dreadful moment. In that moment the absolute t2quires from him some
shockingly painful capitulation to a demand which afftonts the moral
decencies that he previously had ccusted. (Abraham must kill lsaac.)
(2) Although agonized by his situation, the knight acknowledges the supetiot
wuth of this call, freely assents to the tequirement, and thereby finds peace.
(Abraham resigns himself to the command.) (3) Beyond this acceptance of
the dreadful sactifice, one mote act temains. It is the conviction, in spite of
all appatent conteadiction, that the tight ocrdet of things is preserved. (Even
as he goes about the sactifice, Abraham believes that he wili not lose Isaac.)

Huck's Spivissal Development

When Twain wrote Huckleberry Finr, his mind seems to have moved in 2
ditection parallel to Kietkogaatd's, fot Huck's spititual development recapitu-
lates the- main stages of Abraham's, The equivalent for Huck of Abtaham’s
test ovet Isaac occuts in Chapret XXI; it is the ctisis of deciding whetbet to
send Miss Watson the lewet that would tetutn Jim to slavery. Afiet weiting
his lettet, Huck tecalls the teip down the tivet and remembers the touching
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proofs of Jim's affection. At that instant he glances at the lerter, and he
recognizes the overriding symbolic significance to him of the decision that he
musz now make.

It was a close place. I cwok it up and held it in my hand. 1 was 2
trembling, bucause I'd got o decide, forever, betwixe two chings, and |
knowed it. ] studied it fot a minuce, sort of holding my breath. . ..

Then, like Abraham, he renounces conventional morality (retuzning Jim to
his ownet) and deliberately resigns himself to the command that appears
to him and all ics spiritual consequences.

. . .and then 1 says to myself:
“All tight, then, Tll go to hell”—andg tore it up. It was awful thoughts,
and awful words, but they was said.

Then Huck tzkes the final step which makes him a knight of faith: He
affizms the rightness of the spititual scate to which his decision about Jim has
brought him. ln the next sentences, restricted zo the language that he knows,
Huck speaks of himself as a petpetual delinquent. But these sentences teally
stress meekness, not rebellion; they proclaim Huck's firm attachment to a
mode of living which he recognizes to be the tight ane for him, however
much the common view may contradict it. Having successfully passed his
crisis, he affirms his spiritual sanity and independence, his special telation to
the absolute:

And let them stay said: and nevet thuught no more zbout teforming. !
shoved che whole thing out of my head; and said | would ke vp
wickedniess again, which was in my line, being brung up to it, and the
othet watn't.

Certain aspects of the novel take on special significance when they are seen
ftom the standpoint of Huck's spiritual arrainment. The [ast episode contrasts
Huck and Tom and the life-styles which they illustrare. Tom's soul, joyous
and egocenttic, js dispersed in the multifatious excitements of his escapade;
Huck, concentrated on a single dedication, moves jn a stzaight line toward his
own and Jinv's freedom. Deeply cemented into the social stzuctuze, Tom
acceprs withour question the morals of his time and place. From the
beginning he knows ahout Miss Watson's will, buthe pretends to ser Jim free,
innocently yet bturally careless of the immotality of his practical joke.
Although Huck lies as much as Tom, he is incapable of such gross deceit
Having faith, in the Kietkegaatdian sense, that freeing Jim is ultimazely
tight, regacdless of conventional moral views, he acts wholeheartedly. In fact,
Huck'’s faith is justified in much the same way as Abraham’s, Jor jusr as God
at the last moment remits the command to Abraham, so finally & appeats
thas Jim's freedom has acquired social (legal) stamus through Miss Wartson's
will.
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Twain does nc2 use this implied contrast to disparage Tom, whao is a “good
boy™ in the conveminnal and agreeable sense. Rathet, the contrast works to
show that Huck, who certainly is not a “good boy,” is altagether a diffecent
and uncommon breed of man. When Twain wrote Huckleberry Finn his
sympathies were still wide, but aleeady he gave hints of the direction his heart
would go as, in the later years, it darkened and hardened.

A notc of the knight of faith is inwardness, and 2 characteristic which
Huck shares with the other bona fide aristocrats of the novel—Shecburn,
the Grangerfords, and the Shepherdsons—is the ability to set himself apart
from his envitonment, even to sec himself as opposed to it. Huck and the
socual aristocrats are nor naive egoists like Tom, but they have a more acute
sense of their own identity than the uther characters have. The Duke and the
Daophin, false aristocrats, closely link themselves to the world by making it
their prey; the Wilkses, Phelpses, and Tom and his family weave intricate
bonds of affection and good works between themselves and others; the
Arkansas hillbillies never sormount a swinish congeniality with their im-
mediate surroundings. But Huck and the other aristocrats refuse to sink intw
unzeflecting dependence upon Circumstances.

Huck merely resembles the social aristocrats, however; essentially he
differs from *hem almost as much as he does from Tom. His inwardness,
which is spititual rather than social, goes fac beyond the other aristocrats’
aloofness. This inwardness, like Abtaham’s, is a special relation to the
absolute, and since that celation is incommensurable with anyone else’s
experience, ir sers the knight of faith apart from his neighbors. Kierkegaard
discusses this separation in a lengthy chapter ("Problem Iil: Was Abeaham
ethically defensible in keeping silent before Sarah, before Eleazar, before
Isaac?”}, and his point is that Abraham cannot cross the spititual gap
between himself and others simply because the ordinary person cannut
possibly understand his climactic experiences.

So the knight of faith retires from social intercourse in otder to take up
another communion, and Huck's [ast sentences are: “Bot | reckon 1 got to
light oot to the Territory befuie the rest,’ becavse Avnt Sally she’s guing to
adopt me and sivilize me and 1 can’t stand it. [ been there befote.” Huck's
voluntary withdrawal is not alienation; rather it is voedience. Huck has no
grudge against civilization, but having “been there before,” he knows that it
interferes with his awn special call. He leaves social, even personal, relations
therefore by choice and i from any sense of loneliness or rejection. Hock's
rewatd fot having passed a great spiritual crisis is that hecan now confidently
take what he has Jearned to want,

Knights of faith are God's slaves but not men’s. Since their vnquestioning
fidelity in the one world totally liberates them in the other, they are prime
mythic and epic material. They address the imagination by -perfectly cepre-
senting certain maximom ideals of behavior because, being wholly free ceally
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to achieve those ideals, they actually embody them. Loaer though he is, Huck
comes to incatnate, before the novel is finished, an ideal of civility which
Lionel Ttilling calls community* bur which, without stretching terms, may
alsobe called love. That Huck has leacned to love becomes apparent when his
attitude toward adules at the beginning of the novel is compared to his
feelings about them later. At the outset he is cheekily contemptuous of the
Widuw Douglas and Old Miss Watson, and his descriptions of their manners
and beliefs is frankly mocking. He softens nothing in the poriraic he draws of
his degenerate Pap, and he does nor even wrust Judge Tharcher enough to
explain to him phinly that he wants him to obuain legal possession of
Huck's share uf tite treasuce money in order to safeguard it from Pap. He
cheerfully cooperates with Tom to victimize Jim with low tricks that cobhim
of adule dignity and bring him down to the boys’ own level.

But by the middle of the novel a change in this distrustful atitude toward
aduits has come about. To be sute, Huck never becomes sentimental, and he
still finds many atound him to despise and suspect; mainly he lies, for
instance, in order to protect himself from such human predatots as the
robbers in the Walter Scozt and the men who hunt the river for escaped
slaves to capture and retuen for teward money. So, although Huck's srandards
of decent conduct prevenr him from accepting the shiftless loungers in an
Arkansas river town or the lynch mob, still he can see thtough the bungling
ineptitude of Uncle Silas to the essential sweewness and strength thae lie
beneath (Chapter XXXVII): “"He was a mighey nice old man. And always
is.”” A miore striking sign of Huck'schanged attitude is his outright admiration
fur Colonel Grangerford and his handsome sons, and for the courageous
Colonel Sherburn, who stands off an entite mob. They become heroes to
him, models for gallantey and spirit, He manages to adapt those atistocratic
virtues ro his own humble circumstances when he counteraces the machina-
tions of the Duke and Dauphin so as to protece Maty Jane Wilks, another
adult whom he honors.

The experience that taught Huck the capacity to respect desesving adults
racher than avtomatically despising chem all is the life with Jim on the river.
As rhey float along, “borrowing™ fruit and vegetables and an occasional
chicken, fending off slave stealers and other crooks, delighting in the idyllic
contentment of free conversation varied with a smoke and 2 swim, Huck
gradually and insensibly becomes closely atrached to Jim. Thar attachment
goes much farther with Huck than any relationship that he has entered
before. It goes so far, in fact, as to become a dependency relationchip, a
condition in which Huck's happiness depends upon Jim's approving h . and
his actions. Huck first discovers how much has has come to npend Jim’s
approval in the previously mentioned episode in Chapter XV, when Jim
tebukes Huck fur making 2 fool of him. Often before in the novel, Huck has
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been reprimanded by an adult, but previously he has always withstood adule
criticism—Pap’s, Old Miss Watson's, and others'—-with smirking mockery.
With Jim, however, he acknowledges, for the first time, chat his happiness
depends upon another being. “It was fifteen minutes before | could wotk
myself up t0 go and humble myself to 2 nigger-—but I done it, and I warn't
ever sorry for it afterwards, neither.” After that first occasion when he
accepts rather than resists a serious ¢all to love and the duties that love
entails, Huck's self-identification and self-definition advance rapidly, for he
can respond to others along an entirely new dimension. His past experience
protects him from being duped by (he charlatans he meets, and his newly
acquited desire to get the approval of chose he likes opens up to him models
for his own development. So he is able to absorb into his own emerging
character the aristocrars™ self-sufficiency, Jim's delicacy of feeling, Uncle
Silas’s long-suffering, Aunt Polly's respons:bility.

Huckleberry Finn is both serious and cheerful. It is 2 novel sbout growing
up which describes an unusually successful case of soul-making. Although e
sees jts subject in much the same way as Fear and Trembling, it complements
that wotk by featuring the joyousness, contentment, and growth which
Kietkegaard acknowledged a5 the knight's final lot, but which he mainly
ignored in attending to the spititually appalling process by which the knight
ateains his ultimate communion.

Teaching the Novel

A Special Problem

Huckleberry Finn has always been, for one reason or another, a dangerous
book to teach. It is dangerous enough that some teachers stay away from ic
altogether except t0 put it on their lists of recommended or supplementary
readings. But Huckleberry Finn is not in the same category with the licentious
Miller’s Tale, which Chaucer tecommended the reader to sec aside, if jt
offended him, and choose another. For in American literature there is no
other tale to choose thar has the status of this novel, and perhaps no other
tale whatever that expresses so powerfully 2nd wisely some of the mostbasic
issues concerning freedom, human dignity, and personal responsibility. In
addition, it is one of the most teachable of the great wotks; one does not 5o
much teach it as merely give it t0 scudents.

