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Hawthorne,	,,young	Goodman	Brown"	382	Appendix	C	Alice	Walke	r,	"Everyday	Use:	for	your	grandmama"	40!	Index	4t1	1X	Preface*	xi	Preface	This	book,	now	in	its	fifth	edition,	has	been	from	the	first	the	product	of	our	sharedconviction	that	the	richnessof	great	literature	merits	correspondingly	rich	responses-responses	that	may	be	reasonedas	well
as	felt.	Corollary	to	this	conviction	is	our	belief	that	such	responses	come	blst	when	the	reader	appreciatesa	great	work	from	as	many	perspectivesas	it	legitimately	opensitself	to.	Nothing,	of	course,replacesthe	reader,s	initralfelt	responses:the	sound	of	poetry	on	both	the	outer	and	the	inner	ear;	the	visions	of	fiction	in	the	mind's	eye;	the	kinesthetic
assault	of	"total	theater."	But	human	responsesseldom	remain	dead-level:they	reverberatethrough	multiple	planesof	sensibility,	impelled	toward	articulation-in	short,	toward	crit-	inevitable	as	breathing,	and	that	we	should	be	none	the	worse	for	articulating	what	passesin	our	minds	when	we	read	a	book	and	feel	an	emotion	about	it."	Eliot's	reminder
was	instrumental	in	the	genesisof	the	first	edition	of	A	Handbookof	Critical	Approaches	in	the	early	1960s,	when	the	four	original	coauthorswere	colleaguesin	the	English	Department	at	Centenary	Collegeof	Louisiana.At	that	time	we	had	becomesensitiveto	the	problems	of	teachingliterary	analy-	sis	to	young	collegestudents	in	the	absenceof	a
comprehensive	yet	elementaryguide	to	someof	the	major	critical	approachesto	works	of	literature.	No	work	of	that	sort	existed	at	the	time,	yet	students	clearly	could	have	profited	from	a	more	formalized	and	contemporary	introduction	to	the	serious	study	of	literature	than	they	generally	had	received	in	lower	levels	of	education.	We	found	that	most
lower-	and	many	upper-division	students	were	entering	and	emerging	from	courses	in	literature	still	unenlightened	about	the	most	rewarding	critical	techniques	that	a	keen	reader	could	apply	to	good	imaginative	writing.	Even	studentswhose	exposureto	literafure	had	beenextensive	often	possessedonly	a	narrow	and	fragmented	concept	of	such
interpretive	approaches.Consequently,	one	of	our	first	aims-then	and	now-has	been	to	help	establisha	healthy	balance	in	the	student's	critical	outlook.	We-a	group	that	now	includes	another	coauthor-still	fervently	believe	that	any	college	or	university	student-or,	for	that	matteq,any	advanced	high	school	student-should	have	at	hand	the	main	lines	of
the	most	useful	approachesto	literary	criticism.	With	theseassumptionsin	mind,	we	marked	off	our	areasof	concernand	laid	claim	to	fill	the	need	we	sensed.We	have	been	gratified	with	the	successof	that	claim,	indicated	by	the	acceptance	of	the	book	by	our	professional	colleaguesand	by	hundreds	of	thousands	of	students	throughout	the	land	and
abroad.	(The	book	has	now	been	published	in	Spanislg	Portuguese,	fapanese,	Chinese,	and	Korean	ftesides	an	English	version	in	Korea].)	However,	there	has	also	been	an	acceptance	we	did	not	anticipate.Our	original	concernwas	to	offer	critical	approachesto	students	in	the	early	years	of	college	work,	but	we	have	found	that	in	instanceafter
instancethe	book	is	being	used	at	upper-division	levels	and	in	graduate	classes.Even	so,	this	extended	use	has	not	precluded	the	book's	acceptanceby	numerous	high	school	teachersas	well.	We	hope	that	in	this	fifth	edition	we	have	preservedthat	versatility,	and	we	have	worked	skenuously	to	improve	upon	it.	Since	the	publication	of	our	first	edition	in
the	mid-1960s,we	have	wihressed	a	veritable	explosion	of	critical	theories,along	with	a	radical	expansion	and	revision	of	the	literary	canon.	Theseextraordinary	developmentshave	prompted	corresponding	revisions	in	eachsucceedingedition	of	our	handbook.	For	Preface	*	>ia7i	urltlclsm/	lJialogics,	structuralism	and	poststructuralism,	In-	cluding
Deconstruction."	The	most	dramatic	changein	this	fifth	edition	has	been	moti-	and	literary	form,	but	also	one	that	would	lend	itself	to	multiple	levels	of	interpretation.	Among	the	several	well-known	tities	that	came	to	mind	were	Charlotte	Brontd,s	WutheringHeights,	Nathaniel	Hawthorne's	The	ScarletLetter,Herman	Melvillle,s	FrankensteinThe	very
name	has	infiltrated	our	lexicon	as	"a	monstrous	creation;esp:aworkor	agencythat	ruins	its	originator."	What	word-and	work-could	be	more	timely?	As	merely	one	of	many	examples,a	recentissue	of	Neznsweekrematks	that	"Islamic	terrorism	has	becomea	Frankensteinmonster	that	has	turned	on	the	regimesthat	nurtured	them."	Beyond	Islamic
terrorism	are	the	terrors,	real	and	imagined,	attendant	upon	the	brave	new	Frankensteinian	world	of	human	cloning.	Arnold	Schwarzenegger'sTerminatorand,	more	recently,	The	6th	Day	appear	to	be	increasingly	more	"science"	and	less"fiction."	What	elsemade	our	colleague'ssuggestionsoapt?Lr	addition	to	Frankenstein'stimeliness,its	spellbinding
horror,	and	durable	popularity,	was	the	striking	personageof	the	novel's	creator:a	woman-not	just	any	woman-but	a	brilliant	teenagerno	older	than	most	first-year	college	students,	the	daughter	and	namesake	of	one	of	the	most	eloquent	crusaders	for	the	rights	of	women,	and	the	wife	of	one	of	the	greatestRomantic	poets.The	creation	of	her	great
work	of	fiction	was	in	many	ways	no	less	astonishingthan	the	work	of	Victor	Frankenstein.	Mary	WollstonecraftShelleyattestedthat	her	novel	had	been	inspired	by	a	haunting	noctumal	"visitation"	after	listening	to	a	lengthy	philosophical	discussion	between	Lord	Byron	and	her	husband	conceming	"the	nature	of	the	principle	of	life":	Night	waned	upon
this	talk,	and	even	the	witching	hour	had	goneby	beforewe	retiredto	rest.IA/henI	placedmy	headon	my	pillow,	I	did	not	sleep,nor	could	I	be	said	to	think.	My	imagina-	perenniallypopular	but	not	yet	quite	canonical.	"How	about	Frankenstein?',volunteered	a	Centenarv	col_	league	and	resident	film	expert	Jeff	Hendricks.	,,Eureku!',	*"	cried	in
response."Perfectl"	Frankensteinl\A/hoamong	us	does	not	know	the	name?\rVho	among	us	has	not	thrilled	to	the	visual	horrors	perpetrated	by	Boris	Karloff	look-alikes,	act-alikes,and	worse-much	worse?	tiorl	unbidder;	possessedand	guided	me,	gifting	the	successive	images	that	arose	in	my	mind	with	a	vividness	far	beyond	the	usual	bounds	of	reverie.
I	saw-with	shut	eyes,but	acute	mental	vision,-I	saw	the	pale	student	of	unhallowed	arts	kneeling	beside	the	thing	he	had	put	together.I	saw	the	hideous	phantasm	of	a	man	stretched	out,	and	then,	on	the	working	of	some	powerful	engine,	show	signs	of	life,	and	stir	with	an	uneasy,half	vital	motion.	Frightful	must	itbe;	for	supremely	frightful	would	be
the	effect	of	any	human	endeavour	to	mock	the	stupendous	mechanism	of	the	Creator	of	the	world.	His	successwould	terrify	the	artist.	.	.	.	What	terrified	me	will	terrify	others.	.	.	.	(172)	Indeed!	What	terrified	Mary	Shelley	on	that	]une	night	nearly	two	centuries	ago	has	terrified	others	beyond	her	wildest	dreams,	for	hers	has	since	become	a	universal
nightmare.	xiv	*	Preface	Finally	and	conclusively,what	has	made	this	novel	such	an	tions:	to	provide	a	basic	introduction	to	the	major	criticalinterpretive	perspectives	that	a	reader	beginning	a	serious	study	may	bring	to	bear	on	literature.	This	book	delcribes	and	demonstratesthe	critical	tools	that	have	come	to	be	regardedas	indispensablefor	the
sensitive	reader;	these	tools	u."-*hut	*"	call	"	approaches."Furthermore,	becausethis	is	a	handbookof	But	heuristics	can	be	guided,	and	for	that	reason	we	have	Preface"	xv	treatment	of	critical	reading	should	be	the	student's	recognition	of	the	need	to	selectthe	most	suitable	approach	for	a	given	literary	work.	Thesesix	works	were	chosenbecausethey
lend	themselves	exceptionallywell	to	multiple	interpretations	and	becausethey	will	make	the	beginning	student	aware	of	the	joys	of	reading	at	increasingly	higher	levels	of	ability.	Three	of	thern-Frankenstein,	Adaenturesof	HuckleberryFinn,	and	Hamlet-are	easily	available	in	paperback,if	not	in	the	student's	literature	anthology.	The	other	three-"To
His	Coy	Mistress,"	"YotJrrgGoodman	Brown,"	ar.d"Everyday	f|ss//-a1g	included	in	this	book.	Regardlessof	the	availability	of	these	six	works,	we	hope	that	this	book	will	serve	as	a	model	or	guide	for	the	interpretation	of	many	literary	works.	In	short,	while	our	handbook	possesses	an	integrity	of	its	own,	it	may	be	used	most	instructively	as	a
complementary	text	in	conjunction	with	an	anthology	or	a	set	of	paperbacks.	This	handbook	may	be	read	from	cover	to	cover	as	a	continuous	unit,	of	course,but	it	has	been	organized	for	both	flexibility	and	adaptability.	For	example,	although	it	is	primarily	organized	by	"approaches"	rather	than	genres,at	the	beginning	of	a	course	the	instructor	may
assign	the	introductory	section	of	eachchapter,later	assigningthe	sectionsdealing	with	a	certain	genre.Thus,	the	instructor	who	decidesto	begin	with	the	short	story	may	assign	"Young	Goodman	Brown"	and	"Everyday	Use"	along	with	the	introductory	sectionsof	selectedchapters	and	the	accompanyingdiscussionsof	thesetwo	stories.Another
possiblestrategy	is	to	have	students	read	severalliterary	works	early	in	the	term	and	discussthem	in	classwithout	immediate	recourse	to	this	handbook.	Then	they	might	read	this	text,	or	pertinent	sectionsof	it,	and	bring	their	resulting	new	insights	to	bear	onthe	literature	read	earlier,aswell	ason	subsequentreadings.	This	double	exposurehasthe
advantageof	creatinga	sense	of	discovery	for	the	perceptivereader.	For	the	continuing	successof	this	handbook	over	the	past	four	decades,we	owe	many	thanks.	Our	debt	to	the	canonof	literary	scholarship-the	breadth	and	depth	of	which	is	reflected	in	the	Quick	Referencesectionsof	this	text-is	obvious,	and	we	acknowledgeit	with	gratitude.	Equally
considerableis	our	debt	to	the	many	friends	and	colleagueswhose	assistanceand	sug-	xvi	*	Preface	gestions-havehelped	to	ensure	this	success.To	these	we	give	special	thanks:	Laurence	perrine,	William	B.	Allmory	a.	1ame"s	Gowery	Donald	F.Warders,Arthur	Schwartz,RichardCoanda,	JamesWilcox,	Kathleen	Owens,	CzarenaStuart,	Irene	Winter_	rowd,
Yvonne	B.	Willingham,	Mildred	B.	Smith,	Melinda	M.	1	GettingStarted:	ThePrecriticalResponse	sity	Press,particularly	our	editol,	JanBeatty,and	our	produc_	tion	editor,	Christine	D'Antonio.	On	a	final	note,	we	are	especiallyindebted	to	Gayle	Labor	for	her	editorial	efforts,	to	Greg	Guerin	for	technical	assistance,	and	to	Jeff	Hendricks	for	critical
insights.	WL.G.	E.	L.	L.	M.	l.c.R.	I.R.W.	Q	U	r	C	KR	E	F	E	R	E	N	C	E	N	ewsweek,	Aprll	12,2004,p.	35.	Shelley,Mary.	Mary	SheIIey,	Frankenstein.	Hunteq,|.,	Ed.	New	york	W.	W.	Norton,	1996.	It	may	come	as	a	surprise	to	contemporary	students	to	leam	that	well	into	the	nineteenth	century,	courses	in	British	and	American	literature	were	not	offered	in
universities.	For	centuries	in	western	Europe,	only	the	literature	of	classicalantiquity	was	thought	to	have	sufficient	merit	for	systematicstudy.	Yet	it	was	inevitable	that	literature	should	one	day	become	a	part	of	the	academiccurriculum.	Anything	that	could	so	move	and	interest	large	numbers	of	people,	including	the	most	cultivated	and	enlightened,
and	that	had	such	obvious	and	pronounced	didactic	uses	was	in	the	judgment	of	academicians	bound	to	be	worthy	of	intellectual	analysis.	Such	a	view	may	well	have	motivated	educatorsto	make	literature	an	academic	subject	it"taugltl"	something;it	was	a	sourceof	"knowledge."	Lr	any	event,	once	literature	was	establishedin	the	curriculum,	it	was
subjectedto	the	formal	discipline	of	criticism,	which	ultimately	consistedof	taking	it	apart	(and	putting	it	back	together	again)	to	seehow	and	why	as	well	as	what	it	was	and	meant.	A	popular	opinion	has	it	that	becauseliterary	"technicians"	have	so	rigorously	pursued	their	studies,	many	"common	readers"	(a	term	that	Dr.	Samuel	johnson	contributed
to	the	lexicon)	shy	away	from	the	rich	and	pleasurable	insights	that	balanced,intelligent	literary	criticism	can	lead	to.	Whatever	the	reason,	many	students	not	innately	hostile	to	literature	may	well	have	come	almost	to	despise	it,	certainly	to	dread	it	in	2	*	A	Handbookof	CriticalApproaches	to	Literature	school,	and	to	think	of	it	in	the	same	category	as
quantum	physics,	.Er,sephilology,	macroeconomic	tieoiy,	orl_-o.r"	yet-English	grammar.	*	3	CettingStarted:ThePrecriticalResponse	control,	out	of	[their]	heads."	He	continued	by	pointing	out	that	we	do	have	a	traditional	name	for	the	effect	sought,	and	at	its	most	successfulachieved,	by	Pop;	the	temporary	releasefrom	the	limits	of	rationality,	the
boundaries	of	the	ego,	the	burden	of	consciousness;the	moment	of	privileged	insanity[;]	that	traditional	name	is,	of	course,	"Ekstasis,"	which	Longinus	spoke	of	in	the	last	centuries	of	the	ClassicEra,	not	in	terms	of	Popular	Art	or	High	Art,	which	in	fact	cannot	be	distinguished	in	terms	of	this	concepUbut	of	aII	art	at	its	irrational	best--or,	to	use	his
other	favorite	word,	most	"sublime."	That	political	principles	underlie	Fiedler's	position	is	clear	in	his	closing	remarks:	Once	we	have	made	ekstasisrather	than	instruction	or	delight	the	centerof	critical	evaluation,	we	will	be	freed	from	the	necessity	of	ranking	mass-producedand	mass-distributedbooks	in	a	hierarchal	order	viable	only	in	a	class-
structuredsociety,delivered	from	the	indignity	of	having	to	condescend	publicly	to	works	we	privately	relish	and	relieved	of	the	task	of	trying	to	define	categories	like	"high"	and"low,"	"majotlty"	and	"minority"	which	were	from	the	beginning	delusive	and	unreal.	In	an	impressive	list	of	work	ranging	fromLiterary	Theory:An	Introduction	(1983)	to	After
Theory	(2004),	Terry	Eagleton	has	made	it	absolutely	clear	in	a	number	of	closely	reasoned	arguments	that	in	his	view	all	literature	illustrates	and	embodies	political	philosophy.	More	specifically,	Eagleton	believes	that	Marxist	theory	can	explain	any	literary	work.	Sontag's,	Fiedler's,	and	Eagleton's	points	of	view	are	instructive	for	readers	interested
in	familiarizing	themselves	with	the	variety	of	critical	responses	to	a	literary	work.	\rVhether	one	subscribes	to	them	intheir	entirety	or	inpart	or	disagrees	with	them	categorically,	they	are	invigorating	polemics	that	can	spark	further	intellectual	exchange	on	the	issue	in	the	classroom,	in	the	learned	journals,	and	in	magazines	and	newspapers.
Subjective,	less	rational	responses	to	literature	in	the	classroom	have	not	gone	unchallenged.	Among	the	earliest	spirited	4	*	A	Handbookof	CriticalApproaches	to	Literature	rebuttals	were	J.	Mitchelr	Morse's	"Are	English	reachers	obsolete?,"	Ann	Berthoff's	,,RecallingAnother	Freudian	Model_A	Consumer	Caveat,"	and	Eva	Toister,s	,,Tradition	and	the
Aca_	demic	Talent."	And	John	Ciardi	in	the	second	edition	of	Hora	Doesa	PoemMenn?	-emphatically	condemns	appreciation	and	free	associationin	discussing	f6",.y	in	the	clussroom,caling	the	one	"not	useful,-	the	other;,perrnissive	and	pointless,,,	anl.	both	together	"dull"	(xix-xxi).	Perhapsas	a	result	of	this	controversy,a	dilemma	has	arisen	in	the
classroom	for	some	teachers	of	literatur",	whether	to	discuss	material	in	an	essentially	subjecii	r"	"u_"iy,	*uri_	ner-the	extreme	of	which	could	be	relativistic-and	nonrational-or	whether	to	employ	the	tools	of	logical	and	intellec_	tual	analysis.We	believe	that	these	options	jo	not,r""ur*rity	constitute	a	dilemma.	Thereis-unquestionablya	kind	of	literary
analysis	that	is	like	gilg	al	elgphantgunto	shoor	a	gnat.	It	is	practiced	by	riders	of	all	kinds	of	scholarly	hobbyhorses	and	may	manifest	itself	in	such	ways	as	asceriaining	the	number	of	feminine	*^;	t1,	The	Rapeof	the	Lock	or	instances	of	trochees	in	book	+	of	ParadiseLost	or	the	truth	about	Hamlet,s	weight	problem.	The	early	pages	of	Charles
Dickens's	Hard	rimes"illustrate	the	imagination-stifling	effectof	one	suchtechnique.Thomas	Grad_	grind,.patron.of	a	grammar	school	in	an	Enghsh	industrial	ir	listening	to	a	classrecite.	He	calls	on	ori"	of	the	pupils,	.t.oyl,	"girl	number	twenty,,'for	the	definition	of	a	horse.	,,Giri	nlm_	ber	twenty"	(in	Gradgrind,s	world	there	is	no	personal	iden_	tity-nor
are	there	any	militant	feminists)	caonot	produce	the	expected	rote	answer.	A	better-conditioned	claismate	can:	"'Quadruped.	Graminivorous.	teeth,	namely	t;";ty,	four	grinders,	four	eye-teethand_Forty	tweive	incisive.	Shedscoat	in	in	marshy	countries	sheds	hoofs,	too.	Hoofs	hard,	,*:	"pt*.gi	but	requiring	to	be	shod	with	iron.	Age	known	by	marks	in
mouth.'.'Noy	gitt	twenty,,rufo	M..	Gradgrind,	,you	"g-!g.	,,	It	know	what	a	horse	is.,	hardly	needspointing	out"thatsuch	a	definition	would	not	do	justice	to	the	fikls	of	farious	horses	like	Seabiscuit,Pegasus,Black	Beauty,Trigger,or	War	Admiral.	But	absorption	with	extraneous,	irrblevir-t,	o,	even	too	practical	considerationsthat	detract	from
aestheticperception	seems	to	be	an	occupationaldiseaseof	many	literary	critics.	this	appears	*5	GeftingStarted:ThePrecriticalResponse	to	be	a	problem,	however,	rather	than	a	dilemma,	and	its	solution	is	among	the	severalaims	of	this	book.	Our	purpose	in	this	chapter	is	to	show	that	the	precritical	responseis	not	only	desirablebut	indeed	essentialin
the	fullest	appreciation	of	literature.	In	doing	so,	we	do	not	mean	to	suggestthat	analysisor	expertisedetractsfrom	aestheticsensitivity	any	more	than	we	mean	to	suggestthat	aprecriticalresponseis	an	unworthy	one.	It	is	a	truism	to	say	that	our	sensescan	sometimes	mislead	us,	hence	the	need	to	analyze	literature	that	is	being	studied	aswell	asread	for
pure	pleasure.	We	maintain	that	knowledge,	even	of	a	specialized	kind,	is	not	in	and	of	itself	a	deterrent	to	the	enjoynent	of	literature.	On	the	contrary,	this	book	is	predicated	on	the	assumption	that	such	knowledge	and	the	intelligent	application	of	severalinterpretive	techniques	can	enhancethe	pleasure	that	the	conunon	reader	can	derive	from	a
piece	of	literature.	Let	us	illustrate	with	an	analogy.	A	college	student	in	an	American	university	decides	to	take	in	a	film	on	a	Friday	evening	as	a	reward	for	a	week	of	grinding	study.	Sherounds	up	a	group	of	friends	similarly	disposed,and	they	head	for	a	nearby	mall,	the	site	of	a	huge	theater	where	often	over	a	dozen	films	are	being	shown
simultaneously	in	different	auditoriums.	The	sheerjoy	of	weekend	freedom	and	the	anticipation	of	an	attractive	choiceof	films	afford	an	ecstasydenied	to	many.	Even	that	pleasureis	heightened	by	the	sight	of	hordes	of	other	students	laughing	and	clowning	about	their	release	from	labs	and	libraries	into	the	wonderful	world	of	cinema.America's	future
business	and	professional	leaders	are	stocking	up	on	mouthwatering	tubs	of	hot	buttered	popcorn	and	mammoth	cups	of	soft	drinks	before	disappearing	into	dark	cavems	full	of	luxuriously	upholstered	reclining	theater	seats,there	to	thrill	vicariously	to	torrid	love	scenes,gory	detective	brutality,	wild	and	crazy	comedy,	complex	psychological	drama,
and	amazing	tales	of	the	future.	Everything	combines	to	immerse	them	in	a	pool	of	sensation.	Not	far	away	from	theseavid	fans,	a	smaller,	somewhat	less	ebullient	group	of	students	are	making	their	way	into	one	of	the	auditoriums,	but	they	lack	none	of	the	other	group's	excitement	and	anticipation.	They	are	members	of	one	of	the	university's	film
classes,and	they	are	accompaniedby	their	professor.	6	*	A	Handbookof	CriticalApproaches	to	Literature	*	7	GettingStarted:ThePrecriticalResponse	about	setting,	plot,	character,structure,	and	so	on,	they	have	moved	from	merely	amateur	responsesto	literature	toward	more	analytical	commentary	on	such	questions	as	what,	how,	and	why.	In
subsequentchapters,we	will	examine	in	detail	the	various	approachesthat	may	be	applied	to	a	work	of	literature	in	order	to	experienceit	more	fully.	1?ecia,lknowledge,	they	comprehendwhat	they	are	witnessing.	Their	knowledge	does	not	dim	their	pleasure;	it	does	not	nul-	What	the	academic	critic	needs	to	keep	always	in	mind	is	that	the	precritical
responseis	not	an	inferior	responseto	literature.	(After	all,	we	may	be	sure	that	Shakespearedid	not	write	Hamlet	so	that	scholarly	critical	approachesto	it	could	be	for-	response.To	illustrate	the	point	we	are	making,	we	would	like	to	cite	the	experienceof	a	colleagueof	ours	who	gave	a	birthday	party	for	her	11-year-oldson.	She	chose	to	tike	him	and
eight	of	his	friends	to	seethe	filmThe	Village.She	and	another	mother	sat	behind	the	boys	as	they	watched	the	film.	The	moment	it	was	over,	a	certain	George	M.	jumped	to	his	feet,	whirled	around	to	the	mothers,	and	loudly	announced,	,,That	totally	sucked!	It	was	so	lame!"	Then	he	caught	himself,	realizing	that	he	was	sharing	his	opinion	with	his
hostess.He	shame-	precisecritical	language	to	move	beyond	,,it	sucked.,,	We	are	now	about	to	take	our	first	steps,so	to	speak,into	academic	criticism.	Whenever	students	begin	to	think	and	talk	w	l.	SETTING	The	students'	precritical	responseto	a	film	parallels	the	common	reader's	precritical	responseto	literature.	The	Civil	War	era	and	wilderness
terrain	of	ColdMountain	correspond	to	the	settingof	the	work	of	literature:	the	antebellum	South	oI	Huckleberry	Finn;	Puritan	Massachusetts	in	"Young	Goodman	Brown";	Cavalier	England	in	"To	His	Coy	Mistress";	eleventhcentury	Denmark	in	Hamlet;the	Deep	South	of	the	1970sin	"Everyday	IJse";	the	arctic	desolatenessand	constant	rain	of
Frankenstein.	Precritical	responsesto	settingsin	the	works	to	be	dealt	with	in	this	handbook	are	likely	to	be	numerous	and	freewheeling.	One	reader	of	HuckleberryFinn	will	respond	to	the	nostalgia	of	an	earlier,rural	America,	to	the	lazy	tempo	and	idyllic	mood	of	Huck	and	Jim's	raft	trip	down	the	Mississippi.	Still	another	will	delight	in	the	description
of	the	aristocratic	Grangerfords'	bourgeois	parlor	furnishings	or	the	frontier	primitivism	of	Arkansas	river	villages	and	the	one-horse	plantation	of	the	Phelpses.The	Gothic	texture	of	the	New	England	forest	in	"Young	Goodman	Brown"	will	sober	some	readers,as	will	the	dark	and	brooding	castle	of	Hamlet.	The	actual	setting	of	"To	His	Coy	Mistress"
must	be	inferred	(a	formal	garden?the	spacious	grounds	of	a	nobleman's	estate?),but	romantically	connotative	settings	such	as	the	"Indian	Ganges"	and	the	"tide	of	Humber"	are	alluded	to,	as	are	macabre	or	mind-boggling	places	like	"marble	vaults"	and	"deserts	of	vast	eternity."	The	primitive	living	conditions	of	the	fohnsons	in	"Everyday	IJse"	will
be	altogether	unfamiliar	to	most	modern	young	readers,	even	to	those	in	the	South.	The	multiple	settings	of	Frankensteinenhancethe	theme	and	the	plot	of	the	novel.	The	raging	storms	of	the	rugged	Alpine	mountains,	the	shocking	sights	of	Frankenstein'slaboratories,	8	*	A	Handbookof	CriticalApproaches	to	Literature	the	remote	wind-swept	Orkney
Islands,	the	frozen	wastelands	of	the	polar	North-all	play	a	most	important	role	in	the	terrifying	action	of	the	story.	m	ll.	PLOT	The	students'uncomplicated	view	of	an	individual	film	equals	the	reader's	precritical	responseto	the	conflict	(plot)	involiing	protagonist	and	antagonisf	(Hamlet	versus	his	uncle;	Danny	Glover	and	Mel	Gibson	versus
assortedhoods	and	drug	deaiers).	Readerswho	delight	in	action	will	thrill	to	the	steps	in	Hamlet's	revenge,even	when	it	lights	on	the	innocent,	and	will	tle	keen	irony	that	prevents	him	from	knowing	his	Ophufget	lia	to	be	true	and	guiltless	and	from	enjoying	the?uit	oi	his	righteous	judgment.	Such	time-honored	plot	ingredients	as	the	escape,	the
chase,	the	capture,	the	release-sensationally	spiced	with	lynching,	tar-and-feathering,	swindling,	feuding,	murder,	and	treachery-rnay	form	the	staple	of	interest	for	prJcritical	readers	of	Hucklebnry	Einn.	such	readers	will	also	be	rooting	for	the	white	boy	and	his	black	slave	friend	to	elude	their	pursuers	and	attain	their	respective	freedoms.	Enigma
and	bewilderment	may	well	be	the	principal	precritical-	response	elicited	by	the	plot	of	"young	Goodman	Brown,,:	is	Brown's	conflict	an	imaginary	one,	or	is	he	really	battling	the	Devil	in	this	theological	Heart	of	Darkness?Or	in	,,To	His	Cov	Mistress,"	will	the	young	Cavalier	prevail	with	his	Coy	Mistressto	make	love	before	they	are	crushed	in	the	maw
oftime?	In	Mary	Shelley's	classic	thriller	Frankenstein,will	the	young	scientistbefriend,	control,	or	kill	the	monster	he	has	creaied,oi	will	the	monster	wreak	vengeanceon	the	world	for	his	,,miscreation"?	GettingStarted:ThePrecriticalResponse	"	9	frustrated	humanity	of	John	Savage	in	BraueN	ew	Worldor	Sethe	in	Toni	Morrison's	Beloaed).Precritical
reactions	to	the	characters	in	"To	His	Coy	Mistress"	will	no	doubt	vary	with	the	degree	to	which	the	reader	subscribes	to	situation	ethics	or	adheresto	a	clearly	articulated	moral	code.	Strict	constructionists	will	judge	the	male	aggressora	"player"	and	the	woman	a	"coquette"	at	best.	Libertines	will	envy	the	speaker	his	line.	that	of	his	diabolically
determined	uncle.	In	more	complex	character	analysis,	the	simplistic	grouping	into	good	and	bad	will	not	be	adequate;it	may	in	fact	necessitatean	appreciation	of	ambiguity.	From	this	viewpoint,	Gertrude	and	polonius	and	Rosencrantzand	Guildenstern	appear	more	weak	and	venal	than	absolutely	vicious.	Complexity	also	informs	the	character
treatment	of	Dee	and	her	mother	in	"Everyday	fIse.,,	The	for-	we	find	two	conflicted	characterswho	are	enmeshedin	a	web	of	self-horror.	s	lV.	STRUCTURE	w	lll.	CHARACTER	The	young	moviegoers	assess,after	a	fashiory	the	roles	of	the	actors.Although	theseare	frequently	cultural	stereotypes,they	bear	someanalogy	to	the	common
reader,scommonsensechaiacter	analysis	of	literary	figures	(the	self-effacing,	sacrificial	nature	of	Sidney	Carton	in.A	TaIeof	TwoCities,themitter-of-fact	courageand	resourcefulnessof	RobinsonCrusoe,the	noble	but	The	students'	awarenessof	the	major	complications	and	developments	of	a	film	plot	such	as	that	of	TheLord	of	the	Rings	and	the
importance	of	eachto	the	outcome	is	akin	to	the	reader,sor	viewer's	unconscioussenseof	plot	structure,the	relatednessof	actions,the	gradualbuildup	in	suspensefrom	a	situation	full	of	potential	to	a	climax	and	a	resolution	(asin	Macbeth's	rise	to	be	king	of	Scotlandthrough	foul	and	bloody	meansand	the	poetic	justice	of	his	defeat	and	death	by	one	he
had	wronged).	A	pre-	t0	*	A	Handbookof	CriticalApproaches	to	Literature	critical	response	to	the	structure	of	"To	His	Coy	Mistress"	could	certainly	involve	the	recognition	of	the	heightening	intensity,	slanzaby	stanza,of	the	lover's	suit-from	the	proper	and	conventional	complementary	forms	of	verbal	courting	to	more	seriousarguments	about	the
brevity	of	life,	and	finally,	to	the	bold	and	undisguised	affirmation	that	sexualjoy	is	the	central	goal	of	the	lover's	life.	The	corunon	reader	can	discern	the	plot	development	in	Hamletstep	by	step,	from	mystery	indecisiory	and	torment	to	knowledge,	resolute	action,	and	catharsis.	He	or	shemay	be	fascinatedby	the	stratagemsthat	Hamlet	and	Claudius
employ	against	each	other	and	amused	by	the	CIAlike	techniquesof	Polonius	to	ferret	out	Hamlet's	secret.Spellbinding	horror	and,	later,	cathartic	pathos	are	possible	emotions	engendered	by	the	climax	and	d6nouement	of	this	revengetragedy.	The	episodic	plot	of	HuckleberryFinn	is	somehow	coherenteven	though	precritical	readersmust	confront	in
rapid	order	thrill,	suspense,danger,brutality,	outrage,	absurdity,laughter,	tears,	anger,and	poetic	justice	as	they	respond	to	Huck	and	jim's	attempts	to	elude	capture;	the	side-splitting	charlatanismaswell	asthe	sinister	and	criminalbehavior	of	the	King	and	the	Duke;	wrecked	steamboats;tent	revivals;	feuding,	shooting	in	the	street,	and	thwarted
lynching;	and	finally	the	mixed	triumph	of	the	heroes.	The	structural	stages	in	"Young	Goodman	Brown"	may	result	in	ambivalent	reactions	by	the	reader:on	the	one	hand,	plain	recognition	of	the	destructive	effects	of	the	events	of	the	plot	on	Brown;	on	the	other,	bewilderment	as	to	whether	the	events	really	took	place	or	were	all	fantasy.	s*	V.	STYLE
The	acting	technique	in	a	film	may	be	realistic,as	is	Seanpenn,s	in	Mystic	Riaer,or	it	may	be	stylized,	as	in	Johnny	Depp,s	in	Piratesof	the	Caribbean.Ithas	its	counterpart	in	the	verbal	style	of	a	literary	work:	the	spare,understatedprose	of	Hemingway;	the	sophisticated	wit	of	The	Importanceof	Being	Earnest;the	compressed,highly	allusive	idiom	of
poets	tike	Eliot	and	yeats;	the	earthy	plain	talk	of	Alice	Walker'sThe	ColorPurpleand	Kurt	Vonnegut's	Slaughterhouse-Fiae.	The	precritical	reader	hears	it	in	the	Pike	County	dialect	of	HuckleberryFinn,	its	vocabulary	and	rhythms	ringing	true	in	every	line;	in	the	urbane	dictiory	GettingStarted:ThePrecriticalResponse	*	11	learned	allusion,	and	polished
couplets	of	"To	His	Coy	Mistress";	in	the	magnificentblank	verseof	Hamlet,	alterrratelyformal	and	plain,	yet	somehow	organic	and	right	for	both	dramatic	action	and	philosophical	soliloquy;	in	the	solemn,	cadencedphraseology	of	"Young	Goodman	Browry"	echoing	what	one	imagines	Puritan	discourseto	have	been	like,	both	in	and	out	of	the	pulpit,	its
lightest	touches	still	somehow	ponderous;	and	in	the	wry	folksy	dialogue	and	internal	commentary	of	"Everyday	IJse."	The	prose	style	of	Frankensteinis	{ormal	in	the	extreme,both	in	the	author's	exposition	and	in	the	dialect	of	the	characters;of	the	latter	it	is	safe	to	say,no	person	ever	spoke	such	periods.	Even	the	descriptive	passageslose	much	of