Nonetheless, in the present social condition, the book offers a special
teaching problem that will be difficuli in nearly all situations, but which will
be insuperable in others, in which the teacher will have 10 forego this great
novel, however regreifully. The problem is Twain’s depiction of an actitude of
condescension, which he himself did not shate, toward the black-—an attitude
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in which the black himself was caught up. The problem is illustrated at a
simple level by use of rhe word migger, which appears faicly often. )f that
were all, then the difficulty could be overcome easily encugh by the teacher’s
pointing out the fact that, histotically, words go upand down in respectabilicy
and that in the period covered in Hxckleberry Finn, niggerdid not necessatily
express opprobrious ~onnozations among the people who used it: Jim himself
says the word in refecring to blacks. Unfortunately, however, there is more to
it than that. The chief chiraceers in e novei ceally do consider blacks to be
an inferior tace, and the evidence goes beyond the occasional use of 2 now
offensive term. The kind and generous Aunt Sallv asks Huck if anyone was
hurt ina steamboataccident (Chapter XX11), and when Huck replies ™ "No'm.
Killed 2 nigger.’ “she says, ™ “Well, it’s lucky; because symetimes people do get
huet.”” In a moment of exasperation with Jim, Huck himself says, “You can't
learn a2 nigger to argue.” (Chapter X1V), and when he sees Jim suffecing
because of his separation from his wife and children, he wondetingly remarks
(Chapter XXIII}, “and | do believe he cared just as much for his prople as
white folks does for thee'n, It don’t seem natural, but | reckon it's so.” Even
Jim seems to respect his own race less than he does whites. If 2 man spoke
French o him, im would ™ “take en bust him over de head. Dacis, if he warn't
white. " (Chapter XIV).

This racist bias which runs all through the novel is one aspect of Twain's
pervasive itony. Thus Aunt Sally, a thoroughly decent woman who treats her
black skaves with the same rough bug kindly indulgence which she accords
everyone in her family, is nonetheless incapable of the theoretical notion that
the races are humanly equal, and Huck himself can only account for Jim’s
merit by supposing that he is greatly superior to the average of blacks (as
indeed he is, and to whites too—though that reflection does not occue to
Huck). The irony in Twain's description of racial relations reaches ies height
of sinister complexity in the Jase chaprers of the novel, the ones that recount
the effort to free Jim. Huck, understanding only the surface of the episode,
supposes that the “"good” Tom Sawyer is actually bent on the crime of frecing
(or stealing) lim, an act so vicious in Huck's mind that even hie ateempes it
fearfully. Bur what Huck does not know—and Tom does—is that Jim is
already free, having been ser free by Miss Watson's will, and thus char Tom
is doing no wrong except to practice upon others™ credulity so as to enslave
a free man. Then, when all the faces come out, Huck is celieved—relicved
because he understands at last that Tom was not a bad boy like himself, a
"nigger srealer,” after all! Irony indecd.

If Auoc Sally and Tom and the rest were merely nineteenth century
versions of Archie Bunker, no teaching problem would arise, for our students
would understand easily enough the simple paradox of mildly vena) people
who do not see their surroundings accurately because of prejudice. But Twain's
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chacactets are not Archie Bunkers, and his novel does not deal in hatmless
banalisies. In its treatment of the race question, Huckleberry Finn will almost
certainly offend some students; some particular action or statement of
opinion, even though Twain himself despises it, will so outrage them that
they will be unable to judge it dispassionately in its context and see it for
what it is, but instead will condemn the whole novel and its author for
bigotry. A treatment of racial tension which takes account of many different
facts and social enviconments and many points view is almost cercain to give
offense to some, just because it is many-sided, for stcongly committed people
do not always welcome a complex and jronical discussion of 2 moral jssue
even when that discussion supports their own ptinciples.

If a teachet knows that the students are tense about the issue of race,
then it is better not to tty to teach them Huckleberry Finn. It is a question of
readiness; students who cannot take a serious stand on a moral question and
at the same time realize that this stand can be suppotted in more ways than
one are not intellectually ready for this novel. Teachers should not judge
students hatshly, for combining commitment with tolerance is never easy.

In many cases, for instance in large city high schools where there is a
mixed ethnic population and where racial relations are sttained, the teacher
should probably not even consider this novel for classroom use. On the other
hand, Hucklebersy Finn is so great in itself and, batring the possible mis.
undetstanding of Twain's attitude toward race, so well suvited to swdenss’
capacities and needs, that a high school teacher will at least want 10 try
10 inwoduce it if there is a good chance for success. The attempt can best be
made by straightforwardly desctibing the problem to the students and
honestly leaving them to decide whethet or not to read the book. The teacher
should mention Twain's use of the word migger and explain that Twain's
charactets, not Twain himself, use it. lt should be explained that even the
normally civil chatactets in Huckleberry Finn were unable to conceive of
blacks as equals with whites, and that Huck’s own eventual transce ndence of
this attitude is incomplete and expressed in words that offend 2 modern
reader of liberal views. The teacher should also explain why it is desirable to
read the novel with them in spite of these disagreeable features. Finally, 2 few
students can be asked to read the novel beforehand, or pacts of it, for the
rest of the class and give advice. Then the class should be ready to decide. If
teachers use this same procedute with other potentially controversial wotks,
they will be able to avoid selections that are unteachable in class because
of a content that students cannot yet handle.

if the teacher can successfully get through the painful duty of pteparing
students for encountering the racial aspect of Huckleberry Finn, then
everything else will be pure delight. There are many points of entry into
this novel, and they all wock. The following paragraphs suggest some
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approaches, but every weacher who likes this novel will think of different
ones, and still other ideas will quite possibly spring up in class, spontaneously
offeted by students.

The Teacher's Preparation

The quantity of writing on Mark Twain is so great that the nonspecialist
can only sample it. A collection of essays by various writers is Guy A.
Cacdwell, ed., Discussions of Mark Twain (Boston: D. C. Heath and
Company, 1963); another is Henry Nash Smith, ed., Mark Twain: A
Collestion of Critical Essays (Englewood Cliffs, NJ.: Prentice-Hall, 19¢3).
Both books bring together very good writing, and between the two books
only one article is tepeated. There are two casebooks on Huckleberry Finn:
Richard Lettis, Robert F. McDonnell, and William Morcris, eds., Hsck Finn
and His Critics (New York: Macmiflan Company, 1962) and Hamlin Hill and
Walter Blair, eds., The Art of Huckleberry Finn: Text, Sonrces, Criticisms
(San Francisco: Chandler Publishing Company, 1962). These two publications
give the text of the novel, a sampling of criticism of it, and lists of questions
w0 focus teflection and writing. They ate useful to the teacher because
they provide good criticism and also because they offer ideas for approaching
the novel in class. An acticle not jncluded in any of these collections but well
worth looking up is Cleanth Brooks, “The Teaching of the Novel:
Huckleberry Finn" in Essays on the Teaching of Englisth: Reports of the
Yale Conlerences on the Teaching of Enplish, eds., Edward J. Gotdon and
Edward S. Noyes (New York: Appleton-Century-Crofts, 1960), pp. 203-215.

Audioviszal Aids

Out of the ample field of audiovisual material on Huckleberry Finn, the
teacher should cerrainly not miss Hal Holbrook's splendid reccrding called
Mark Twain Tonight (Columbia Records, OL5440). This tecord is fine
enterrainment, but it is also vital, deeply sympathetic criticism. Take,. for
instance, the section in which Holbrook imitates Matk Twain, on the lecture
circuit, reading from his own Huckleberry Finn. The delicate, subtle shifts
and dodges in the narrative point of view ate made palpable for all as, in the
prime of his own creative life, Holbrook imitates the aged Twain's tepre-
sentation of the thirteen-year-old Huck as he mimics his depraved Pap. The
truths of Huckleberry Finn come to us strained and putified through layet
vpon layer of prejudice, experience, judgment, teservation, and tevision,and
we ourselves never know just where we stand as we watch Huck picking his
way through the labyrinth toward self-discovery. All this complicarion in the
discovery of truth, and io the truths themselves which are the object of che
search, Holbrook is able to make plain, not by analysis bur by immediate
preseatarion.
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The teacher will probably want to select some visual aids which show the
Mississippi River Valley in Huck's time——and i0 our own time, since the
immemorial as well as the fleeting quality of the river enters into Twain's
theme. Students can certainly be recruited to do some of the work of selection
and presentation. In their social science studies and in their casual reading
they can be on the look-out for appropriate illustrations, and in addition
some of the projects and activities which appear below should lead them into
relevant material of different kinds. In his painting Huck Finn and Nigger
Jim, Thomas Hart Benton finely evokes the warmth of thorough truse, and if
the teacher can get a copy of it, the picture will make a central item for a
bulletin board. Incidentally, a scudent who reads Huckleberry Finn closely
may be able t0 catch two small ercors in detail which Beaton makes: Jim
should have a “haity breas’,” and the steamboat in the background, which
must be going upstream since a raft ficats past it in the opposite dicection,
should be hugging the river bank rathet than pushing up che middle.

Oral Work

Oral work, for classes that are adept ac it, is anocher entrance inw
Huckleberry Finn. Many chapters are ideal for reading aloud both by the
teacher and by the students, if they are ready for it and have been given such
help as listening first to the teacher's oc Holbrook's reading and have been
told in advance that they will read. Impersonating Huck requires thoughtful
consideration of his character, for his speech combines cynicism with the
special innocence of a boy who is both ignotant and intelligent, timid but on
occasion brave, disteustful bur generous. A number of the episodes can lead to
role-playing and dramatization if che teacher and the class are €qual to those
procedures. Huck’s trying to imitate a girl (Chaprer XI), Huck's spYing on the
robbers in the Walter Scotr {Chapter XII}, the Dauphin's “working™ a camp
meeting (Chapter XX), the rehearsal by the Duke and Dauphin of a
performance (Chapter XXI), and Sherburn's repulsing of the mob and
Huck's visit to the circus {Chapter XXII) are only a few of the many incidents
that allow dramaric treatment. Girls will find opportunities for role-playing
in Colonei Granger ford's spirited daughters (Chapters XVII and XVIII) and
in ludicrous Sister Hotchkiss {Chapter XLI).

Projects

Projects which should illuminate this work are not hard to find. Twe or three
students can discover what more is known about Hucklebety Finn than rhe
novel itself tells. One resource for this project, of course, is Tom Sawyer, a
moce simply consteucted book which students can master without the
teacher’s help. Another resource is the long chapter describing Huck's
adventure on a lumber raft, which Twain rejeced from Hackleberry Finn
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but included in Life on the Mississippi. In addition, something is known
abour the real-lifs model for Huck. Another project, for students with
interests in history or debate, can deal with the various attempts at
supptession which the novel has undergone. Here ate some relevant
questions: "Why has Hwckleberry Finn been a ‘banned book’ from time to
_time?” "What ideas in the novel conflict with commonly held views about
moraliry, race relations, the worth of the common man?” "When does Twain
use a chacacter to expound his own ideas; when does Twain himself disagres
with his characters’ thoughes?” "How can you tell that Twain agrees with
2 character or disagrees with him?" ("Is Twain as contemptuous of the
‘common man, for instance, as Colonel Shecburn is?™)

Other projects can help students o see characrers sharply and to feel the
episodes intimately. One such project involves atempts o visualize the
characters, and it can absorb the enecgies of four or five students who are
endowed with different ralents. The teacher can select a studenr group that
includes at least one observant reader, one or two smdents who like to draw,
and one who, inrerested in fashion or in history, is willing to tead books on
nineteenth century customs and dress. The prejecr asks the students to
discover the appearance of such figures as Huck's Pap, Judge Thatcher, and
Colonel Grangerford and his daughters. The novel itself can be read carefully
for descriptions, and the information which Twain expected his contempo-
raries 10 know can be found in works of social history; then this informarion
can be brought together in drawings of some of the leading characrers, and
the class as 2 whole can examine these drawings and make suggestions znd
criticisms. Much the same sort of projert can be applied to appreciating
Huck’s awed comment abour one of the grander Mississippi steamboats:
“She had 2 power of style to her.” That project can explain why a Mississippi
steamboat was such an impressive sight, not only tp Huck but to much
more worldly characrers 2s well. Students working on this project can find
valuzble information in Twain's mastetly Life on she Mississippi. Siill
another project in visualization can portray the kind of life which Huck and
Jim enjoyed once they had finally put their raft in good condition. By itself
Huckleberry Finn provides ample written material for this project, but
students can supplement it imaginatively. A diagram of the raft, together
with such 2 log book a5 Huck might wrire {nores for his eventual account that
Mr. Twain edited), would make a good bulletin board display for instance—
one that could suggest short storics and vignettes about Huck's and Jim's
life on the river. .