their	effect	becausethe	diction	is	so	learned	as	to	appearartificial.	x	Vl.	ATMOSPHERE	Defined	as	the	mood	or	feeling	that	permeatesan	environment,	atmosphere	is	a	further	common	ingredient	in	the	two	parts	of	our	analogy.	Several	factors	combine	to	create	iL	in	Mel	Gibson'sThePassionof	theChrist,thebrutality	and	violence,the	acting	itself;	in	a
literary	work,	such	similar	factors	as	the	eerie	locales	and	stormy	weather	in	Emily	Brontii's	Wuthering	Heights,the	panic	of	the	green	troops	in	Stephen	Crane'sRed	Badgeof	Courage,the	suspenseand	terror	in	Edgar	Allan	poe,s	"Tell-ThleHeart,"	the	indifferenceand	listlessnessof	the	characters	in	William	Faulkner's	"That	Evening	Sun."	The	six	works
that	we	are	emphasizing	for	precritical	responsesafford	interesting	possibilities.	"To	His	Coy	Mistress,"	which	on	the	surface	seemsto	have	fewer	overt	atmosphereproducing	elements,in	facthas	a	fairlypronounced	atmosphere	(or	atmospheres,sincethere	are	shifts).	The	atmosphereresults	from	the	diction	and	the	tone	the	speakeremploys.	The	formal
honorific	"Lady"	and	its	implied	politeness	create,	if	not	a	drawing-room	atmospherc,	a	stylized	one	where	there	is	romantic	badinage,where	gallants	wax	hyperbolic	in	a	formulary	way,	and	where	fair	maidens	drop	their	eyes	demurely	or,	if	hyperbole	becomestoo	warm,	tap	male	wrists	with	a	delicate	fan.	It	is	a	mannered,	controlled,	ritualistic
atmosphere.But	in	the	second	stantza,compliments	give	way	to	a	professorial	lecture	as	the	aggressivemale	grows	impatient	with	coymesscar-	12	*	A	Handbookof	CriticalApproaches	to	Literature	ried	too	far,	hence	a	dispiriting	philosophical	discussion	about	the	brevity	of	life	and	the	nothingnessof	afterlife.	Finally,	in	the	third	stanza,	the
atmospherebecomeselectric	and	potentially	physical	asthe	diction	becomesexplicitly	erotic.	In	HuckleberryFinn,	on	a	very	obvious	plane,	setting	contributes	to	atmosphere.The	Mississippi	River,	sleepy	villages,	small	towns,	one-horseplantations,	Victorian	parlors:	all	combine	to	present	an	essentially	"normal"	nineteenth-centuryAmericanakind	of
security	along	with	zestfor	life.	Diction,	character,andcostume,however,alsofunctionto	add	subtle	features	to	the	atmosphere:the	casual	use	of	expressionslike	"nigger,,	and	"harelip"	(most	of	our	nineteenth-centuryancestorsdid	not	share	our	aversion	to	using	racial	epithets	or	to	making	fun	of	physical	deformity);	the	toleration	and	acceptanceof
violence,	cruelty,	and	inhumanity	observablein	conversationand	exposition;	the	radical	inconsistencyof	basically	decent,religious	people	breaking	up	slave	families	while	evincing	genuine	affection	for	them	and	concern	for	their	welfare.	The	amalgam	of	their	shocking	and	sometimes	contradictory	attitudes	and	actions	results	in	an	utterly	convincing
atmosphere.	The	atmosphereof	Frankenstein,	one	of	the	novel's	most	pronounced	features,	almost	figures	as	a	character.It	constantly	borders	on	and	often	overtly	causessheerhorror.	Alpine	mists,	Arctic	wastes,oceanfogs,thunder,lightning,	deluges-all	dominate	the	outdoors.	Eeriecastles;mysterious	laboratoriesilluminated	by	pseudoscientific	electric
currents;	dark,	rural	hovels	give	indoor	settings	an	air	of	omnipresent	terror.	This	atmosphere	perfectly	complements	the	frightening	goings-on	of	the	plot.	Similarly,	both	setting	and	plot	make	for	a	gloomy,	foreboding	atmosphereinHamlef	and	"Young	Goodman	Brown."	The	Shakespeareandrama	opens	with	sentrieswalking	guard	duty	at	midnight	on
the	battlements	of	a	medieval	castle	where	a	ghost	has	recently	appeared.It	is	bitter	cold	and	almost	unnaturally	quiet.	Though	later	the	scenechanges	many	times,	this	atmosphere	persists,	augmented	by	the	machinations	of	the	principals,	by	dramatic	confrontations,by	reverieson	death,by	insale	ravings,	and	finally	by	wholesale	slaughter.	Lr	only
slightly	less	melodramatic	form,	Hawthome's	story	takes	the	reader	to	a	witches'	sabbathdeep	in	the	forestsof	seventeenth-	*	13	GettingStarted:ThePrecriticalResponse	century	Massachusetts,where	a	cacophony	of	horrid	sounds	makes	up	the	auditory	background	for	a	scene	of	devilish	human	countenances	and	eerie,	distorted	images	of	trees,
stones,clouds.	The	protagonist's	ambiguous	role	in	the	evil	ceremony,	which	ruins	his	life,	adds	to	the	dark	atmospherepervading	the	story.	In	"EverydayUse,"	setting	(the	humble	cabin	of	country	blacks	in	modern	rural	Georgia)	and	tension	(between	conservative	rural	blacks	and	their	"emancipated"	kinswoman)	combine	to	form	an	atmosphereof
latent	and	ultimately	overt	conflict.	satVll.	THEME	The	often	rich	and	varied	underlying	idea	of	the	action	is	the	theme.In	a	low-budget	film,	theme	may	be	no	more	than	"Bust	those	drug	dealers!"	"Zap	thosealiens!"	"Go	for	it!"	In	a	literary	work,	theme	may	be	as	obvious	as	the	messagein	LIncIe	Tom'sCabinthat	"Slavery	is	cruel	and	morally	degrading
and	must	go"	or	the	implicit	point	of	Robin	Hood	that	"Some	rich	folks	deserveto	be	taken	from,	and	some	poor	folks	need	to	be	given	to."	These	scarcely	compare	with	such	profound	thematic	implications	as	those	in	Macbeth,The	ScarletLetter,	or	"The	Love	Song	of	J.	Alfred	Prufrock."	As	theme	is	a	complex	aspectof	literature,	one	that	requires	very
intentional	thinking	to	discern,	it	is	not	likely	to	elicit	the	precritical	responsethat	the	more	palpable	featuresdo.	This	is	not	to	say	that	it	will	not	be	felt.	TWain'scriticisms	of	slavery,hypocrisy,	chica4ery,violence,	philistine	aesthetic	taste,	and	other	assorted	evils	will	move	both	the	casual	reader	and	the	scholar.So	will	Marvell's	speakerfs	cavalier
defiance	of	all-conquering	Time.	The	poignancy	of	young	Hamlet's	having	to	deal	with	so	many	of	life's	insolubles	at	once	and	alone	is	certainly	one	of	the	play's	major	themes,and	is	one	available	at	the	precritical	level	of	response.	There	are	others.	Despite	complexity	and	ambiguity,	the	precritical	reader	will	sensethe	meaning	of	faith	and	the
effectsof	evil	in	"Young	Goodman	Brown"	as	two	of	the	more	urgent	themes	in	the	story.	So	will	he	or	she	perceive	the	ambivalence	in	accepting	and	rejecting	one's	heritage	in	"Everyday	IJse."	Certainly	a	dominant	theme	in	Frankensteinis	the	forbidden	knowledge	wherein	sciencecombines	with	the	unhoty	desire	14	*	A	Handbookof
CriticalApproaches	to	Literature	to	play	God	by	creating	life.	Destruction	awaits	whoever	would	seek	and	practice	forbidden	knowledge,	knowledge	that	seemingly	empowers	the	seekerwith	abilities	reservedf6r	God	alone.	None	of	the	elementsorr"";";o'.r",	*n"*,"r	at	a	movie	or	in	private	reading,	is	contingent	upon	a	technical	knowledge	of	motion
pictures	or	a	graduate	degreein	the	humanities.	Without_eitheq,people	may	appreciateand	respond	precritically	to	both	Oscar-award-winning	films	and	the	cold	ietting	of	jack	London's	"To	Build	a	Fire,"	to	the	sequenceof	eventsthat	causes	Oedipus	to	blind	himself,	or	to	the	phantasmagoricatmosphere	^	of	horror	pervading	Poe's"Masque	of	the
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Interpretation.,,	The	EoergreenReaieut,1964.	Reprinted	in	Against	Interpretationand	Other	Essaqs.New	york:	Dell,1969.	Touster,Eva.	"Tradition	and	the	Academic	Talent.',	TheCEA	Critic	83	(May	1971):L4-17.	Once	upon	a	time,	a	story	was	making	the	rounds	in	academic	circles	and	was	received	in	good	humor	by	all	the	enlightened	teachersof
literature.	A	professor	of	English	in	a	prestigious	American	university,	so	the	story	goes,	entered	the	classroom	one	day	and	announcedthat	the	poem	under	considerationfor	that	hour	was	to	be	Andrew	Marvell's	"To	His	Coy	Mistress."	He	then	proceeded	for	the	next	fifty	minutes	to	discuss	Marvell's	politics,	religion,	and	career.	He	described
Marvell's	character,mentioned	that	he	was	respectedby	friend	and	foe	alike,	and	speculatedon	whether	he	was	married.	At	this	point	the	bell	rang,	signaling	the	end	of	the	class.	The	professor	closed	his	sheaf	of	notes,	looked	up,	smiling,	and	concluded,	"Darnn'fine	poem,	men.	Damn'	fitte."	The	story	was	told	to	ridicule	the	type	of	criticism	that	once
dominated	the	study	of	literature	and	that	is	still	employed	in	some	classroomseven	today.	In	this	approach	the	work	of	art	frequently	appearedto	be	of	secondaryimportance,	something	that	merely	illustrated	background.	Such	an	approach	often	(many	would	say	inevitably)	led	to	the	study	of	literature	as	essentially	biography,	history,	or	some	other
branch	of	learning,	rather	than	as	art.	Well	into	the	twentieth	century,	however,	a	new	type	of	literary	analysisemerged	in	which	the	literary	work	per	se	(that	is,	15	'J"5*	A	Handbookof	CriticalApproaches	to	Literature	as	a	separate	entity	divorced	from	extrinsic	considerations)	becamethe	dominant	concern	of	scholars.The	New	Critics,	as	the
proponents	of	this	position	were	called,	insisted	that	scholars	concentrateon	the	work	itself,	on	the	text,	examining	it	as	art.	This	method	revolutionized	the	study	of	literature.	It	frequently	divided	critics	and	teachers	into	opposing	factions:	thoseof	the	older	school,for	whom	literature	provided	primarily	an	opportunity	for	exercisingwhat	they
perceived	to	be	the	really	relevant	scholarly	and	cultural	disciplines	(for	example,	history,	linguistics,	and	biography)	and	the	New	Critics,	who	maintained	that	literature	had	an	intrinsic	worth,	that	it	was	not	just	one	of	the	means	of	transmitting	biography	and	history.	Now	that	the	controversy	has	lessened-indeed,	it	took	several	different	turns	later
in	the	twentieth	century-the	rationale	of	the	New	Criticism	seemsto	have	put	into	clearer	focus	what	a	poem	or	play	or	piece	of	fiction	is	trying	to	do;	it	has	unquestionably	corrected	many	wrongheaded	interpretations	resulting	from	an	unwise	use	of	the	older	method.	To	this	extent	it	has	expandedour	perception	and	appreciationof	literary	art.
Nevertheless,in	their	zealto	avoid	the	danger	of	interpreting	a	literary	work	solely	as	biography	and	history-the	end	result	of	the	traditional	method,	they	thought-many	twentiethcentury	followers	of	New	Criticism	were	guilty	of	what	may	well	be	a	more	serious	mistake,	that	of	ignoring	any	information	not	in	the	work	itself,	however	helpfut	or
necessaryit	might	be.	Fortunately,	the	most	astute	critics	since	then	have	espouseda	more	eclecticapproach	and	have	fused	a	variety	of	techniques.They	have	certainly	insisted	on	treating	literature	as	literature,	but	they	have	not	ruled	out	the	possibility	of	further	illumination	from	traditional	quarters.	Oscar	Cargill,	in	the	introduction	to	his	Towarda
Pluralistic	Criticism.	endorsed	the	eclecticapproach	unequivocally:	I	havealwaysheld	that	any	methodwhich	could	producethe	meaningof	a	work	of	literaturewas	a	legitimatemethod..	.	.I	cameto	the	conclusionthat.	.	.	the	critic'stask	was	.	.	.	to	procurea	viablemeaningappropriateto	thecritic'stime	andplace.	Practically,this	meantemployingnot	any	one
methodin	interpretinga	work	of	art	but	everymethodwhich	might	proveefficient.(xii-xiv)	FirstThings	First:TextualScholarship,	Cenres,andSourceStudy*	17	In	any	event,	while	we	may	grant	the	position	that	literature	is	primarily	art,	it	must	also	be	affirmed	that	art	does	not	exist	in	a	vacuum.	It	is	a	creationby	someoneat	sometime	in	history,	and	it	is
intended	to	speak	to	other	human	beings	about	some	idea	or	issuethat	has	human	relevance.Any	work	of	art	for	that	matter	will	always	be	more	meaningful	to	knowledgeablepeople	than	to	uninformed	ones.Its	greatnesscomesfrom	the	fact	that	when	the	wisest,	most	cultivated,	most	sensitive	minds	bring	all	their	information,	experience,and	feeling	to
contemplate	it,	they	are	moved	and	impressed	by	its	beauty,	by	its	unique	kind	of	knowledge,	and	even	by	its	nonaestheticvalues.	It	is	surely	dangerous	to	assumethat	a	work	of	art	must	always	be	judged	or	looked	at	or	taught	as	if	it	were	disembodied	from	all	experienceexceptthe	strictly	aesthetic.Many	literary	classicsare	admittedly
autobiographical,	propagandistic,	or	topical	(that	is,	related	to	contemporary	events).Theseconcerns	are,	in	fact,	central	to	one	of	the	most	recent	theoretical	approaches-the	new	historicism	(seechapter	9).	Thus,	although	we	have	not	yet	elaborated	these	critical	methods,	let	us	be	aware	from	the	outset	that	in	succeeding	chapterswe	will	be	dealing
with	some	widely	divergent	interpretive	approaches	to	literature	and	that,	regardless	of	what	newer	modes	of	analysis	may	be	in	the	ascendant,the	traditional	methods	retain	their	validitv.	*;t;;	ll.	THREEFOUNDATIONATQUESTIONS	A.	TextualScholarship:Do	We	Havean	AccurateVersion	of	What	We	Are	Studying?	1.	GeneralObservations	Before	we
embark	upon	any	interpretive	ventures,	we	should	look	to	that	branch	of	literary	studies	known	as	textual	criticism.	In	the	words	of	james	Thorpe,	author	of	one	of	the	best	modern	books	on	the	subject,Principlesof	TextualCriticism,	textual	criticism	has	as	its	ideal	the	establishmentof	an	authentic	text,	or	the	"text	which	the	author	intended"	(50).	This
aim	is	not	so	easy	to	achieve	as	one	might	think,	however,	and	it	is	a	problem	not	only	with	older	works,	where	it	might	be	more	expected,but	also	in	contemporary	literature.	There	are	count-	18	*	A	Handbookof	CriticalApproaches	to	Literature	less	ways	in	which	a	literary	text	may	be	corrupted	from	what	the	author	intended.	The	author,s	own
manuicript	may	con_	tain	omissionsand	errors	in	spelling	and	mechanics;thesemistakes	may	be	preservedby	the	text	copyists,be	they	scribes,or	compositors,or	scanners,who	may	add	a	few	of	ttreir	own.	Or.	as	has	often	happened,	copyists	or	editors	may	take	it	upon	themselves	to	improve,	censor,	or	correct	what	the	urrtho.	wrote.	If	the	author	or
someonewho	knows	what	the	author	intended	doesnot	catch	theseerrors	during	proofreading,	they	can	be	published,	disseminated,and	perpetuated.	(Nor	Io",	it	help	matters	when	authors	themselvei	cinnot	decide	what	the	final	form	of	their	work	is	to	be	but	actually	releasefor	publication	severaldifferent	versions	or,	as	is	frequently	the	caie,	dele_
gate.broad	editorial	powers	to	others	along	the	line.)	So	many	additional	mishaps	can	befall	a	manuscript	in	the	.o.ttr"	of	producing	multiple	copies	for	the	public	thit,	to	quote	Thorpe	again,the	"ordinary	history	of	the	transmission	of	a	text,	with_	out	the	intervention	of	author	or	editor,	is	one	of	progressive	degeneration"(51).	We	frequently
assumethat	the	text	before	us	has	come	down	unchanged	from	its	original	form.	More	often	than	not,	the	reverseis	the	case;what	we	seeis	the	result	of	painstaking	collation	of	textual	variants,	interpretation,	and	emendatiJn	or	conjecture.Becauseit	is	pointless	to	study	inaccurate	versions	of	anything,	from	economic	theories	to	works	of	literature,
except	with	a	view	to	ascertainingthe	true	(that	is,	the	author_	ial)	version,	our	debt	to	textual	criticism	is	well-nigh	incalculable.	For	example,	the	student	who	uses	the	eight-volume	Chicago	edition	of	TheCanterburyTales,a	collation	of	scoresof	medieval	manuscripts,	should	certainly	appreciate	the	efforts	of	precomputer	scholars.Similarly,	orrei	the
yearsthe	studies	of	W.	W	Greg,A.	W.	Pollard,	Fredson	Bowers,	Charlton	Hinman,	StanleyWells,	Gqry	Thylor,	and	a	host	of	others	have	gone	far	toward	the	establishmentof	a	satisfactory	shakespearJantext.	This	type	of	scholarship	should	createin	the	student	a	healthy	respect	for	textual	criticism	and	expert	editing,	and	well	it	might,	for	as	Thorpe	has
aptly	phrased	it,	,,wh6re	there	is	no	editing	the	texts	perish"	(54).	Textual	criticism	plays	an	especiallyimportant	role	in	study_	.	ing	the	genesisand	development	of	a	piece	of	literature.	Thus	it	FirstThings	First:TextualScholarship,	Genres,	andSourceStudy*	t)	has	enabledus	to	seehow	Ezra	Pound's	editorial	surgery	transformed	T.	S.	Eliot's	The
WasteLand	from	a	clumsy	and	diffuse	poem	to	a	modern	classic.	(The	poem	still	presents	textual	problems,	however,	becauseEliot	himself	authorized	versions	containing	substantive	differences.)	Other,	famous	textual	cases	include	Dickens's	two	endings	for	Great	Expectations:	after	seeingthe	first	"rxrhappy"	ending	in	proof,	Dickenswrote	another
and	authorized	only	it.	Later	editors	have	published	the	first	version	as	having	more	aestheticintegrity,	but	Dickens	never	authorized	it.	Thomas	Hardy	made	so	many	substantive	characterand	plot	alterationsin	the	four	versions	of	TheReturn	of	theNatioe,all	of	which	he	authorized	for	publication	between	1878	and	1912,	that	fames	Thorpe
understandably	asks,	"Which	is	the	real	Return	of	theNatiae?"(34).Moreover,	textual	criticism	is,	contrary	to	what	ill-informed	people	may	think,	anything	but	an	essentiallymechanicaloperation.	Although	its	practitioners	are	very	much	concerned	with	such	matters	as	spelling,	punctuation,	capitalizatiory	italicizatiory	and	paragraphing	(accidentals,as
they	are	called	in	textual	criticism)	in	the	establishment	of	an	authentic	text,	they	deal	with	much	more	than	close	proofreading.	They	must	be	highly	skilled	in	linguistics,	literary	history,	literary	criticism,	and	bibliography,	to	mention	only	the	most	obvious	areas.	However,	though	textual	critics	must	and	do	make	aesthetic	judgments,	not	only	in
accidentals	but	also	in	substantives	(actual	verbal	readings),	they	do	so	in	order	to	establish	by	means	as	scientific	as	possible	an	authentic	text	for	the	literary	critic,	who	may	then	proceed	to	interpret	and	evaluate.Textual	criticism	is	therefore	treated	in	this	book	not	as	a	traditional	interpretive	approach	to	literature	but	as	an	indispensabletool	for
further	meaningful	analysis.This	relationship	between	textual	and	strictly	interpretive	criticism	may	be	expressedin	a	surgical	metaphor:	textual	critics	are	the	first	in	a	team	of	critics	who	prepare	the	literary	corpus	for	further	study.	Nevertheless,we	should	not	push	any	analogy	between	textual	criticism	and	sciencetoo	far.	Textual	critics	are	not	and
should	not	be	considered	scientists.	They	have	no	predetermined	or	inviolable	laws	that	they	can	use	to	come	out	with	an	authentic	text.	Perhapsit	would	be	more	accurateto	concedethat	textual	critics	are	scientists	of	sorts;	they	simply	are	not	exact	scientists	20	"	A	Handbook	of	Critical	Approachesto	Literature	(that	is,	ones	dealing	in	an	exact
science).	They	are,	more	precisely,	a	combination	of	scientist	and	artist.	As	A.	E.	Housman	says,	textual	criticism	is	the	"science	of	discovering	error	in	texts	and	the	art	of	removing	1t'	(2).	Thorpe,	howeve4,	is	highly	critical	of	any	scientific	claims	for	textual	criticism.	Indeed,	one	of	the	main	points	of	his	book	is	the	failure	of	textual	studies	to	measure
up	to	their	alleged	scientific	status.	Somewhat	resignedly	he	concludes:	It	would	be	cheerful	to	be	able	to	report	that	a	mastery	of	sound	principles,	an	application	of	effective	methods,	and	an	exercise	of	conscientiouscare	will	enable	the	textual	critic	to	reach	the	ideal	which	is	incorporated	in	the	first	principle	of	his	craft.	But	it	would	not	be	true.	In
textual	criticism,	the	best	that	one	can	do	is	to	cut	the	losses,to	reduce	the	amount	of	error,	to	improve	or	clarify	the	state	of	textual	affairs,	to	approach	the	ideal.	After	all	has	been	done	that	can	be	done,	howeve4,the	results	of	textual	criticism	still	are	necessarilyimperfect.	(55)	Whether	one	agrees	with	Thorpe	or	with	those	who	view	textual
criticism	as	less	tentative	and	more	scientific,	all	critics	can	agree	on	one	thing:	it	is	far	more	preferable	to	have	a	version	of	a	literary	work	that	textual	criticism	can	make	available	to	us	than	to	have	one	that	has	not	been	subjected	to	the	rigorous	methodology	of	that	discipline.	Another	especially	thorough	and	incisive	discussion	of	this	subject	is	D.
C.	Greetham's	Textual	Scholarship:An	lntroduction.	In	addition	to	a	narrative	account	of	the	history	of	the	field,	there	are	explanations	and	illustrations	covering	the	spectrum	of	textual	scholarship.	And,	though	it	deals	with	such	technical	material	as	enumerative	and	research	bibliography,	descriptive	and	analytical	bibliography,	paleography	and
typography,	historical	and	textual	bibliography,	textual	criticism	and	textual	theory,	and	scholarly	editing,	Greetham's	book	is	as	accessible	to	the	nonspecialist	undergraduate	as	it	is	to	the	literary	scholar	and	editor.	2.	TextStudy	in	Practice	a.	"To	His	Coy	Mistress"	Some	words	on	textual	problems	in	Andrew	Marvell's	"To	His	Coy	Mistress"	will	set
the	stage	for	FirstThings	First:TextualScholarship,Genres,and	SourceStudy	e	21	our	consideration	of	the	poem.	One	of	these	problems	is	the	last	word	in	this	couplet:	Now	therefore,	while	the	youthfulhue	Sitson	thy	skin	like	morningdew.	Instead	of	"dew,"	the	first	edition	of	the	poem	had	"glew,,'	which	we	now	know	is	a	dialectal	variant	of
"glow,,,although	it	was	earlier	thought	to	be	another	spelling	of	"	glue,"	a	senseless	reading	in	the	context.	"Lew"	(dialectal	"warmth")	was	also	suggested	as	a	possibility.	But	when	someone	conjectured	"dew,"	probably	in	the	eighteenth	century	it	was	apparently	so	happy	an	emendation	that	virtually	all	textbooks	have	long	printed	it	without	any
explanation.	The	first	edition	of	this	handbook	followed	those	textbooks.	But	two	modern	texts	restore	the	earliest	reading.	Both	Louis	Martz's	Anchor	Anthotogy	of	Seztenteenth-CenturyVerseandGeorge	de	F.	Lord's	A	ndrew	Maroell,	Complete	Poetry	print	"glew"	(meaning	"glow,,)	as	making	more	sense	in	the	context	and	being	quite	sound
linguistically.	Two	other	words	in	the	poem	that	must	be	explained	are	"transpires"	and	"Lr-rstant"in	this	couplet:	And	while	thy	willingsoultranspires	At	everyporewith	instantfires.	In	each	case,	the	word	is	much	nearer	to	its	Latin	original	than	to	its	twentieth-century	meaning.	"Transpires"	thus	means	literally	"breathes	forth,"	and	"instant"	means
"now	present,,	and	"urgent."	Admittedly,	this	sort	of	linguistic	information	borders	on	the	technical,	but	an	appreciation	of	the	meaning	of	the	words	is	imperative	for	a	full	understanding	of	the	poem.	b.	Hamlet	Few	literary	works	have	received	the	amount	and	degree	of	textual	study	that	Shakespeare's	Hamlet	has.	There	are	some	obvious	reasons	for
this.	To	begin	with,	even	the	earliest	crude	printings,	shot	through	with	the	grossest	errors,	revealed	a	story	and	a	mind	that	excited	and	challenged	viewers,	producers,	readers,	critics,	and	scholars-so	much	so	that	the	scholars	decided	to	do	everything	possible	to	ascertain	what	Shakespeare	actually	wrote.	The	other	reasons	are	all	22	*	A
Handbookof	CriticalApproaches	to	Literature	One	of	the	best-knorun	examples	of	such	textual	problems	occurs	in	act	I,	sceneii:	"O	that	this	too	too	solid	fleih	would	FirstThings	First:TextualScholarship,	Genres,	andSourceStudy*	29	even	more	credible	when	one	considers	Hamlet's	seemingly	incomprehensibleremark	to	Polonius	in	act	II,	sceneii,
where	he	calls	the	old	man	a	"fishmonger"	(Elizabethan	slang	for	"pimp");	implies	that	Ophelia	is	a	prostitute	by	referring	in	the	same	speech	to	"carrion"	(Elizabethan	"flesh"	in	the	carnal	sense);and	warns	Polonius	not	to	let	her	"walk	i'	the	sun"	(that	is,	get	too	closeto	the	"son"	of	Denmark,	the	heir	apparent,him	of	the	"sullied	flesh"	and	"	foul"
imaginations).	Wilson	explains	Hamlet's	ambiguous	remark	as	obscene	because	Hamlet	is	angry	that	Polonius	would	stoop	to	"loose"	his	daughter	to	him	(asstockmen	"loose"	cows	and	maresto	bulls	and	stallions	to	be	bred)	in	order	to	wheedle	from	him	the	secret	of	his	behavior,and	he	is	angry	and	disgusted	that	his	beloved	would	consent	to	be	used
in	this	way.	Hence	his	later	obscenitiesto	heq,as	in	act	III,	scenei,	when	he	tells	her	repeatedly	to	go	to	a	"nunnery"	(Elizabethanslang	for	"brothel").	One	final	example	must	sufficeto	illustrate	the	importance	of	textual	accuracy	in	interpreting	this	piece	of	literature.	hr	the	secondquarto	the	speechesof	the	officiant	at	Ophelia's	funeral	are	headed
"Doct."	This	is	probably	"Doctor	of	Divinity,"	the	term	that	one	editor	oI	Hamlet,Cyrus	Hoy,	inserted	in	the	stage	directions	(86).	The	"Doctor	of	Divinity"	reading	was	one	reason	for	f.	Dover	Wilson's	asserting	positively	that	Ophelia's	funeral	was	a	Protestantservice,contrary	to	the	way	directors	often	stageit.	Indeed,	the	point	seemsto	te
relevant,becauseit	affects	one's	interpretation	of	the	play.	Although	Shakespeare	used	anachronismswhenever	they	suited	his	purposeI	a	careless	disregard	of	facts	and	logic	was	not	typical	of	him.	For	example,both	Hamlet	and	Horatio	are	students	at	Wittenberg.	That	this	university	was	founded	several	hundred	years	after	the	death	of	the	historical
Hamlet	is	beside	the	point.	\A/hat	does	seem	important	is	that	Wittenberg	was	the	university	of	Martin	Luther	and	a	strong	center	of	Protestantism.	It	is	not	unreasonable	to	assume,	then,	that	Shakespearewanted	his	audienceto	think	of	Denmark	as	a	Protestantcountry	(it	was	so	in	his	day)-indeed	that	he	wanted	the	entire	drama	to	be	viewed	in
contemporary	perspective,a	point	that	will	be	elaborated	in	chapter	3.	c.	HuckleberryFinn	To	TWain'sgood	ear	and	appreciation	of	the	dramatic	value	of	dialect	we	owe	not	only	authentic	and	24	x	4	Handbookof	CriticalApproaches	to	Literature	gybtle-	:hldings	of	class,	race,	and	personality,	but	also,	as	Lionel	tilling	has	said,	a	,,classicprorl,,	that
moves	with	,,sim_	plicity,	directness,lucidity,	and	giace,,	(xvii).	T.	S.	Eliot	called	this	an	"innovation,	a	new-discoveryin	the	English	language,,,	an	entire	book	written	in	the	natural	prose	rhyihmr	of	ior,i".sation.	This	linguistic	innovation	is	ceitainly	one	of	the	features	to	which	Ernest	Hemingway	referred	when	he	said	that	,,all	modern	American
literature	comes	from	one	book	by	Mark	TWain	called	HuckleberryFinn"	(22).If	we	agreewith	Fiemingway,	therefore,we	can	think	of	TWainas	thJ,,father	of	modeir	American	literature."	HuckleberryFinnhas	an	interesting	textual	history	that	space	will	allow	us	only	to	touch	on	here.miti'g	i'a	frontier	dialect,	Twain	was	trying,	with	what	successwe	hive
just	seen,to	cap_	ture	in	both	pronunciation	and	vocabulary	ihe	spirit	of	the	times	frorn	tlre	lips	of	contemporary	people.	Nevertheless,	some	of	his	editors	(for	example.Richard	Witson	Gilder	of	the	Magazine,	William	Dean	Howells,	and	especially	9enty.ry	TWain'swife	Liwie)	bowdlerized	and	prettified	thosepassage's	they	thought	"too	coarseor	vulgar,,
for	Victoriu.,	in	cier_	tain	caseswith	rwain's	full	consent.It	is	a	minor	miracle	"ur-r,	that	this.,censoring,though	it	has	taken	something	from	the	veri_	similitude	of	the	novel,	seemsnot	to	have	harried	it	materially.	Hamlin	Hill	and	walter	Blair's	TheArt	of	"HuckleberryFinn"	is	an	excellent	succinct	treatment	of	the	iextual	history	of	this	novel.	Also,	Henry
B.	Wonham	provides	an	examination	of	TWain'suse	of	his	own	life	and	hiJ	earlier	works	inHuckreberry	Finn,	a	discussionwith	intriguing	textual	implications	The	definitive	critical	edition	of	Mark	Twalin'swritings-fiction,	letters,	notes,	private	papers-is	that	of	the	Unive"rsity	of	California_Press.Begun-in	the	early	I970s	at	the	Universiiy;s	Bancroft
Library,	the	Mark	Twain	project	will	ultimately	include	an	estimated	seventy	volumes,	of	*ni.f,	more	than	thirtyare	in	print	early	in	the	twenty-first	century.	The	Huckle_	berry	Finn	volume	of	200j,	edited	ty	Victor	Fischer	and	Lin	Salamo,contains	complete	textual	information.	d.	"Young	Goodman	Brown,,	Texfually,	,,young	Goodman	Brown,"	first
published	in	1g35in	the	Niw	Englaid	Magnzine,	FirstThingsFirst:TextualScholarship,	Genres,	andSourceStudyI	25	presentsrelatively	few	problems.	Obsolete	words	in	the	story	like	"wot'st"	(know),	"Goody"	(Goodwife,	or	Mrs.),	and	"Goodman"	(Mr.)	are	defined	in	most	desk	dictionaries,	and	none	of	the	other	words	has	undergone	radical	semantic
change.	Nevertheless,	as	we	have	seen,	although	a	literary	work	may	have	been	written	in	a	day	when	printing	had	reacheda	high	degreeof	accuracy,a	perfect	text	is	by	no	means	a	foregoneconclusion.With	Hawthorne,	as	with	other	authors,	scholarsare	constantly	working	toward	more	accuratetexts.	For	example,	the	first	edition	of	this	handbook
used	a	version	of	"Young	Goodman	Brown"	that	contained	at	least	two	substantive	variants.	About	three-fourths	of	the	way	through	the	story	the	phrase	"unconcerted	wilderness,,	appeared.	In	7962,	David	Levin	pointed	out	that	nineteen	years	after	Hawthorne's	deatlU	a	version	of	the	story	edited	by	Georgep.	Lathrop	printed	"unconcerted"	for	the
first	time:	every	version	before	then,	including	Hawthorne's	last	revision,	had	had	"unconverted."	In	that	sameparagraph	the	first	edition	of	this	handbook	printed	"hgt)!e"	as	opposed	to	',apparitiory,,	the	word	that	Levin	tells	us	occurredin	the	first	published	versions	of	the	story	(346,n.8).Obviously,	significant	interpretive	differences	could	hinge	on
which	words	are	employed	in	these	contexts.	e.	"Everyday	Use"	Though	among	Walker's	earliest	short	fiction,	"Everyday	IJse"	is	an	exceptionally	well-crafted	piece	of	writing.	By	the	time	of	its	publication	in	7973,authori	had	long	been	submitting	to	commercial	presses	polished	typescripts	generated	on	electric	typewriters	or	word	processors.