Narurally the teacher will want to arcange these projects in a way that
contributes as fully as possible to the students™ successful reading of the novel.
Much depends on che matusity of the class—its reading level, jts variety of
interests, its ability to investigate independently—and much also depends
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on the teacher’s particular style, experience, and familiarity with Twain.
One teacher may want t0 set aside a period of time when the projects can
be offered szquentially; another may prefer that they be brought in separately
and incidentaily, in connection with class discussions that can cely on them
for information and ideas. In some situations formal presensations may work
best; in others, stodents who have wotked nn a particular ptoject can best
contribute their findings informally as part of regular class discussion.

In any case, students will need time to study their project assignments,
and they also will need the teacher’s guidance. Some of the titne can come
from traditional homewotk, but in addition students will need regular class
time in order to agree with each other about their respective duties and to
consult library references. This class time spent on projects will give the
teacher 2 chance to guide the students, to inform them about library resources
that go beyond the Encyclopediz Britannics and the Readers’ Guide, and o
see to it that students are really keeping to the main line of profirable
investigation gather than being lured into detouts and morasses.

Reading the Novel ar a Whole Work

Although a novel is long and divides itself into parts, nonetheless it is one
work and demands one total response, or set of responses, from the reader.
But on the other hand, all the pedagogical exigencies are for cutting it up into
bits and pieces, in assignments of twenty-odd pages a day—a program that
can stretch the reading period 0 three weeks. S0 a gap arises between what
the novel uemands as a work of art, and what students, with only a period a
day for English and many other requirements besides, are able to give to it.
Somehow or other the teacher must arrange experiences that fill that gap.
Projects will help to a certain extent since they direct attention to aspects
of the work that transcend a day's reading assignment. The teacher’s
questions are another means of helping students to respond to the whole
work. If the questions knit reading installments together by pertaining to
continuous elements of plot and theme, then they will help the student to pull
the reading into one ; ' 2ce. Some of the following questions should do that.
They can be discussed day after day as the students acquire information in
their reading, and thus they can help to unify the students’ experience
of the work.

1. How old is Huck? (Twain finally gives an approximate answer—
“thirteen or fourteen or along there”—in Chapter XVII. Students
may have guessed Huck to be younger than that.)

2. What are Huck’s feelings about Jim in each reading section? What
has happened to his feelings about Jim in the course of their
journey?
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3. Draw a long vertical line and then put on this line the principal
characters who appear in each reading section, placing them high or
low or toward the middle according to Huck's estimate of their
worth. Then see if the chart helps you to answer these questions.
Does Huck hate anyone to the extent that he wishes that person
hatm? Is Huck generally distrustful of people? Do Huck's views of
people become harsher or softer as the novel progresses? Are there
any chatacters whom Huck admires in some way but at the same
time despises? Are there any whom he dislikes but wants to protect?

4. In this novel who are the people who look down on Huck, which
ones look up to him, and which ones ignore him?

5. Imagine Huck and Tom twenty years later than the time recounted
in the novel. Can you imagine either one or the othet of them or
both fitting into any of the following roles?

congressman soldier diplomat
lawyer writer policeman
hermit farmer gangster
minister card-shark philosopher
family man businessmian pioneer
drunkard teachet inventor

6. What lies, and how many, does Huck tell? Why does he tell lies?
_ Does he ever tell lies that hutt anyone? Do any other characters
ever succeed in deceiving him?

This question at the end of the reading may help students to review
some ethical implications in the novel: “Was Huck right to decide to
‘light out,’ or shouid he have decided to stay with Avae Sally?”




9 Teaching the Drama:
Shakespeare’s Othello

lago’s Guils and Othello’s

If we are 1o read the play that Shakespeare wrote we must acknowledge that
Othello as well as lago commits great evil. The phrase that Coletidge
employed to explain fago’s behavior—"motiveless malignity'—has a deep
truth, both as applied to Jago's destructiveness and also to Othello’s. The
malignity that never tires of hurting and degrading is necessarily without
motive in thar it exceeds whatever motive eventually lies behind it.

The special terror chat a good presentation of Otbello ought to produce in
its audience arises from the fact that the savagery of the two central
characters cannot in any way be satisfactorily explained—even though their
wildness is thotoughly probable, consistenr with the loss of conscience that
appears in some persons when they are placed in rhe conditions of life that
surround Othello and Jago. Most people can reasonably well control their
behavior most of the rime with the assistance of social conventions, a degree
of personal security, and various releases of emotional stress. But Oihello
and lago depict the unhappy staic of human beings who have been bereft of
those supports, which exist for these two characters much less fully than for
others in the play. Social conventions do not serve to hold them in check
because, in Othello’s case, he is not only a foreigner, like Cassio, but he is also
a product of a radically djfferent culeure from the one in which he lives—and
as for lago, his opportunistic cynicism alienates him from ali others, whom he
contemptuously regards as his gulls, These two men also lack a normal
degree of security. Othello, in spite of his high rank, is cnly a mercenary
after all, and lago smarts under the insult of having been denied what he
considers to be his due position. Both characters, moreover, lack those
emotional contacts with others which help to soften aggressive behavior, for
they are both of them immensely ptivate men who do not freely communi-
cate their deepest feelings. Tago is even proud that he does not “wear my
heart upon my sleeve / For daws to peck at,” (I, i, 64-63), whereas Othello’s
attempr at intimate communion—his marriage—nearly succeeds but in fact
ends in disaster, precisely because at che crucial moment he cannot put his
whole trust in another.

Consequently, che tecrible aces which lago and Othello commit ought to
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arouse i0 a sensitive audience a considerably different response from thar
which the crimes of characters in Shakespeare’s other great tragedies evoke.
Comparison with Macbeth itlastrates the difference. Macbeth's crimes—the
murdercing of children for instance- -are horeible, but nonetheless they have
a0 objective sense in them once Macbeth's object of seizing and maintaining
power is granted. Thus we can m: ke a moral judgment upon Macbeth, and
we can express it in a form that teflects our consciously held echical
principles. We can say, for instance, thac Macbeth overvalues the good of
holding power but undervalues the good of other people’s well-being. But
with Othello and lago this factual and logical basis for judgment of the
characters is missing, for their malignity, being motiveless, loses touch with
the original intention behind it, Macbeth, for example, knows very well why
he kills Lady Macduff and her son: he does it to secure his power. But
Iago and Othello, by contrast, have lost the sanity to balance one good against
another and then decide 0o a rational and deliberate course of action, right
or wrong merally. Wandering uncertainly in a phantasmagoria made of cheir
awn powerful but deluded feelings, they so misundeestand che real world that
they scumble blindly past the facts, So, when they give their reasons for
behaving s they do, they talk nonsense: Jage believes that Othello had an
affair with Emilia; Othetlo is convinced that Desdemoni has committed
adultery with Cassio even though all the events since the landing on Cypress
are compressed into a period of time—the afternoon 2nd night of one day
and the morning, afternoon, and eveningof the next—that wouid have made
theit sleeping together impossible.

The mistakes that Othello’s unstable feelings cause him to make are
obvious a5 well as ceceible, but Iago also makes mistakes. It was simply
foolish of him, for instance, juse after the seeming death of Roderigo. to send
Emilia off t0 inform Othello, for had she arrived 2 moment sooner the
murder of Desdemona could not have occurred. Jago cannor see things as
they exist and deal with them cealistically because his feelings, especially
his inflamed hostility, obscure the world for him. O:hello, roo, after his
emotional and moral breakdown in the third acr, comes o suffer the same
blindness 2nd the same incapacity. So when we ask, as we always ask about
characters in a drama, why they actas they do, we must expect the answers
to refer more to these characters’ contotted perceptions than to the world in
which Shakespeace makes chem live.

Fxplaining Lige's Actions

lago provides two teasons to explain his hatred of Othello and Cassio. One is
that Othello has promoted Cassio over himself, who had the greacer length of
service, 50 that lago is merely Cassio’s subordinate. This reason for hostilicy
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must be raken seciously. Iago’s account of che macrer, which occurs in che

opening speeches of the play, splurcers wich rage and 2 sense of injuted merit.

Anyone who has been in che army or any ocher hiecarchicai ingritucion will

recognize the acguments and also che rancor in lago's diacedbe: Cassio’s
knowledge of warfare, lago claims, is all civeorerical and leacned from books;

lago’s is real and based on expecience. Cassio has seen less service chan

lago. Cassio has nor, like lago, served in combat direccly under Othello's

command. lago's complaine goes stcaighe to the bitrer observation thac has

been repeated down chrough che ages by disappointed officers, teachess,

bureaucrars, clecgymen:

Why chere’s no remedy; “cis the curse of the service,
Peeferment goes by letter and affection,

Not by dhe old gradation, where each second

Stood hejr co che firse.

(1, i, 35-38)

The outrage seems genuine enough, and che grounds foc it are plausible; we
still heac chese acguments and give chem some weight. Whace muscespecially
gall lago in Cassio’s success is chac ir resuits not from just Othello’s approval
bur from others’ as well. Thus, ac che end of che play, Cassio is advanced
still highec o be governoc of Cyprus, by official accion of the Venerian
Senare. Othello 2nd Cassio live in a realm of responsibility and cherefore
of digniry where lago will never be admicred. They are big men, he a small
man. His knowledge that "We cannor all be masters™ {1, i, 43) leads him
defiantly to insisc chat as long as he musec be a servant, he will noc be a
faithfu one “doting on his own obsequious bondage” (46) bur rathec will Iook
ouc foc himself while only seeming co serve his masters.

Up to a poinc chece js noching unusual in lago’s feelings oc his expression
of chem. The fact char “We cannor all be masters” is hacd for mose of us
10 accepr, especially when we find oucselves in immediate concact with one of
those mastets. And, beyond that,-mose of us are inclined 0 mock our
supeciors somerimes, and pechaps even ro pull them down a peg or cewo if we
can. Moreover, we feel that che impulse is wholesome, since no human
should be placed unceachably above another. But lago obviously goes too far.
He not only feels undecscandable and possibly justitied indignacion; he also
feels downrighe hatced. He is nor sacsfied merely o lower his mascers
Ochello and Cassio; he wanes ro desceoy chem. Theic supeciocity does noc
merely iccicace him, it maddens him, driving him o acts char ace not only
vicious bur self-descruccive. Odinaty social oc peolessional spices do nocdrive
normal people on r0 murder and self-destcucrion, and those who, like Iago,
cannot control theic . cesentmene probably ace on motives chat ace vecy
diffecent from simple anger ar theic superiors’ wocldly success.
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A deeper source of lago's hatted of Othello and Cassio lies back of his
feeling chat the two of them have robbed him of his just deserts. That source
reveals itself, a Jitde distortedly pechaps, in the other reason he gives for
despising them: his suspicion that they have both committed adultery with
Emilia and thus made a cuckold of him. The reader, knowing the suspicion
to be preposterous, may think that lago is not teally setious, thas he is merely
rationalizing his hatced as it were, by giving any reason that comes to mind.
Bue dearly lago was enough convinced that Emilia a0d Othello had an affaic
to have hinted his suspicicr ro Emilia herself, who alludes to it when,
guessing that someone has lied to Othello about Desdemona’s chastity, she
says:

Some such Squire he was
That turn’d yout wit the seamy side without,
And made you to suspect me with the Moor,

(IV, i, 146-148)

A husband who doubts his wife's faithfulness probably suspects thac his
competitor is sexually his superior, for otherwise the jealous person would
have nothing to fear. Whether or not Jago literally believes that Othello and
Cassio cackolded him, his fear that they could have done so has a kind of
reasonableness, for in 2 way that lago himself seems to feel, they are in fact
his superiors sexually, better, more manly than he.

The difference is that whereas Othello’s and Cassio’s feelings about sex
are healthy, lago's ate diseased. Whenever Tago thinks about the relations
of men and women his mind immediately runs to images of copulation.
Always it is the mechanism of the sexual gcr that intrigues him. Thus he
habimally compares humans’ sexual lives with tho.c of other animals, Here
are the words in which he anuounces 0 Brabantio that Othelio and
Desdemona have eloped:

Even now, now, vety Now, an old black cam
is tupping yout white ewe.

(i, 85-89)

A litle later when he teases Brabantio with anosher picture of ansmalistic
love-making (I, i, }10-111)~"You'll have your daughter covered with a
Barbaty horse™—and Brabantio asks with astonishmenr, “What profane
wretch art thou?” (114), Iago cannot forego another animal connection with
sex (115117 "1 am one, sir, that comes to tell you, your daughter and the
Moor are now making the beast with two backs.™ By contrast, Roderigo’s
tauats ace much Jess lubricious, e ven though he also wants ro sting Brabantio.
He announces (126) that Desdemona has been caccied off “To the gross
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clasps of a lascivious Moot,”~that she has “made a gross revolt.” Whereas
Rodetigo's language expresses moral outrage, only alluding to physical
details, {ago’s cevels in lurid pictures of the sexual act teself.

lago’s preoccupation with the mechanical side of sexual acts is a very
diffetent thing from the licentiousness that frequently crops up in Eliza.
bethan plays. The difference is dlustrated in Ovbello, for instanke, by con-
trasting lago's genuinely obsessive speeches concerning sex, with the
speecles of the clown, a¢ the beginning of the third act, which are merely
indecent and, to our modetn feelings, nasty. lago compulsively dwells upon
his images of sex so that, in the thitd and fourth acts, when he tties t0
convince Othello of Desdemona’s infideliry, the pictures that come to his
mind are 2gain those Of unrestrained animal intercourse. He sells Othello
that he could not show Desdemona and Cassio actmally making love, even

Were they as prime as goats, as hot as monkeys,
As salc as wolves in pride.

(i1l iii, 404-40%)

And lago’s fabrication of Cassio’s wotds apd acts in a dream, which lago says
Cassio had when the twu slept together, is all 2 doting litany of physical
Pleasures (Il iff, 414-427). 1ag0 broods over these erotic sensations and
delibetately prolongs them: .rith descriptive evocation; they impart great
pleasute, it seems, but also a yearning pain. They are pornographic, not
humorous. The clown's images, on the other hand, 2re ridiculous and
therefore funny because they shock but give no pleasure that we are willing
to enteteain for long. They surptise us first, by insinuating into our minds a
picture that we ordinatily reptess; then, when we recognize the pictute for
what it is, we teject it with an embarrassed liugh. The clown’s speeches,
based on infantile sexuality, ate absurd, whereas lago’s salacious remarks,
belonging to a later stage of development which we have less perfectly
ouigruwn, are frightening.

Basically, lago's crouble with sex is that he has not developed beyond
boyhood's obsession with anatomical details and physical opetations. Most
gOwWn men ¢an remember, though they wuuld rather furget, a time when
they themselves wete preoccupied with these things and rarely thought of
women in any other way—and ipdeed it is possible occasionally fot anyone to
revett o the earlier stage, as Cassiu does for once in the sankid display of
machismo which lago tricks him into whea they talk about Bianca (Act IV,
Scene 1) and as Ochello dves also, more terribly, throughout the last thtee acts.

Noenetheless, Cassio’s sexual feelings and, in the first pate of the play,
Othello's too are basically healthy and romancic; lagu's are basically unhealthy
and prutient. Shakespeare sharply comrasts them on this poim. In Ace 11,
Scene 3, just before Cassio begins dtinking more wine than is good fur

119




14 Teaching the Drama

him, he and lagu have this conversation “about Desdemona, which lago
tries to push woward salacity and which Cassio repeatedly curns to innocent
admiratiun.

Cas:  Welcome. lage; we must to the warch,

Tago: Not this hour, Heutenant; 'tis not yer zen o' the clock.
Our general [(Othello) cast us thus early for the love
of his Desdemona; who let us not therefoce blame: he hath
not yet made wancon the nighc with het; and she i5 spott
for Jove.

Cas:  She’s @ most exquisice lady.
Jago: And, Il watsane het, full of game.
Cas:  Indeed, she is 2 most Fresh and delicase creatuse.

Jago: What an eye she has! Methinks it sounds a parley to
provocation.

Cas:  An inviting eye; and yet mechinks right modest.

Iago: And when she speaks, is it notan alarum (o love?

Cas:  She is indeed perfection.

1, iii, 12-28)

lago does not dare 10 use such suggestive language to Othello until later in
the play, after Othello’s degeneration has progressed, and even then jt is lago
who offers vivid imagety of copulating bodies, Othello who generally
represses ir. Near the beginning of Act IV Othello asks lago if Cassio has
bragged of having possessed Desdemona.

Oth: Hath he said anything?

Jago: He hath, my Jord: but be you well assur'd,
No more than he) unswear.

Onh: What hath he suid?
Jago: FRaith. that be did—1 know not what he did.
Oth:  What? what?
Jago: Lie—
Oth- Wich her?
Jago: With her, on her, what you will.

' (V.i,29-34)

lago’s changing of the cunvenrional expression “lie with ber” to the more
explicitly pictorial “lie on her” characterizes his compulsive voyeurism, his
infantile preoccupation with seeing sexual acts.

The foregoing ncerpretation of Jago’s character would come as no surprise
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to lago himself, not, 3¢ any rate, by the end of the drama. Eatly in the play
lago had auributed his hawed of Cassio to the suspicion that Cassio had
committed adultery with Emilia, but by the end he knows bewer. When
consideting che necessity of killing Cassio, kago says 1o hivaself:

It Cassio do remain,
He hath a daily beauty in his Jife
That makes me ugly: and, besides, the Moor
May unfold me 10 him; there stand 1 in much peril.
No, he must die.

V.i, 18-22)

The sensible fear that Othello and Cassio may come to an understanding
and thus realize that lago has deceived them both is given in these lines.
as only the second teason for dispatching Cassio. The first reason is that “he
hath a daily beauty in his life” which, in compatison, makes lago “ugly.” Two
degrees in lago's sense of inferiority emerge here. The words beasty and
sgly suggest lago’s insecurity about his appearance, an insecurity that
characterizes an immature level of psychosexual development, in males a1
lease. But the words daily and /ife show where [ago's main eavy of the other
men lies. Both Cassio and Othello, who is not physically atractive, have a
"daily beauty” in the way they live, a fineness of deportment that arises
from noble feelings which a man ought to have if he is to be manly in
cither an ethical or a psychological sense. Until lago tampers with them,
Othello and Cassio do not even deeam of harboting jgnoble thoughts about
a woman. lago will hacbor such thoughts, but he knows thar his lubricicy
is 2 flaw, pot an increment, in the manliness that is so imporrant o him. One
of the maxims of the Duke de Ia Rochefoucauld runs, “Lhypocrisie, c'est
Ihommiage que le vice rend § Ja verwe.” Rochefoucculd might as well have
said that in some cases at lease, hatred is the homage that vice pays to virtue.

So, then, lago's fundamental reason for hating Othello and Cassio is thae
they are more manly than he is. Of course he does not plainly say that. Few
would. Qur own sexuality is so closely implicated with our sejves and our
sense of our own worth that hardly any of us will direcily face the thought
thar some other person is more manly or more womanly than himself or
hetself, What lago does is to express his fear ambiguously, in a proposition
that both vents the fundamental cause of his hatred of the two othets and
at the same time conceals it from his own conscious recognition. He
complains that they may have seduced Emilia; underneath chat complaint lies
his envious belief that they could have seduced her because they are bewer
men, precisely as men, than he is.

With respect to lago's suspicion that Othello has corrupted Emilia, a
perfectly approptiate, symmettical revenge would be for lago to seduce
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Desdemona. Indeed, at one point this idea does enter his mind. [n parc of a
soliloquy in Act I in which lago examines his own motives (like mose
neurotics, lago is inveterateiy self-analytical), he says:

The Moot, bowbeit that | endure him not,

Is of a consrant, loving. noble nature,

And I dare think he'll prove to Desdemona

A most dear husband. Now, [ do love her 1oo;
Not out of absolure Just,—though peradventure
I stand accountant for as great a Sin,—

But pactly led to diet my revenge,

For that 1 do suspect the Justy Moor

Hath Jeapd into my seac; the thought whercof
Doth like a poisonous mineral gnaw my inwards:
And noching czn or shall cuntent my soul

Till $am even'd with him, wife for wife.

(L. i, 291-302)

(The epithet “lusty Moor” bewrays lago’s fascination with Othello’s sexuality
and, perhaps, a suspicion that it exceeds his own.) Bat the idea of seducing
Desdemona only fleets through lago’s mind, never to retwrn. In rejecting chis
form of revenge, lago may show that he does not take alogether seciously his
fear that Othello has made 2 cuckold of him. In the next lines, as lago’s
thought comes closer to the vengeance that he finally wkes, he also
apptoaches moce nearly his basic reason for hating Othello as his superior
in masculinity.
Ox failing so, yet that I put che Moot

At feast inw 2 jealbusy 50 Strong
That judgment cannot Cure.

{363-305)

Othello must be made 1o be even worse jn at least nne point of characrer,
maanly crust, than Iago himself. As this first tentative notion 1akes on a more
definite shape in the last three acts, it comes to center first on acousing
Othello's jealousy; but later, after convincing Othello that Desdemonz has
been unfaithful, Jago vefines the original plan and sirives to debase Ochelle
so that che two of them become still more alike, particuladly in theie thoughts
abour sex.

The degree of success which Jago achieves in degrading Othello can be
seen by comparing typical speeches chat occur early in the play with some
that come later. [n the firse act, Othello asks the Veonerian senate to allow
Desdemona to accompany him 10 Cyprus, and both his meaning and his way
of expressing it bespeak the loftiness, the spiritual grandeur, chat mekes
Desdemona say, " saw Othello’s visage in his mind™ (1, iii, 253), Here is how
Othello makes his request:

Vouch with me, heaven, | rherefore beg it not
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To please the palate of my appetite,

Nor to comply with hear,—the young affects

In cae defunct,—and proper satisfaction,

Bur o be free and bounceous co her mind;

And heaven defend your good souls dhar you chink
1 will your serious and grear business scane

When she is wicth me.

(ln iiin 262'269)

And in the second act the greeting between him and Desdemona when they
rejoin each other in Cyprus after a dangerous voyage has the high-
mindedness chat transforms sexual desire inro somanric love.

Oth. O my fair wacrior!
Des. My deat Othello?

Oth. It gives me wonder grear as my conient
To see you here before me. O my soul’s joy!
M after every tempese come swch calms,
May the winds blow till they bave waken'd deach!
And let the labouting back climb hills of seas
Olympus-high, and duck again 15 low
As hell's from heaven! If it were now to die,
“Twere now to be most happy, for | fear
My soul harh her contenr so absolure
Thar not anather comfort like to this
Succeeds in unknown face,

Des. The heavens forbid
Bur thar our loves and comforts should increase
Even as our days do grow! .