Consequently,we	do	not	have	textual	variants	of	"Everydav	lJse"	in	different	editions	over	a	span	of	time	as	was	common	in	earlier	periods.	The	closestthing	we	have	to	a	critical	edition	of	the	story-like	the	Norton	Critical	Editions-is	from	Barbara	T.	Christian's	WomenWriters	Series.This	edition	includes	an	introduction	to	and	a	chronology	of	Alice
Walker,s	work,	the	text	and	background	of	the	story,	six	critical	essays,and	a	bibliography.	The	popularity	of	the	story	is	attested	by	the	frequency	with	which	it	appearsin	collections.Between	7975	and	2000,	no	fewer	than	twelve	anthologies	carried	it,	including	26	,	A	Handbook	of	Critical	Approachesto	Literature	Major	American	Short	Stories,	edited
by	A.	Walton	Litz.	It	could	be	interesting	to	note	whether	this	frequency	leads	to	unintentional	textual	variants	in	the	future.	f.	Frankenstein	A	discussion	of	textual	matters	rnFrankenstein	raises	a	number	of	provocative	issues.	There	are	two	principal	editions	of	the	novel,	one	in	1818	and	one	in	1331.Th"	arrthbrs	of	this	handbook	have	chosen	to	cite
the	first	one	in	our	discussions.	The	1818	edition,	according	to	James	Riegel,	bore	witness	to	the	influence	of	Mary	Shelley's	husband,	the	poet	percy	Bysshe	Shelley,	at	every	stage	of	its	composition-in	the	correction	of	grammatical	errors,	the	polishing	of	the	diction,	even	the	train	of	the	narrative.	One	such	suggestion	led	to	Victor	Frankenstein's



going	to	England	to	create	a	female	mate	for	the	mon_	ster.	Percy	also	made	changes	in	the	last	half	dozenpages	of	the	novel,	wrote	the	Preface	to	the	book,	and	inlgLT,	before	the	book	finally	went	to	the	publisher,	received	from	his	wife	"carte	blanche	to	make	what	alterations	you	please.,,Rieger	concluded	that	"[Percy's]	assistance	at	Lvery	point	in
the	book's	manufacture	was	so	extensive	that	one	hardly	knows	whether	to	regard	him	as	editor	or	minor	collaboratori,	(xviii).	Despite	these	facts	to	the	contrary,	Mary	wrote	in	the	Intro_	duction	to	the	other	principal	edition	of	the	novel	(1g31),,'I	certainly	did	not	owe	the	suggestion	of	one	incident,	nor	scarcely	of	one-train_of	feeling,	to	my	husband	.
.	.,,	(quoted	in	Rieger	229)...Shedid	except	the	Preface,	which	was	,,Ai	far	as[shecoild]	recollect.	.	.	entirely	written	by	him,,	(emphasis	ours).	yet	Rieger	labels	even	this	claim	a	"distortion,,	(ivii).	Under	these	circumstances,	it	is	reasonable	to	wonder	why	the	1831	edition	has	prevailed	with	some	other	modern	schoiarly	editions	of	Frankenstein.Rieger
collated	the	firstand	second	editions	and	demonstrated	that	significant	variants	radically	changed	the	second.	Even	though	it	is	a	convention	in	textujl	scholarship	that	an	author's	final	changes	produce	the	most	authentic	text,	in	this	case	Rieger	opts	foithelirstedition,	judg_	ing	Mary's	emendations	"slightly	FOR	THE	WORSE."	He	haitens	to	add	that
his	editorial	decision	in	favor	of	the	1g1gversion	isbased	in	large	measure	on	his	feeling	that	percy	Shelley,scontributions	have	earned	him	some	degree	of	,,frnalauthority.,,	FirstThings	First:TextualScholarship,	Genres,andSourceStudy*	27	Riegerconcedesthat	the	philosophical	question	of	textual	editing	in	this	instanceis	"perhaps	insolublel'	(xliii-
xliv).	\A/hetherhis	reasonsfor	choosing	the	1818text	are	sufficient	or	not,	more	recent	argument	for	using	the	1818edition	comes	from	materials	included	by	J.	Paul	Hunter	in	his	edition	of	the	1818text.	In	his	preface	to	the	edition,	Hunter	states	emphatically	that	"Scholarship	now	strongly	prefers	the	first	edition	.	.	."	(xii).	He	directs	our	attention	to
two	essaysof	a	textual	nature	that	he	includes	in	his	volume:	M.	K.	foseph,	"The	Composition	oI	Frankenstein,"and	Anne	K.	Mellol,	"Choosing	a	Text	of	FrankensteintoTeach."Particularly	helpful	in	both	alerting	us	to	the	challengesof	textual	study	and	pointing	to	the	usefulness	of	the	1818text	is	the	following	passagefrom	Mellor's	essay:	The
remarkable	shifts	in	both	diction	and	philosophical	conception	between	the	three	versions	of	Frankenstein-the	manuscript,	the	1818edition,	and	the	1831edition-make	this	an	ideal	text	for	use	in	coursesin	either	text	editing	or	the	theory	of	the	text	itself.	From	the	perspective	of	deconstructive	literary	criticisrn,	Frankensteinexemplifies	what	|ulia
Kristeva	has	called	"the	questionable	subject-in-progress,"	both	a	text	and	an	author	without	stableboundaries.	For	students	who	have	time	to	consult	only	one	text,	the	1818text	alone	presentsa	stableand	coherentconception	of	the	characterof	Victor	Frankensteinand	of	Mary	Shelley'spolitical	and	moral	ideology.	(166)	By	comparing	the	three
versions,	Mellor	persuasively	argues	that	Percy's	intrusions	into	the	manuscript	departed	from	what	she	perceives	as	Mary's	main	purposes,	mainly	by	making	changes	designed	to	obscure	Victor's	blame.	Yet	Mellor	points	out	that	after	all,	his	changes	were	relatively	minor	and	did	not	amount	to	as	much	as	some	critics	have	claimed.	The	1818
edition,	she	believes,	is	closer	to	Mary's	personal	and	political	experiences	of	the	early	part	of	the	century;	by	the	1831	edition,	she	notes,	Percy	was	dead	and	Mary	seemed	to	want	to	memoialize	him	and	ameliorate	the	situations	in	the	book	that	cast	blame	on	Victor	or	that	reference	political	contexts	for	all	the	personal	tragedy.	She	concludes	that
only	the	1818	edition	can	"do	justice	to	Mary	Shelley's	powerful	originating	vision."	A	minor	point	of	spelling	is	further	evidence	to	Rieger	of	Percy's	role	in	proofreading	the	1818	edition.	In	Chapter	6	of	28	*	A	Handbookof	CriticalApproaches	to	Literature	Volume	II,	the	name	of	the	cottagers	the	monster	observes	is	spelled	"	De	Lacey."Howevel,	it
becomes,,De	Lacy"	in	the	verv	next	chapter	and	remains	so-.Rieger	speculatesthat	lercy	-ay	have	commenced	proofreaaing	witfr^Chapter	7,	having	been	given	carte	blanche	to	make	any	changeshe	wished	(12E,	n.5),,D"	Lacey,,'spellinj.	!n	the	1831	edition,	Mary	restored	ti"	However,	we	have	maintained	the	dominant	spelling	,,de	Lacy"	in	this
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Press,1993.	B.	Matters	of	Genre:	What	Are	We	Dealing	With?	1.	An	Overview	of	Cenre	First,	a	word	about	thefountainhead	of	criticism.	No	better	overview	of	genre,	at	least	in	a	traditional	and	historically	significant	way,	can	be	gleaned	than	what	we	gain	from	a	study	of	Aristotle's	Poetics	(fourih	century	n.c.).	Few	works	of	literary	criticism	can	hope
to	wear	so	well,	or	so	long.	Our	theories	of	drama	and	of	the	epic,	the	recognition	of	genres	as	a	way	of	studying	a	piece	of	literature,	and	our	methodology	of	studying	a	work	or	group	of	works	and	then	inducing	theory	from	practice-all	can	find	beginnings	inthe	Poetics.More	specifically,	from	the	Poetics	we	have	such	basic	notions	as	catharsis;	the
characteristics	of	the	tragic	hero	(the	noble	figure;	tragic	pride,	or	hubris;	the	tragic	flaw);	the	formative	elements	of	drama	(action	or	plot,	character,	thought,	dictiory	melody,	and	spectacle);	the	necessary	unity	of	plot;	and,	perhaps	most	significantly,	the	basic	concept	of	mimesis,	or	imitation,	the	idea	that	works	of	literature	are	imitations	of
actions,	the	differences	among	them	resulting	from	means,	objects,	and	manner.	In	practice,	readers	may	be	Aristotelian	when	they	distinguish	one	genre	from	anotheq,	when	they	question	whether	Arthur	Miller's	Willy	Loman	can	be	tragic	or	affirm	that	Melville's	Ahab	is,	when	they	stress	plot	rather	than	character	or	diction,	or	when	they	stress	the
mimetic	role	of	literature.	In	formal	criticism,	readers	will	do	well	to	study	Matthew	Ar-	30	*	A	Handbook	of	Critical	Approachesto	Literature	nold's	1853	preface	to	his	poems	as	a	notable	example	of	Aristotelian	criticism	in	the	nineteenth	century.	In	the	twentieth	century	one	critic,	Stanley	Edgar	Hyman,	has	said	that	the	"rdeal	critic"	would	be	neo-
Aristotelian	if	he	or	she	,,scrupu_	lously	[induced]	from	practice"	(387).	In	fact,	in	the	first	half	of	the	twentieth	centurv	there	was	something	of	a	revival	of	what	might	be	called	Arisiotelian	criticism,	centered	at	the	University	of	Chicago	during	the	1940s.	Reacting	against	the	rise	of	the	New	Critics	as	,,critic;l	monists,,	(see	chapter	5,	on	formalist
criticism),	the	movement	called	for	Ancient	and	Modern,	Chicago:	University	7es2.)	of	Chicago	press,	Having	thus	grounded	ourselves,if	ever	so	slightly,	in	Aris_	totelianism,	ancient	and	modem,	let	us	now	p.rrrri"	the	topic	of	genresa	bit	more.	FirstThings	First:TextualScholarship,Cenres,and	SourceStudy	#	3I	(journey)	and	the	lliad	(warfare).
Because	Alexander	Pope	and	his	readers	were	schooled	in	the	classics,	and	the	genres	of	classic	literature,	his	parody	of	the	epic	was	easily	recognizable	in	his	mock-epic,	The	Rapeof	the	Lock.	Pope	took	the	conventions	of	the	epic	genre	and	deliberately	reversed	them:	the	epic	theme	is	"mighty	contests"	arising	from	"trivial	things";	the	hero	is	a
flirtatious	woman	with	her	appropriate	"	arrns"	;	the	journey	is	to	Hampton	Court,	a	place	of	socializing	and	gossip;	the	battle	is	joined	over	a	card	table,	with	the	cards	as	troops;	the	epic	weapon	is	a	pair	of	scissors;	the	epic	boast	is	about	cutting	off	a	lock	of	hair.	The	same	use	of	a	genre	with	deliberate	twisting	of	its	conventions	can	be	found	in
Thomas	Gray's	"Ode	on	the	Death	of	a	Favourite	Cat,	Drowned	in	a	Tub	of	Gold	Fishes,"	where	again	high	sfyle	and	low	matter	join.	Here	odes,	death,	cats,	and	goldfish	come	together	in	such	fashion	that	one	genre	becomes	its	mirror	image.	Instead	of	a	serious	ode	(or	elegy)	on	a	serious	matter,	we	have	a	humorous,	even	a	bathetic	poem.	Such	are
the	kinds	of	observations	that	traditional	genre	criticism	could	provide.	It	held	sway	through	the	eighteenth	century,	when	it	was	even	dominant.	It	was	less	vital	as	a	form	of	criticism	in	the	nineteenth	century,	although	the	conventional	types,	such	as	drama,lytic,	andromance,	were	still	recognized	and	useful	for	terminology,	as	they	still	are.	In	more
recent	times,	however,	new	interest	has	been	developed	in	genre	criticism,	especially	in	theoretical	matters.	Of	major	significance	is	Northrop	Frye's	Anatomy	of	Criticism.	In	his	introduction	Frye	points	to	our	debt	to	the	Greeks	for	our	terminology	for	and	our	distinctions	among	some	genres,	and	he	also	notes	that	we	have	not	gone	much	beyond
what	the	Greeks	gave	us	(13).	This	he	proposes	to	correct	in	his	anatomy.	Although	much	of	his	book	is	archetypal	criticism,	and	hence	has	relevance	for	chapter	7,	rrruch	of	it-especially	the	first	essay,	"Historical	Criticism:	Theory	of	Modes,"	and	the	fourth	essay,	"Rhetorical	Criticism:	Theory	of	Genres"-also	bears	upon	genre	criticism.	Summarizing
Frye	is	a	challenge	we	shall	gladly	ignore,	but	two	passages	in	particular	will	illustrate	his	technique	of	illuminating	a	critical	problem	and	will	provide	insight	especially	into	genre	criticism.	Calling	attention	to	the	"origin	of	the	words	drama,	epic	and	lyric,"	Frye	says	that	the	"central	principle	of	genre	is	simple	enough.	The	basis	of	ge-	32	*	A
Handbook	of	Critical	Approachesto	Literature	FirstThingsFirst:TextualScholarship,Cenres,and	SourceStudy	b	33	defined	as	a	system	of	conventions"	(92).	Elsewhere,	Hirsch	is	helpful	in	showing	that	when	we	read	a	work	with	which	we	are	not	previously	familiar	or	read	a	work	that	is	creating	a	new	genre,	we	operate	("triangulate")	by	moving	back
and	forth	from	what	we	know	to	what	we	do	not	know	well	yet.	Still	another	work	that	qualifies	Frye's	treatment	of	genres	while	offering	its	own	insights	(though	basically	on	fiction)	is	Robert	Scholes's	Structuralism	in	Literature.	Scholes's	discussion	(11741)	is	closer	to	Frye's	than	is	Hirsch's,	but	it	brings	to	the	treatment	not	only	qualifications	of
Frye's	classifications	but	also	the	influences	of	recent	work	in	structuralism	(see	the	section	in	chapter	10),	whereas	Frye's	emphasis	is	archetlpal	and	rhetorical.	All	three	of	these	works-those	of	Frye,	Hirsch,	and	Scholes-although	they	are	challenging	and	stimulating,	are	sometimes	difficult.	Part	of	the	difficulty	when	they	are	dealing	with	genres
derives	from	the	fact	that	pieces	of	literature	do	not	simply	and	neatly	fall	into	categories	or	genres	(even	the	folk	ballad,	seemingly	obvious	as	a	narrative	form,	partakes	of	the	lyric,	and	of	the	drama,	the	latter	through	its	dialogue).	This	difficulty	arises	from	the	nature	of	literature	itself:	it	is	original,	imaginative,	creative,	and	hence	individualistic.
But	regardless	of	literature's	protean	quality,	our	interpretation	of	it	is	easier	if	we	can	recognize	a	genre,	if	we	can	therefore	be	provided	with	a	set	of	expectations	and	conventions,	and	if	we	can	then	recognize	when	the	expectations	are	fulfilled	and	when	they	are	imaginatively	adapted.	Perhaps	one	of	the	most	beneficial	aspects	of	engaging	in
genre	criticism	is	that,	in	our	efforts	to	decide	into	what	genre	a	challenging	piece	falls,	we	come	to	experience	the	literature	more	fully:	"how	we	finally	categorize	the	poem	becomes	irrelevant,	for	the	fact	of	trying	to	categorize-even	through	the	crudest	approach-has	brought	us	near	enough	to	its	individual	qualities	for	genre-criticism	to	give	way	to
something	more	subtle"	(Rodway	91).	More	recent	inquiries	into	genre	have	been	carried	out	in	the	books	and	articles	of	G6rard	Genette,	Gary	Saul	Morson,	and	Wendy	Steiner.	2.	Cenre	Characteristics	in	Practice	a.	"To	His	Coy	Mistress"	Most	critics	are	careful	to	ascertain	what	literary	type	or	genre	they	are	dealing	with,	whether	a	34	"	A
Handbookof	CriticatApproaches	to	Literature	poem	(and	if	so,	what	particular	kind),	a	drama,	a	novel,	or	a	short	story.This	early	step-the	question,,What	are	we	dealing	with?"-is	highly	necessaryrbe&use	different	literary	g"rl;:	are	judged	according	to	different	standard.s.We	do	&p".t,	for	example,the	sweep	and	grandeur	of	an	epic	in	a""i	love	iyric,
nor	do	we	expectthe	extent	of	detail	or	episodiesin	a	short	siory	that	we	find	in	a	novel.	From	a	technical	and	formal	stand_	point,	we	do	expect	certain	features	in	particular	genres,	fea_	tures	so	integral	as	to	define	and	charicterize	th"etype	(for	example,	rhythm,	rhyme,	narrative	devices	such	as	a	poirrt_of_	view	character,and	dramatic	devices	such
as	the	sjiloquy).	The	lyric,	the_genreto	which	,,Coy	Mistress,,belongs,i"	u	ioity	brief	poem	characterizedprimaiily	by	emotion,	ilmagination,	and	subjectivity.	Having	ascertained	the	genre	and	established	the	text,	the	employer	of	traditional	methods	of	interpretation	next	determines	w-hatthe	poem	sayson	the	level	of	itatement	or	its	para_	phrasable
content.	The	reader	discovers	that	this	po"#	i,	u	proposition,	that	is,	an	offer	of	sexual	intercourse.	At	first	it	contains,	however,	little	of	the	coarsenessor	crudity	usually	implied	in	the	word	proposition.On	the	contrary	Urougnimpas_	sioned,	it	is	graceful,	sophisticated,	even	philosopfricat.'fn"	speakel,a	courtier,	has	evidently	urged	an	unsuccessfulsuit
on	a	lady--Findingher	reluctant,	h9l+	is	the	poem	opens,making	use	of	his	most	eloquent	"ri'.e."	But	it	is	aline	thai	reveals	hiri	to	be	no	common	lover.	It	is	couched	in	the	form	of	u.	urgrr_	ment	in	three	distinct	parts,	going	something	like	this:	(1)	Ifive	had	all	the	time	in	the	world,	f	couta	have	no	objection	to	even	an	indefinite	postponement	of	your
acceptanceof	my	suit.	(2)	But	the	fact	is	we	do	not	have	much	time	at	all;	and	once	this	phase	of	existence(that	is,	life)	is	gone,	all	our	chancesfor	love	are	gone.	(3)	Therefore-the	only	conclusion	that	can	logically	follow	is	that	we	should	love	one	another	now,	while	we	are	young	and	passionate,and	thus	seizewhat	pleasureswe	can	in	a	world	where
time	is	all	too	short.	After	arl^,we	know	nothinj	about	any	future	life	and	have	only	the	grimmest	observations	of	the	effectsof	death.	This	is,	as	a	matter	of	fact,	a	speciousargument,	viewed	from	the	rigorous	standpoint	of	formal	logic."The	faitacy	ir	.ui"J	denying	the	antecedent,in	this	casetie	first	part	ofihe	condi_	FirstThings
First:TextualScholarship,Cenres,and	SourceStudy	*	35	tional	statement	beginning	with	"if."	The	argument	goes	like	this:	If	we	have	all	the	time	and	space	in	the	world,	your	coyness	is	innocent	(not	criminal).	We	do	not	have	all	the	time	and	space	in	the	world.	Therefore,	your	coyness	is	not	innocent.	Both	premises	are	true,	and	the	conclusion	is	still
false.	The	lady's	colmess	may	not	be	innocent	for	other	reasons	besides	the	lovers'not	having	all	the	time	and	space	in	the	world.	The	male	arguer	undoubtedly	does	not	care	whether	his	argument	is	valid	or	not	as	long	as	it	achieves	his	purpose.	As	Pope	so	well	expressed	it	in	The	Rapeof	the	Lock:	a	Lover'stoil	attends,	Forwhen	success	Fewask,if
fraudor	forceattainedhisends.(2.33-34)	b.	Hamlet:	Revenge	Tragedy	Par	Excellence	1.	rHE	GENREThe	genre	to	which	Hamlet	belongs	is	the	drama,	surely	among	the	very	earliest	literary	forms;	but	it	differs	from	all	others	in	that	it	is	created	not	primarily	for	readers	but	for	beholders.	It	tells	a	story	by	means	of	characters	who	enact	events	on	some
kind	of	stage.	Our	drama-Western	drama-has	its	sources	in	two	places,	both	religious.	The	first	is	that	of	the	ancient	Greeks	in	their	worship	of	Dionysus	(ca.	sixth	century	n.c.);	the	second,	that	of	the	liturgy	in	the	medieval	Christian	church.	Scholars	believe	that	the	worship	of	Dionysus,	god	of	wine	and	fertility,	evolved	into	a	rite	wherein	two	lines	of
dancers	moved	rhythmically	on	each	side	of	an	altar	(a	permanent	fixture	on	the	Greek	stage).	These	dancers	chanted	the	praises	of	the	god	antiphonally	untit	in	the	course	of	time	one	inspired	dancer/chanter	moved	out	of	the	chorus	line	and	began	intoning	his	own	lines.	From	some	such	crude	beginnings,	it	is	thought	that	dialogue	was	born	and
worship	developed	into	a	dramatic	presentation	of	the	life	of	Dionysus.	The	word	drama	comes	from	the	Greek:	the	verb	means	"to	do"	and	the	noun/	"the	deed."	This	etymology	accords	with	Aristotle's	description	of	drama	as	"imitated	human	action."	In	similar	fashion,	medieval	churchmen	sought	to	portray	Bible	stories,	including	the	life	of	Christ,	to
illiterate	worshippers.	These	productions	in	the	sanctuary	eventually	moved	36	'	A	Handbook	of	Critical	Approachesto	Literature	on	stage.	Before	actually	initiating	his	revenge,	Hamlet	wants	to	be	sure	it	will	hit	the	guilty	person.	To	this	end,	he	arranges	for	a	FirstThingsFirst:	TextualScholarship,Genres,and	SourceStudy	*	37	company	of	traveling
players	to	present	a	drama	in	the	castle	that	will	depict	the	murder	of	his	father	as	the	ghost	has	described	it.	When	the	king	sees	the	crime	reenacted,	he	cries	out	and	rushes	from	the	assembly.	This	action	Hamlet	takes	to	be	positive	proof	of	his	uncle's	guilt,	and	from	this	moment	he	awaits	only	the	right	opportunity	to	kill	him.	After	the	play,
Hamlet	visits	his	mother's	apartment,	where	he	mistakes	Polonius	for	the	king	and	kills	him.	The	killing	of	Polonius	drives	Ophelia	mad	and	also	convinces	the	king	that	Hamlet	is	dangerous	and	should	be	gotten	out	of	the	way.	He	therefore	sends	Hamlet	to	England,	accompanied	by	Rosencrantz	and	Guildenstern,	ostensibly	to	collect	tribute,	but	in
reality	to	be	murdered.	However,	Hamlet	eludes	this	trap	by	substituting	the	names	of	his	erstwhile	schoolfellows	on	his	own	death	warrant	and	escaping	through	the	help	of	pirates.	He	reaches	Denmark	in	time	for	the	funeral	of	Ophelia,	who	has	apparently	drowned	herself.	Laertes,	her	brother,	has	returned	from	Paris	vowing	vengeance	on	Hamlet
for	the	death	of	his	father.	The	king	helps	Laertes	by	arranging	a	fencing	match	between	the	two	young	men	and	seeing	to	it	that	Laertes's	weapon	is	naked	and	poisoned.	To	make	doubly	sure	that	Hamlet	will	not	escape,	the	king	also	poisons	a	bowl	of	wine	from	which	Hamlet	will	be	sure	to	drink.	During	the	match,	Laertes	wounds	Hamlet,	the
rapiers	change	hands,	and	Hamlet	wounds	Laertes;	the	queen	drinks	the	poisoned	wine;	and	Laertes	confesses	his	part	in	the	treachery	to	Hamlet,	who	then	stabs	the	king	to	death.	All	the	principals	are	thus	dead,	and	young	Fortinbras	of	Norway	becomes	king	of	Denmark.	is,	an	c.	Huckleberry	Finn	Huckleberry	Finn	is	a	novel-that	extended	prose
narrative	dealing	with	characters	within	the	framework	of	a	plot.	Such	a	work	is	usually	fictitious,	but	both	characters	and	situations	or	events	may	be	drawn	from	real	life.	It	may	emphasize	action	or	adventure	(for	example,	Treasure	Island	or	mystery	stories);	or	it	may	concentrate	on	character	delineation	(that	is,	the	way	people	grow	or	deteriorate
or	remain	static	in	the	happenings	of	life-The	Riseof	Silas	Lapham	or	Pride	and	Prejudice);	or	it	may	illustrate	a	theme	either	aesthetically	or	propagandistically	(Wuthering	Heights	or	Uncle	Tom's	Cabin).	It	can,	of	course,	do	all	three	of	these,	as	Huckle-	38	*	A	Handbookof	CriticatApproaches	to	Literature	berry	Finn	does,	a	fact	that	accountsfor	the
multiple	levels	of	interpretation.	HuckleberryFinn	is	not	only	a	novel,	it	is	also	a	direct	descen_	dant	of	an	important	subgenre:the	Spanishpicaresquetale	that	arosein	the	sixteenth	century	as	a	reiction	a	ainst	tire	chivalric	romance.In	the	latter	type,	pure	and	nobre	ttrrgntr	customarily	rescued	virfuous	and	beautiful	heroines	froni	enchanted	castles
guarded	by	fire-breathing	dragons	or	wicked	knights.	In	an	attempt	to	deb'nk	the	artificiality	and	insipidity	of	such	tales,	Spanish	writers	of	the	day	(notatly	the	anonymous	author	of	Lazarillode	Tormes)introduced	into	fiction	as	i	central	figure	a	kind	of	antihero,	the	picaro-a	rogue	or	rascalof	low	bird	who	lived	by	his	wits	and	his	cunningiather	than
by	exalted	chival_	ric	ideals.	Indeed,	exceptfor	the	]act	that	the	picaro	is	in	each	of	the	multitude	of	adventures,	all	happening	;on	the	road,,,	the	plot	is	negligible	by	modern	standaids.	In	thesestorieswe	sim_	ply	move	with	this	new	type	of	hero	from	one	wild	and	sensa_	tional	experienceto	another,involving	many	pranks	and	much	trenchant	satire.