Oth. Amen to that, sweer powers!
i cannot speak enough of dhis concent;
It stops me here; it is 00 mich of joy.
And this, and chis, rhe greatess discords be {Rirsing ber)
Thar €'¢r our hearts shall make!

{ILi, 182-199)

After che beginning of che chird acr and before rhe last scene, nearly any
speech by Othello is the opposite of the peaceful loftiness of the lines
above. His ralk reveals a radical transformarion of characeer. In che fourth
act (i, 34-43) he gibbers:

Lie with hest Lie on her! We say, lie on hes, when they belie her.

Lie with hert Zounds, rhar’s fulsome. Handkerchief.—confessions,—

handkerchief! To confess, and be hanged for his labour. Fiest, ro be

hanged, and then to confess: I eremble ar it Nature would not invest

. herself in such shadowing passion withour seme instruction. i is oot

words rhar shzke me thus. Pish? Noses, ears, and lips. Is i possible?—
Confess!—Handkerchief!—O devil!

(iv,i, 35-43)
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In an earlier scene he talks nastiness:

1 had been happy, if the general camp,
Pioners and alt, had tasted her sweet body,
So | had nothing known.

(1t iif, 346-348)

Elsewhere in the third act, third scene, he theeatens and blustets: “Death
and damnation! 01" (397), "T'll teac her all ro pieces™ (432), "0t blood, blood,
blood!” (452), "Damn her, lewd minx! O, damn her!” (476).

lnsecutely possessing his own manhood, lago finds himself mocked in
Othello’s rich virility, so he wants to destroy the thing chat jn comparison
belittles him. He succeeds so well in his ambition that at the nadir of Othello’s
moral degeneration, even his language loses its habitval grandeur and
imitates lago’s low speech. Othello’s exclamation “goats and monkeys,” which
he makes when he hears Desdemona explain w Lodovico the estrangement
between Cassio and himself (IV, i, 263), mimics lago’s earlier obscene remark
that he coukd not show Desdemona and Cassio having intercourse even if they
were “'as prime as goats, as hot as monkeys.” Othello’s abasement goes so far
thatin the last three acts the tone of his thoughtand feeling is 00 a leve] with
Iage's. He puts the lowest possible construction onjnnocent actsand inflames
his mind with sexual images. He sinks to cavesdropping and at last to
commissioning and committing murder.

Who in this tragedy is most wrong? lago, who might have been redeemed
from his own lowness had he generously loved the good in Othello rather
than envied it? Othetlo, who, much less high-minded than he thought he was
and than his position required him to be, submitted finally to gross impulses?
A modern reader will hesitate t0 answer these delicate casuistic questions of
guilt. Perhaps Shakespeare's audience delighted in the assurance thar lago
would be tortured, but we do not, for the intervening centuties have raught us
0 be less confident about moral judgment than our ancesrors apparently
were. Bur an audience that has lived through rhe dreadful experience of this
play must realize that it deals with a fact of the moral life that is much more
basic than guilr or innocence: Ir is the fact that at best we only hold on to
our humanirty with our finger tips.

Teaching the Play

The Teacher's Preparation

‘There exist so many good editions of Shakespeare, suited to different uses,
that selection of a particular one depends largely on the reader’s purpose and
taste. Fot the teacher who wants inforinative critical and historical notes,
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G. L. Kitteridge's editions can be recommended. These are Complete Works
of Shakespeare (Buston: Ginn and Company, 1936) and The Tragedy of
Othello, the Moor of Venice (Boston: Ginn and Company, 1941). As for
ceiticism, still a highly valuable apptoach to Shakespeare is A. C. Bradley's
Shakespearean Tragedy: Lectures on Hamlet, Othello, King Lear, Macbeth
(London: Macmillan Company, 1st ed. 1894, frequently reprinted). The
reacher will profit from reading not only the chapter on Oshelio but also the
book’s first two chapters, which deal with the substance and the construction
of Shakespearean tragedy. Bradley approaches Shakespeare ftom 2 philo-
sophical, even a meraphysical, point of view. By contrast, the stagecraft of
Otheljo receives illuminating study in Harley Granville-Batker, Prefaces to
Shakespeare (Princeton, NJ.: Princeron University Press, 1946), 1V, 120-
266. A collection of notable essays on Othello, ranging in time from Thomas
Rymer’s ferocious attack (1693) to work written in the 1950s, is available
in Leenard F. Dean, ed.,, A Casebook on Othello (New York: Thomas Y.
Crowell Company, 1961). Robert B. Heilman offers 2 thorough study.
espedially attentive to image clusters, in Magic Web: Action and Langsage
in Owhello (Lexington: University of Kentucky Press, 1956). The teacher
can select any one of the many strands of imagety which Heilman indicates
(lago as thief, for instance), offer students one or two clues of jt. and then ask
them so follow it out through the work. The book by Kennetk Tynan, ed.,
Othello: The National Theatre Production (London: Rupert Hare-Davis
Limited, 1966; New York: Stein and Day, 1967) is desceibed below.

Teaching the ldea of Tragedy

Students do nor need a highly technical or theoretical idea of the nature of
tragedy, but in order w0 understand Otbello they do need to know what to
expect, for withour some preliminary notion of what the play will be like.
they ate prone o misconsteue it and thus to respond to it irrelevandy. The
essential feature of tragedy seems to be 2 quality that can be called the awful,
the terrible, or the dreadful-—the consciousness that, for 2 moment ac least,
a life has broken out beyond the boundaries thae usually confine ir and has
entered into a scheme of things normally foreign to humans. The reason
tragic heroes and heroings die is that, having learned of 2 spiritual realm
in which customary human usages have no place, they aze no longer suited to
the life of ordinaty moruals. Bur their dying is not the thing that makes
a tragedy, which esscnially is neither sad nor happy, but ceerific.

Exataples can help students ro grasp this distinction. Willa Cather’s
“Paul's Case,” if the class has read it, can illustrate the difference between
sadness and tragedy. Paul's death is sad because it cuts off a life thar has
never been fulfilled. Bue it is not tragic, for Paul lives and dies in this world
of human affairs. To be sure, he fantasizes about 2 dream world of extreme
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comfott and high style, but the world he imagines is not another, diffetent
world; it is still merely Pitusburglt with deluxe accommodations. With
Orhello the case is altogether different. 1n the Jast scene, just after the poinc of
maximuom sorrow where Othello finally becomes convinced that Desdemona
has been teue ro him and that in murdering her he has destroyed all hope of
happiness, there comes 0 him the serenity of his final speech. All ar once
he has been visited by 2n intuition of an order of things so different from
his own turbulence that his rage suddenly ends and he dies in a calm of
spirit that exists for us only in tragedy—both literary and real-—and in
religion. (Tragedy and religion both deal with vur intimations of a terrific
“other,” but tragedy is predominantly personzl and private, religion primarily
social and institutional.)

Introducing the Play

Ordinarily we detesc the use of plot summaries, for the good reason that a
summary is 2 very different thing from the plot wself and far inferior to it.
But 2 Shakespearean play is exceptional. In the play there are so many
obstacles tv understanding—in the language, metaphors, ideas, versification,
characters—thar the reader needs 3s 2 minimum to know what is going on in
order t give full atténtion 1o these orher features. With no subplot and 2 very
direcr line of action, the ploc of Otbello can be briefly summarized. The
teacher can eicher read o students or hand them such an outline as this:

Othello, 2 Moor who has been converied 1o Christianiry, has been so
successful a general for the Venetians that he has won great acclaim and
trust in that country. At the beginning of the play he has just secretly
married Desdemona, the beautiful daughter of the senator Brabantio,
who, outraged that his daughter should marry a man who is both a
foreigner and a black, complains to his fellow sepators that Othelio has
seduced her by using witcheraft. Desdemona assutes the senators tha
true love, not wischerafi, has led to the marriage, and she wins her
argument.

At the time when this dispute takes place, news arrives that the
Turkish fleer is abour t0 awrack Cyprus, a Venetian island colony jn the
castern Mediterrancan, The separe gives Othello command, and he
immediately leaves for Cyprus with an army. ln a different ship,
Desdemona also departs, accompanied by fago, Othelio’s trusted bur
treacherous subordinate, and by lago’s wife, Emilia, who will act as
Desdemona’s lady-in-waiting.

lago, who hates Othello, begins w shape a plan for undoing him.
Once zrrived in Cyprus, Tago quickly persuades Othelio that Desdemona
is having an affair with a young officer, Cassio. Enraged, Othello
auempts 1o cause Cassio’s death and succeeds in murdering Desdemona,
only moments before he receives clear evidence thar Iago has deceived
him. In despair Othello kills himself.
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Alter giving students this summary, a teacher would ideally go on w
present Othello in a complete performance, preferably live or at least filmed.
Few teachers, however, will be able 1o make this provision, and most teachers
will have w fall back on other alternatives. They have 2 consolation: Even
though Shakespeate was a performer who wrote for the live cheater, he was
also 2 major poet, constructing works that repay the close study that comes
from reading and not just seeing and hearing. The proof that he did not
regard himself as merely another playwright rurning out scripts is that he left
so-called acting versions and also full, literary texts for many of che plays.

Luckily, Othello has been recorded a number-of rimes. There are two fine

"recordings, each giving a different view of Othello’s character—one by
Laurence Qlivier (RCA Vicror VDS 100) and one by Paul Robeson (Columbia
SL 153). I the teacher wishes, one of the recordings can be played straight
through during a succession of classes, with the swdenis following the
dialogue in their texts. Although this procedure has some obvious advantages,
it also has a drawback in that it chops up the flow of the piay inw
discontinuous segments.

There may be a betwter way of helping students to jovolve themselves
deeply in Orhello—that is, by reading the play within a short time span, over
a weekend perhaps. The teacher, having already helped the students by
providing a plot synopsis, can help them furiher by giving some practical
advice about how best to read Othello the first time. They can be told that
this play gets its effect in part by its fast-paced action when the scene shilts
to Cyprus. In their first reading she sudents can keep up with this pace if they
concentrate 0n grasping the characters’ feelings and actions without worrying
much about the exact significance of individual words. As an example, here
ts Othello telling the Venetian senators that he Jikes an active life and is
therefore eager to begin his campaign against the Turks:

The tyrant custom, most grave senaiors,
Hath made the flinty and steel couch of war
My thrice-driven bed of down: I do agnize
A nawural and prompt alacrity

1 find in hardness, and do undercake

These present wars against the Otomites.

{l, iii, 229-234

If the student realizes that searching out the meanings of words in this
intricately expressed passage is not nearly as important as sensing the kind of
man Othello js—a man who loves both order and grandness—then that
student will be encouraged to go on with the reading, knowing that it is
possible to understand what is essential in a passage like this one even though
some of the expressions are baffling. Here is another fine speech of
Othello’s which, even if many of the words are unfamiliar, nevertheless
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conveys a vivid impression of the dauntless adventurer. Othello tells of being
invited by Brabantio, Desdemona’s father, to come ro his house and tell of his
past life:

Her fathet lovd me; oft invited me;

Still question'd me the story of my life

From yeat to yeat, the battles, sieges, fotiunes

That I have passd.

I ran it through, even from my boyish days

To the very moment that he bade me cell it;

Wherein I spoke of most disastrous chances,

Of moving accidents by flood and field,

Of heit-breadth "scapes T the imminent deadly breach,
Of being taken by the insolent foe

And sold to slavery, of my tedemption thence

And porrance in my travels history;

Wherein of antres vast and deserts idle,

Rough quacries, rocks, and hills whose heads touch heaven,
It was my hint to speak, such was my process;

And of the Cannibals that cach other eat.

The Anthropophagi, and men whose heads

Do grow beneath theit shouldess.

{1, iii, 128-14%)

The reader need not worry over the meaning chat imminens is supposed to
convey in the phrase “imminent deadly breach™ nor bother about the source
of those “men whose heads do grow beneath their shoulders.” (Shakespeare
got them from a medieval book called Travels of Sir Jobn Mandeville.) What
can be grasped easily, and what is more important to kaow, is that Othello
has the makings of a poet, the Jove of splendor in things and words—and is
thus all the moce defenseless against lago’s lowness of feeling, which is
incomprehensible ro him until he is finally sucked into it.

In class the teacher can tead ot play on the phonograph these two speeches
and others like them—for instance, Othello’s assertion that he will pever
change his mind (111, iii, 454-461)—and these readings will show the students
that the passages become meaningful when they are raken as wholes, and that
individual words which we cannot understand when we see them staading
alone gain significance 2s we aliow them to rake their natural place in the
surging, musical, almost operatic, flow of Othello’s grand declamations. The
language of the play will become much simpler for students as they hear it
read aloud, either by the teacher or by fellow students who have carefully
prepated themselves. Gradually the characteristic chythms of this play~-the
grand, sweeping surge of Othello’s speeches, the softer and more various
cadences of Desdemona’s passages, lago's staccato utterances—will make
themselves heard and will convey a fuller emotional meaning than the words
by themselves can express.
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The Assignment

The teacher hopes that the students will be sble to concentrate their attention
very shatply on the play as they read it, and will try to make the assignment
in ways that aid this concentration. An interesting visual dimension can be
added to the students’ reading of the play if the teacher obtains a copy of
Tynan's Othello: The National Theatre Production. This book contains a
number of arresting insights into the play (by F. R. Leavis and W. H. Auden,
among others) and also has a large collection of photographs which should
help a reader to constitute the characters and settings. This book can be a
basis for exercises in constituting if the teacher shows some of the pictures
and asks such questions as: “Does this photograph resembls the character
that exists in your mind?”’ “Do you know of other petformers who resemble
the character mere closely?” “Does the clothing correspond with your idea of
the character’s dress?” (A student may notice thar, in the production which
this book documents, Othello is dressed in tichly colored, heavy, voluminous
robes in the firsr twoacts, when his digniry and self-commandace uppermose,
whereas later in the play, as his chacacter degenerates, his clothing becomes
scantier and, at last, flimsy.) “Do the characiers’ gestures, facial expressions,
and posture as they speak ceriain lines agree with your conception?” Perfect
agreement on these questions is not to be expected. Different readers of the
play will of course constituse it somewhae differently, for reasons thar were
dealt with in Chapier 1L ln fact these differences should encourage the
teacher, for they will show that the students are constiunting the play—
making it exist—ang also that they are building up 2 reservoir of possible
responses, out of which diffetent readers can select the ones that make the
play credible and interesting to them.

There is an assignment, faicly easy o fulfill, that will help the studeos to
read dialogue as a clue to characier. Students are asked o take about six
continuous lines from one of Othello's speeches in the first or second acr, and
about the same number of lines from a specch by lago in either of those same
acrs, and then determine what the talk of each man reveals about his
character. If a student needs help in finding approptiate passages, the teacher
can point out some. 1n Act 1, Scene iii, Othello commences a speech to the
Venetian senators in which he justifies himself for martying Desdemona.
These lines which open that speech show his delight in decorous, slightly
orotund language that asserts digniry and self-possession:

Most potent, grave, and reverend signiors,

My very noble and apptov'd good masters,
That | have ta'en away this old man’s daughuer,
It is most true; true | have marcied het:

The very head and front of may offending

Hath this extent, no more.

{l, iii, 76-81)
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Here, by conttast, is lago in a speech ac the end of Act 1, splutteting out his
contempt for the simpleton Rodetigo, whom he is about o bilk, and his
hatged of Othello. The speech seems harsh and clipped when it is compated
with the slower pace and expansive utterance in Othello’s passage above,

Thusdo [ evet make my fool my putse;

For [ my own gain'd knowledge should ptofane,
If { would time expend with such a snipe

But fot my sport and profit. 1 hate the Moor,
And it is thoughe abroad that “twixt my sheets
He has done my office.

(L. iii, 382-387)

At the time when the teacher makes this part of the assignment, the students
can 2lso be advised to watch for the sharply diffetent ways in which Othello,
Cassio, and lago @lk and feel about women.

Another way in which the teacher can help the students to tead Othello
more closely is to suggest chat the stoty might have turned out differendy had
certain charactets not behaved as they did at certain points in the action.
An example is Desdemona's eager intercession for Cassio, a kindness which
Othello misconsttues as a sign of adulterous love. The students can then be
alert for other moments when charactets behave in ways that lead to the
oucome. They may notice that Desdemona does net tell the whele truth in
her answer to Othello’s question about the handkerchief, and they may see
that 2 completely frank answer from her at this point might have prepated
Othello to resist lago's imputation that Desdemona gave it to Cassio. Or they
may observe that the handkerchief would nevet have been lost at all had not
Othello complained, dishanestly, that he had 2 headache. Cassio’s cne lapse
into drunkenness is another instance of an event which, had it tutned out
otherwise, would have led 1o 2 different dencuement. In the class discussion
of these episodes the point ought to atise that, although there is some
element of chance involved in the characters’ behavior, sdll they act in ways
that are ptobable for them to have acted. Cassio might well have allowed
himself a glass of wine in just those particular circumsances: new people
around him, a promotion that makes him feel good about himself, lago's
flattety and coaxing. Similarly, Desdemona streiches the truth when shesays
the handkerchief is not lost, but that is the sott of “white lie” that is
often told.

Shakespeare’s handling of rime in this play is inwiguing, and the studencs,
if their teacher gives them some preliminacy hints, may be able to discovet
the details of it in cheir firsc reading During the first act, the stage time
and the depicted time are identical or neatly se. In the last fout aces, hawever,
the depicted rime seems to progress at two different rates of speed. Cleatly
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the sequence of action is rapid: Thete is the landing at Cyprus, the dinner
and mounting the guatd, the quacrel fate at night, lago’s talk the next day
with Cassio and Othello, the attempt chat night w0 murder Cassio, and the
killing of Desdemona at about the same time. At this pace all the action, from
the landing on Cyprus to the end of the play, can be encompassed jn a period
of thirty-stx hours or somewhat less. Nevertheless, at the end of the play we
feel as if a considerable amount of time has elapsed. Cerrain speeches give
us this impression. Emilia‘s remark that lago has often asked her 1o steal the
handkerchief that Othello gave Desdemona (111 ifi, 292-293) makes lictle
sense unjess we presume that 2ll the characters had been on Cyprus for
some time; before then, Iago's scheme had not matured to the point where he
needed it to be. Moreover, Bianca's reproach tn Cassio, “What! Keep a week
away? seven days and nights?” (111, iv, 171), though it could possibly refer to
a0 earlier period in Venice, more naturally suggests that Cassio has been
avoiding her in the recent past on Cyprus.

These two different impressions of the flow of time support two different
feelings, both of which are needed if the play is to exerr its full impact.
The slower of the two schedules increases probability, for Othello’s raging
jealousy is more credible if we imagine that Jago had 2 cetcain leagth of time
to build {¢ up. The rapid development, which seems to predominate in our
minds over the slow one, places the conclusion of the action within 2
day-and-a-half of the characters’ actival at Cyprus, and thus, through the
suddenness of events, it makes the disaster all the more overwhelming, and it
also emphasizes the underlying inswbility of Othello’s character, the in-
stability that paved the way for his transformation.

Clars Dsseussion

If the teacher has given a sufficiently detailed assignment, when the students
come back t0 class from cheir ceading of Ozbello they should have much chat
they can profitably discuss. Some of the questions and hints thas were given
in the assignment can be caken up in the classroom. For instance, the scudents
may want to compare their visual constitutings of the different characters or
to consider the ways in which characters’ actions lead 1o the outcome of the
dtama, This discussion may proceed to related points, Someone may insist
that, although the whole sequence of events makes Othello’s final acts
psychologically possible or even probable, still those acrs are not necessary—3
distinction thac-other students may want to challenge.

In addition, the classroom work canbring up new material. The teachercan
Point out some crucial lines and then ask what presentation these lines can
have. Othello’s “Put out the light, and then put out the light:™ (V, i, 7)
canbe read with 2 wide variety of stressessoas to make different suggestions.
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Fot instance, very different effects can be obtained by putting the heaviest
stress on any one of the wotds that appear afeet the comma. The murder
scene that begins with this line can be paced at different speeds. (For my own
part, 1 prefer it to move mote rapidly than | have seen done in stage
presentations.) If the students can be got to discuss such matress as these in
order to find out what different constitutings ate possible, they may find
themselves giving dramatic delivery to the lines and pethaps even miming
some of the action without embatrassment. They will have become involved
with technical ptoblems of realization and production, much as a ptofessional
actor does.

Another lighr is cast on the play when one sees what alterations
Shakespeare made in his source. A convenient, short summary of Cinthio’s
otiginal vetsion can be found in Dean's A Cuscbook on Othello. if the teachet
reads this summary aloud, the students will be able to detect the changes
which Shakespeare made, and they will also have ideas as to his reasons fot
them.

Cloting the Unit

Up ta this point in theit study of Othello the students have received various
kinds of helpful prepatation from the teachet, they have read the play
through one time, and they have discussed their readings with each other,
10 cotrect their views and also to learn of possible tesponses which they
themselves did not make in their own initial teadings. Now it is time fot
them 0 go back to the play for anothet teading, which will be both more
intense and more accurate because of all this preliminary work.

This second, beteet reading, like the earliet one, needs guidance, and the
teachet can now make altetnative assignments to direct ¢he rereading so that
still more sharing by the scudents can take place. Some students can be asked
to read the play and at the same time listen to one of rhe recatdings. They
can see what lines were cut in the tecarded producrion, and they can give
their opinion about the justice of the cutting. They can also spot passages that
the actots spoke differendy from what the students’ teading had led chem to
expect, and they can fotm an opinion as to which tealization of the passage
is better. This exercise can lead students to new insight which they can shate
with the class, probably in oral fotm.

Sill athet seudents can apptoach theit gecond reeding in a different
manner, by scudying Orbello 1o see if they can find answers to some new
questions that the teachet will pose fot them. Here are some of the questions,
which can be divided amang smail groups of scudents fot their consideration:
(1) Czn lago’s eagerness to tuin Othello be explained? (2) What features of
Othello’s character and situation expose him to lago’s plc:? (3) Is Othello
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truly as noble in the firsc part of the play as he appears to be? (4) How
could a skillful actor suBgest the flaws that exist in Othello’s chatacter?
The students’ findings can be reported in different ways. In one kind of class,
panel discussions, with participation by the class, may succeed. ln = different
class setting, lecrures by individual studeats may wotk becter. Or, alterna-
tively, the students who examine these questions can write essays for
distribution to the class.