(Although	not	a	pure	picaro,	Cervantes,sDon	Quixote	is	involved	in	a	plot	-ore.umbling	and	episodic	than	unified	and	coherent.)Later	treatmentsof	trie	picaro	hu.r"	o"casionally	minimized	and_frequently	eliminat"a	ni,	roguish	or	rascally	traits.	Dickens,s	picaror,	fo.	e"umple,	are"usually	model	poor	but	good-heartedboys.	-	Many	of	the	classicsof	world
literature	are	much	indebted	to	the	picaresquetradition,	among	them	Ren6	Le	Sage,sGil	BIas,	H"ltLFielding's	Tomlones,and	Charles	Dickensd	Daaid	Cop_	perJield,to	mention	only	a	few.	HuckleberryFinn	is	an	obvious	example	of	the	type.	The	protagonist	is	a	t-hirteen_or	fourteen_	year-old	boy	living	in	the	American	antebellum	South.	He	is	a	member
by	birth	of	the	next-to-the-roweststratum	of	southem	society,white	trash-one	who	has	a	drunkard	father	who	alternately	abandons	him	and	then	returns	to	persecute	him,	but	who	has	no	mother,	no	roots,	and	no	background	or	breeding	in	the	conventionally	acceptedsense.He	is	tLe	town	bad	Uoy	#no	smokes,.che{!	Rlays	hooky,	and	stays	dirty,	and
whom	two	good	ladies	of	St.Petersburg,Missouri	hu.r"	llected	to	civilize.	The	narrative	moves	onto	,,the	road,,	when	Huck,	partly	to	escape	-the	persecution	of	his	drunken	father	and	partly	to	evade	the	artificially	imposed	restrictionsand	demand^sof	soci-	First	ThingsFirst:	TextualScholarship,Genres,and	SourceStudy	*	39	ety,	decides	to	accompany
Jim,	the	slave	of	his	benefactors,	in	his	attempt	to	run	for	his	freedom.	The	most	immediate	reason	for	fim's	deciding	to	run	away	is	the	fact	that	Miss	Watson,	his	owner,	has	decided	to	sell	him	"down	the	river"-that	is,	into	the	Deep	South,	where	instead	of	making	a	garden	for	nice	old	ladies	or	possibly	being	a	house	servant,	he	will	surely	become	a
field	hand	and	work	in	the	cane	or	cotton	fields.	These	two,	the	teenaged	urchin	and	the	middle-aged	slave,	defy	society,	the	law,	and	convention	in	a	daring	escape	on	a	raft	down	the	dangerous	Mississippi	River.	Continually	in	fear	of	being	captured,	Huck	and	fim	travel	mostly	at	night.	They	board	a	steamboat	that	has	run	onto	a	snag	in	the	river
and	has	been	abandoned;	on	it	they	find	a	gang	of	robbers	and	cutthroats,	whom	they	manage	to	elude	without	detection.	In	a	vacant	house	floating	down	the	river	they	discover	the	body	of	a	man	shot	in	the	back,	who,	Jim	later	reveals,	is	Huck's	father.	They	become	involved	in	a	blood	feud	between	two	aristocratic	pioneer	families.	They	witness	a
cold-blooded	murder	and	an	attempted	lynching	on	the	streets	of	anArkansas	village.	They	acquire	two	disreputable	traveling	companions	who	force	them	to	render	menial	service	and	to	take	part	inburlesque	Shakespearean	performances,	bogus	revival	meetings,	and	attempted	swindles	of	orphans	with	newly	inherited	wealth.	Finally,	after	some
uneasy	moments	when	Jim	is	captured,	they	learn	that	Jim	has	been	freed	by	his	owner,	and	Huck	decides	to	head	west-away	from	civilization.	d.	"Young	Goodman	Brown"	"Young	Goodman	Brown"	is	a	short	story;	that	is,	it	is	a	relatively	brief	narrative	of	prose	fiction	(ranging	in	length	from	five	hundred	to	twenty	thousand	words)	characterized	by
considerably	more	unity	and	compression	in	all	its	parts	than	the	novel-in	theme,	plot,	structure,	character,	setting,	and	mood.	In	the	story	we	are	considering,	the	situation	is	this:	one	evening	near	sunset	sometime	in	the	late	seventeenth	cenfury,	Goodman	Brown,	a	young	man	who	has	been	married	only	three	months,	prepares	to	leave	his	home	in
Salem,	Massachusetts,	and	his	pretty	young	bride,	Faith,	to	go	into	the	forest	and	spend	the	night	on	some	mission	that	he	will	not	disclose	other	than	to	say	that	it	must	be	performed	between	sunset	and	sunrise.	Although	Faith	has	strong	40	,	A	Handbook	of	Critical	Approachesto	Literature	return	to	Salem.	It	is	at	best	a	feeble	attempt,	however,	foq,
-Brown	though	the	Devil	does	not	try	to	detain	him,	continues	walking	with	him	deeper	into	the	forest.	FirstThingsFirst:TextualScholarship,	Genres,	andSourceStudy*	4l	lowship	of	the	lost,	he	is	joined	by	Faith.	The	climax	of	the	story	comesjust	before	they	receivethe	sacramentof	baptism:	Brown	cries	to	his	wife	to	look	heavenward	and	save	herself.
In	the	next	moment	he	finds	himself	alone.	The	d6nouement	(resolution,	unraveling)	of	the	plot	comes	quickly.	Returning	the	next	morning	to	Salem,	Goodman	Brown	is	a	changed	man.	He	now	doubts	that	anyone	is	good-his	wife,	his	neighbors,	the	officials	of	church	and	state-and	he	remains	in	this	stateof	clmicism	until	he	dies.	The	supernaturalism
and	horror	of	"Young	Goodman	Brown"	mark	the	story	as	one	variant	of	the	Gothic	tale,	a	type	of	ghost	story	originating	formally	in	late	eighteenth-century	England	and	characterizedby	spirit-haunted	habitations,	diabolical	villains,	secret	doors	and	passageways,terrifying	and	mysterious	sounds	and	happenings,	and	the	like.	Obviously,	"Young
Goodman	Brown"	bears	some	resemblanceto	these	artificial	creations,the	aestheticvalue	of	most	of	which	is	negligible.	What	is	much	more	significant	is	that	here	is	a	variation	of	the	Faust	legend,	the	story	of	a	man	who	makes	a	bargain	with	the	Devil	(frequently	the	sale	of	his	soul)	in	exchangefor	some	desirablething.	In	this	instanceGoodman
Brown	did	not	go	nearly	so	far	in	the	original	indenture,	but	it	was	not	necessary	from	the	Devil's	point	of	view.	One	glimpse	of	evil	unmasked	was	enough	to	wither	the	soul	of	Brown	forever.	e.	"Everyday	Use"	"Everyday	lJse"	is	another	short	story	such	as	we	defined	in	the	treatment	of	"Young	Goodman	Brown."	This	story	by	Alice	Walker	is	one	of
her	most	frequently	anthologized.	It	was	published	in	1973,	some	nine	years	before	she	won	the	Pulitzer	Prize	for	The	Color	purple,	which	was	subsequently	made	into	a	highly	popular	and	much-discussedfilm.	Like	most	of	her	work,	this	story	deals	with	the	lives	of	black	people	and	the	issuesthat	affect	them;	Walker	is	particularly	interested	in	the
problems	of	black	women	and	has	written	and	spoken	extensively	about	them.	Here	are	the	plot	elementsin	this	story.	1.	srruArroN	TWoblack	women/	a	mother	(who	narratesthe	story,	and	whose	name	we	infer	is	Johnson)and	her	daughter	Maggie	(who	appears	to	be	in	her	twenties)	are	sitting	in	the	42	"	A	Handbookof	Critical	Approachesto
Literature	neatly	swept	front	yard	of	the	three-room,	tin-roofed	shack	that	is	their	home	somewhere	in	the	American	South.	It	is	sunny	and	hot	but	they	are	in	the	shade	of	an	elm	tree	waiting	for	thb	arrival	of	Dee,	Maggie's	brilliant	and	talented	sister	irho	left	First	Things	First:TextualScholarship,Cenres,and	SourceStudy	*	43	4.	cLrMAx	The	climactic
moment	comes	when	the	narrator	snatches	the	quilts	away	from	Wangero,	and	"dumps"	them	into	the	astounded	Maggie's	lap.	Wangero,	followed	by	Hakim-a-barbel,	5.	ofwounurur	leaves	in	a	huff,	charging	as	she	goes	that	her	mother	does	not	really	understand	their	"heritage."	The	story	closes	with	Maggie,	happy	in	her	newly	discovered	worth,	and
her	mother,	blissful	with	a	dip	of	snuff,	sitting	in	the	yard	quietly	and	contentedly,	enjoying	the	end	of	the	day.	pronounce	"Hakim-a-barber";	and	the	narrator	refers	to	a	group	of	black	Muslim	cattle	farmers	in	the	neighborhood	who	have	been	harassed	by	local	whites	and	have	armed	them_	selves	for	defense.	2.	cENERATTNG	crRcuMSrANCE	The
reader,s	curiosity	is	aroused	when	Wangero	(Dee's	new	name)	takes	a	condesiend_	ing	attitude	toward	her	mother	and	sister	because	of	their	primitive	living	conditions	and	their	apparent	satisfaction	with	their	underprivileged	and	politically	unenlightened	lives.	They,	on	the	other	hand,	are	amazed	if	not	amused	at	the	unconventional	appearance
and	behavior	of	their	visitors.	Maggie-homely,	introverted,	and	less	gifted	intellectuallv	than	her	sister-is	intimidated	by	the	latter,s	achievements.	3.	RrsrNGAcrroN	While	affecting	to	despise	virtually	every_	thing	in	her	old	home,	Wangero	still	wants	io	take	thingi	tite	Ure	hand-carved	churn	and	benches	and	the	quilts	as	heiilooms	or	examples	of
"primitive"	art,	which	can	be	shown	to	her	acquaintances	back	in	the	city.	Such	artifacts	would	there	become	conversation	pieces	only;	they	would	not	have	utility,	nor	would	they	generate	significant	feeling	or	emotion.	In	their	proper	humble	setting,	they	are	useful,	revered,	and	considered	beautiful.	Because	of	her	ingrained	assertiveness	and	her
formidable	abilities,	Wangero	assumes	she	can	bully	her	mother	into	giving	her	these	"aesthetic	creations,,,	which	are	too	good	for	"everyday	use."	Her	mother	allows	her	to	confiscate	tie	churn	and	its	dasher	but	draws	the	line	at	the	quilts,	which	she	had	promised	to	Maggie	for	a	wedding	present.	f.	Frankenstein	Like	Huckleberry	Finn,	Frankenstein
is	a	novel,	that	is,	a	long	story	involving	characters	in	actions	usually	pointing	to	some	kind	of	resolution.ButFrankenstein	is	in	a	special	category,	the	Gothic	novel	(defined	above),	a	genre	that	made	its	first	appearance	in	eighteenth-century	England.	Its	principal	features	are	an	atmosphere	of	terror	and	horror	brought	about	by	dark	and	foreboding
settings,	often	in	mysterious	medieval	castles	with	creaking	doors,	the	unexplained	sounds	of	chains	being	dragged	across	attic	floors,	and	long,	dank	subterranean	passages	leading	to	graveyards.	Stormy	weatheq,	punctuated	by	lightning	in	horrid	forests	and	a	host	of	similar	examples	of	contrived	effects	help	create	the	mood	of	the	story.	Characters
tend	to	be	one-dimensional,	cardboard	figures	like	black-hearted	villains,	pure	and	helpless	maidens,	and	handsome	and	virtuous	heroes.	Frankenstein	has	a	number	of	these	characteristics,	and	yet	there	is	something	about	it	that	drew	the	readers	of	its	day	to	it	and	that	continues	to	appeal	most	of	all	to	contemporary	moviegoers.	The	monstel,
although	ururamed,	is	firmly	fixed	in	the	popular	imagination.	(It	is	interesting	to	note	that	most	people	think	Frankenstein	is	the	monster.)	The	monster	takes	his	place	with	other	characters	of	literary	works	of	a	popular	order	who	have	achieved	mythic	stature:	witness	Uncle	Tom	and	Simon	Legree	in	Stowe's	UncleTom's	Cabin,	Scarlett	O'Hara	and
Rhett	Butler	in	Gone	with	the	Wind,	and	Babbitt	and	Elmer	Gantry	in	Sinclair	Lewis's	novels	of	the	same	names.	Frankenstein	is	a	story	within	a	story,	which	begins	in	the	frozen	reaches	of	the	polar	North.	Robert	Walton,	an	English	M	*	A	Handbook	of	Critical	Approachesto	Literature	explorer,	commands	a	ship	trapped	in	a	sea	of	ice.	Asledge	on	a
large	segment	of	ice	comes	into	view,	carrying	a	half-froze=nman	and	one	dog.	Walton	rescues	him	and	attempts	to	restore	him	to	health.	During	this	convalescence,	the	min,	Victor	Franken_	stein,	tells	Walton	the	story	of	his	life,	which	may	be	summa_	rized	as	follows.	Victor	Frankenstein	is	a	brilliant	young	Swiss	scientist,	born	into	a	well-to-do	and
huppy	famity	in	Geneva.	His	adopted	sis_	ter	Elizabeth	is	the	same	age	as	he,	and	he	has	always	loved	her	as	if	she	were	his	own	flesh	and	blood.	He	also	his	a	brother,	William,	many	years	younger.	At	his	university	in	Ingolstadt,	victor	Frankenstein	discovers	the	secret	of	creating	life	and	becomes	obsessed	with	the	idea	of	doing	so.	Frequ6nting	the
butcher	shops	and	dissecting	rooms	and	always-workirig	in	secret	in	his	laboratory,	he	creates	an	eight-foot	male,	hideously	ugly	and,	we	later	learn,	uncommonly	strong	and	agile.	Frank_	ensteinrejects	the	monster,	who	runs	awayand	hidesln	a	lean_to	of	a	cottage,	where	he	manages	to	survive	undetected	and	even	learns	to	talk	and	to	read,	and	not
just	in	an	elementary	way:	he	masters	Parqdise	Lost,	Plutarch's	Lizses,and	Goethe,s	The	Soirows	ofYoungWerther!	surfaces	again	in	Frankenstein,s	life	by	murdering	young	_	_H9	William	in	a	park.	Depressed	by	this	tragedy,	Franiensteii	goes-hiking	in	nearby	mountains	and	spots	a	strange,	agile	fig_	ure	far	ahead	on	the	glacier.	\A/hen	he	sits	down	to
rest,	tlie	monster	suddenly	appears	before	him	and	forces	Frankenstein	to	listen	to-his	story.	He	blames	Frankenstein	for	creating	him	so	physically	repulsive	that	all	people	hate	him.	Embii-tered	against	all	men,	the	monster	seeks	either	redress	or	revenge.	william	is	simply	his	first	victim-unless	Frankenstein	agrJes	to	create	a	mate,	that	is,	abride,
for	him	so	that	he	will	have	some	companionship.	The	monster	offers	to	take	his	mate	to	the	wilds	of	South	America,	where	they	will	nevermore	be	seen	by	human	beings.	Otherwise,	he	will	go	on	a	lifelong	rampage	of	indiscriminate	murder	and	pillage.	victor	agrees	ui'ta	go"tio	the	Orkney	Islands,	where	he	fashions	a	femile,	but	his	con_	science
impels	him	to	destroy	her.	The	monster	has	followed	Frankenstein	to	the	Orkneys	and	is	watching	at	the	window	when	his	mate	is	destroyed.	Enraged,	the	monster	warns	Victor	that	a	terrible	fate	awaits	him	on	his	wedding	night.	The	mon_	I	irst	ThingsFirst:	TextualScholarship,Cenres,and	SourceStudy	,'	45	stcr	then	flees,	later	killing	Victor's	friend
Clerval	to	torment	his	creator.	Victor	returns	to	Geneva	and	marries	Elizabeth,	his	foster	sister,	whom	he	has	grown	to	love.	On	their	wedding	night,	[he	monster	manages	to	get	into	their	bedchamber	when	lirankenstein	leaves	the	room	briefly	to	check	the	security	of	tl're	house.	While	he	is	gone,	the	monster	strangles	the	bride,	tlren	escapes	out	the
window	by	which	he	has	entered.	Victor	returns	just	in	time	to	fire	one	pistol	shot	at	the	monster,	but	he	misses.	The	monster	later	refurns	to	taunt	Frankenstein,	who	pursues	him	vainly	but	tracks	him	through	Russia	to	the	polar	regions.	There,	half	frozen,	he	is	rescued	by	Walton,	to	whom	he	has	told	the	foregoing	story.	But	his	physical	condition	is
beyond	help.	He	dies,	as	Walton	attends	him,	powerless	to	save	his	life.	Within	a	short	space	of	time,	the	monster	boards	the	ship	and	forces	his	way	to	the	cabin	where	Frankenstein's	body	lies.	Vowing	to	do	no	more	evil,	the	monster	declares	he	will	incinerate	himself	on	a	funeral	pyre	far	away	in	these	frigid	territories.	E:	R	E	ST	U	D	Y	QUICKREFER
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C.	Source	Study:	Did	Earlier	Writings	Help	This	Work	Come	into	Being?	The	kind	of	approach,	or	the	set	of	related	approaches,	discussed	in	this	section	does	not	have	a	generally	accepted	name.	It	would	be	pleasant	but	not	altogether	helpful	if	we	could	settle	upon	what	Kenneth	Burke	called	it-a	,,high	class	kind	of	gossip"-for	Burke	was	describing
part	of	what	we	are	interested	in:	the	"inspection	of	successive	drafts,	notebooks,	the	author's	literary	habits	in	general"	(Gibson	171).	We	might	call	the	approach	genetic,	because	that	is	the	word	sometimes	used	when	a	work	is	considered	in	terms	of	its	origins.	We	would	find	the	term	appropriate	in	studying	the	growth	and	development	of	the
work,	its	genesis,	as	from	its	sources.	However,	the	term	seems	effectively	to	have	been	oreempted	by	critics	for	the	method	of	criticism	that,	as	David	Daiches	says,	accounts	for	the	"characteristics	of	the	writer,s	work"	by	looking	at	the	sociological	and	psychological	phenomena	out	of	which	the	work	grew	(358-25).	Similarly,	the	Princeton
Encyclopediaof	Poetry	and	Poeticsuses	the	term	genetic	in	surveying	the	methods	of	criticism	that	treat	how	the	work	"came	into	being,	and	what	influences	were	at	work	to	give	it	exactly	the	qualities	that	it	has.	Characteristically,	[genetic	criticsl	try	to	suggest	what	is	in	the	poem	by	showing	what	lies	behind	it"	(Preminger	167).	These	phrases
would	come	near	to	what	we	are	calling	"source	study	and	related	approaches,,,	except	for	the	fact	that	these	statements	tend	to	have	a	sociological	context	where	the	work	is	seen	as	a	piece	of	documentary	evidence	for	the	milieu	that	gave	rise	to	it.	(This	sort	of	criticism	is	now	the	province	of	the	new	historicists;	see	the	section	entitled	"New
Historicism"	in	chapter	9.)	More	precisely,	then,	by	"source	study	and	related	approaches"	we	mean	the	growth	and	development	of	a	work	is	seen	through	a	study	of	the	author's	manuscripts	during	the	stages	of	composition	of	the	work,	of	notebooks,	of	sources	and	FirstThings	First:TextualScholarship,	Genres,	andSourceStudy',	47	analogues,	and	of
various	other	influences	(not	necessarily	sociologicalor	psychological)	that	lie	in	the	background	of	thl	work.	In	such	study,	our	assumption	is	that	from	the	background	we	can	derive	cluesto	a	richer,	more	accurateappreciation	of	the	work.	It	may	be	that	such	an	assumption	is	something	of	a	will-o'-the-wisp,	for	we	can	never	be	precisely	sure	of	how
the	creativeprocessworks,	of	the	accuracyof	our	guesses,	of	the	"intention"	of	the	author	(a	vexed	question	in	modern	criticism).	Well	suited	as	an	introduction	t-o	ttris	kind	of	criticism	and	a	pleasant	indication	of	both	the	advantagesand	the	disadvantagesof	this	approach	to	literature	is	the	collection	of	pieces	from	which	we	took	the	Kenneth	Burke
quotation:	Walker	Cibson's	Poemsin	theMaking.	Introducing	the	pieceshe	has	gathered,Gibson	calls	attention	to	the	problem	of	the	"relevance	of	any	or	all	of	these	accounts"	in	our	gaining	a	"richer	appreciation	of	poetry,"	but	at	the	sametime	he	clearly	believes	that	this	high-class	kind	of	gossip	offers	possibilities.	Accordingly,	he	provides	a	variety	of
specific	approaches-different	kinds	of	manuscript	study,	essaysby	the	original	authors	(for	example,	Edgar	Allan	Poe	and	StephenSpender	on	their	own	works),	the	classicstudy	(in	part)	of	"Kubla	Khan"	by	John	Livingston	Lowes,	and	T.	S.	Eliot's	devastating	attack	on	that	kind	of	scholarship.	Not	in	Gibson's	compendium	but	of	interest	becauseof	the
popularity	of	the	poem	is	a	similar	study	of	Robert	Frost's	"Stopping	by	Woods	on	a	Snowy	Evening."	An	analysis	of	the	manuscript	of	the	poem	shows	how	Frost	worked	out	his	words	and	his	rhyme	scheme,	crossing	out	words	not	conducive	to	the	experience	of	the	poem.	At	the	same	time,	Frost's	own	(separate)comments	on	the	writing	of	the	poem
help	us	to	interpret	what	the	marks	in	the	manuscript	suggest	(for	this	study	see	Charles	W.	Cooper	and	John	Holmes,	Prefaceto	Poetry).An	excellentexample	of	this	kind	of	work	is	Robert	Gittings's	Odesof	Keatsand	TheirEarliestKnown	Manuscripts,a	handsome	volume	that	provides	an	essay	on	how	five	of	Keats's	greatest	poems	were	written	and
numerous,	clear	facsimile	pages	of	the	manuscripts.	Theseexamplestend	to	come	from	poems	of	the	nineteenth	and	twentieth	centuries,	but	source	and	analogue	study	has	long	been	a	staple	of	traditional	scholarship	on	literature	of	an	earlier	day,	such	as	various	works	on	Shakespeare'splays	and	48	*	A	Handbookof	CriticalApproaches	to	Literature
and	Analoguesof	Chaucer'sCnnterburyTales,edited	by	louye2	W.	F.	Bryan	and	Germaine	Dempster.A	work	like	this	last,	it	should	be	noted,	provides	materials	for	the	scholar	or	student	write	one	book	(seeLumiansky's	Malory's	Originality:	ACriticat	Study	of	Le	Morte	Darthur)	or	a	compendium	of	eight	stories	(seeVinaver's	The	Worksof	Sir
ThomasMalory).	Milton,s	notes	and	manuscripts	over	a	long	period	of	time	show	us	how	he	gradually	cameto	wite	ParadiseLostand	something	of	his	conception	of	what	he	was	working	toward.	This	and	more	can	be	seen,aided	again	by	facsimile	pages,in	Allan	H.	Gilbert,	On	the	Compositiono/Paradise	Lost:	A	Study	of	the	Orderingand	Insertion	of
Material.	Morc	helpful	to	the	beginning	student	is	the	somewhatbroader	view	of	a	briefer	work	by	Milton	offered	bv	ScottElledgein	Milton's	"Lycidas,"Editedto	Sense	asan	Introduition	to	Criticism.	There	Elledge	provides	not	only	manuscript	facsimilesof	the	poem,	but	materials	on	the	pastoral	traditio;,	examplesof	the	genre,passageson	the	theory	of
monody,	and	information	both	from	Milton's	life	and	from	his	times.	FirstThings	First:TextualScholarship,	Genres,	andSourceStudy*	49	tlrese	is	Bear,	Man,	and	God:	Eight	Approschesto	William	I:nulkner's"The	Bear"(ed.	Utley,	Bloom,	and	Kinney).	In	introclucing	"Other	Versions	of	'The	Beat,"'	the	editors	point	to	someof	the	advantagesof	this	kind	of
study:	Criticism	based	on	a	close	comparison	of	texts	has	recently	come	under	attack;	often	such	collation	is	seen	as	pedantic	and	fruitIess.But	a	short	time	ago	an	examination	of	Mark	Twain	papers	demonstrated	that	TWain	had	never	composed	"The	Mysterious	Stranger";	rather,	an	editor	had	combined	selected	fragments	of	his	writing	after	his
death	to	"make"	the	book.	Perhaps	in	the	same	spirit	of	inquiry,	critics	have	examined	the	various	texts	of	"The	Bear"	in	order	to	determine	through	textual	changes	something	of	Faulkner's	evolving	art:	such	an	examination	is	the	closest	we	can	come	to	seeing	Faulkner	in	his	workshop.	(121)	Perhaps	that	is	a	good	place	to	engage	in	a	high-class	kind
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Cooper,	Charles	W.,	and	John	Holmes.	Prefaceto	Poetry.New	York:	Harcourt,1946.	Daiches,David.	Critical	Approaches	to	Literature.Englewood	Cliffs,	N|:	PrenticeHall,	1956.	approach	to	literature.	It	may	be	well	to	mention,	therefore,	that,	like	Gibson's	and	Elledge's	works	on	poetry	cited	earliel,	there	are	some	books	on	piecesof	fiction	that	are
intended	for	Elledge,	Scott.Milton's	"Lycidas,"Editedto	Seroeas	an	Introductionto	Criticism.New	York:	Harpeg7966.	Gibsory	Walker,	ed.	Poemsin	the	Making.	Boston:	Houghton	Miffliru	1963.	Gilbert,	Allan	H.	On	the	Compositionof	ParadiseLost:	A	Study	of	the	OrderingandInsertionof	Material	1947.Reprint,	New	York:	O.tigot	Press,1966.	is
accompaniedby	sourceand	interpretive	materials.	Similar	to	Gittings,	Robert.	Odesof	Keatsand	Their	Eailiest	Known	Manusuipts.	Kent,	OH:	Kent	StateUniversity	Press,1970.	50	*	A	Handbook	of	Critical	Approachesto	Literature	Kennedy,	Beverly.	"Cambridge	MS.	Dd.	4.24:	A	Misogynist	Scribal	Revision	of	the	Wife	of	Bath'sPrologue?"ChaucerReaiew30
(1996):	343-58.	Lumiansky,	R.	M.,	ed.	Malory's	Originality:ACritical	Study	ofLeMofte	Darthur.	Baltimore:]ohns	Hopkins	University	Press,1954.	Preminger,Alex,	ed.	PrincetonEncyclopedia	of	PoetryandPoetics.3tded.	Princeton,N]:	Princeton	University	Press,1.993.	Utley,	Francis	Lee,	Lynn	Z.	Bloom,	and	Arthur	F.	Kinney,	eds.	Bear,	Man,	and	God:Eight
Approaches	to	William	Faulkner's"TheBear."2nd	ed.	New	York	Random	House,	1971..	Vinaver,	EugEne,ed.	TheWorksof	Sir	ThomasMalory,	by	Thomas	Malory.2nd	ed.	Oxford:	Oxford	University	Press,1967.	Historicaland	Biographical	Approaches	*	l.	GENERAT	OBSERVATIONS	Although	the	historical-biographical	approach	has	been	evolving	over
many	years,	its	basic	tenets	are	perhaps	most	clearly	articulated	in	the	writings	of	the	nineteenth-century	French	critic	Hippolyte	A.	Thine,whose	phrase	race,milieu,	et	moment,	elaboratedrnhis	History	of	EnglishLiterature,bespeaksa	hereditary	and	environmental	determinism.	Put	simply,	this	approach	seesa	literary	work	chiefly,	if	not	exclusively,as
a	reflection	of	its	author's	life	and	times	or	the	life	and	times	of	the	charactersin	the	work.	At	the	risk	of	laboring	the	obvious,	we	will	mention	the	historical	implications	of	William	Langland's	PiersPlowman,which	is,	in	addition	to	being	a	magnificent	allegory,a	scorchingattack	on	the	corruption	in	every	aspectof	fourteenth-century	English	life-social,
political,	and	religious.	So	timely,	in	fact,	were	the	poet's	phrases	that	they	becamerallying	cries	in	the	Peasants'	Revolt.	John	Milton's	sonnet	"On	the	Late	Massacrein	Piedmont"	illustrates	the	topical	quality	that	great	literature	may	and	often	does	possess.This	poem	conunemoratesthe	slaughter	in	1655of	the	Waldenses,membersof	a
Protestantsectliving	in	the	valleys	of	northern	Italy.	A	knowledge	of	this	background	clarifies	at	leastone	rather	factual	referenceand	two	allusionsin	the	poem.	Severalof	Milton's	other	sonnetsalsoreflect	eventsin	his	life	or	times.	TWosuch	are	"On	His	Blindness,"	best	under-	52	*	A	Handbook	of	Critical	Approachesto	Literature	stood	when	one	realizes
that	the	poet	became	totally	blind	when	he	was	forty-four,	and	"On	His	DeceasedWife,"	a	tribute	to	his	second	wife,	Katherine	Woodcock.	Milton	was	already	blind	when	he	married	her,	a	fact	that	explains	the	line,	"Her	face	was	veiled."	In	fact,	Milton	affords	us	an	excellent	example	of	an	author	whose	works	reflect	particular	episodes	inhislife.
Samson	Agonistes	and	The	Doctrine	and	Discipline	of	Diaorce	may	be	cited	as	two	of	the	more	obvious	instances.	Ahistorical	novel	is	likely	to	be	more	meaningful	when	either	its	milieu	or	that	of	its	author	is	understood.	fames	Fenimore	Cooper's	Last	of	the	Mohicans,	Sir	Walter	Scott's	laanhoe,	Charles	Dickens's	Taleof	Two	Cities,	andJohn
Steinbeck's	Grapesof	Wrath	are	certainly	better	understood	by	readers	familiar	with,	respectively,	the	French	and	Indian	War	(and	the	American	frontier	experience	generally),	Anglo-Norman	Britain,	the	French	Revolution,	and	the	American	Depression.	And,	of	course,	there	is	a	very	real	sense	in	which	these	books	are	about	these	great	historical
matters,	so	that	the	author	is	interested	in	the	characters	only	to	the	extent	that	they	are	molded	by	these	events.	What	has	just	been	said	applies	even	more	to	ideological	or	propagandist	novels.	Harriet	Beecher	Stowe's	Uncle	Tom's	Cabin,	Frank	Norris'sThe	Octopus,	and	Upton	Sinclair's	Thelungle	ring	truer	(or	falser	as	the	case	may	be)	to	those
who	know	about	the	antebellum	South,	railroad	expansion	in	the	late	nineteenth	century,	and	scandals	in	the	American	meat-packing	industry	in	the	early	twentieth	century.	Sinclair	Lewis's	satires	take	on	added	bite	and	fun	for	those	who	have	lived	in	or	observed	the	cultural	aridity	of	Main	Street,	who	have	been	treated	by	shallow	and	materialistic
physicians	like	some	of	those	in	Arrowsmith,	who	have	sat	through	the	sermons	and	watched	the	shenanigans	of	religious	charlatans	like	Elmer	Gantry,	or	who	have	dealt	with	and	been	in	service	clubs	with	all-too-typical	American	businessmen	like	Babbitt.	Novels	may	lend	themselves	somewhat	more	readily	than	lyric	poems	to	this	particular
interpretive	approach;	they	usually	treat	a	broader	range	of	experience	than	poems	do	and	thus	are	affected	more	by	extrinsic	factors.	It	is	a	mistake,	however,	to	think	that	poets	do	not	concern	themselves	with	social	themes	or	that	good	poetry	cannot	be	written	about	such	themes.	Actually,	poets	have	from	earliest	times	been	the	historians,	the
interpreters	of	contemporary	cul-	HistoricalandBiographical	Approaches*	53	ture,	and	the	prophets	of	their	people.	Take,for	example,a	poet	as	mystical	and	esoteric	as	William	Blake.	Many	of	his	best	poems	can	be	read	meaningfully	only	in	terms	of	Blake's	England.	His	"London"	is	an	outcry	against	the	oppression	of	human	beingsby	society:he
lashesout	againstchild	labor	in	his	day	and	the	church's	indifferenceto	it,	againstthe	government's	indifference	to	the	indigent	soldier	who	has	served	his	country	faithfully,	and	againstthe	horrible	and	unnatural	consequences	of	a	social	code	that	repressessexuality.His	"Preface"	to	Milton	is	at	once	a	denunciation	of	the	"dark	Satanic	Mills"	of	the
Industrial	Revolution	and	a	joyous	battle	cry	of	determination	to	build	"lerusalem/In	England's	green	and	pleasant	Land."	It	has	been	arranged	as	an	anthem	for	church	choirs,	is	widely	used	in	a	hlimn	setting,	and	was	sung	in	London	in	the	1945	electionby	the	victorious	Labour	party.	The	impact	of	the	Sacco	and	Vanzetti	caseupon	young	poets	of	the
1920sor	of	the	opposition	to	the	war	in	Vieb:ram	upon	almost	every	important	American	poet	in	the	1960sresulted	in	numerous	literary	works	on	these	subjects.Obviously,	then,	even	some	lyric	poems	are	susceptibleto	historical-biographicalanalysis.	Political	and	religious	verse	satireslike	John	Dryden's	in	the	seventeenthcentury	and	personal
satireslike	Alexander	Pope's	in	the	eighteenth	century	have	as	one	of	their	primary	purposes	the	ridiculing	of	contemporary	situations	and	persons.	Dryden	propounds	his	own	Anglican	faith	and	debunks	the	faith	of	both	Dissentersand	Papistsrn	ReligioLaici.Later,	when	he	had	renouncedAnglicanism	and	embracedRoman	Catholicism,	he	again
defended	his	position,	and	in	TheHind	and	the	Pantherhe	attacked	those	who	differed.	His	Absalomand	Achitophelis	a	verse	allegory	using	the	biblical	story	of	Absalom's	rebellion	against	his	father,	King	David,	to	satirize	the	Whig	attempt	to	replaceCharlesII	with	his	illegitimate	son,	the	Duke	of	Monmouth.	Pope's	Dunciad	is	certainly	a	satire	against
all	sorts	of	literary	stupidity	and	inferiority,	but	it	is	also	directed	against	particular	literary	people	who	had	the	bad	fortune	to	offend	Pope.All	theseworks	may	be	understood	and	appreciated	without	extensivehistorical	or	biographical	background.	Most	readers,however,	would	probably	agree	with	T.	S.	Eliot	that	"No	poet,	no	artist	of	any	art,	has	his
complete	meaning	alone"	(from	"Tiadition	and	the	Individual	Talent")	and	with	Richard	D.	Altick	that	"almost	every	literary	work	is	attended	54	*	A	Handbookof	CriticalApproaches	to	Literature	by	a	host	of	outside	circumstanceswhich,	once	we	exposeand	explore	them,	suffuse	it	with	additional	meaning"	(5).	The	triumph	of	such	verse	satires	as	those
of	Dryden	and	Pope	is	that	they	possessconsiderablemerit	as	poems,	merit	that	is	only	enhancedby	their	topicality.	That	it	should	ever	have	been	necessaryto	defend	them	becausethey	were	topical	or	"unpoetic"	is	attributable	to	what	Ronald	S.Crane	calls,inA	Collectionof	English	Poems,1660-1800,the	tyranny	of	certain	Romantic	and	Victorian
"presuppositions	about	the	nature	of	poetry"	and	the	"inhibitions	of	tastewhich	they	have	tended	to	encourage."	He	mentions	among	such	presuppositions	the	notions	that	true	poetry	is	alwaysa	direct	outpouringof	personalfeeling;	that	its	values	are	determined	by	the	nature	of	the	emotion	which	it	expresses,the	standardsbeing	naturally	setby	the
preferencesof	the	most	admired	poets	in	the	nineteenth-centurytradition;	that	its	distinctive	effort	is	"to	bring	unthinkable	thoughts	and	unsayable	sayings	within	the	range	of	human	minds	and	ears";	that	the	essenceof	its	art	is	not	statementbut	suggestion.(v)	In	short,	even	topical	poetry	can	be	worthwhile	when	not	limited	by	presuppositions	that
make	poetry	a	precious,	exclusively	personal,	even	esoteric	thing.	II.	HISTORICAT	AND	BIOGRAPHICAT	APPROACHES	IN	PRACTICE	A.	"To	His	Coy	Mistress"	We	know	several	facts	about	Marvell	and	his	times	that	may	help	to	explain	this	framework	of	logical	argument	as	well	as	the	tone	and	learned	allusions	that	pervade	the	poem.	First,	Marvell
was	an	educated	man	(Cambridge	B.A.,1639),	the	son	of	an	Anglican	priest	with	Puritan	leanings.	Because	both	he	and	his	father	had	received	a	classical	education,	the	poet	was	undoubtedly	steeped	in	classical	modes	of	thought	and	literature.	Moreove4,	the	emphasis	on	classical	logic	and	polemics	in	his	education	was	probably	kept	strong	in	his
mind	by	his	political	actions.	(He	was	a	Puritan,	a	Parliamentarian,	an	ad-	HistoricalandBiographical	Approaches*	55	mirer	of	Oliver	Cromwell,	a	writer	of	political	satires,and	an	assistantto	]ohn	Milton,	who	was	Latin	secretaryto	the	government.)	That	it	should	occur,therefore,to	Marvell	to	have	the	speakerplead	his	suit	logically	should	surprise	no
one.	There	is,	however,	nothing	pedantic	or	heavy-handed	in	this	disputatious	technique.	Rather,it	is	playful	and	urbane,	as	are	the	allusions	to	Greek	mythology,	courtly	love,	and	the	Bible.	When	the	speakerbegins	his	argument,	he	establisheshimself	in	a	particular	tradition	of	love	poetry,	that	of	courtly	love.	No	one	would	mistake	this	poem	for	love
in	the	manner	of	"O	my	love's	like	a	red,	red	rose"	or	"Sonnetsfrom	the	Portuguese."It	is	based	on	the	elevation	of	the	beloved	to	the	status	of	a	virtually	unattainable	object,	one	to	be	idolized,	almost	like	a	goddess.This	statusnotwithstanding,	she	is	capableof	cruelty,	and	in	the	first	couplet	the	speakeraccusesher	of	a	crime,	the	crime	of	withholding
her	love	from	him.	Moreover,	becauseshe	is	like	a	goddess,	she	is	also	capricious	and	whimsical,	and	the	worshipper	must	humor	her	by	following	the	conventions	of	courtly	love.	He	will	complain	(of	her	cruelty	and	his	subsequentpain	and	misery)	by	the	River	Humber.	He	will	serveher	through	praise,	adoration,	and	faithful	devotion	from	the	fourth
millennium	n.c.	(the	alleged	time	of	Noah's	flood)	to	the	conversion	of	the	Jews	to	Christianity,	an	event	prophesied	to	take	placejust	before	the	end	of	the	world.	Doubtless,this	bit	of	humor	is	calculated	to	make	the	lady	smile	and	to	put	her	off	her	guard	against	the	ulterior	motive	of	the	speaker.	However	pronounced	courtly	love	may	be	in	the
opening	portion	of	the	poem	(the	first	part	of	the	argument),by	the	time	the	speaker	has	reached	the	conclusion,	he	has	stripped	the	woman	of	all	pretenseof	modesty	or	divinity	by	his	accusation	that	her	"willing	soul"	literally	exudesor	breathesforth	("transpires")	urgent	("instant")	passion	and	by	his	direct	allusion	to	kinesthetic	ecstasy:"sport
11s,""roll	all	our	strength,"	"tear	our	pleasures	with	rough	strife/Thorough	the	iron	gates	of	life"	(the	virginal	body).	AII	of	this	is	consistentwith	a	speakerwho	might	have	been	schooledas	Marvell	himself	was.	M*y	allusions	in	the	poem	that	have	to	do	with	the	passage	of	time	show	Marvell's	religious	and	classical	background.	TWohave	been
mentioned:	the	Flood	and	the	conversion	of	the	]ews.	But	there	are	others	that	continue	to	impress	the	reader	56	"	A	Handbookof	CriticalApproaches	to	Literature	with	the	urgency	of	the	speaker's	plea.	"Time's	wingdd	chariot"	is	the	traditional	metaphor	for	the	vehicle	in	which	the	sun,	moon,	night,	and	time	are	represented	as	pursuing	their
course.At	this	point,	the	speakeris	still	in	the	humorous	vein,	and	the	image	is,	despite	its	seriousimport,	a	pleasing	one.	The	humor	grows	increasingly	sardonic,	however,	and	the	images	become	in	the	second	stanza	downright	repulsive.	The	allusions	in	the	last	stanza(the	conclusionto	the	argument	or	case)	do	not	suggestplayfulness	or	a	Cavalier
attitude	at	all.	Time's	"slow-chapped	[slow-jawed]	power"	alludes	to	the	cannibalism	of	Kronos,	chief	of	the	gods,	who,	to	prevent	ever	being	overthrown	by	his	own	children,	devoured	all	of	them	as	they	were	born	except	Zeus.	Zeus	was	hidden,	later	grew	up,	and	ultimately	becamechief	of	the	gods	himself.	The	last	couplet,	Thus,thoughwe
cannotmakeoursun	Stand	still,yetwe	will	makehimrun,	suggestsseveral	possible	sources,both	biblical	and	classical.	]oshua	commanded	the	sun	to	stand	still	so	that	he	could	win	a	battle	against	the	Amorites	(fosh.	10:13).Phaetontook	the	place	of	his	father,	the	sun,	in	a	winged	chariot	and	had	a	wild	ride	acrossthe	sky,	culminating	in	his	death	(Ovid,
Metamorphoses).	Zeus'badethe	sun	to	stand	still	in	order	to	lengthen	his	night	of	love	with	Alcmene,	the	last	mortal	woman	he	embraced.In	this	example	it	is,	of	course,	easy	to	seethe	appropriatenessof	the	figures	to	the	theme	of	the	poem.	Marvell's	speakeris	saying	to	his	mistress	that	they	are	human,	hence	mortal.	They	do	not	have	the	ear	of	God
as	Joshuahad,	so	God	will	not	intervene	miraculously	and	stop	time.	Nor	do	they	possessthe	power	of	the	pagan	deities	of	old.	They	must	instead	causetime	to	pass	quickly	by	doing	what	is	pleasurable.	In	addition	to	Marvell's	classical	and	biblical	background,	further	influences	on	the	poem	are	erotic	literature	and	Metaphysical	poetry.	Erotic	poetry
is,	broadly	speaking,simply	love	poetry,	but	it	must	emphasize	the	sensual.In	"Coy	Mistress"	this	emphasisis	evident	in	the	speaker'ssuit	through	the	referencesto	his	mistress'sbreastsand	"the	rest"	of	her	charms	and	in	the	image	of	the	lovers	rolled	up	into	"one	ball."	The	poem	is	Metaphysical	in	its	similarities	to	other	seventeenth-century	Historical
and	BiographicalApproaches	*	57	poems	that	deal	with	the	psychology	of	love	and	religion	andto	enforce	their	meaning--employ	bizarre,	grotesque,	shocking,	and	often	obscure	figures	(the	Metaphysical	conceit).	Such	lines	as	"My	vegetable	love	should	gtow,"	the	warning	that	worms	may	violate	the	mistress's	virginity	and	that	corpses	do	not	make
love,	the	likening	of	the	lovers	to	"amorous	birds	of	prey,"	and	the	allusion	to	Time's	devouring	his	offspring	("slowchapped")	all	help	identify	the	poem	as	a	product	of	the	seventeenth-century	revolt	against	the	saccharine	conventions	of	Elizabethan	love	poetry.	As	for	its	relation	to	aers	de	soci6t6,"To	His	Coy	Mistress"	partakes	more	of	the	tone	than
the	subject	matter	of	such	poetry,	manifesting	for	the	most	part	wit,	gaiety,	charm,	polish,	sophistication,	and	ease	of	expression-all	of	these	despite	some	rough	Metaphysical	imagery.	B.	Hamlet	It	will	doubtless	surprise	many	students	to	know	thatHamlet	is	considered	by	some	commentators	to	be	topical	and	autobiographical	in	certain	places.	In
view	of	Queen	Elizabeth's	advanced	age	and	poor	health-hence	the	precarious	state	of	the	succession	to	the	British	crown-Shakespeare's	decision	to	mount	a	production	of	Hamlet,	with	its	usurped	throne	and	internally	disordered	state,	comes	as	no	surprise.	(Edward	Hubler	has	argued	that	Hamlet	was	probably	written	in	1600	1912,n.21.)There	is
some	ground	for	thinking	that	Ophelia's	famous	characterization	of	Hamlet	may	be	intended	to	suggest	the	Earl	of	Essex,	formerly	Elizabeth's	favorite,	who	had	incurred	her	severe	displeasure	and	been	tried	for	treason	and	executed:	Thecourtier's,	soldier's,	scholar's,	eye,tongue,sword	The	expectancyand	roseof	the	fair	state,	Theglassof	fashionand
the	mouldof	form,	Theobservedof	all	observers.	.	.	.	(lll.i)	Also,	something	of	Essex	may	be	seen	in	Claudius's	observation	on	Hamlet's	madness	and	his	popularity	with	the	masses:	How	dangerous	it	is	thatthismangoesloose!	Yetmustwe	not	put	the	stronglaw	on	him:	58	*	A	Handbook	of	Critical	Approachesto	Literature	He's	lovedof	the
distractedmultitude,	Who	like	not	in	theirjudgmentbut	theireyes;	And	where'tis	so,the	offender'sscourgeis	weighed,	But	neverthe	offence.(lV.viii)	Yet	another	contemporary	historical	figure,	the	Lord	Treasurer,	Burghley,	has	been	seen	by	some	in	the	character	of	Polonius.	Shakespeare	may	have	heard	his	patron,	the	young	Henry	Wriothesley,	Earl	of
Southampton,	express	contempt	for	Elizabeth's	old	Lord	Tieasurer;	indeed,	this	was	the	way	many	of	the	gallants	of	Southampton's	generation	felt.	Burghley	possessed	most	of	the	shortcomings	Shakespeare	gave	to	Polonius;	he	was	boring,	meddling,	and	given	to	wise	old	adages	and	truisms.	(He	left	a	famous	set	of	pious	yet	shrewd	precepts	for	his
son,	Robert	Cecil.)	Moreover,	he	had	an	elaborate	spy	system	that	kept	him	informed	about	both	friend	and	foe.	One	is	reminded	of	Polonius's	assigning	Reynaldo	to	spy	on	Laertes	in	Paris	(II.i).	This	side	of	Burghley's	character	was	so	well	known	that	it	might	have	been	dangerous	for	Shakespeare	to	portray	it	on	stage	while	the	old	man	was	alive
(because	Burghley	had	died	in	1598,	Shakespeare	could	with	safety	do	so	in	this	general	way).	Other	topical	references	include	Shakespeare's	opinion	(ILii)	about	the	revival	of	the	private	theateq,	which	would	employ	children	and	which	would	constitute	a	rival	for	the	adult	companies	of	the	public	theater,	for	which	Shakespeare	wrote.	It	is	also
reasonable	to	assume	that	Hamlet's	instructions	to	the	players	(III.ii)	contain	Shakespeare's	criticisms	of	contemporary	acting,just	as	Polonius's	description	of	the	players'repertoire	and	abilities	(II.ii)	is	Shakespeare's	satire	on	dull	people	who	profess	preferences	for	rigidly	classified	genres.	Scholars	have	also	pointed	out	Shakespeare's	treatment	of
other	stock	characters	of	the	day:	Osric,	the	Elizabethan	dandy;	Rosencrarrtz	and	Guildenstern,	the	boot-licking	courtiers;	Laertes	and	Fortinbras,	the	men	of	action;	Horatio,	the	"true	Roman"	friend;	and	Ophelia,	the	courtly	love	heroine.	In	looking	at	Hamlet	the	historical	critic	might	be	expected	to	ask,	"What	do	we	need	to	know	about	eleventh-
century	Danish	court	life	or	aboutElizabethan	England	to	understand	this	play?"	Similar	questions	are	more	or	less	relevant	to	the	traditional	interpretive	approach	to	any	literary	work,	but	they	are	*	59	HistoricalandBiographical	Approaches	particularly	germane	to	analysis	oI	Hamlet.For	one	thing,	most	contemporary	American	students,	largely
unacquainted	with	the	conventions,let	alone	the	subtleties,of	monarchical	succession,	wonder	(unless	they	are	aided	by	notes)	why	Hamlet	does	not	automatically	succeedto	the	throne	after	the	death	of	his	father.	He	is	not	just	the	oldest	son;	he	is	the	only	son.	Such	students	need	to	know	that	in	Hamlet's	day	the	Danish	throne	was	an	elective	one.
The	royal	council,	composed	of	the	most	powerful	nobles	in	the	land,	named	the	next	king.	The	custom	of	the	throne's	descendingto	the	oldest	son	of	the	late	monarch	had	not	yet	crystallized	into	law.	As	true	as	this	maybe	in	fact,	however,j.	Dover	Wilson	maintains	that	it	is	not	necessaryto	know	it	for	understandingHamlet,
becauseShakespeareintended	his	audiences	to	think	of	the	entire	situation-characters,	customs,	and	plot-as	English,	which	he	apparently	did	in	most	of	his	plays,	even	though	they	were	set	in	other	countries.	Wilson's	theory	is	based	upon	the	assumption	that	an	Elizabethan	audience	could	have	but	little	interest	in	the	peculiarities	of	Danish
government,	whereasthe	problems	of	royal	succession,usurpation,	and	potential	revolution	in	a	contemporary	English	context	would	be	of	paramount	concern.He	thus	assertsthat	Shakespeare'saudienceconceived	Hamlet	to	be	the	lawful	heir	to	his	father	and	Claudius	to	be	a	usurper	and	the	usurpation	to	be	one	of	the	main	factors	in	the	play,
important	to	both	Hamlet	and	Claudius.	Whether	one	acceptsWilson's	theory	or	not,	it	is	certain	that	Hamlet	thought	of	Claudius	as	a	usurper,for	he	describeshim	to	Gertrude	as	A	cutpurse	of	theempireandtherule,	Thatfroma	shelftheorecious	diademstole	(lll.iv)	Andputit	in	hispocket!	and	to	Horatio	as	one	.	.	.	thathathkilledmy	kingandwhoredmy
mother,	Popped	in	between	th'election	andmy	hopes.	.	.	.	(V.ii)	This	last	speech	suggests	strongly	that	Hamlet	certainly	expectedto	succeedhis	father	by	electionif	not	by	primogeniture.	Modern	students	are	also	likely	to	be	confusedby	the	charge	of	incest	against	the	Queen.	Although	her	second	marriage	to	60	*	A	Handbook	of	Critical	Approachesto
Literature	the	brother	of	her	deceased	husband	would	not	be	considered	incestuous	today	by	many	civil	and	religious	codes,	it	was	so	considered	in	Shakespeare's	day.	)ome	Some	olspe	dispensation	or	legal	Peare	s	qay.	loophole	must	have	accounted	for	the	populi	pular	acceptance	of	Gertrude's	marriage	to	Claudius.	That	Hamlet	considered	the
union	incestuous,	howeveq,	cannot	be	emphasized	too	muctr,	for	it	is	this	repugnant	character	of	Gertiude,s	sin,	perhaps	more	than	any	other	factor,	that	plunges	Hamlet	into	the	melancholy	of	which	he	is	victim.	And	here	it	is	necessary	to	know	what	"melancholy,,	was	to	Elizabethans	and	to	what	extent	it	is	important	in	understanding	the	play.	A.	C.
Bradley	tells	us	that	it	meant	to	Elizabethans	a	condition	of	the	mind	characteized	by	nervous	instabilitv	rapid	and	extreme	changes	of	feeling	and	mood,	and	the	disposition	to	be	for	the	time	absorbed	in	a	dominant	feeling	or	mood,	whether	joyous	or	depressed.	If	Hamlet,s	actions	and	speeches	are	examined	closely,	they	seem	to	indicate	symptoms
of	this	disease.	He	is	by	turns	cynical,	idealistic,	hyperaitive,	lethargic,	averse	to	evil,	disgusted	at	his	uncle,s	diunkenness	and	his	mother's	sensuality,	and	convinced	that	he	is	rotten	with	sin.	To	appreciate	his	apparent	procrastinatiory	his	vacillating	from	action	to	contemplation,	and	the	other	superficially	irreconcilable	features	in	his	conduct,
readers	need	to	realize	that	at	least	part	of	Hamlet's	problem	is	that	he	is	a	victim	of	extreme	melancholy.	(For	more	detailed	discussions	of	Hamlet's	melancholy,	see	A.	C.	Bradley's	Shakespenrean	Tragedy,	J.	Dover	Wilson's	IMat	Happens	in	"Hamlet,,'	arrd	Weston	Babcock's	"Harnlet":	ATragedy	of	Errors.)	One	reason	for	the	popularity	of	Hamlet
with	Elizabethan	an	injunction	by	some	agent	(often	a	ghost)	to	the	next	of	kin	to	avenge	the	crime;	grew	complicated	by	various	impediments	to	the	revenge,	such	as	identifying	the	criminal	and	hitting	upon	the	proper	time	,place,	and	mode	of	the	revenge;	and	con--	Historical	and	BiographicalApproaches*	6\	cluded	with	the	death	of	the	criminal,	the
avenger,	and	frequently	all	the	principals	in	the	drama.	One	additional	fact	about	revenge	may	be	noted.	\Alhen	Claudius	asks	Laertes	to	what	lengths	he	would	go	to	avenge	his	father's	death,	Laertes	answers	that	he	would	"cut	[Hamlet's]	throat	i'	th'church"	(IV.vii).	It	is	probably	no	accident	that	Laertes	is	so	specific	about	the	method	by	which	he
would	willingly	kill	Hamlet.	In	Shakespeare's	day	it	was	popularly	believed	that	repentance	had	to	be	vocal	to	be	effective.	By	cutting	Hamlet's	throat,	presumably	before	he	could	confess	his	sins,	Laertes	would	deprive	Hamlet	of	this	technical	channel	of	grace.	Thus	Laertes	would	destroy	both	Hamlet's	soul	and	his	body	and	would	risk	his	own	soul,	a
horrifying	illustration	of	the	measure	of	his	hatred.	Claudius's	rejoinder	No	placeindeedshouldmurdersanctuarize;	Revenge	shouldhaveno	bounds	indicates	the	desperate	state	of	the	king's	soul.	He	is	condoning	murder	in	a	churcfu	traditionally	a	haven	of	refuge,	protection,	and	legal	immunity	for	murderers.	Elizabethan	audiences	were	well
acquainted	with	these	conventions.	They	thought	there	was	an	etiquette,	almost	a	ritual,	about	revenge;	they	believed	that	it	was	in	fact	a	fine	art	and	that	it	required	a	consummate	artist	to	execute	it.	C.	Huckleberry	Finn	At	the	surface	level	of	the	narrative,	Huckleberry	Finn	is	something	of	a	thriller.	The	sensationalism	may	seem	to	make	the	story
improbable,	if	not	incredible,	but	we	should	consider	its	historical	and	cultural	context.	This	was	part	of	frontier	America	in	the	1840s	and	1850s,	a	violent	and	bloody	time.	It	was	the	era	of	fim	Bowie	and	his	murderous	knife,	of	gunslingers	like	Jack	Slade,	of	Indian	fighters	like	Davy	Crockett	and	Sam	Houston.	Certainly	there	is	a	touch	of	the
frontier,	of	flre	South	or	the	West,	in	the	roughness,	the	cruelty,	the	lawlessness,	and	even	the	humor	of	Hucklebeny	Finn.	Indeed,	Mark	TWain	was	very	much	in	the	tradition	of	such	humorists	of	the	Southwest	as	Thomas	Bangs	Thorpe	and	such	professional	comedians	as	62	*	A	Handbookof	CriticalApproaches	to	Literature	Artemus	Ward	and	Josh
Billings;	in	various	writings	he	employed	dialect	for	comedy,burlesque,the	tall	tale,	bombast,the	frontier	brag.	HuckleberryFinn,	of	course,	far	transcends	the	examplesof	early	American	humor.	Furthermore,	we	know	from	Mark	TWain'sautobiographical	writings	and	from	scholarly	studies	of	him,	principally	thoseof	Bemard	De	Voto,	A.	B.	Paine,	and
Dixon	Wecter,that	the	most	sensationalhappenings	and	colorful	charactersin	Huckleberry	Finn	arebasedon	actual	eventsand	personsTWainsaw	in	Hannibal,	Missouri,	where	he	grew	up,	and	in	other	towns	up	and	down	the	Mississippi.	For	example,	the	shooting	of	Old	Boggs	by	Colonel	Sherburn	is	drawn	from	the	killing	of	one	"Uncle	Sam"	Smarr	by
William	Owsley	on	the	streetsof	Hannibal	on	January	24,7845.	The	attempted	lynching	of	Sherburn	is	also	an	echo	of	something	that	Mark	Twain	saw	as	aboy,	for	he	declared	in	later	life	that	he	once	"saw	a	brave	gentleman	deride	and	insult	a	flynch]	mob	and	drive	it	away."	During	the	summer	of	1847	Benson	Blankenship,	older	brother	of	the
prototype	Huck,	secretly	aided	a	runaway	slave	by	taking	food	to	him	at	his	hideout	on	an	island	acrossthe	river	from	Hannibal.	Bensondid	this	for	several	weeks	and	resolutely	refused	to	be	enticed	into	betraying	the	man	for	the	reward	offered	for	his	capture.	This	is	undoubtedly	the	historical	source	of	Huck's	loyalty	to	Jim	that	finally	resulted	in	his
electing	to	"	go	to	Hell"	in	defiance	of	law,	society,and	religion	rather	than	turn	in	his	friend.	A	point	about	Jim's	escape	that	needs	clarification	is	his	attempt	to	attain	his	freedom	by	heading	south.Actually,	Cairo,	Illinois,	free	territory	and	fim's	destinatiory	is	farther	south	on	the	river	than	St.	Petersburg,Missouri,	from	which	he	is	escaping.	Thus
when	the	fugitives	miss	Cairo	in	the	fog	and	dark,	they	have	lost	their	only	opportunity	to	free	jim	by	escaping	southward.	Still	another	point	is	that	if	it	had	been	Jim's	object	simply	to	get	to	any	free	territory,	he	might	as	easily	have	crossedthe	river	to	Illinois	right	at	St.Petersburg,his	home.	But	this	was	not	his	aim.	Although	a	free	state,	Illinois	had
a	law	requiring	its	citizens	to	return	runaway	slaves.fim	therefore	wanted	particularly	to	get	to	Cairo,	Illinois,	a	junction	of	the	underground	railroad	systemwhere	he	could	have	beenhelped	on	his	way	north	and	easton	the	Ohio	River	by	abolitionists.	*	63	Approaches	HistoricalandBiographical	The	obsceneperformanceof	the	"Royal	Nonesuch"	in
Bricksville,	Arkansas,	where	the	King	prances	about	the	stageon	all	fours	asthe	"cameleopard,"	naked	exceptfor	rings	of	paint,	was	based	on	some	of	the	bawdier	male	entertainments	of	the	old	Southwest.	This	particular	type	featured	a	mythical	phallic	beastcalled	the	"Gyascutus."	There	were	variations,	of	course,	in	the	manner	of	presentation,but
the	antics	of	the	King	illustrate	a	common	version.	(Both	Mark	Twain	and	his	brother	Orion	Clemensrecordedperformancesof	this	type,	Orion	in	an	1852newspaperaccountof	a	Hannibal	showing,	Mark	in	anotebook	entry	made	in	1865while	he	was	in	Nevada.)	The	detailed	description	of	the	Grangerford	house	with	its	implied	yet	hilarious
assessmentof	the	nineteenth-centuryculture	may	be	traced	to	a	chapter	fromLife	on	theMississippientitled	"The	House	Beautiful."	Here	may	be	observedthe	conformity	to	the	vogue	of	sentimentalism,patriotism,	and	piousness	in	literature	and	painting	and	the	general	garishnessin	furniture	and	knickknacks.	One	pronounced	theme	inHuckleberryFinn
that	has	its	origin	in	TWain'spersonality	is	his	almost	fanatical	hatred	of	aristocrats.	Indeed,	aristocracy	was	one	of	his	chief	targets.A	ConnecticutYankeein	Kng	Arthur's	Court	is	lessveiled	than	Huckleberry	Finn	in	its	attack	on	the	concept.	But	it	was	not	only	British	aristocracy	that	TWain	condemned;	elsewherehe	made	his	most	vitriolic
denunciations	of	the	American	Southern	aristocrat.	Though	more	subtle,	HuckleberryFinn	neverthelessis	the	more	searchingcriticism	of	aristocracy.For	one	thing,	aristocracy	is	hypocritical.	Aristocrats	arenot	paragonsof	true	gentleness,	graciousness,courtliness,	and	selflessness.They	are	trigger-happy,	inordinately	proud,	implacable	bullies.	But
perhaps	TWain'santipathy	to	aristocracy,expressedin	virtually	all	his	works,	came	from	the	obvious	misery	caused	to	all	involved,	perpetrators	as	well	as	victims.	The	most	significant	expressionof	this	inHuckleberryFinn	is,	of	course,in	the	notion	of	race	superiority.	Clinging	as	they	did	to	this	myth,	aristocrats-as	Alex	Haley	onceportrayed	them	in
Roofs-could	justify	any	kind	of	treatment	of	blacks.	They	could	separatefamilies,	as	in	the	caseof	Jim	and	the	Wilks	slaves;they	could	load	them	with	chains,forget	to	feed	them,	hunt	them	like	animals,	curse	and	cuff	them,	exploit	their	labor,	even	think	of	them	as	64	*	A	Handbook	of	Critical	Approachesto	Literature	subhuman,	and	then	rationalize	the



whole	sordid	historv	bv	affirming	that	the	slaves	ought	to	be	grateful	for	any	.ontu"t	with	civilization	and	Christianity.	Moreovel,	not	only	aristocrats	but	every	section	of	white	society	subscribed	to	this	fiction;	thus	a	degenerate	wretch	like	pap	Finn	could	shoulder	a	free	Negro	colJge	professor	off	the	sidewalk	and	later	deliver	an	antigovernment,
racist	tirade	to	Huck	replete	with	the	party	line	of	the	Know-Nothings,	a	semi_	secret,	reactionary	political	group	that	flourished	for	a	brief	period	in	the	1850s.	(Its	chief	tenet	was	hostility	to	foreign-born	Americans	and	the	Roman	Catholic	Church.	It	derived	its	name	from	the	answer	its	oath-bound	members	made	to	any	question	about	it,	"I	know
nothing	about	it.,,)	We	thus	sense	the	contempt	Twain	felt	for	Know-Nothingism	when	we	hear	its	chief	doctrines	mouthed	by	a	reprobate	like	pap	Finn.	(Indeed,	it	may	be	more	than	coincidental	that	Twain	never	capitalizes	the	word	pap	when	Huck	is	referring	to	his	father.)	Closely	related	to	this	indictment	of	aristocracy	and	racism	and	their
concomitant	evils	are	Twain,s	strictures	on	romanticism,	which	he	thought	largely	responsible	for	the	harmful	myths	and	cultural	horrors	that	beset	the	American	South	of	his	day.	In	particular,	he	blamed	the	novels	of	Sir	Walter	Scott	and	their	idealization	of	a	feudal	society.	In	real	life	this	becomes	on	the	adult	level	the	blood	feud	of	ihe
Gtutrg"rfords	and	Shepherdsons	and	on	the	juvenile	level	the	imaginative	high	jinks^of	Tom	Sawyer	and	his	"robber	gang"	and	his	,,rescue,,	of	li-.	are	many	other	examples	of	historical	and	biographi]he1e	cal	influences	on	the	novel.	Years	spent	as	a	steamboit	pitot	familiarized	Mark	TWain	with	every	snag,	sandbar,	beni,	or	other	landmark	on	the
Mississippi,	as	well	as	with	the	more	technical	aspects	of	navigation-all	of	which	add	vivid	authenticity	to	the	novel.	His	vast	knowledge	of	Negro	superstitions	was	acquired	from	slaves	in	Hannibal,	Missouri,	and	on	the	farm	of	his	beloved	uncle,	John	euarles,	prototype	of	Silas	Phelps.	Jim	himself	is	modeled	after	Uncle	Dln,l,	u-"lurr"	on	the	Quarles
place.	These	superstitions	and	examples	of	folklore	are	not	mere	local	color,	devoid	of	rhyme	or	reasoni	but,	as	Daniel	Hoffman	has	pointed	out,	they	are	"of	signal	importance	in	the	thematic	development	of	the	book	and	in	the	growth	toward	maturity	of	its	principal	characters"	(Z2I).	Huck	was	in	real	life	HistoricalandBiographical	Approaches*	65
Tom	Blankenship,	a	boyhood	chum	of	TWain'swho	possessed	most	of	the	traits	TWain	gave	him	as	a	fictional	character.	Although	young	Blankenship's	real-life	father	was	ornery	enough,	TWain	modeled	Huck's	father	on	another	Hannibal	citizen,Jimmy	Finn,	the	town	drunk.	Like	The	Canterbury	Tales,where	Dryden	found	"God's	plenty,"
HuckleberryFinn	gives	its	readers	a	portrait	gallery	of	the	times.	Scarcelya	classis	omitted.	The	aristocracy	is	represented	by	the	Grangerfords,	the	Shepherdsons,and	Colonel	Sherburn.	They	are	hardly	Randolphs	and	Lees	of	tidewater	Virginia,	and	their	homes	reveal	that.	The	Grangerford	parlor,	for	example,	shows	more	of	philistinism	and
puritanism	than	of	genuine	culture.	These	people	are,	nevertheless,portrayed	as	recognizable	specimens	of	the	traditional	aristocrat,	possessedof	dignity,	courage,devotion	to	principle,	graciousness,	desire	to	preserve	ceremonious	forms,	and	Calvinistic	piety.	Colonel	Sherburn	in	particular	illustrates	another	aspectof	the	traditional	aristocrat-his
contempt	for	the	common	man,	which	is	reflected	in	his	cold-blooded	shooting	of	Old	Boggs,	his	cavalier	gesture	of	tossing	the	pistol	on	the	ground	afterward,	and	his	single-handedly	facing	down	the	lynch	mob.	Towns	of	any	sizein	HuckleberryFinn	containthe	industrious,	respectable,	conforming	bourgeoisie.	In	this	class	are	the	Widow	Douglas	and
her	old-maid	sister	Miss	Watson,the	Peter	Wilks	family,	and	Judge	Thatcher.The	Phelpsestoo,	although	they	own	slaves	and	operate	a	"one-horse	cotton	plantation,"	belong	to	this	middle	class.Mrs.	Judith	Loftus,	whose	canniness	undoes	Huck	when	he	is	disguised	as	a	girl,	is,	according	to	De	Voto,	the	best-drawn	pioneer	wife	in	any	of	the
contemporary	records.	The	host	of	anonymous	but	vivid	minor	characters	reflects	and	improves	upon	the	many	eyewitness	accounts.	Theseminor	charactersinclude	the	ferryboat	owner,	the	boatmen	who	fear	smallpox	as	they	hunt	Jim,	the	raftsmen	heard	from	a	distancejoking	in	the	stillnessof	the	night.	The	Bible	Belt	poor	white,	whether	whittling
and	chewing	and	drawling	on	the	storefrontbenchesof	an	Arkansasvillage	or	caught	up	in	the	fervor	of	a	camp	meeting	or	joining	his	betters	in	some	sort	of	mob	action,	is	describedwith	undeniable	authenticity.	Criminals	like	the	robbers	and	cutthroats	on	the	WalterScott	and	those	inimitable	confidence	men,	the	King	and	the	Duke,	66	*	A	Handbookof
CriticalApproaches	to	Literature	play	their	part.	Pap	Finn	is	surely	among	the	earliest	instances	of	Faulkner's	Snopes	types-filthy,	impoverished,	ignorant,	disreputable,bigoted,	thieving,	pitifully	sure	of	only	one	thing,	his	superiority	as	a	white	man.	Then	we	observe	the	shvJs	D.	"YoungCoodmanBrown,,	What	kind	of	historical	or	biographical
information	do	we	need	1702).Other	evidences	of	the	time	of	the	story	are	the	references	to	persecution	of	the	Quakers	by	Brown,s	grandfather	(the	1660s)and	King	Philip's	War	(primarily	a	massacreof	Indians	by	colonists	U675-16761),in	which	Brown,s	father	participated.	Specific	locales	like	Salem,	Boston,	Connecticut,	and	Rhode	Island	are
mentioned,	as	are	terms	used	in	puritan	church	organization	and	government,	such	as	ministers,	elders,	meetinghouses,communion	tables,saints	(in	the	protestant	senseof	any	Christian),	selectmen,and	lecture	days.	But	it	is	not	enough	for	us	to	visualize	a	sort	of	firsi	Thanksgiving	picture	of	Pilgrims	with	steeple-crownedhats,	Bibles,	some	degree	the
story	of	Goodman	Brown.	Calvinism	stresses	Historical	and	BiographicalApproaches	*	57	the	sovereignty	of	God-in	goodness,	powet	and	knowledge.	Correspondingly,	it	emphasizes	the	helplessness	and	sinfulness	of	human	beings,	who	have	been	since	the	Fall	of	Adam	innately	and	totally	depraved.	Their	only	hope	is	in	the	grace	of	God,	for	God	alone
is	powerful	enough	(sovereign	enough)	to	save	them.	And	the	most	notorious,	if	not	the	chief,	doctrine	is	predestination,	which	includes	the	belief	that	God	has,	before	their	creation,	selected	certain	people	for	eternal	salvation,	others	for	eternal	damnation.	Appearances	are	therefore	misleading;	an	outwardly	godly	person	might	not	be	one	of	the
elect.	Thus	it	is	paradoxical	that	Goodman	Brown	is	so	shocked	to	learn	that	there	is	evil	among	the	apparently	righteous,	for	this	was	one	of	the	most	strongly	implied	teachings	of	his	church.	In	making	human	beings	conscious	of	their	absolute	reliance	on	God	alone	for	salvation,	Puritan	clergymen	dwelt	long	and	hard	on	the	pains	of	hell	and	the
powerlessness	of	mere	mortals	to	escape	them.	Brown	mentions	to	the	Devil	that	the	voice	of	his	pastor	"would	make	me	tremble	both	Sabbath	day	and	lecture	day."	This	was	a	typical	reaction.	In	Calvinism,	nobody	could	be	sure	of	sinlessness.	Introspection	was	mandatory.	Christians	had	to	search	their	hearts	and	minds	constantly	to	purge
themselves	of	sin.	Goodman	Brown	is	hardly	expressing	a	Calvinistic	concept	when	he	speaks	of	clinging	to	his	wife's	skirts	and	following	her	to	Heaven.	Calvinists	had	to	work	out	thbir	own	salvation	in	fear	and	trembling,	and	they	were	often	in	considerable	doubt	about	the	outcome.	The	conviction	that	sin	was	an	ever-present	reality	that	destroyed
the	unregenerate	kept	it	before	them	all	the	time	and	made	its	existence	an	undoubted,	well-nigh	tangible	fact.	We	must	realize	that	aspects	of	the	story	like	belief	in	witches	and	an	incarnate	Devil,	which	until	the	recent	upsurge	of	interest	in	demonism	and	the	occult	world	have	struck	modern	readers	as	fantastic,	were	entirely	credible	to	New
Englanders	of	this	period.	Indeed,	on	one	level,	"Young	Goodman	Brown"	may	be	read	as	an	example	of	Satanism.	Goody	Cloyse	and	the	Devil	in	the	story	even	describe	at	length	a	concoction	with	which	witches	were	poPularly	believed	to	have	anointed	themselves	and	a	satanic	worship	attended	by	witches,	devils,	and	lost	souls.	It	is	a	matter	of
historical	record	that	a	belief	in	witchcraft	and	the	old	pagan	gods	existed	in	Europe	side	by	side	with	68	*	A	Handbook	of	Critical	Approachesto	Literature	Christianity	well	into	the	modern	era.	The	phenomenon	has	recurred	in	our	own	day,	ballyhooed	by	the	popular	press	as	well	as	the	electronic	media.	There	was	an	analogous	belief	prevalent	in
Puritan	New	England.	Clergymen,	jurists,	statesmen-educated	people	generally,	as	well	as	uneducated	folkwere	convinced	that	witches	and	witchcraft	were	realities.	Cotton	Mather,	one	of	the	most	learned	men	of	the	period,	attests	eloquently	to	his	own	belief	in	these	phenomena	in	The	Wonders	of	the	Inaisible	World,	his	account	of	the	trials	of
several	people	executed	for	witchcraft.	Some	of	the	headings	in	the	table	of	contents	are	instructive:	"A	True	Narrative,	collected	by	Deodat	Lawson,	related	to	Sundry	Persons	afflicted	by	Witchcraft,	from	the	19th	of	March	to	the	Sth	of	April,	1,692"	and	"The	Second	Case	considered,	viz.	If	one	bewitched	be	cast	down	with	the	look	or	cast	of	the	Eye
of	another	Person,	and	after	that	recovered	againby	a	Touch	from	the	same	Person,	is	not	this	an	infallible	Proof	that	the	party	accused	and	complained	of	is	in	Covenant	with	the	Devil?"	Hawthorne's	great-grandfather,	john	Hathorne	(Nathaniel	added	the	"w"),	was	one	of	the	judges	in	the	infamous	Salem	witch	trials	oI'1.692,during	which	many
people	were	tortured,	and	nineteen	hanged,	and	one	crushed	to	death	(a	legal	technicality	was	responsible	for	this	special	form	of	execution).	Commentators	have	long	pointed	to	"Young	Goodman	Brown,"	The	Scarlet	Letter,	and	many	other	Hawthorne	stories	to	illustrate	his	obsession	with	the	guilt	of	his	Puritan	forebears	for	their	part	in	these
crimes.	In	"The	Custom	Flouse,"	his	introduction	to	The	Scarlet	Letter,	Hawthorne	wrote	of	these	ancestors	who	were	persecutors	of	Quakers	and	witches	and	of	his	feeling	that	he	was	tainted	by	their	crimes.	The	Devil	testified	that	he	helped	young	Goodman	Brown's	grandfather,	a	constable,	lash	a	"Quaker	woman	.	.	.	smartly	through	the	streets	of
Salem,"	an	episode	undoubtedly	related	to	Hawthorne's	"Custom	House"	reference	to	his	great-grandfather's	"hard	severity	towards	a	woman	of	[the	Quaker]	sect."	Hawthorne's	notebooks	are	also	a	source	in	interpreting	his	fiction.	They	certainly	shed	light	on	his	preoccupation	with	the	"unpardonable	sin"	and	his	particular	definition	of	that	sin.	It	is
usually	defined	as	blasphemy	against	the	Holy	Ghost,	or	continued	conscious	sin	without	repentance,	or	refusing	to	HistoricalandBiographical	Approaches"	69	acknowledge	the	existenceof	God	even	though	the	Holy	Spirit	has	actually	proved	it.	The	notebooks,however,	and	works	of	fiction	like	"Ethan	Brand,"	"Young	Goodman	Brown,"	andThe
ScarletLetter	rnake	it	clear	that	for	Hawthorne	the	Unpardonable	Sin	was	to	probe,	intellectually	and	rationally,	the	human	heart	for	depravity	without	tempering	the	search	by	a	"human"	or	"democratic"	sympathy.	Specificallyin	the	caseof	"Young	Goodman	Brown,"	Brown's	obduracy	of	heart	cuts	him	off	from	all,	so	that	"his	dying	hour	[is]	gloom."	E.