If the teacher plans to conclude the unit with writing by the studeats,
the class discussions will reveal plenty of questions and contested points
that should serve very well as focal points for essays. laterpretations of
Othello’s character and of 1ag0's vary, and sc does the appottionment of
blame for the tragedy that occurs. Another subject for writing can be almost
any one of Othello’s speeches, since they ate all so tich in allusion, thychm,
and sentment that even a vety few lines can tepay close attention. A student
who wtites about the glamorous line “Keep up your bright swords, for the
dew will rust them” (I, ii, 59} can focus the essay on an analysis of the
thoughts and feelings that arise 2s those words flow thtough the reader’s
consciousness and what features in the line account for this cesponse. These
essays certainly ought to serve a larger purpose than gaining the swdent
credic ot giving the teacher evidence for a grade, which are only secondaty
aims. More importantly, the essays should be a serious patt of the class study
of Othello. They can work in this way if the class is given the opportunity
to tead them, The essays can be exchanged among students or they can be
tead aloud, or, better, they can be reproduced and handed out. In any case,
they should be discussed, for that discussion will not only ensute an interested
audience for the wtiter—it will also add more layers to the continually
expanding awareness which such a mastecpiece as Orbello activates in
its readers. '
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The question “What is the best way to teach literature?* is difficult toanswer,
not because of a lack of information or ideas about the subject of literature
but, on the contrary, because of the great nrmber of authenticated litesaty
facts and reliable explanations. For instance, we already know—or can easily
discover—the main facts ccncerning the composition and publication of
Paradise Lost. In the writing of reliable scholars we have access to enough
discerning interpretations of Milton’s characterization of Satan to allow us to
see that Milton could both abominate and, in a certin sense, admire that
great sebel. There is much more about Milton and Paradite Log that we
cither know or can learn. But when we wrn to the matter of teaching
Paradise Lost, our technical knowledge about that work and about Jiterature
in genetal creates questions without answering them. What age and what
level of readiness are necessary for readers before they can appreciare
Paradise Lose? Can the first two books be taught alone without sacrificing
something important? Can the work be taught as a2 whole but the reading
time shortened by the use of synopses? Should students also read some other
example of epic literature and, if so, what work? Does 2 gond reading of
Paradise Lott require explicit knowledge of epic conventions, of Christian
theology, of Milton’s condition when he wrote it? With modern works the
case is the same. If we try o teach Baldwins The Fire Next Time or
Vonnegut's Breakfast of Championt, questions abour teaching those wotks
will arise which our technical information will not suffice to answer.

So, then, when we decide upon ways of weaching a work, we consider not
only the work itself butother points as well. We take from our knowiedge of
the field of the psychology of learning as much 25 we find useful. In addition,
evetything we know abour our students we try to apply to our teaching.
Something else has ¢qual bearing with these considerations on our decisions
about the teaching of a work, and rhat is our idea of the value of lirerature—of
what good it ¢an do for its readers. Having decided what is the good of 2
litezaty work, we can then aim 10 teach works in ways chat help scudents to
acquire that good.

Literature must be good for 2 number of different things, because the
fact is that readers make different uses of it. Sometimes we read fiterature to
escape our physical or spiritual enviconments, and because rhat escape can
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involve some measure of self-transcendence, it can be imporrantand notazall
wrivial. Sometimes we use literature 0 sharpen our moral discernment.!
Sometimes we find it to bea source of historical or psychological knowledge.
Sometimes literature aids self-discovery, pechaps even seli-enhancement.
And none of these functions necessarily excludes other uses; the same novel
or poem that lifts us out of our jmmediate world can also return us to that
world equipped with new understanding of .

The question remains, however: What is lizerature moss good for? Or—a
better way of phrasing the question perhaps—what is it so good for that
other uses should be secondary? Although 1 am willing ro admit that the
uses of Jite rature 35 listed above are valuable, they do not seem 1o me to be the
most valuable. 1 think the best thing that literature does for readers has
been implied throughout this book and has been the basis of the recom-
mendations for teaching. But now I ought to discuss this question of value
plainly.?

What is the good of literature? Like all the arts, jz is good for presenting
modes of consciousness. It presents the myriad and indescribably jntcicate
shapes which the jnner life of 2 person takes as that life flickers outward
t0 notice things in the world or the self, to think about those things, to reject
or embrace them, to will their well-being or their extinction, English no
longer has a word 0 express the effects that this presentation can have on
personality, the teems refined, cultured, sentisive all having degenerated now
into negative and almost mocking suggestions. Years ago, Jong before the
present day when compesence has become the educational watchword, even
before the time when we looked for so-called relevance in everything we
iaught, teachers valued “maturity” and aimed to produce in their students
“the mature mind,” to quote the title of a book by Harry Overstreet’—a book
that was popular in the filties, both within and outside the teaching
profession, Perhaps those terms musurity and she mature mind best describe
the effect on personality which litcrature and the other arts can have by
setting forth patterns of consciousness. )

The idea of maturity is more easily expressed jn examples than in formal
definitions. William the Conqueror jllustrated what is sor meant by matority
when, on being introduced t0 the woman who was to become his wife, he
100k her by the hair, threw her on the ground, and stamped on her. We think
that behavior was undoubtedly immature. Bot William and the men and
women who lived around him would rat have agreed: for thejr repertoire
of consciousness did not possess the forms of thinking-feeling.willing about
the opposite sex that we have today. Those patterns were invented by the
troubadour puets and were extended and purified later by Perrarch and
Shakespeare, and they are sustained today by our poers, dramarisis, novelists,
film script wreiters, and other artists. At one place on a steep ladder js the
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eleventh century Norman who did not know what to do with his future wife
except to throw her down and kick her; at another place are we ourselves.
And the rungs in the Tadder are the poets and the other artists who
have made our ascent possible.

This growth 2f human personality that takes place in historical per-
spective is 2lso visible within the life<ycle of the individual. For instance,
young people, delightful though they are, charm us jwsz 45 young people. No
one can, with any pleasure, imagine them retaining as adelts the same state
of maturity that they possess in youth: they would lack the readiness for
dealing with all the happenstances of life, for ccping with being thirty or
forty yearsold, parents perhaps, teachets themselves some of them, or nurses,
bustness People, citizens. A visit to an elementary school playground, a
secondaty school lunch room, or even 2 college dormitoty shows that the
ten-year-old, the fifteen-year-old, the twenty-year-old, are all only on the road
to the goal of maturity, not at the goal. And we who have reached 2 stage at
which we are entrusied with their education ace only 2 little farther along the
same road; certainly we do not think that our growth is complete.

It would be absurd to claim that the scudy of literature or other arts, by
itself, confers the macure mind. For one thing, not a1l students of litecatute
dazzle us with their maturity. For another, various causes, not just one, help
people to acquire the full power of reacting to the chances and changes of
life—physical maturation, socialization, intellectual development—through
study and general experience. But the arts, Hiterature among them, can aid
importantly in developing 2 mature mind. To attain maturiry we need every
possible resource. We need physical and emotional strength of course; we
need the support of others »lLiom we love—family and triends; we need
intellect. Besides these we need something more: a supple,broad, finely cuned

.consciousness. That is the province of att.
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NOTES

Chapeee 1
1. Columbia Records, BW 80 (X "LP" 38382).

Chapter 2

1. Various writers on aesthetics and on literatute deal with the process which is
here called “constituting™ and which also goes by the names “realization,” “concretiza«
tion,” and, cather misleadingly I feel, “performing.” The wtiters I have found most
instructive are Jean Paul Sarire and Roman Ingarden in theit essays in Aesshetics, ed.
Harold Osborne (Eondon: Oxford University Press, 1972), pp. 32-38 and 39-54;
Richacd P. Blasckmue, A Burden for Critics,” The Hudsron Review, | (1948}, 170-183,
reprinted in The Problems of Aesshetics: A Book of Readings, eds. Eliseo Vivas and
Murray Krieger (New Yock: Holt, Rinehatt, and Winston, 1953), pp. 418-430;
Louise Rosenbistt, Literssure ar Exploration, 3ed ed. (New York: Noble and Noble,
1976), pp. 277-291. See also Rosenblatt’s.more cecent The Readsr, she Texi, she
Poem: The Transacrional Theory of 1he Literary Work (Carbondale and Edwardsville,
lL: Southetn Iinois University Press, 1978), especially Chaptet IV, "Evoking a
Pcem.” Although I believe that Rosenblast would 2ccept much of what [ have to sy
abour constituring, it is cleac thar she tejects the notion of che liceraty wotk as an
object, even as an “intellected object™ existing only in the mind.

2. There is a Jtory that Frank Stockton was once a guest ar a dinney party where
fot dessect he was given two mounds of ice cream, one shaped Jike a lady 20d one like
a tiget. Accoeding co the stoty, he pushed the two foums togethet before eating them.

3. The American Scholar. Emerson notonly accepts this notion of constituting: he
catties it, much farther than I care to follow him, co the point of seleccing in a cext
those passages which one considers genuinely inspited, and attending closely to chose
but ignoring the rest. His attitude is appropriate, pechaps even inevitable, fot 2 readet
who looks upon litetature as one of the humanities, not as an art. Here is the encire
passage: )

1 would not be hurried by sny love of system, by sny exaggeration of instinas,
to underrase the Book. We all know, that as the human body can be nousished on
any food, though it were boiled grass and the broth of shoes, so the humao mind
can be fed by any knowledge. And great and heroic men have existed who had
almost no other information than by the printed page. 1 only would say that it
needs 2 steong head 0 bear that dier. One must be s inventor to resd well. As
the provesb says, “He that would bring home the wealth of the Indies, must
carry out the wealth of the Indies.” There is then crestive reading o5 well as
creative writing. When the mind is braced by labor and invention, the page of
whatever book we read becomes luminous with manifold sllusion. Every
searence is doubly significant, and the sense of our author is a3 broad as the
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woeld, We then see, what is slways crue. that 33 the seer’s hour of vision is
shore snd race among heavy Jays and months, so is its record, perchance, the
keast part of his volume. The Jiscerning will cead, in his Plato or Shakespeate,
aaly that least part~only the stithentic urtetances of the oracles: all the resr
he tejects, weee it never so many times Plato’s snd Shakespeare’s,

4. For the cheological. psychological, and medical interpreragions, see, respectively:
Max Brod, Franz Kafka: A Biography, teans. from 2nd ed. by G. Humphtey Roberts
and Richaed Winsron (1937; rpr. New York: Schoken Books, 1960); Chatles Neider,
The Frozen Sea: A Stndy of Fran: Kafku (1948; cpt. New York: Russell & Russel),
1962); ¥. Waismann, "A Philosopher Looks at Kafka,” Ertayr in Criticiem, 1), 2
(April 1953), 177-190.

5. Oliver Wendell Holmes, The Awtocrat of the Breakfast-Table (Boston:
Houghtog, Mifflin and Company, Riverside Peess, 1892), pp. 103-104,

6. In her Literatwre ar Exploratiom, Lovise Rosenblarr’s comments on rhis
much-disputed question ate very illuminaring, In particular see pp. 110, 224-226,and
272-273, She examincs the sete question also in The Reader, the Texr, the Poem,
Chaprer V, “The Texe: Openness and Constcaine.” For an argument thar vigorously
supports the subjective answer to the question, see David Bleich, Subjective Criticirm
(Baltimote and Londen: Johas Hopkins Universiry Press, 1978).

7. Leavis’s assessment of Fielding appears in The Great Tradition (1948;
tpr. London! Charto & Windus, 1962), pp. 3-4. Murry's teply is “In Defense of
Fielding," Unprofessional Ertays (London; Jonathan Cape, 1956), pp. 9-52.

Chapeer 3

1. In "Poerry for Poetry's Sake,” the ficsressay in Oxford Lectares on Poetry, fitse
ptinced in 1910 and frequently teprinted since then.

2. A Preface to Pargdise Lost (1942 tpt, London: Oxford University Press, 1959),
pp- 35-87. Denis Sautar, Milton: Man and Thinker (1925: rpr. New York: Haskell
House Publishers, 1970).