'/EverydayUse"	Alice	Walker	was	born	in	Eatonton,	Georgia,	ir.7944,	ten	years	beforethe	SupremeCourt's	landmark	decisionin	Browna.Bonrd	of	Education,striking	down	segregationin	schools.Becausethe	South	was	slow	to	implement	this	decision,Walker	and	her	five	brothers	and	two	sistersgrew	up	in	much	the	sameracial	environment	as	their
parents,	black	sharecroppers,but	not	altogether	typical.	Her	father,	Willie	Lee,	and	her	mother,	Minnie,	were	ambitious	for	their	children,	coveting	education	for	them	and	wanting	them	to	leavethe	South,where	opportunities	were	limited.	Despite	the	hard	lot	of	blacks	in	the	South	of	that	day,	Willie	Lee	had	faith	in	much	of	the	American	system.	He
was	among	the	very	first	black	men	to	vote	in	his	county	in	the	1930s	after	organizing	a	group	of	his	fellow	sharecroppersto	seek	their	rights.	He	later	becamefrustrated	and	disillusioned	with	the	slownessof	any	real	progress.Thesefeelings	and	his	poor	health	often	resulted	in	his	venting	his	anger	and	bitternessby	beatinghis	children.	Alice,	the
youngest,seemsto	have	received	her	full	shareof	this	harsh	treatment.	Minnie,	Walker's	mother,	was	particularly	outstanding	as	a	role	model	for	her	children.	Physically	strong	and	strongwilled,	she	was	a	hard	worker	who	managed	to	createbeauty	out	of	her	limited	surroundings	by	growing	flowers,	decorating	the	family	cabin	with	flowers,	quilting,
and	telling	stories,	at	which	she	is	reputed	to	have	excelled.	Alice	lost	the	sight	of	her	right	eye	when	she	was	only	eight.	A	shot	from	a	BB	gun	fired	by	one	of	her	brothers	accidentally	hit	her	in	this	eye,	blinding	it	and	causing	an	unsightly	white	scar.Convinced	that	she	was	ugly	by	the	way	people	stared	at	70	*	A	Handbook	of	Critical	Approachesto
Literature	her	face,	she	became	shy	and	withdrawn.	Six	years	later,	when	she	was	spending	the	summer	in	Boston	with	one	of	her	brothall	five	brothers	moved	thereers	and	his	family-eventually	the	scar	was	removedby	a	simple	surgical	procedure,	which	her	brother	and	his	wife	paid	for.	She	returned	home	to	Georgia,	subsequently	finished	first	in
her	high	school	class,	and	entered	Spelman	College	in	Atlanta,	the	nation's	oldest	college	for	black	women.	After	two	years	at	Spelman,	she	transferred	to	Sarah	Lawrence	College	in	New	York,	impelled	undoubtedly	by	her	increasing	involvement	with	the	civil	rights	movement	and	by	Spelman's	conservative	educational	and	political	philosophy.	Her
writing,	which	had	started	when	she	was	still	a	child,	increased	in	volume	and	quality	under	the	tutelage	of	the	distinguished	poet	Muriel	Rukeyser	and	began	to	be	recognized	by	prestigious	prizes	and	fellowships.	Walker	was	deeply	committed	to	the	civil	rights	movement,	working	in	voter	registration	and	teaching	black	history	in	Mississippi	in	the
1970s.	Other	teaching	appointments	include	Jackson	(Mississippi)	State,	Tougaloo,	the	University	of	Massachusetts	at	Boston,	the	University	of	California	at	Berkeley	in	the	1980s,	and	Brandeis.	When	she	left	the	South	in	7974,	she	moved	to	Brooklyn	and	joined	the	editorial	staff	of	the	magazine	M*	Her	controversial	1982	novel	The	Color	Purple
deals	with	the	black	experience	as	Walker	has	perceived	and	experienced	it,	especially	the	black	woman's	experience,	wherein	she	finds	black	women	to	have	been	essentially	victims,	not	only	of	racists	but	of	men	in	general	and	black	men	in	particular.	They	have,	of	course,	been	physically	brutalized,	but	equally	important	has	been	the	attempt	to
stifle	all	aesthetic	creativity	in	them.	The	ways	in	which	this	attempt	has	failed	are	depicted	in	The	Color	Purple	and,less	sensationally,inln	Searchof	Our	Mothers'	Gardens,a	collection	of	autobiographical	and	critical	essays/	some	of	which	describe	the	folk	art	that	black	women	created	in	their	limited	leisure	and	environment.	And,	indeed,	"Everyday
lJse"	has	pronounced	biographical	elements.	The	narrator	is	like	Minnie	Walker,	Alice's	mother,	who,	according	to	janet	Gray,	was	strong	and	hardworking	and	"did	not	regard	gender	as	a	barrier	to	any	kind	of	labor"	(52L).	The	narrator	describes	herself	in	ruggedly	masculine	terms:	Historical	and	BiographicalApproaches	,	7'!.	"large,	big-boned	.	.	.
rough	man-working	hands."	She	can	perform	typically	male	chores	such	as	slaughtering,	butchering,	and	dressing	out	hogs	and	calves.	She	boasts	that	she	can	work	outdoors	all	day	in	subfreezing	or	scorching	temperatures.	Given	these	traits	and	accomplishments,	it	can	come	as	something	of	a	surprise	to	learn	that	the	narrator	has	a	refined	and
active	aesthetic	sensibility.	She	appreciates	the	material,	the	color,	the	artistry,	and	the	history	of	the	family	quilts,	which	she	regards	as	virtually	sacred-but	still	to	be	used	every	day.	Minnie	Walker	seems	to	have	possessed	similar	characteristics.	She	worked	all	day	in	the	fields	with	Alice's	father,	did	her	traditional	female	tasks	in	the	evening,	then
exercised	her	enormous	and	widely	recognized	talents	as	a	flower	gardener	and	decorator	with	flowers.	It	was	in	this	way	that	Minnie	made	creativity	an	important	part	of	everyday	life	and	demonstrated	that	no	form	or	material	or	setting	was	too	humble	or	contemptible	for	its	exhibition.	Poor	black	women	of	an	earlier	day	chose	these	unspectacular
outlets	for	their	artistic	urges	rather	than	submit	to	having	them	stifled	altogether	by	constant	and	soul-numbing	labor.	Other	features	of	the	story	that	contain	biographical	elements	include	the	character	Maggie,	who	in	several	ways	reflects	the	youngAlice	Walker.	For	example,	Maggiehas	"burn	scars	down	her	arms	and	legs"	which	she	suffered	in
the	fire	that	destroyed	the	family	home	some	ten	years	before	the	time	of	the	story.	Her	inordinate	shlmess	and	pitiful	lack	of	self-esteem,	manifested	by	her	shuffling	gait,	downcast	eyes,	and	nondescript	figure,	have	their	counterpart	in	Walker's	embarrassment	at	her	disfigurement	from	the	loss	of	her	eye	and	its	negative	impact	on	her	schoolwork.
Another	but	different	side	of	Walker	is	discernible	in	Dee's	sophistication	and	educational	achievements.	Like	Walker,	Dee	delights	in	the	beautiful	handmade	objects	in	her	mother's	home	though,	unlike	Walker's,	Dee's	appreciation	is	trendy	and	superficial.	The	exact	historical	setting	of	the	story	is	not	indicated,	but	a	number	of	details	point	pretty
clearly	to	a	period	covering	part	of	the	1970s	in	the	American	South.	For	example,	the	narrator	mentions	a	television	show	that	unites	aged	parents	long	separated	from	children	who	have	attained	a	high	degree	of	success.	She	also	refers	to	Johnny	Carson,	long-time	host	of	the	72	*	A	Handbook	of	Critical	Approachesto	Literature	"Tonight	Show,"
apparently	at	the	zenith	of	his	career.	Dee	and	her	traveling	companion	have	chosen	to	use	African	or	Muslim	names	rather	than	their	birth	names,	which	to	them	represent	the	names	of	their	oppressors.	They	are	also	wearing	hairstyles	which	they	believe	to	be	African	or	radically	unconventional.	The	narrator	also	speaks	of	a	group	of	industrious
black	st-ock	farmers	down	the	road,	who	have	been	the	victims	of	harassment	by	their	white	racist	neighbors.	Many	black	entrepreneurs	of	this	period	converted	to	Islam	and	embarked	on	an	austere	course	of	economic	and	social	self-determination.	Another	clue	that	the	time	is	later	than	the	1960s	is	that	the	black	stock	farmers	armed	themselves
with	rifles	to	defend	their	property	and	lives,	rather	than	calling	upon	local	white	law	enforcement	officers.	That	kind	of	action	would	have	been	uncommon	even	in	the1970s,	so	much	so	that	the	narrator	said	she	"walked	a	mile	and	a	half	just	to	see	the	sight."	It	would	have	gratified	her	because	she	was	a	woman	of	an	earlier	generation,	more	apt	to
be	intimidated	by	racial	bullying	(witness	her	rhetorical	question	and	answer,	"Who	can	even	imagine	me	looking	a	strange	white	man	in	the	eye?	It	seems	to	me	I	have	always	talked	to	them	with	one	foot	raised	in	flight").	This	characteristic	of	the	narrator,	we	might	note,	is	decidedly	not	found	in	Minnie	Walker,	who	according	to	Janet	Gray	"would
explode	at	landlords"	who	pressured	her	to	take	her	children	out	of	school	to	work	in	the	fields	(527-22).	"Everyday	IJse"	may	profitably	be	read	as	a	historical	statement	even	though	no	specific	years	are	actually	mentioned.	It	describes,	in	addition	to	the	human	conflict	which	is	its	central	business,	a	period	and	place	where	dramatic	changes	in	racial
relationships	have	taken	place,	where	one	young	Southern	black	woman	has	rebelled	against	racism	and	chosen	to	express	that	rebellion	by	leaving	her	homeland	and	rejecting	traditional	and	conventional	standards	and	values.	Her	antagonists	are	her	mother	and	sister,	who	have	not	rebelled	and	who,	indeed,	have	found	their	own	peace	and
satisfaction	in	the	same	locale	of	their	historical	oppression.	It	is	not	likely	that	Alice	Walker,	a	strong	civil	rights	activist,	is	advocating	passivify	in	the	face	of	racial	injustice,	but	she	does	in	this	story	pay	a	beautiful	tribute	to	those	like	the	narrator	and	Maggie	who	HistoricalandBiographical	Approaches"	73	remained	in	their	homes	and	prevailed	by
enduring	and	affirming	the	best	in	their	troubled	heritage.	F.	Frankenstein	Frankenstein	was	written	in	1818,in	the	last	years	of	the	reign	of	GeorgeIII.	Its	author,	Mary	Shelley,was	born	in	1797.Boththe	American	and	the	French	Revolutions	were	things	of	the	past,	but	Mary	grew	up	in	a	home	where	theseprinciples	were	alive	and	well	and	were
being	carried	to	new	heights,	at	least	philosophically.	Her	parents	were	the	brilliant,	notorious,	radical	freethinkers,William	Godwin,	author	of	Politicnllustice	(1793),	and	Mary	Wollstonecraft,author	of	A	Vindicationof	the	Rightsof	Women(1792).Thesetwo	had	for	some	time	been	members	of	a	group	of	radicals	that	included	the	poet	William	Blake	and
the	American	patriot	ThomasPaine.Suchpeople	were	regular	visitors	to	Mary's	home,and	thoughhermother	diedwhen	shewas	barely	eleven	days	old,	the	influence	of	both	parents	on	Mary	can	hardly	be	exaggerated.In	this	context	her	feeling	for	the	poor	is	understandably	one	of	the	strongest	beliefs	she	inherited,	along	with	her	rejectionof
conventional	sexualmorality.	Interestingly,	few	of	these	radical	tendenciesare	evident	in	FrankensteinQuite	the	contrary.Betweenthe	agesof	fifteen	and	seventeen,she	made	long	visits	to	the	home	of	her	Scottishgirl	friends,	Isabel	and	Christy	Baxter,who	lived	in	Dundee.	The	Baxters'middle-class	comfort	and	happy	family	life	seem	to	have	formed	for
Mary	a	pleasantcontrast	to	the	polar	opposite	of	her	normal	milieu.	Mary	used	the	Frankensteinand	Clerval	families	in	her	novel	to	hearkenback	to	the	Baxters(Riegerxiii).	It	must	be	admitted	that	the	social	and	political	picture	in	England	during	Mary's	formative	years	would	have	been	enough	to	drive	many	sensitive	and	idealistic	young	people	into
radical	thinking	and	action.	For	example,	"dark	satanic	mills"	were	proliferating	all	over	England;	enclosureactswere	driving	small	landowners,	tenant	farmers,	and	agricultural	workers	off	their	lands	and	into	the	slums	of	industrial	cities;	laborers	everywhere	endured	horrible	working	conditions	with	no	job	security	and	faced	the	indifference	and
hostility	of	a	new	and	growing	capitalist	class.The	300,000dischargedsol-	74	^	A	Handbook	of	Critical	Approachesto	Literature	diers	home	from	the	Napoleonic	Wars	only	aggravated	these	problems.	The	radicalism	of	the	times	had	its	domestic	counterpart,	and	Mary	was	also	exposed	to	other	forms	of	unconventionality.	Although	ardent	believers	in
free	love,	her	father	and	mother	married	five	months	before	she	was	born.	Her	mother	had	borne	another	daughter	out	of	wedlock;	many	of	the	freethinkers	who	frequented	Godwin's	famous	salon	were	in	unlawful	relationships.	This	group	soon	included	the	poet	Percy	Bysshe	Shelley	accompanied	by	his	sixteen-year-old	wife,	Harriet	Westbrook.	The
young	Shelley,	already	a	certified	radical	himself-he	had	been	expelled	from	Oxford	in	1811for	writingThe	Necessity	of	Atheism-was	attracted	to	Godwin's	political,	social,	and	economic	thought.	The	Shelleys	first	called	on	Godwin	in	1812	and	soon	began	dining	there	regularly.	Two	years	later,	Shelley	fell	in	love	with	the	pretty,	blonde	Mary,by	that
time	seventeen;	the	two	eloped	to	the	Continent	in	July	1814,leaving	Harriet	with	Shelley's	daughter	Ianthe	and	pregnant.	Mary	then	found	herself	scandalized-along	with	her	husband-and	soon	very	much	at	home	in	this	freethinking	circle	that	would	soon	number	among	its	members	Byron,	his	twenty-year-old	physician	Polidori,	and	Mary's	stepsister
Claire,	to	name	perhaps	the	mostnotorious.	The	Shelleys	and	Claire	settled	in	a	cottage	on	Lake	Leman,	outside	Geneva,	in	1816.	Lord	Byron	was	a	neighbor.	Between	May	and	August	of	that	year,	Mary	wrote	Frankenstein	as	her	contribution	to	a	suggestion	of	Byron's	during	a	period	of	bad	weather	that	each	of	the	group-Byron	himself,	Mary,
Shelley,	and	Polidori-write	a	ghost	story	to	while	away	the	time	during	the	frequently	inclement	weather.	Only	Mary	ever	completed	the	assignment.	Frankenstein	was	a	tour	de	force	for	a	young	woman	of	nineteen.	She	published	the	novel	in	1818,	and	it	was	an	instant	success.She	continued	to	write	fiction	and	poetry	but	nothing	of	significance.	A
number	of	biographical	features	of	Mary's	life	are	to	be	found	in	Frankenstein.	One	is	found	in	the	scientific	and	pseudoscientific	passages.	Already	interested	in	science	in	her	early	years,	Mary	shared	her	husband's	passionate	fascination	with	the	natural	sciences	and	the	alchemical	and	science	fiction	spinoffs	of	that	branch	of	learning.	Hence,	the
detailed	laboratory	HistoricalandBiographical	Approaches*	75	accounts	of	the	creation	of	the	monster.	This	interest	did	not	end	with	the	death	of	Percy,who	drowned	in	a	boating	accident	in	1822.Shewrote	scientific	biographies	for	an	encyclopedia	and	had	a	flying	machine	in	her	futuristic	novel	The	Last	Man.	However,	not	much	of	the	serious
science	that	Mary	knew	got	into	Frankenstein.Frankenstein's	chemistry	is,	to	quote	JamesRieger,"switched-on	magic,	souped-up	alchemy,	the	electrification	of	Agrippa	and	Paracelcus..	.	.	[H]e	wants	the	forbidden.	.	.	.	He	is	a	criminal	magician	who	employs	upto-date	tools"	(xxvii).	Of	course,	to	some	extent,	Mary	is	employing	certain	features	of
contemporary	Gothic	romances.But	she	departs	from	the	stock	formulas	of	the	genre.	One	notable	biographical	detail	may	be	found	in	the	geography,topography,	and	climate	of	the	settingsof	the	novel.	Mary	had	not,	of	course,been	to	the	Arctic	wastes	described	in	the	beginning	and	end	of	the	novel,	but	shewas	more	interestedin	creating	an	"Arctic
of	the	mind"	(Small43)	than	in	registering	the	climate	and	in	describing	glaciers	and	ice	floes	scientifically.	She	was,	however,	intimately	acquaintedwith	both	the	terrain	and	climatic	conditions	in	the	Alpine	regions	where	she	and	Percy	lived.	Thunderstorms,	flashes	of	lightning,	"the	black	sides	of	[Mount]	lura,"	"the	bright	summit	of	Mont	Blanc,"
dreary	winter	nights,	dismal	and	incessant	rain,	glaciers,	ice	caves-all	these	Mary	knew	and	included	in	her	Gothic	tale.	Converselv	she	describesthe	beautiesof	spring,	its	scentsof	flowers	and	verdure.The	Gentleman'sMagazinewas	impressed	by	these	descriptions.	The	moods	of	Frankensteinand	the	monster	are	reflectedand	influencedby
theseseasonaland	topographical	descriptions.	There	were	aspectsof	her	real	life	that	Mary	did	not	include	in	the	novel:	the	unconventional	attitudes	toward	religion	and	sex.As	noted	earliel,	the	Frankensteinand	Clerval	families	are	models	of	love	and	devotion,	as	are	the	minor	figures	in	the	cottage	where	the	monster	learns	to	read.	QUICKREFE	R
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moralism	and	utilitarianism;	Horace	stressed	that	literature	should	be	delightful	and	instructive.	Among	its	most	famous	exemplars	are	the	commentatorsof	the	age	of	neoclassicismin	English	literature	(1660-1800),particularly	Samuel	Johnson.	The	basic	position	of	such	critics	is	that	the	larger	function	of	literature	is	to	teach	morality	and	to	probe
philosophical	issues.	They	would	interpret	literature	within	a	context	of	the	philosophical	thought	of	a	period	or	group.	From	their	point	of	view	JeanPaul	Sartreand	Albert	Camus	canbe	read	profitably	only	if	one	understandsexistentialism.Similarly,	Pope'sEssayon	Manmay	be	grasped	only	if	one	understands	the	meaning	and	the	role	of	reasonin
eighteenth-century	thought.	Such	teaching	may	also	be	religiously	oriented.	Henry	Fielding's	Tomlones,for	example,	illustrates	the	moral	superiority	of	a	hot-blooded	young	man	like	Tom,	whose	sexual	indulgences	are	decidedly	atoned	for	by	his	humanitarianism,	tenderheartedness,and	instinctive	honor	(innate	as	opposed	to	acquired	through
training).	Serving	as	foils	to	Tom	are	the	real	sinnersin	the	novel-the	vicious	and	the	hypocritical.	Hawthorne's	ScailetLetteris	likewise	seen	essentially	as	a	study	of	the	effects	of	secret	sin	on	a	human	soul-that	is,	sin	unconfessedbefore	both	God	and	man,	as	the	nn	78	*	A	Handbook	of	Critical	Approachesto	Literature	sin	of	Arthur	Dimmesdale	with
Hester	Pr1'nne,	or,	even	more,	the	sin	of	Roger	Chillingworth.	Robert	Frost's	"Stopping	by	Woods	on	a	Snowy	Evening"	suggests	that	duty	and	responsibility	take	precedence	over	beauty	and	pleasure.	A	related	attitude	is	that	of	Matthew	Arnold,	the	Victorian	critic,	who	insisted	that	a	great	literary	work	must	possess	"high	seriousness."	(Because	he
felt	that	Chaucer	lacked	it,	Arnold	refused	to	rank	him	among	the	very	greatest	English	poets.)	In	each	instance	critics	working	from	a	moralbent	are	not	unaware	of	form,	figurative	language,	and	other	purely	aesthetic	considerations,	but	they	consider	them	to	be	secondary.	The	important	thing	is	the	moral	or	philosophical	teaching.	On	its	highest
plane	this	is	not	superficially	didactic,	though	it	may	at	first	seem	so.	In	the	larger	sense,	all	great	literature	teaches.	The	critic	who	employs	the	moral-philosophical	approach	insists	on	ascertaining	and	stating	what	is	taught.	If	the	work	is	in	any	degree	significant	or	intelligible,	this	meaning	will	be	there.	It	seems	reasonable,	then,	to	employ
historical-biographical	or	moral-philosophical	analyses	among	other	methods	(such	as	textual	study	and	recognition	of	genre)	in	getting	at	the	total	meaning	of	a	literary	work	when	the	work	seems	to	call	for	them.	Such	approaches	are	less	likely	to	err	on	the	side	of	overinterpretation	than	are	more	esoteric	methods.	And	overinterpretation	is	a
particularly	grievous	critical	error.	A	reader	who	stays	more	or	less	on	the	surface	of	a	piece	of	literature	has	at	least	understood	part	of	what	it	is	about,	whereas	a	reader	who	extracts	interpretations	that	are	neither	supportable	nor	reasonable	may	miss	a	very	basic	or	even	key	meaning.	Obviously,	a	dull,	pedestrian,	uniformly	literal	approach	to
literary	analysis	is	the	antithesis	of	the	informed,	imaginative,	and	creative	approach	that	this	book	advocates.	But	it	must	be	remembered	that,	brilliant	and	ingenious	criticism	notwithstanding,	words	in	context,	though	they	may	mean	many	things,	cannot	mean	just	anything	at	all.	Daring,	inventive	readings	of	metaphorical	language	must	have
defensible	rationales	if	they	are	to	be	truly	insightful	and	convincing.	The	enemies	of	the	traditional	approach	to	literary	analysis	have	argued	that	it	has	tended	to	be	somewhat	deficient	in	imagination,	has	neglected	the	newer	sciences,	such	as	psychology	and	anthropology,	and	has	been	too	content	with	a	MoralandPhilosophical	Approaches*	79
corrrrnonsenseinterpretation	of	material.	But	it	has	nevertheless	performed	one	valuable	service:	in	avoiding	cultism	and	faddism,	it	has	preserved	scholarly	discipline	and	balance	in	literary	criticism.	We	do	not	mean	that	we	favor	traditional	criticism	over	predominantly	aesthetic	interpretive	approaches.	We	do	suggest,however,	that	any	knowledge
or	insight	(with	special	referenceto	scholarly	disciplines	like	history,	philosophy,	theology,	sociology,	art,	and	music)	that	can	help	to	explain	or	clarify	a	literary	work	ought	to	be	given	the	fullest	possible	chance	to	do	so.	Indeed,	in	some	sense	these	approaches	represent	a	necessaryfirst	step	that	precedes	most	other	approaches.	Readerswho	intend
to	employ	the	traditional	approachesto	a	literary	work	will	almost	certainly	employ	them	simultaneously.That	is,	they	will	bring	to	bear	on	a	poem,	for	instance,all	the	information	and	insights	these	respective	disciplines	can	give	in	seeingjust	what	the	poem	means	and	does.	ll::lll.	MORALAND	PHIIOSOPHICAL	APPROACHES	IN	PRACTICE	A.	"To	His
Coy	Mistress"	An	examination	of	what	"Coy	Mistress"	propounds	morally	and	philosophically	reveals	the	common	theme	of	carpediem,	"	seizethe	day,"	an	attitude	of	"	eatand	drink,	for	tomorrow	we	shall	die."	Many	of	Marvell's	contemporariestreated	this	idea	(for	example,Robert	Herrick	in	"To	the	Virgins,	To	Make	Much	of	Time"	and	Edmund	Waller
irr"Go,	Lovely	Rose").This	type	of	poetry	naturally	exhibits	certain	fundamental	moral	attitudes	toward	the	main	issue	this	poem	treats-sex.	Theseattitudes	reflect	an	essentially	pagan	view.	They	depict	sexual	intercourseas	strictly	dalliance	("Now	let	us	sport	us	while	we	may"),	as	solely	a	means	of	deriving	physical	sensations.	Although	not	a	Cavalier
poet,	Marvell	is	here	letting	his	speakerexpressa	more	Cavalier	(asopposed	to	Puritan)	idea.	One	more	aspectof	the	historical	background	of	the	composition	of	the	poem	may	be	helpful	in	understanding	its	paradoxically	hedonistic	and	pessimistic	stance.	The	seventeenth	century,	it	should	be	remembered,	was	not	only	a	period	of	80	*	A	Handbookof
CriticalApproaches	to	Literature	intense	religious	and	political	struggle,	but	a	period	of	revolutionary	scientific	and	philosophical	thought.	It	was	the	century	when	Francis	Bacon'sinductive	method	was	establishingitself	as	the	most	reliable	way	of	arriving	at	scientific	truth;	it	was	the	century	when	the	Copernican	theory	tended	to	minimize	the
uniquenessand	importance	of	the	earth,	hence	of	humankind,	in	the	universe;	it	was	the	century	when	Thomas	Hobbes's	materialism	and	degrading	view	of	human	nature	tended	to	outrage	the	orthodox	or	reflective	Christian.	Given	this	kind	of	intellectual	milieu,	readersmay	easily	seehow	the	poem	might	be	interpreted	as	the	impassioned	utterance
of	a	man	who	has	Iost	anything	resembling	a	religious	or	philosophical	view	of	life	(excluding,	of	course,pessimism).The	paradox	of	the	poem	consists	in	the	question	of	whether	the	speaker	is	honestly	reflecting	his	view	of	life-pessimism-and	advocating	sensuality	as	the	only	way	to	make	the	best	of	a	bad	situation	or	whether	he	is	simply	something	of
a	cad-stereotypically	male,	conceited,and	superior,	employing	eloquence,argument,	and	soaringly	passionatepoetry	merely	as	a	line,	a	devious	means	to	a	sensual	end.	If	the	former	is	the	case,there	is	something	poignant	in	the	way	the	man	must	choosethe	most	exquisite	pleasurehe	knows,	sensuality,as	a	way	of	spitting	in	the	face	of	his	grand
tormentor	and	victorious	foe,	Time.	If	the	latter,	then	his	disturbing	images	of	the	female	body	directed	at	his	lady	only	turn	upon	him	to	reveal	his	fears	and	expose	his	lust.	A	feminist	reading,	as	in	chapter	8,	seesthe	rhetoric	of	the	poem	very	differently	than	does	a	traditional	reading.	MoralandPhilosophical	Approaches*	8I	the	laws	of	decorum	(for
example,	by	remarrying	within	a	month	of	a	spouse'sdeath)	but	also	the	civil	and	ecclesiastical	laws	against	incest.	He	is	further	crushed	when	he	thinks	that	his	fianc6e	and	his	former	schoolfellows	are	tools	of	his	murderous	uncle.	Other	critics	see	Hamlet's	plight	as	that	of	the	essentially	moral	and	virtuous	intellectual	man,	certainly	aware	of	the
gentlemanly	code	that	demands	satisfactionfor	a	wrong/	but	too	much	the	student	of	philosophy	and	the	Christian	religion	to	believe	in	the	morality	or	the	logic	of	revenge.	Related	to	this	is	the	view	of	Hamlet	as	a	kind	of	transitional	figure,	torn	between	the	demands	and	the	values	of	the	Middle	Ages	and	those	of	the	modern	world.	The	opposed
theory	maintains	that	Hamlet	ls	a	man	of	action,	thwarted	by	such	practical	obstaclesas	how	to	kill	a	king	surrounded	by	a	bodyguard.	Many	modern	critics	emphasizewhat	they	term	Hamlet's	psychoneurotic	state,	a	condition	that	obviously	derives	from	the	moral	complexities	with	which	he	is	faced.	Hamletfulfills	the	technical	requirementsof	the
revengeplay	aswell	as	the	salient	requirementsof	a	classicaltragedy;	that	is,	it	shows	a	person	of	heroic	proportions	going	down	to	defeat	under	circumstancestoo	powerful	for	him	to	cope	with.	For	most	readers	and	audiences	the	question	of	Hamlet,s	tragic	flaw	will	remain	a	moot	one.	But	this	will	not	keep	them	from	recognizing	the	play	as	one	of
the	most	searchingartistic	treatments	of	the	problems	and	conflicts	that	form	so	large	a	part	of	the	human	condition.	C.	Huckleberry	Finn	B.	Hamlet	Any	discussion	of	Hamlet	should	acknowledge	the	enormous	body	of	excellent	commentary	that	seesthe	play	as	valuable	primarily	for	its	moral	and	philosophical	insights.	Little	more	can	be	done	here
than	to	summarize	the	most	famous	of	such	interpretations.	They	naturally	center	on	the	characterof	Hamlet.	Some	explain	Hamlet	as	an	idealist	temperamentally	unsuited	for	life	in	a	world	peopled	by	fallible	creatures.He	is	thereforeshatteredwhen	he	discoversthat	somehumans	are	so	ambitious	for	a	crown	that	they	are	willing	to	murder	for	it	and
that	others	are	so	highly	sexed	that	they	will	violate	not	only	Important	as	are	its	historical	and	biographical	aspects,the	chief	impact	of	HuckleberryFinn	derives	from	its	morality.	This	is,	indeed,	the	meaningof	the	novel.	All	other	aspectsare	subservient	to	this	one.	Man's	inhumanity	to	man	(as	Huck	says,	"Human	beings	canbe	awful	cruel	to	one
another")	is	the	major	theme	of	this	work,	and	it	is	exemplified	in	both	calm	and	impassioned	denunciation	and	satire.	Almost	all	the	maior	eventsand	most	of	the	minor	onesare	variations	on	this	theme.	The	cruelty	may	be	manifested	in	attempts	to	swindle	young	,orphansout	of	their	inheritance,to	con	village	yokels	with	burlesqueshows,	to
fleecereligion-hungry	frontier	folk	with	camp	to	Literature	82	*	A	Handbookof	CriticalApproaches	meetings,or	to	tar	and	feather	malefactorsextralegally.Cruelty	can	and	often	does	have	even	more	serious	consequences:for	example,	the	brutal	and	senselessslaughter	of	the	aristocratic	Grangerfords	and	Shepherdsonsand	the	murder	of	a	harmless	old
windbag	by	another	arrogant	aristocrat.	The	ray	of	hope	that	Mark	TWain	reveals	is	the	relationship	of	Huck	and	Jim;	Huck's	ultimate	salvation	comeswhen	of	his	own	choice	he	rejectsthe	values	of	the	society	of	his	time	(he	has	all	along	had	misgivings	about	them)	and	decides	to	treat	]im	as	a	fellow	human	being.	The	irony	is	that	Huck	has	made	the
right	decision	by	scrapping	the	"right"	reasons(that	is,	the	logic	of	conventional	theology)	and	by	following	his	own	conscience.He	is	probably	too	young	to	have	intellectualized	his	decision	and	applied	it	to	black	people	as	a	whole.	Doubtlessit	applies	only	to	]im	as	an	individual.	But	this	is	a	tremendous	advance	for	a	boy	of	Huck's	years.	It	is	a	lesson
that	is	stubbornly	resisted,reluctantly	learned.	But	it	is	theIessonof	HuckIeberryFinn.	HuckleberryFinn	is	a	living	panorama	of	a	country	at	a	given	time	in	history.	It	also	provides	insights,	and	it	makes	judgments	that	are	no	lessvalid	in	the	larger	sensetoday	than	they	are	about	the	period	Mark	TWainchronicled.	This	fidelity	to	life	in
character,action,speech,and	setting;this	personaltestament;	this	encyclopedia	of	human	nature;	this	most	eloquent	of	all	homilies-all	of	theseare	what	causethis	book	to	be	not	only	a	supreme	artistic	creation	but	also,	in	the	words	of	Lionel	Tiilling,	"one	of	the	central	documentsof	American	culture"	(6).	D.	"YoungGoodmanBrolvn"	The	terror	and
suspensein	the	Hawthorne	story	function	as	integral	parts	of	the	allegory	that	defines	the	story's	theme.	In	allegory-a	narrative	containing	a	meaning	beneath	the	surfaceone-there	is	usually	a	one-to-onerelationship;	that	is,	one	idea	or	objectin	the	narrative	standsfor	only	one	idea	or	object	allegorically.	A	story	from	the	Old	Testamentillustrates	this.
The	pharaoh	of	Egypt	dreamed	that	seven	fat	cows	were	devoured	by	sevenlean	cows.	joseph	interpreted	this	dream	as	meaning	that	sevenyears	of	plenty	(good	crops)	would	be	followed	by	seven	years	of	famine.	"Young	Goodman	Brown"	MoralandPhilosophical	Approaches*	83	clearly	functions	on	this	level	of	allegory	(while	at	times	becoming	richly
symbolic).	Brown	is	not	just	one	Salemcitizen	of	the	late	seventeenth	centurf,	but	rather	seems	to	typify	humankind,	to	be	in	a	senseEveryman,	in	that	what	he	does	and	the	reasonhe	does	it	appear	very	familiar	to	most	people,	based	on	their	knowledge	of	others	and	on	honest	appraisal	of	their	own	behavior.	For	example,	Goodman	Brown,	like	most
people,	wants	to	experienceevil-not	perpetually,	of	course,	for	he	is	by	and	large	a	decent	chap,	a	respectablymarried	man,	a	member	of	a	church-but	he	desires	to	"taste	the	forbidden	fruit"	("have	one	last	fling")	before	settling	down	to	the	businessof	being	a	solid	citizen	and	attaining	the	good	life.	He	feels	that	he	can	do	this	becausehe	means	to
retain	his	religious	faith,	personified	in	his	wife,	who,	to	reinforce	the	allegory,	is	even	named	Faith.	But	in	order	to	encounter	evil,	he	must	part	with	his	Faith	at	least	temporarily,	something	he	is	either	willing	or	compelled	to	do.	It	is	here	that	he	makes	his	fatal	mistake,	for	evil	turns	out	to	be	not	some	abstraction	nor	something	that	can	be	played
with	for	a	while	and	then	put	down,	but	the	very	pillars	of	Goodman	Brown's	world-his	ancestors,his	earthly	rulers,	his	spiritual	overseers,and	finally	his	Faith.	Lr	short,	so	overpowering	are	the	fact	and	universality	of	evil	in	the	world	that	Goodman	Brown	comesto	doubt	the	existenceof	any	good.	By	looking	upon	the	very	face	of	evil,	he	is	transformed
into	a	cynic	and	a	misanthrope	whose	"dyinghour	was	gloom."	Thomas	E.	Connolly	has	remarked	that	Goodman	Brown	has	not	lost	his	faith;	he	has	found	It	(g70-75).	That	is,	Goodman	Brown	believes	that	he	understands	the	significance	of	the	Calvinistic	teaching	of	the	depravity	of	humans;	this	realization	makes	him	doubt	and	dislike	his	fellows	and
in	effectparalyzes	his	moral	will	so	that	he	questions	the	motivation	of	every	apparently	virtuous	act.	But	this	is	surely	a	strange	conclusion	for	Brown	to	reach,	for	he	has	violated	the	cardinal	tenets	of	Calvinism.	If	Calvinism	stressedanything,	it	stressed	the	practical	and	spiritual	folly	of	placing	hope	or	reliance	on	human	beings	and	their	efforts,
which	by	the	very	nature	of	things	are	bound	to	fail,	whereas	God	alone	never	fails.	Therefore	all	trust	should	be	reposed	in	Him.	It	is	just	this	teaching	that	Brown	has	not	learned.	On	the	practical	plane,	he	cannot	84	*	A	Handbook	of	Critical	Approachesto	Literature	distinguish	between	appearance	and	reality.	He	takes	things	and	people	at	face
value.	If	a	man	looks	respectable	and	godly,	Brown	assumes	that	he	is.	And	if	the	man	turns	out	to	be	a	scoundrel,	Brown's	every	standard	crumbles.	He	is	in	a	sense	guilty	of	a	kind	of	idolatry:	human	institutions	in	the	forms	of	ministers,	church	officers,	statesmen,	and	wives	have	been	his	god.	When	they	are	discredited,	he	has	nothing	else	to	place
his	trust	in	and	thus	becomes	a	cynic	and	a	misanthrope.	Thus,	rather	than	making	a	frontal	attack	on	Calvinism,	Hawthorne	indicted	certain	reprehensible	aspects	of	Puritanism:	the	widespread	holier-than-thou	attitude;	the	spiritual	blindness	that	led	many	Puritans	to	mistake	a	pious	front	for	genuine	religion;	the	latent	sensuality	in	the	apparently
austere	and	disciplined	soul	(the	very	capstone	of	hypocrisy,	because	sins	of	the	flesh	were	particularly	odious	to	Puritan	orthodoxy).	It	will	perhaps	be	argued	that	Calvinism	at	its	most	intense,	with	its	dim	view	of	human	nature,	is	quite	likely	to	produce	cynicism	and	misanthropy.	But	historically,	if	paradoxically,	Calvinists	have	been	dynamic	and
full	of	faith;	they	have	been	social	and	political	reformers,	educators,	enterprisers	in	business,	explorers,	foes	of	tyranny.	The	religious	furnace	in	which	these	souls	were	tempered,	however,	is	too	hot	for	Goodman	Brown.	He	is	of	a	weaker	breed,	and	the	sum	of	his	experience	with	the	hard	realities	of	life	is	disillusion	and	defeat.	He	has	lost	his	faith.
Whether	because	his	faith	was	false	or	because	he	wished	for	an	objectively	verifiable	certainty	that	is	the	antithesis	of	faith,	Hawthome	does	not	say.	He	does	not	even	say	whether	the	whole	thing	was	a	dream	or	reality.	Actually,	it	does	not	matter.	The	result	remains:	faith	has	been	destroyed	and	supplanted	by	total	despair	because	Brown	is	neither
a	good	Calvinist,	a	good	Christian,	nor,	in	the	larger	sense,	a	good	man.	E.	"Everyday	Use"	It	is	obvious	that	racism,	one	of	society's	most	troubling	moral	issues,	underlies	the	actions	in	this	story.	It	has	unjustly	reduced	the	narrator	and	Maggie	to	a	low	socioeconomic	position	and	kept	them	there;	it	has	bred	an	innate	fear	and	mistrust	of	whites	in
the	narrator,	an	otherwise	strong,	upright,	and	intelligent	woman;	it	has	alienated	Dee,	a	bright	and	tal-	Moral	and	PhilosophicalApproaches	BS	"	ented	young	woman,	from	whites	to	a	degree	that	makes	reconciliation	unlikely;	and	along	with	its	handmaiden,	religious	bigotry,	it	has	impelled	whites	to	engage	in	illegal	and	threatening	action	against
hardworking	black	cattle	raisers.	And	yet	it	is	not	the	main	moral	or	didactic	point	of	the	story.	Thatpoint	is	Dee's	misjudgment	and	mistreatment	of	her	mother	and	sister,	actions	traceable	to	her	ideological	attitude	that	blinds	her	to	their	beauty	and	quiet	heroism	and	the	way	these	qualities	have	allowed	them	to	know	and	respect	themselves	and
their	history	in	a	way	that	Dee	cannot	understand.	Like	most	dogmatists	of	whatever	stripe,	Dee	is	frequently	obtuse.	She	assumes	that	her	mother	and	sister	have	"chosen"	to	live	in	poverty	in	a	racist	community.	She	is	too	ashamed	to	bring	her	friends	to	her	family's	home,	but	she	snaps	numerous	Polaroid	pictures	of	the	dilapidated	shack,	her
"backward"	family,	even	the	cow	wandering	through	the	yard.	Such	pictures	will	not	demonstrate	tender	or	nostalgic	feelings	for	the	subjects	but	will	serve	some	sort	of	political	agenda.	Dee	is	so	arrogant	and	callous	that	she	wants	to	appropriate	for	her	own	use	even	the	few	artifacts	her	mother	and	sister	do	possess	that	are	simultaneously	sacred
and	practically	useful	to	them.	The	narrator	dominates	the	story,	telling	it	from	her	point	of	view	as	both	observer	and	participant.	Though	uneducated	after	the	second	grade	and	untraveled	except	in	her	dreams,	she	is	a	most	remarkable	woman,	who	demonstrates	intelligence,	sophisticatiory	and	a	wry	sense	of	humor	in	her	narration.	Her	religion,	a
source	of	unalloyed	joy	to	her	as	she	worships,	is	also	strength	and	guidance	for	tough	living.	Ideologues	like	Dee	may	think	the	church	merely	keeps	her	docile	and	uninvolved	by	its	promises	of	"pie	in	the	sky	bye	and	bye."	But	it	is	an	important	part	of	black	heritage,	and	it	played	a	key	role	in	the	civil	rights	movement.	It	should	also	be	noted	here
that	it	furnished	part	of	the	money	for	Dee's	education.	As	far	as	the	narrator	is	concerned,	her	religion	has	enabled	her	to	rise	above	her	oppressors	without	bitterness	and	without	being	obsessed	by	them.	She	feels	no	compulsion	toward	recrimination.	In	her	dreams,	Johnny	Carson	is	"a	smiling,	gray,	sporty	mary"	who	shakes	her	hand	and
compliments	her	on	having	a	fine	daughter	like	Dee.	When	thinking	about	the	persons	who	poisoned	some	of	the	cattle	belonging	to	her	Black	Muslim	neighbors,	the	86	"	A	Handbookof	CriticalApproaches	to	Literature	narrator	simply	calls	them	"white	folks."	They	and	the	outrages	of	their	kind,	historic	and	contemporary,	do	not	perpetually
occupyher	mind.	The	narrator's	dream	of	being	reunited	on	the	Johnny	Carson	show	with	Dee,the	Wunderkindwho	has	"made	it"	in	the	modern	world,	is	an	ironic	inversion	of	what	is	about	to	take	place.In	her	brief	visit	Dee	doesnot	find	that	her	mother	has	shed	a	hundred	pounds	or	used	cosmeticsto	lighten	the	appearanceof	her	skin	or	becomea
clever	conversationalist.Nor	does	she	pin	an	orchid	on	her	and	embraceher	with	tears	of	gratitude.	After	a	generally	unsatisfactory	meeting,	Dee	leaves	while	lecturing	her	mother	about	not	understanding	her	"heritage"	and	exhorting	Maggie	to	reject	her	lifestyle-and,	by	implication,	her	mother-and	to	"make	something"	of	herself.	The	characters-the
narrator	and	Maggie	on	one	side,	Dee	and	Hakim-a-barber	on	the	other-represent	two	different	points	of	view.	The	narrator	depicts	Dee	and	Hakim	unsympathetically,	satirically.	They	look	odd.	Dee,	who	always	had	style,	looks	like	a	sideshow:	colors	too	loud	and	garish,	dress	too	long	(though	the	narrator	concedesshe	likes	its	loose	flowing	quality),
and	excessive	jeweby,	jangling	and	gauche,	unconventionally	arranged	(the	narrator	likens	it	to	sheepand	lizards).	Hakim's	hair	is	too	long,	and	his	chin	whiskers	look	like	a	"kinky	mule	tail."	The	names	these	two	have	chosen	appear	ridiculous	to	the	narrator	though	she	is	willing	to	learn	them.	She	dashes	cold	water	on	Dee's	claim	that	her	given
name	is	an	oppressivewhite	name	by	pointing	out	that	shewas	named	for	her	aunt	and	her	grandmother.	\A/hen	Hakim	announces	that	he	accepts	some	of	the	doctrines	of	the	narrator's	Muslim	neighbors	but	that	"farming	and	raising	cattle	is	not	my	style,"	he	implicitly	criticizes	the	narrator/	who	has	brained	a	bull	calf	with	a	sledgehammerand	had
the	meat	dressedout	before	nightfall.	Dee's	trendy	pretensions	to	folk	arts	and	crafts-which	would	have	cruelly	robbed	her	mother	and	sister	of	their	most	treasured	possessionsreveal	an	even	uglier	aspectof	character,one	which	the	narrator	thwarts	with	righteous	indignation.	Finally,	Dee's	condescensiory	self-aggrandizement,	and	arrogance,
evidenced	by	her	relentless"reading"	to	her	"friends,"	her	mother,	and	Maggie	of	material	that	was	over	their	heads,prevent	her	from	having	a	clue	about	her	mother's	and	sister's	feelings.	MoralandPhilosophical	Approaches"	87	What	the	narrator	reveals	about	herself	and	Maggie	makes	them	very	sympathetic	characters.	Early	in	the	story,	we
admire	the	towering,	matriarchal	strength	and	wisdom	of	the	narrator,	her	natural	and	keen	ability	to	size	up	people,	her	dry	wit,	her	refusal	to	becomecynical	and	disillusioned	about	Dee	or	her	own	hard	lot	in	life,	her	tendernessfor	the	pitiful	Maggie.	Our	hearts	go	out	to	Maggie,	homely	and	less	gifted	than	Dee,	and	thus	cowed	by	hea	scarred	by
the	house	fire	in	her	childhood,	and	yet	willing	to	relinquish	her	birthright	of	the	family	quilts	to	Dee,who	could	"appreciate"	them.	The	moralist	would	maintain	that	readers	may	learn	valuable	lessons	from	both	groups	of	characters,but	the	lessons	are	far	from	simple	and	clear-cut.It	is	too	easyto	reject	Dee's	militant	individualism	and	pride	with	its
implicit	reverse	racism	and	too	easy	to	accept	unquestioningly	the	narrator	and	Maggie's	Christian	stoicism	and	its	suggested	"IJncle	Tom"	attitude.	It	may	be	possible	to	reconcile	these	conflicting	views	of	life.	There	is	certainly	nothing	in	the	traditional	moral	approach	that	insists	on	an	all-or-nothing	interpretive	position.	F.	Frankenstein	If	one
studies	even	in	a	cursory	way	the	years	of	Mary	Shelley's	life	when	shewas	first	the	mistressto	Percy	ByssheShelleyand	then	his	wife,	and	notes	the	characteristicsof	the	m6nage	in	which	shelived	during	thoseyears,one	would	hardly	expectto	find	in	her	novel	any	extended	endorsement	of	conventional	sexual	morality	and	family	relationships.	But
indeed	the	novel	is	heavily	imbued	with	notions	of	familial	piety,	with	love	of	one's	siblings,	and	with	the	expectationof	a	conventional	marriage	between	Frankensteinand	his	cousin	Elizabeth	(that	they	were	in	fact	cousins	was	not	a	bar	in	the	society	of	the	day).	This	familial	bonding	extends	also	to	Frankenstein's	friend	Clerval,	who	is	as	close	in	a
fraternal	way	as	a	blood	brother	might	be.	In	short,	to	the	traditional	critic,	the	contrastbetween	the	reality	of	Mary's	relationships	and	the	ones	depicted	in	the	family	of	the	Frankensteinsis	evident,	and	it	is	not	our	intention	to	develop	that	aspectbeyond	this	notation.	However,	there	are	other	moral	and	philosophical	considerations	that	are	much
more	interesting	and	challenging	to	an	age	when	cloning	and	stem	cell	researchare	the	stuff	of	the	latest	88	*	A	Handbook	of	Critical	Approachesto	Literature	headlines	of	newspapers	and	television	reports.	It	is	to	these	considerations	that	we	now	turn.	Frankenstein	is	akin	to	some	scientists	of	our	own	day,	against	whom	ethicists	bring	charges	that
the	scientists	attempt	and	achieve	developments	more	because	they	have	the	technical	ability	to	make	those	developments	than	because	they	have	the	ethical	clarity	to	direct	their	studies.	Frankenstein	stoked	his	ambition	by	the	self-deluding	thought	that	he	would	discover	the	secret	of	life	and	create	a	living	being	that	in	turn	would	be	the	flower	of
humanity.	In	Chapter	3	of	the	first	volume/	he	says/	Although	I	possessedthe	capacity	of	bestowing	animation,	yet	to	prepare	a	frame	for	the	reception	of	it,	with	all	its	intricacies	of	fibres,muscles,and	veins,	still	remained	a	work	of	inconceivable	difficulty	and	labour.	I	doubted	at	first	whether	I	should	attempt	the	creation	of	a	being	like	myself	or	one
of	simpler	organization;	but	my	imagination	was	too	much	exaltedby	*y	first	successto	permit	me	to	doubt	of	my	ability	to	give	life	to	an	animal	as	complex	and	wonderful	as	man.	Moved,	however,	by	the	awareness	of	"the	improvement	which	every	day	takes	place	in	science	and	mechanics,"	he	resolves	upon	"the	creation	of	a	human	being."
Arrogating	to	himself	the	power	conventionally	attributed	only	to	the	Almighty,	Frankenstein	is	moved	by	a	hublis	akin	to	that	of	the	tragic	heroes	of	classic	Greek	drama.	He	does	not	think	through	the	full	range	of	possibilities,	including	the	possibility	of	disastrous	failure	in	the	midst	of	his	seeming	success.	In	our	own	day,	those	who	express	great
caution	about	human	cloning	need	not	base	that	caution	on	religious	grounds	alone,	for	there	is	another	dimension	in	Mary	Shelley's	novel	besides	the	creation	of	another	life,	momentous	as	that	is.	That	dimension	is	the	later	responsibility	for	the	created	being	as	that	being	enters	the	world	and	society.	Here	the	moral	dimension	extends	to
responsibility	for	one's	own	children.	For	clearly	Frankenstein	is	self-deluding	and	morally	culpable	for	his	failure	to	accept	responsibility,	a	charge	that	ironically	the	monster,	who-in	some	of	his	actions	an	immoral	murderer-	MoralandPhilosophical	Approaches*	89	cogently	brings.	In	fact,	Frankenstein	projects	his	own	failure	(inadequate	paternity,
we	might	say)	onto	the	monster.	To	Frankenstein,	it	is	the	monster	who	is	the	epitome	of	evil,	a	murderer,	a	vengeance-seekingbeast.	Frankenstein	refuses	to	acceptresponsibility	for	his	progeny	and	to	society	for	the	horrors	he	himself	has	inflicted	upon	it.	Even	in	pursuing	the	monster	into	the	frozen	wastes	of	the	North-possibly	syrnbolic	of	the
absenceof	love,	as	it	is	in	Dante's	Inferno	and	in	Frost's	"Fire	and	Ice"-Frankenstein's	monomania	is	that	of	a	person	who	has	totally	lost	his	moral	compass.Somethinglike	Melville's	Captain	Ahab	as	he	attacks	the	white	whale,	Frankensteinis	challenging	a	moral	universe	in	which	he	himself	has	becomethe	worst	of	sinners.	And	if	Frankenstein	the
character	challenges	a	moral	universe,Frqnkensteinthe	nineteenth-centurynovel	challengesthe	twenty-first	century,	for	as	SharonBegleywrote	in	an	article	for	the	Wall	StreetI	ournal,	If	researchers	manageto	createliving	cellsfrom	scratcfutheir	masteryof	the	machineryof	life	could	blur	the	line	between	alive	and	not-alive.	.	.	.	Scientistsare	close
enough	to	creating	life	in	the	lab	that	it	is	time	to	start	a	public	debate	about	what	that	would	mean-for	traditional	views	of	the	sanctity	of	life	as	well	as	for	whether	the	creatorswill	be	able	to	control	their	creations	(in	"ResearchersExploring'What	Is	Life?'Seek	to	Create	a	Living	Cell,"	April	2004,8-l).	QUrCKREFERENCE	For	additional	helpful
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"Introduction."	The	Adaenturesof	HuckleberntrFinn.	New	York:	Holt.	1948.	*	91	TheFormalistApproach	TheFormalist	Approach	:s	l.	READINCA	POEM:AN	INTRODUCTION	TO	THEFORMALIST	APPROACH	Here	is	the	situation:	Thereaderis	to	be	presentedwith	a	shortbut	completepoem.	Its	author	and	its	era	of	composition	are	unknown.	Its	language,
howeveq,is	English;	it	is	not	a	translation.	Here	is	the	poem:	A	slumberdid	my	spiritseal;	I	had	no	humanfears;	Sheseemeda	thingthatcould	not	feel	Thetouchof	earthlyyears.	No	motion	has	shenow,	no	force;	Sheneitherhearsnor	sees;	Rolledroundin	earth'sdiurnalcourse,	With	rocks,and	stones.and	trees.	The	poem	seems	quite	simple,	easy	to	grasp	and
to	understand.	The	speaker-a	persona,	not	necessarily	the	poet-recalls	a	frame	of	mind	sometime	in	the	past,	when	"she"	(the	female	figure)	was	so	active	and	alive	that	the	speaker	(mother?	father?	lover?)	could	hardly	comprehend	any	earthly	touch	to	90	the	living	female	figure.	Now,	in	the	present,	the	speakertells	the	reader	or	listener	that	the
female	is	dead,	but	does	so	by	circumlocution,	or	indirect	statement.Only	one	word,	"diurr:.aI,"	should	give	even	the	mildest	pause	to	most	readers:it	means	"daily."	Monosyllabic	words	dominate	the	poem.	The	meter	is	,rtrrraiyir,g	almost	to	the	point	of	monotony-alternating	soft	and	strong	syllables,usually	four	of	eachin	the	first,	third,	fifth,	and
seventh	lines;	three	of	each	in	the	other	four	lines.	The	rhymes	are	equally	regular	and	predictable.	There	is	classic	restraint	and	regularity,	a	tight	control.	There	is	also	powerful	emotional	impact.	\Alhencecomes	that	impact?	Largely	from	the	tightly	stated	irony	and	paradox	of	the	poem.	The	speaker	has	both	gotten	what	he	or	she	desired	and	not
gotten	it:	the	expectationsfor	the	female	figure	have	been	realized-and	incontrovertibly	they	have	been	demolished.	Initially	the	speakerwas	confident	in	the	eternal	life	of	the	female	figure.	What	parent	nurtures	and	enjoys	a	child	while	thinking	thoughts	of	death	rather	than	life?	\A/hatlover	thinks	constantly	if	at	all	that	the	beloved	will	die,	and
prematurely	at	that?	Life	seemsto	ensure	continued	life.	This	female	figure	would	somehow	transcendearthly	normalities,	would	not	even	age.	The	speaker	was	secure	(slumbering)	in	that	assumption.	Sowe	know	from	the	first	stanza.	But	there	is	a	huge	gap,	and	at	once	a	leap	beyond	that	gap,	between	the	first	and	second	stanza.	Something
happened.	Somehow	the	child	or	woman	died.	She	already	has	been	buried.	The	"slumber"	of	line	one	has	becomethe	eternal	sleep	of	death.	The	"seal"	of	the	"spirit"	has	becomethe	coffin	sealof	the	body.	Even	more	poignantly,	the	life	of	the	d;mamic	person	in	lines	three	and	four,	where	senseperceptions	of	touching	and	feeling	seem	to	be
transmuted	into	ethereal	or	angelic	dimensions,	is	now	the	unfeeling	death	of	one	who	has	no	energy,no	vitaliry	no	senseof	hearing	or	seeing.Sheis	no	more	and	no	less	than	a	rock	or	a	stone	or	a	tree	fixed	to	the	earth.	The	final	irony,	that	paradox,	is	that	the	once	motion-filled	person	is	still	in	motion-but	not	the	vital	motion	of	a	human	person;	she
now	moves	daily	a	huge	distance,	a	full	turn	of	the	earth	itself,	rotating	with	a	motion	not	her	own,	but	only	that	of	rocks	and	stones-gravestones-and	rooted	trees.	92	.	A	Handbook	of	Critical	Approachesto	Literature	The	essential	structure,	or	form,	of	the	poem	is	the	irony	that	the	speaker	got	precisely	what	he	or	she	wanted-but	hardly	in	the	way
anticipated-a	structure	that	at	a	fairly	obvious	level	contrasts	by	means	of	the	two	stanzas	and	resolves	the	paradox	by	their	interaction.	A	closer	look	takes	the	reader	beyond	this	now-evident	contrast	of	two	stanzas.	The	texture	of	the	poem	is	enriched	by	the	sleep	imagery,	the	sleep	of	life	becoming	the	sleep	of	death.	The	"slumber"	of	line	1
connotes	rest	and	quiet,	even	that	of	a	baby	or	young	child.	The	sibilant	sounds	of	"	s"	at	first	suggest	that	quiet	contentment,	but	they	appear	throughout	the	poem,	taking	on	the	irony	of	the	second	stanza	almost	like	mournful	echoes	of	the	first.	"Spirit"	and	"seal"	not	only	continue	the	sibilant	quality	but	also	in	retrospect	are	ambiguous	terms,	for
"spitit"	suggests	death	as	well	as	life,	and	"seal"	suggests	not	only	security	but	finality;	the	coffin	and	the	grave.	In	the	third	line	the	word	"thing"	atfirst	seems	to	be	a	noncommital,	simply	denotative	word:	perhaps	the	poet	was	not	even	able	to	think	of	a	better	word,	and	used	a	filler.	But	in	retrospect	the	female	figure	now	is	indeed	a"thing,"	like	a
rock	or	a	stone,	a	mere	thing-in	truth,	dust.	Furthermore,	"thing"	contrasts	with	its	bluntness	of	sound	with	the	sibilant	sounds	of	so	much	of	the	rest	of	the	poem,	and	anticipates	the	alternating	sounds	of	the	last	line,	the	"s"	sounds	alternating	with	the	harder	sounds	of	"t"	and	the	consonant	clusters	"st"	arLd	"tT"	ilrr	"rocks,"	"stones,"	and	"trees."