). The Letters of Jobn Keats, ed. Hyder Edward Rollins (Cambtidge, Mass.:
Hatvard Univetsity Press, 1958), 11,67,

4. Murty's Siadies in Keats (1930) underwent substantial revisions in 1939, when
irappeared as Siudies in Keats: New and Old: in 1949, (The Mystery of Keats): and
in 1955, (Keats). Taken 3s a whole, this series of books, along with Keass and
Shakespeare, illustrates the growrh of an accomplished critic’s mind as he conrem.
plates one author over many years,

5. The Well-Wronght Urn: Studies in the Stracture of Poetry (New York:
Hareourr, Brace and Company, 1947), p. 16.

6. "Life of John Kears,” in The Keais Cirele: Letters and Papers, ed. Hyder
Edward Rollins, 2nd ed. (Cambridge, Mass.: Harvatd Universiry Press, 1965), il, 65.

7. The Finer Tone: Keats' Major Poems (1953; tpt. Baltimore: Johns Hopkins
Univessity Press, 1967), p. 178.

8. “"When Shakespeare Wrore rhe Sonnets,” The Atlantic (December 1949),
61-67; cepeinted in Shakespeare’s Sonnets Dated and Orber Etsays (London: Rupett
Harr-Davis, 1949), pp. 4<21. For a lively réjoinder ro Horson's argument, se¢ John
Middlecon Mucty, Jobn Clare and Other Studies {London: Peter Neville Limited,
1950), pp- 246-252,
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9. 1948; cpt. New Yock: Octagon Books, 1971,

10. Cambridge, Mass.: Harvaed University Press, 1936,

11. PMLA, 39 (1924), 229-253,

12. New York: Harcoute, Brace and World, 1930,

13, New York: W. W. Norton and Company, 1953.

14. The Active Universe: Pantheirm and the Concept of Imagination in the
Emglish Romansic Poets (London: Athlone Press, 1962).

15. A Dream of Order: The Medieval ideal in Nineteenth Century Englith
Literature (London: Routledge & Kegan Paul, 1971).

16. John Forstet, The Life of Charler Dickens (New York: Doubleday, Doran and
Company, 1928), p. 25.

i7. London: Hutchinson & Company.

18. For 2 vigotous rebuteal of the more sensational aspects of the Deacon-Coleman
thesis, see Robert Gittings, Young Thomas Hardy (London: Heinemann, 1975,
pp. 223229,

19. 1924; ept. New York: Haccourt, Brace and Company, 1952,

20. Practical Criticism: A Sixdy of Literary lxdgment (1929; (pt. London:
Routledge & Kegan Paul, 1970}

21. New Yark: Oxford University Press, 1968,

22. Poemis in Perrons: An Introduction to she Prychoanalysis of Literature (New
York: Norton, 1973},

23. Poemer in Persons, p. 100. Holland notes that the expression is Stanley Edgac
Hyman's.

24. larely Holland has moved on in his theotizing about literature w resrore
greater authotity to the wosk. See his articles “Unity Identity Text Self,” PMLA, 90
(1975), 813-822, and “Literaty Interptetation and Three Phases of Psychoanalysis,”
Critical Ingwiry, 3 (1976), 221-233.

25. This passage occurs catly in Keats's leteer of 19 February 1818 to John
Hamiiton Keynolds. The Letterr of Jobn Keats, I, 231,

26. Elements of Writing abost a Literary Work: A Stady of Response to Literature
{Champaign, lI.: National Council of Teachets of English, 1968).

27. Hamles and Oedipus (1949; spt. Garden City. New York: Doubleday and
Company, 1954},

28, 1929; (pt. New York: Oxford Universicty Press, 1959,

29. The Life and Works of Edgar Allen Poe: A Prycho-analytical Interprotation,
trans. John Rodker (London: Imagoe Publishing Company, 1949).

30. In Owt of My Syrtem: Prychoanalyris, ldeology, and Critical Method (New
York: Oxford University Peess, 1975), pp. 42-62.

31. London: Oxford University Press, 1934,

32. Willa Casher, University of Minnesota Pamphlers on American Weiters, No. 7
{Minneapolis: University of Minnesota Press, 1964).

33. An End 10 Innocence {Boston: Beacon Press, 1955}, p. 146.

34, In Mocton W. Bloomficld, ed., In Search of Literary Theory (Ithaca, N.Y., 2 2
London: Cornell Univetsity Press, 1972), pp. 91-193. Frye's original book of literacy
theoty, still vety illuminating as well as controversial, is Anatomy of Criticism: Four
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Essaps (Princeton, NJ.; Princeton University Press, 1957). Though absorbing, the
book is long and incricately atgued, and readers who find it heavy geing may prefer
Feye's moce sptightly and more simply written book, The Literary Imagination
{Bloomingten, Ind.: Tndianz University Press, 1964).

35. Inin Search of Literary Theory, p. 190.

36. Exile't Retwrm: A Literary Qdyfsey of the 1920'r (1934; rpr. New York: Viking
Press, 1963).

37. Garden City, New York: Doubleday and Company, 1940.

38. Axel's Castle: A Study in the Imaginative Literature of 1870-1930 (1931; tpr.
New York: Chatles Scribnet’s Sons, 1950).

39. On Natire Grownds: An Interpretation of Modern American Prose Literature
(1942; abridged as Doubleday Anchor Book A6, Garden City, N.Y.: Doubleday, 1956).
A mure regent book of Kazin's. dealing with American writers since the "forties, is
Bright Book of Life (New York: Dell, 1974).

40. Though Communists, both these men have oo fine 2 rationality 1o be
consiscent party-liners. The tenor of Lukacs” voluminous writing may be represented
by his The Meuning of Comtemporary Realirms, trans. John and Mecke Mander
(Loodon: Merlin Press, 1963), which conains a2 closely reasoned criricism of
“Modernism™ 2s tepresenred by snch weiters as Kafka and Joyce. Much of Chriscopher
Caudwell's pungent writing has been brought cogether in The Concept of Freedom,
ed. George Thomson {London: Lawrtence & Wishart, 1965), which collects pares of
three of his books. His posthumous book, Rontance and Realitm: A Study in Englith
Bourgeoir Literstwres is edited by Samuel Hynes (Princeton, NJ.: Princeron Uni-
versity Ptess, 1970). Both these edirions contain remutks on Cavdwell by the editors.

Chapter 4

L Principles of Literary Criticisum, p. 107,
2 "Milwn.” in The Liver of the Englith Pocrr. The Woeld's Chssics (Lundo.:
Oxford University Press, 1959), I, 127.

3. James Boswell, The Life of Santuel Johnson. Oxfoed Sundard Authoes (Londos.
Oxford University Press, 1960), p. 1309,

4. Henry Thoreaw, Wikden, “The Dean Feld.”

5. Aesthetics: Problems in the Philosophy of Critcisn \New York: Haccoory,
Brace and Company, 1958). p. 126,

6. Advice to s Praphet and Other Poemss (New Yurk: Hascourt, Brace and World,
1961, p. 27.

Chapter 5

L English Journal, 55 (January 1966), 39-45, 68; rpt. in Temhing English in
Today's High Schoolr: Seletted Readingr, 20d ed,, eds. Dwight 1. Burion and John 8.
Simmons (New York: Holy, Rinehare and Winsion, 1970).

2. The Way It Spozed to Be (New York: Simun and Shuger, 1968) and How fo
Suriive in Your Nelive Lind (New York: Simon and Shusrer. 1971).

3. As far as ) can 1race phis plot scheme, it detives from Gustave Freyag. “Chapter
I The Consiruction of che Drama,” in Freyiag's Tethmique of the Drama: An
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Exporition of Dramatic Compotition and Art, 2nd ed. from the German Gth ed,, ed.
and trans. Elias J. MacEwan (Chicage: §. C. Griggs and Company, 1896). Aithough
this book, never reprineed | think, i5 hard to come by owside university libraries,
the teacher who reads Chapter il will find 2 great help in its incisive 2nd intelligible
treatment of plotting.

4. And yer a credible argument canbe made for including in the curriculum encugh
information about litetary technique 1o allow srudents to admire a writer's artisrey.
This argument has a forceful presencarion in Sydney Bok and Roger Gard, Teaching
Fiction in Schoolr (London: Hurchinson Educationat Limired, 1970).

Chapter Six

1. See kis sonnet "On the Grasshopper and Cricker.”

2. See Aileen Ward, Jobn Keats: The Making of & Poer (New Yotk: Viking Press,
1963), pp. 30-32 and 66-68, for a sensitive explanation of familial Symbols in
“Imication of Speaser” and “Calidore.” Miss Ward shows that in those poems water
represents the maternal element, buc 1 consider the image of earth in “To Autumn”
to carry the same idea.

3. ln The Visiomary Company (Garden Ciry, New Yotk: Doubleday & Company.
1961), p- 423, Harold Bloom notices the sexual imagery of the first stanza, but he does
oot take it as central 1o the poem.

4. “Conspire™: literatly “to breathe together.”

5. John Middleron Mutry, Keatr and Shakespeare (1925 tpr. London: Oxford
Universiry Press, 1969).

6. The Lerterr of Jobn Keats, 11, 101, _

1. The Lettere of Jobn Keass, 11, 167. This is the lerer of 22 September 1819,
Here is the relevanc passage: “How beauriful the season is now—How fine the air. A
temperate sharpness about it. Really, without joking, chasre weather—Dian skies—1
never lik'd srubble fields 5o much 25 now—Aye better than the chilly green of the
Spring. Somehow a stubble-ficld looks warm—in the same way thar some pictures
look warm—this struck me 30 much in my Sunday’s walk thac 1 composed upon it.”

Chapter Seven
1. (London: Hamish Hamilion, 1961). p. 198.

Chapter Eight

1. Hisattachmenr co Mary Jane Wilks is possibly an exceprion, but she is much less
passively admiting than the other bourgeois women in the novels, much more her
own woman.

2. A readily available and fully annotaced tsanslarion of Fear and Trembling and
The Sickness Unto Death is by Waliet Lowtie (Gardea City, New York: Doubleday
Anchor Books, 1994). Page references in this chapter are to that edition.

3. ‘Tom had suggeseed that he, Huck, 2nd Jim go to the Indian Territory for “a )

couple of weeks” of “howling advencures.”
4. Lionel Trilling's profound and beaurifully written essay can be found as che
introduction to the Rinchart edition of Huckleberry Finn ard also in Trilling's
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frequently reprinwed The Liberal Imagination and in Guy A. Cardwell's Dircwssions of
Mark Twain.

Chapter Nine

L. My source for Orbello throughout this chaprer is the Oxford University Press
edition (1912; reprinted 1966} edited by W' J. Craig.

Afterword

1. A persuasive account of how literatute helps readers to form and refine moral
values is Maxine Greene's “Literature and Human Understanding,” The Jowrmal of
Aeisheric Educarion. 2, No. 4 (Ocwber 1968), 11-22, reprinted in Ralph A, Sprith, ed.,
Aesrberici and Problems of Edwearion (Utbana: Univessiry of Micois Press, 1971),
PP. 200-212.

2. My discussion of the function of are telies upon the writings of Suzanne K.
Langer. The reader who wanis 2 succince Statement of Mrs. Langed’s poine of view
can go to the essay “Expressiveness™ in hes Problems of Art: Ten Philosophical
Lectures (New York: Chatles Scribner’s Sons, 1957).

3. Ha:xy Allen Oversireer, The Mature Mind (New York: W, W. Nofton, 1949),
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