Like	the	reference	to	sleep,	the	references	to	the	senses	("feel.,"	"touch")	in	the	first	stanza	are	expanded	in	the	second:	motion,	or	its	lack,	involves	the	muscles	in	kinetics	and	kinesthesia;	hearing	and	seeing	are	explicitly	mentioned.	But	in	each	of	the	three	cases	a	negative	word	precedes	the	sense	word"Tro,"	"rreithet,"	"rtot."	Then	in	ltne	7,	we
meet	the	awesome	reality	of	kinetic	motion	without	kinesthesia.	In	"Rolled	round"	we	have	the	forced	motion	of	the	inert	body.	hr	a	striking	change	of	metrics,	we	realize	that	the	seeming	monotony	of	the	alternating	soft	and	hard	syllables	is	broken	here	by	a	spondee	in	place	of	the	dominant	iamb,	and	the	spondee	in	turn	is	strengthened	by	the
alliterating	"{'	ar.d	the	consonance	of	the	"	d"	at	the	end	of	each	of	the	two	words,	echoed	in	the	initial	"d"	of	"diurnal."	Once	having	noticed	that	pounding	The	FormalistApproach	',	93	spondee,	we	might	in	retrospect	reconsider	the	two	uses	of	"no"	ir:.	line	5,	for	they	can	be	read	almost	as	strongly	as	the	stressed	syllables	of	the	line,	giving	still
greater	impact	to	the	negative	effect	of	the	whole	statement.	Finally,	the	contrast	between	lines	7	and	8	is	devastating.	If	we	lift	the	line	totally	from	its	context,	we	can	hear	almost	an	ebullient	sound	in	the	seventh	line,	a	glorious	sweeping	rhythm,	aided	by	the	vowels	or	assonance	in	the	middle	several	words:	"Rolled	round	in	earth's	diurnal	course."
But	that	sweeping,	soaring	quality	comes	up	against	the	finality	and	slowed	pace	of	the	heavily	impeded	line	8,	where	the	punctuation	and	the	three	accented	monosyllabic	words	join	to	give	the	impact	of	three	strong	chords	at	the	end	of	the	symphony.	we	havereada	poem.,r"r"r;;	rl',o*	r.o-	othercontexts,we	still	do	not	know	the	name	of	the	authol,	the
nationality,	or	the	era	of	composition.	We	do	not	know	who	the	speaker	is,	not	even	the	sex	of	the	speaker.	We	do	not	know	if	the	poem	concerns	a	real-life	situation	or	a	totally	fictive	one.	We	do	not	know	whether	the	author	took	some	similar	real-life	situation	or	incident	that	he	or	she	then	adapted	and	transmuted	into	a	poem.	We	know	only	the
poem	itself,	a	short	piece	of	richly	textured	literary	art	that	bears	up	well	under	close	analysis	and	resolves	its	tensions	by	means	of	irony	and	paradox,	showing	them	not	only	in	the	contrast	between	two	stanzas	but	also	in	seemingly	minute	details.	We	have	read	a	poem	and	have	anaIyzeditby	using	the	formalist	approach	to	literature.	w	ll.	THE
PROCESSOF	FORMALISTANALYSIS:	M	A	K	I	N	G	T	H	E	C	L	O	S	ER	E	A	D	E	R	What	we	demonstrated	in	the	preceding	pages	is	a	close	reading	in	practice.	The	reading	stands	on	its	own.	Others,	perhaps	many,	have	read	the	poem	in	much	the	same	way.	Indeed,	perhaps	most	readers	of	the	poem	in	the	middle	of	the	twentieth	century	would	have
read	this	poem	in	something	of	this	way.	That	is	so	because	the	approach	to	the	poem	is	what	we	call	formalist,	an	approach	with	a	methodology,	with	a	history,	94	*	A	Handbook	of	Critical	Approachesto	Literature	with	practitioners,	and	with	some	detractors.	Let	us	now	learn	more	about	this	formalist	approach.	Obviously	we	are	to	be	alert	to	"form."
But	to	say	that	is	just	as	obviously	to	beg	the	question	"What	is	form?"	And	we	cannot	say	simply	that	form	is	structure,	or	that	structure	is	form,	for	that	is	to	go	in	circles.	So	what	are	the	ways	to	appreciate	form?	Intensive	reading	begins	with	a	sensitivity	to	the	words	of	the	textand	alltheir	denotative	and	connotative	values	and	implications.	An
awareness	of	multiple	meanings,	even	the	etymologies	of	words	as	traced	in	dictionaries,	will	offer	significant	guidelines	to	whatthe	worksays.	Usuallyadequate	formostreaders	is	one	of	the	standard	collegiate	dictionaries.	But	one	should	also	be	aware	of	the	vastly	larger	resources	in	unabridged	dictionaries	and	especially	the	details	and	examples	of
historical	changes	in	word	meanings	as	recorded	in	the	most	recent	edition	of	The	Oxford	English	Dictionary.	So	first	let	us	look	at	the	words	and	the	sentences	in	which	we	find	them,	and	let	us	be	alert.	But	just	as	we	begin	to	study	closely	the	words	and	their	meanings,	almost	simultaneously	we	must	also	begin	to	look	for	structural	relationships
and	patterns-not	just	in	the	words	and	their	relationships,	but	also	in	larger	units.	Form	becomes	much	more	than	sentence	pattems;	it	becomes	the	relationship	of	stanzas	in	a	poem,	or	the	interplay	of	an	octave	and	a	sestet	in	a	sonnet.	It	becomes	the	tone	or	mood	that	the	text	builds,	and	possibly	the	shifting	and	alternating	of	moods.	It	becomes	the
sequence	of	plot	elements,	even	episodes,	in	a	narrative,	or	the	juxtaposition	of	scenes	in	a	play.	Itbecomes	the	relationship	between	the	teller	of	the	narrative	and	the	hearer,	possibly	the	ambiguity	of	the	teller's	version	of	the	story.	So	let	us	assume	that	now	we	have	some	degree	of	knowledge	of	the	words	of	the	text,	at	least	in	their	denotative
senses.Let	us	also	assume	that	we	can	mentally	plot	out	the	sequence	of	actions,	or	of	sequences	and	shifting	of	what	the	words	seem	to	be	telling	us.	Now	we	can	note	that	some	of	these	words	are	deeply	connotative	also,	or	perhaps	they	name	objects	that	have	symbolic	value,	and	as	we	probe	the	connotations	and	symbols	they	take	on	associations,
or	develop	patterns	that	somehow	have	relevance	within	themselves	and	to	other	patterns.	Images	emerge	as	more	and	more	important,	perhaps	insistently	forc-	The	FormalistApproach	*	95	ing	themselves	to	the	fore.	We	note	that	certain	images,	or	colors,	or	references	to	time-a	host	of	possibilities	in	our	human	experience-keep	coming	up.	Some	of
these	may	contribute	to	the	setting	of	the	work,	its	actual	place	and	time,	or	more	subtly,	its	ambience.	Bit	by	formal	bit,	we	think	we	begin	to	see	a	theme	emerging	from	the	work.	None	of	this	is	happening	in	any	set	sequence.	It	is	more	like	when	we	walk	into	a	room	new	to	us,	crowded	with	people,	furniture,	art	works,	a	fire	in	the	hearth.	How	do
we	see	things?	How	do	our	eyes	move	across	the	scene?	\A/hat	do	we	see	first,	what	next?	In	the	printed	text	perhaps	the	next	thing	is	an	allusion	that	has	caught	our	attention,	a	reference	to	a	bit	of	history	or	mythology,	or	to	another	work	of	literature.	Maybe	a	word	has	taken	on	more	than	one	meaning,	causing	us	to	read	the	text	at	more	than	one
level;	or	we	suspect	that	irony	is	developing	in	what	we	see,	and	we	become	suspicious	that	first	impressions	need	modification.	Or	details	of	a	narrative	seem	especially	vivid	or	striking,	but	not	yet	clearly	important	as	we	move	through	the	plot's	complication-and	then,	suddenly	perhaps,	the	narrative	reaches	a	climactic	point,	and	all	details	fall	into
place	by	the	point	in	the	narrative	that	we	sometimes	call	the	d6nouement.	Then	there	is	a	sense	of	closure,	a	sense	of	fulfillment	of	the	expectations	that	have	been	built	up.	\iVhat	did	the	author	do	by	so	arranging	those	words,	those	images	and	symbols,	those	details	of	plot	and	action?	How	did	the	author	"achieve"	this	accomplishment?	(We	will
return	to	the	concept	of	"achieved	content"	later	in	this	chapter.)	In	retrospect,	we	can	say	that	what	the	author	did	was	to	make	us	see	that	internal	relationships	gradually	reveal	a	form,	a	principle	by	which	all	subordinate	patterns	can	be	accommodated	and	accounted	for.	When	all	the	words,	phrases,	metaphors,	images,	and	symbols	are	examined
in	terms	of	each	other	and	of	the	whole,	any	literary	text	worth	our	efforts	will	display	its	own	internal	logic.	When	that	logic	has	been	established,	the	reader	is	very	close	to	identifying	the	overall	form	of	the	work.	So	now,	in	review,	what	must	we	do	to	make	ourselves	close	96	*	A	Handbook	of	Critical	Approachesto	Literature	readers	in	a	formalist
way?	Let	this	list	remind	us	of	what	we	saw	in	the	poem	at	the	beginning	of	this	chapteq,	and	what	we	shall	look	for	in	the	works	we	will	study	in	this	chapter:	structure,	shape,	interplay,	interrelationships,	denotations	and	connotations,	contexts,	images,	symbols,	repeated	details,	climax	(rising	action,	falling	action),	d6nouement,	balances	and
tensions,	rhythms	and	rhymes	that	catch	our	attention,	sounds	that	do	the	same,	the	speaker's	apparent	voice,	a	single	lineor	even	a	word-set	off	all	by	itself.	Whatever,	in	other	words,	contributes	to	the	uniqueness	of	the	work.	w	l	l	l	.	A	B	R	I	E	FH	I	S	T	O	R	YO	F	F	O	R	M	A	L	T	S	C	T	RtTtCtSM	A.	The	Course	of	a	Half	Century	The	formalist	approach,
as	we	use	the	term	in	this	book,	emphasizes	the	manner	of	reading	literature	that	was	given	its	special	dimensions	and	emphases	by	English	and	American	critics	in	the	first	two-thirds	of	the	twentieth	century.	To	many,	indeed	to	most,	students	of	literature	during	that	era,	this	approach	came	to	be	called	the	New	Criticism.	In	the	last	third	of	the
century,	the	New	Criticism	came	to	be	called	by	other	names,	not	always	favorable-and	some	epithets	bordered	on	the	vitriolic.	At	the	least	it	has	come	to	be	called	by	many	the	old	New	Criticism,	for	even	"newe{'approaches	have	gained	popularity	and	have	had	little	or	nothing	in	common	with	the	old	New	Criticism.	For	that	matter,	thewordformalist
needs	some	small	qualification	as	well,	for	here	it	wilt	be	used	more	or	less	slmonymously	with	the	methodology	of	the	New	Critics,	and	it	is	not	directly	concemed	with	the	Russian	formalists,	though	the	methodologies	share	some	principles.	Regardless	of	shifting	attitudes	toward	English	and	American	formalist	criticism	(more	about	that	shortly),	we
are	quite	content	to	sail	against	the	winds	of	change	and	to	assert	that	being	a	good	reader	of	literature	necessitates	our	reading	closely	and	reading	well.	Reading	well	is	what	the	New	Critics	helped	us	to	do.	They	taught	us	to	look	at	the	individual	work	of	literary	art	as	an	organic	form.	They	articulated	the	concept	that	in	an	organic	form	there	is	a
consistency	and	an	internal	vitality	that	we	*	97	TheFormalistApproach	should	look	for	and	appreciate.In	doing	so,	we	would	appropriate	the	work	to	ourselvesand	make	it	part	of	our	consciousness	in	the	same	way	that	we	might	when	we	study	Mahler's	Ninth	Symphonyor	Michelangelo's	Daaid,	or	in	the	same	way	that	the	personain	Keats'sode
studied	the	Grecianurn.	They	taught	us.	But	how	new	were	the	New	Critics	when	they	were	called	that	by	John	Crowe	RansominTheNew	Criticismin	1941,?Actually-and	this	should	come	as	no	surprisethere	were	forebears	of	great	note.	The	New	Critics	did	not	spring	suddenly	from	Zeus's	head.	We	should	not	be	surprised	at	this	becausein	a	form	of
human	endeavor	so	basic	as	the	creation	of	literary	art	we	can	expect	a	continuity	in	the	way	that	art	is	createdor	becomesart.	Nor	should	we	be	surprised	that	criticism,	the	informed	reading	of	that	art,	should	have	a	continuity	as	well.	More	specifically,we	should	not	be	surprised	becauseone	of	the	most	salient	considerationsof	the	New	Critics	was
emphasis	on	form,	on	the	work	of	art	as	an	object.Can	we	imagine	any	art-whether	it	be	literary,	musical,	plastic,	or	dramatic,	and	regardlessof	its	era,	even	our	own/	when	formlessnessis	sometimes	important-that	does	not	have	some	senseof	form?	The	form	need	not	be	geometric	or	physical	or	otherwise	perceptible	to	the	eye,	and	indeed	often	it	is
not,	but	it	is	there.	To	be	sure,	it	might	be	most	easily	perceived	at	a	physical	level	at	first:	the	external	and	obvious	shape	of	a	statue,the	geometric	pattern	of	archesand	of	horizontal	and	vertical	lines	in	a	building,	the	four-line	stanzaof	Sappho	or	the	pattern	of	strophesin	Pindar,	or	the	careful	physical	shape	of	a	sonnet,	a	sestina,or	a	haiku.	The	New
Critics	did	not	invent	theseobvious	forms.	But	they	helped	us	to	read	better	by	reminding	us	of	what	was	there	eonsearlier.Art	entails	form;	form	takesmany	forms.	So	let	us	consider	further	some	of	the	background	elements	of	formalist	theory.	B.	Backgrounds	of	FormalistTheory	Classical	art	and	aestheticsamply	testify	to	a	preoccupation	with	form.
Plato	exploits	dialectic	and	shapes	movement	toward	Socratic	wisdom	by	his	imagery,	metaphor,	dramatic	scenes,characterization,	setting,	and	tone.	Aristotle's	Poetics	98	"	A	Handbook	of	Critical	Approachesto	Literature	recommends	an	"orderly	arrangement	of	patts,,that	form	a	beautiful	whole	or	"organism."	Horace	admonishes	the	wouldbe	poet:
"In	short,	be	your	subject	what	it	will,	let	it	be	simple	and	unified."	And	some	awareness	of	formalism	is	at	lelst	implicit	in	many	other	classical,	medieval,	and	Renaissance	treatises	on	art	or	poetics.	But	the	Romantic	movement	in	Europe	in	the	late	eighteenth	and	nineteenth	centuries	intensified	speculations	aboui	form	in	literature.	Samuel	Taylor



Coleridge	(1772-1934)	brought	to	England	(and	thus	to	America)	the	conception	of	a	dynamic	imagination	as	the	shaping	power	and	unifier	of	vision-a	conceptiontretrad	acquired	from	his	studies	of	the	German	philosophical	idealists:	Kant,	Hegel,	Fichte,	and	Schelling.	Such	a	corception	encouraged	discrimination	between	a	poem	and	other	forms	of
discourse	by	stressing	the	poem,s	power	to	elicit	delight	as	a	"whole"	and	"distinctive	gratification	from	each	component	part."	In	a	"Iegitimate	poem,,'	Coleridge	declared,	the	parts	"mutually	support	and	explain	each	othei;	all	in	their	proportion	harmonizing	with,	and	supporting	the	purpose	and	known	influences	of	metrical	arrangement.,,	This
interrelationship	between	the	whole	and	the	parts	was	manifested	in	a	consistently	recurring	image	among	the	Romantics-the	image	of	growth,	particularly	of	vegetition.	Perhaps	because	of	the	Romantics'infatuation	with	nature,	the	analogy	usually	likened	the	internal	life	of	a	painting	or	poem	to	the	quintessential	unity	of	parts	within	i	tree,	flo*Lr,
o,	plant:	as	the	seed	determines,	so	the	organism	develops	and	lives.	In	a	letter	to	John	Thylor	(February	27,IgIg)	Keats	wrote	that	one	of	his	"axioms"	was	"That	if	poetry	comes	not	as	naturally	as	the	Leaves	to	a	tree	it	had	better	t	ot	at	all.,,	Shelley	uses	imagery	of	growth	and	of	vegetation"o*"	several	times	in	his	"Defence	of	Poetry."	In	talking	of	the
relationship	of	sounds	in	poetry,	he	counsels	against	"the	vanity	of	translation;	it	were	as	wise	to	cast	a	violet	into	a	crucible	that	you	might	discover	the	formal	principle	of	its	colour	and	odour,	as	to	seek	to	transfuse	from	one	language	into	another	the	creations	of	a	poet.	The	plant	must	spring	again	from	its	seed,	or	it	will	beir	no	flower.	.	.	."	He	calls
the	thoughts	of	the	poet	,,the	germs	of	the	flower	and	the	fruit	of	latest	time,"	claiming,	,,All	high	poetry	The	FormalistApproach	*	99	is	infinite;	it	is	as	the	first	acorn,	which	contained	all	oaks	potentially."	And	again	of	poetry,	.	.	.	this	power	arises	from	within,	like	the	colour	of	a	flower	which	fades	and	changesas	it	is	developed.	.	.	.	The	instinct	and
intuition	of	the	poetical	faculty	is	still	more	observablein	the	plastic	and	pictorial	arts;	a	great	statue	or	picture	grows	under	the	power	of	the	artist	as	a	child	in	the	mother's	womb.	.	.	.	In	America,	Edgar	Allan	Poe	(1809-1849),	extending	Coleridge's	theory,	asserted	the	excellence	of	short	lyric	poems	and	short	tales	because	they	can	maintain	and
transmit	a	single,	unitary	effect	more	successfully	than	can	long	works	Ilke	Paradise	Lost.In	"The	Philosophy	of	Composition"	Poe	demonstrated	how	the	parts	of	his	"The	Raven"	allegedly	developed	from	the	single	effect	he	desired.	Poe	also	reprimanded	certain	contemporary	poets	like	Henry	Wadsworth	Longfellow	for	committing	what	he	called	the
"heresy	of	the	didactic"	by	tacking	on	obtrusive	(thus	inorganic)	moral	lessons	and	accordingly	violating	the	lyric	effects	of	their	poems.	Later	in	the	nineteenth	century	and	on	into	the	twentieth,	Henry	|ames	(1843-191.6),in	"The	Art	of	Fiction"	and	the	prefaces	to	his	tales	and	novels,	argued	for	fiction	as	a	"fine	art"	and	for	the	intricate,	necessary
interrelationships	of	parts	and	the	whole:	There	are	bad	and	good	novels,	as	there	are	bad	pictures	and	good	pictures;	but	that	is	the	only	distinction	in	which	I	can	see	any	meaning,	and	I	can	as	little	imagine	speaking	of	a	novel	of	character	as	I	can	imagine	speaking	of	a	picture	of	character.	When	one	says	picture	one	says	of	character,when	one
says	novel	one	saysof	incident,	and	the	terms	seemto	be	transposed	at	will.	I4/hat	is	character	but	the	determination	of	incident?	What	is	incident	BUT	the	illustration	of	character?What	is	either	a	picture	or	a	novel	that	is	not	of	character?What	elsedo	we	seek	in	it	and	find	in	it?	It	is	an	incident	for	a	woman	to	stand	up	with	her	hand	resting	on	a	table
and	look	at	you	in	a	certain	way;	or	if	it	not	be	an	incident,	I	think	it	will	be	hard	to	say	what	it	is.	]ames	implies	the	same	interdependence	and	kinship	for	all	theme,	scene	and	other	aspects	of	a	work	of	fiction-setting,	100	*	A	Handbookof	CriticalApproaches	to	Literature	narrative/	image	and	symbol.	When	the	artist	is	attending	to	his	or	her	craft,
nothing	that	goesinto	the	work	will	be	wasLd,	and	form	will	be	present:"Form	alonetakes,and	holds	and	pre_	serves,substance-saves	it	from	the	welter	of	helplessverbiage	that	we	swim	in	as	in	a	seaof	tastelesstepid	pudding.,,	WhJn	the	work	achieves"organic	forrr.,,,everythingwill	coint.	C.	The	New	Criticism	Although	there	were	antecedentsfrom
plato	through	James,a	systematic	and	methodological	formalist	upptoach	to	literary	criticism	appearedonly	with	the	rise	in	the	i930s	of	what	camL	to	be	called	the	New	Criticism.	Coming	together	originally	at	Vanderbilt	University	in	the	years	following	World	frar	I,"the	New	Critics	included	a	teacher-scholar-poet,John	Crowe	Ran_	som,	and	several
bright	students-Allen	Tate,	Robert	penn	Warren,	and	Cleanth	Brooks.Associatedat	first	in	an	informal	group	that	discussedliterature,	they	in	time	adopted	the	name	of	Fugitives	and	published	an	elegant	literary	mlgazine	called	TheFugitiaein	Nashville	from	7922to	r92s.	wh"-"	ttru	poetry	and	critical	essaysof	T.	S.	Eliot	came	to	their	attentio;.	the;
fgund	sturdy	reinforcement	for	ideas	that	were	emerging	frori.r	their	study	and	writing	of	lyric	poetry.	Ideas	thus	sliare?	and	promoted	included	literature	viewed	as	an	organic	traditiory	the	importance	of	strict	attention	to	form,	a	conservatism	related	to	classicalvalues,the	ideal	of	a	society	that	encourages	order	and	traditiory	a	preference	for	ritual,
and	the	rigorJus	an_danalytical	reading_of	literary	texts.	Eliot	was	partiJuhrly	influential	in	his	formulation	of	the	obiectivecorrelitive	(asit	of	objects,a	situation,a	chain	of	evenfswhich	shall	be	the	formula	of	fa]particulnr	emotion;	such	that	when	the	external	facts	are	given,	the	emotion	is	immediately	invoked,,).	Eliot	was	also	influential	in	his
endorsement	of	the	English	Metaphysical	poets	of	the	seventeenthcentury	for	their	Jr"ces,	rn	utenaing	"states	of	mind	and	feeling,'	ir1a	single	,,verbal	equivalent.;	Such	developmentsstrengthenedthe	emergentNer,'Criticism,	which	by	the	1950shad	becomethe	dominant	criticar	svstemin	such	influential	journals	as	Sewanee	Reaiew,TheKenaoi	Reaiew.
and	TheHudson	Reaiewand	in	college	and	univers"ity	English	departments.	The	FormalistApproach	*	101	The	New	Critics	sought	precision	and	structural	tightness	in	the	literary	work;	they	favored	a	style	and	tone	that	tended	toward	irony;	they	insisted	on	the	presence	within	the	work	of	everything	necessary	for	its	analysis;	and	they	called	for	an
end	to	a	concern	by	critics	and	teachers	of	English	with	matters	outside	the	work	itself-the	life	of	the	author,	the	history	of	his	or	her	times,	or	the	social	and	economic	implications	of	the	literary	work.	In	short,	they	turned	the	attention	of	teachers,	students,	critics,	and	readers	to	the	essential	matter:	what	thework	says	and	how	1t	says	it	as
inseparable	issues.	To	their	great	credit	they	influenced	at	least	one	generation	of	college	students	to	become	more	careful	and	serious	readers	than	they	otherwise	would	have	been.	Members	and	disciples	of	the	group	advanced	their	critical	theory	and	techniques	through	a	series	of	brilliant	college	textbooks	on	literary	analysis:	Understanding
Poetry	(1939)	and	Understanding	Fiction	(1943)	by	Brooks	and	Warren;	Under'	stnnding	Drama	(7945)	by	Brooks	and	Robert	B.	Heilman;	Tfte	Art	of	Modern	Fiction	by	Ray	B.	West,	Jr.,	and	Robert	W.	Stallman;	and	The	House	of	Eiction	(1950)	by	Caroline	Gordon	and	Allen	Tate.	After	1942,	The	Explicato4	a	monthly	publication,	published	hundreds	of
short	textual	explications	of	great	varieties	of	literary	works;	and	prestigious	literary	journals	and	quarterlies	still	publish	articles	that	show	the	continuing	influence	of	the	New	Criticism.	But	even	as	the	formalist	approach	of	the	New	Critics	was	influencing	readers,	teachers,	and	students	throughout	the	universities	of	the	United	States,	well	into	the
second	half	of	the	century	others	were	pointing	to	what	they	perceived	to	be	deficiencies	or	worse	in	that	approach.	Frank	Lentricchia	in	After	the	New	Criticism	(1980)	offers	a	helpful	overview	of	what	was	happening.	He	uses	1957	and	the	publication	of	three	books	that	year	to	give	one	benchmark	for	the	turn	to	other	approaches	and	emphases.
The	three	are	Northrop	Frye's	Anatomy	of	Criticism,	Cleanth	Brooks	and	W.	K.	Wimsatt's	Literary	Criticism:	AShort	History,	andFrank	Kermode's	Romanticlmage.	Coming	hard	upon	Murray	Krieger's	New	Apologists	for	Poetry	(7956),	they	seem	to	fulfill,	Lentricchia	says,	Krieger's	prediction	"that	the	New	Criticism	had	done	all	it	could	do	for
American	literary	critics.	.	.	.	By	about1957,	the	moribund	condition	102	*	A	Handbookof	CriticalApproaches	to	Literature	of	the	New	Criticism	and	the	literary	needs	it	left	unfulfilled	placed	us	in	a	critical	void.	Even	in	the	late	I940s,	however,	those	triumphant	times	of	the	New	Criticism,	a	theoretical	opposition	was	already	gathering	strength"	(3-4).
Lentricchia	goeson	to	cite	a	number	of	the	works	that	show	that	gathering	strength,	and	the	reader	is	referred	to	his	overview.	One	article	that	he	does	not	cite	might	eam	a	place	here	becauseit	provides	(wihress	its	title)	a	kind	of	synopsis	of	the	reaction	setting	in	even	as	the	vogue	of	the	New	Criticism	was	still	gaining	strength:	"Cleanth	Brooks;	or
the	Bankruptcy	of	Critical	Monism"	by	Ronald	S.	Crane,	a	neo-Aristotelian.	Like	others	in	the	1940s,Crane	faults	the	reduction	of	piecesof	literature	to	one	or	a	few	rhetorical	devices	that	bring	about	a	diminution	of	their	potential.	Whether	it	be	irony	or	paradox	or	tension	or	texture,	these,	alone	or	together,	do	not	a	poem	make.	However,	it	is	not	our
present	purpose	to	treat	thoroughly	the	attack	on	or	the	divergencefrom	the	formalist	approach	of	the	New	Criticism.	More	of	that	can	be	seen	in	works	such	as	those	cited	by	Lentricchia	and	in	the	chapters	that	follow.	Our	present	purpose	is	to	show	the	enduring	contribution	of	the	formalist	approach,	even	as	we	call	attention	to	some	of	its
deficiencies.	x*	lV.	CONSTANTS	OF	THEFORMAI|STAppROACH:	SOMEKEYCONCEPTS,	TERMS,	AND	DEVICES	We	shall	draw	attention	now	to	several	of	the	constantsof	the	formalist	approach,	even	though	some	may	have	been	disparaged	by	the	differing	critical	emphasesof	other	writers.	Keeping	in	mind	the	overview	we	gained	from	the	analysis
of	"A	Slumber	Did	My	Spirit	Seal"	(we	can	now	reveal	that	the	poem	is	by	William	Wordsworth)	and	keeping	in	mind	that	these	devices	may	recur	in	the	analyseslater	in	this	chapteq,let	us	look	more	carefully	at	theseconstants.	A.	Formand	Organic	Form	We	must,	of	course,begin	with	form.	In	systemsof	the	past,	the	word	form	usually	meant	what	we
would	call	externalform.	The	FormalistApproach	*	103	Thus,	when	we	identify	a	poem	with	fourteen	lines	of	iambic	pentameter,	a	conventional	pattern	of	rhymes,	and	a	conventional	division	into	two	parts	as	a	sonnet,	we	are	defining	its	external	form.	The	same	kind	of	description	takes	place	when	we	talk	about	couplets,	tercets,	ottaaa	rima,
quatrains,	Spenserian	stanzas,	blank	verse/	or	even	free	verse.	But	the	formalist	critic	is	only	moderately	interested	in	external	forms	(in	fact,	only	when	external	form	is	related	to	the	work's	total	form,	when	stanzaic	or	metrical	pattern	is	integral	to	internal	relationships,	reverberations,	patterns,	and	systems).	The	process	of	formalist	analysis	is
complete	only	when	everything	in	the	work	has	been	accounted	for	in	terms	of	its	overall	form.	Organic	form	is	a	particular	concept	important	to	the	New	Critics,	inherited	as	we	have	noted	from	the	English	Romantics.	In	the	Romantics,	we	find	the	emphasis	on	organicism	not	just	in	literary	forms	but	in	a	broader,	philosophical	context,	where	the
world	itself	is	organic;	objects	within	it	are	organisms	that	interact	with	each	other	in	a	larger	organic	universe.	This	notion	may	go	so	far	as	Wordsworthian	pantheism,	or	what	some	thought	to	be	pantheism,	where	a	breeze	in	nature	may	awaken	within	the	persona	of	the	Prelude	(in	this	case	the	poet	himself)	a	"corresponderttbreeze"	(i.35).
Similarly	there	is	the	Romantic	emphasis	on	the	Aeolian	lyre	or	harp,	as	in	Coleridge's	poem	"The	Eolian	Harpi'and	the	reference	to	the	lyre	in	the	imagery	and	symbolism	of	Shelley's	"Ode	to	the	West	Wind,"	a	notion	that	recurs	in	the	second	paragraph	of	Shelley's	"Defence	of	Poetry."	The	vegetation	imagery,	mentioned	earlier,	is	of	course	part	of
this	organicism.	Now	the	question	for	us	is	how	this	concept	of	organicism	came	into	formalist	criticism	of	the	twentieth	century,	especially	among	critics	many	of	whom	expressed	no	fondness	for	English	Romanticism.	In	the	formalist	approach,	the	assumption	is	that	a	given	literary	experience	takes	a	shape	proper	to	itself,	or	at	the	least	that	the
shape	and	the	experience	are	functions	of	each	other.	This	may	mean	at	a	minimum	that	a	precise	metrical	form	couples	with	a	complex	of	sounds	in	a	line	of	verse	to	present	one	small	bit	of	the	experience	(recall	the	treatment	of	the	short	lyric	at	the	beginning	of	this	chapter).	Or	it	may	mean	that	a	generic	form,	like	that	of	the	sonnet,	is	used
repeatedly	in	a	sonnet	cycle	to	show	the	interrelationship	of	thoughts	to	104	"	A	Handbook	of	Critical	Approachesto	Literature	images,	or	a	problem	to	a	comment	or	solution.	In	such	a	case,	even	though	the	overt	structure	of	the	sorLnet	is	repetitive,	still	the	experience	in	any	one	Italian	sonnet	is	structured	across	the	octave	and	sestet	or	in	the
English	form	across	the	three	quatrains	and	the	concluding	couplet.	In	a	larger	work,	a	full-length	play	or	a	novel	might	adopt	much	more	complex	and	subtle	forms	to	communicate	the	experience,	such	as	the	interrelationships	of	plot	and	subplot	in	Shakespeare's	Hnmlet,	Henry	IV,	Part	1,	or	The	Tempest;or	in	the	complex	stream	of	consciousness	of
Joyce'sUlyssesor	Faulkner's	Soundand	theFury.Indeed,	the	fragmentation	of	story	line	and	of	time	line	in	modern	fiction	and	in	some	absurdist	drama	is	a	major	formalist	device	used	not	only	to	generate	within	the	reader	the	sense	of	the	immediacy	and	even	the	chaos	of	experience	but	also	to	present	the	philosophical	notion	of	nonmeaning	and
nihilism.	Thus	we	have	the	seeming	paradox	that	in	some	cases	the	absence	of	form	ls	the	form,	precisely.	Statements	that	follow	discovery	of	form	must	embrace	what	Ransom	called	local	texture	and	logical	structure	(World's	Body	347).The	logical	structure	refers	to	the	argument	or	the	concept	within	the	work;	local	texture	comprises	the	particular
details	and	devices	of	the	work	(for	example,	specific	metaphors	and	images).	However,	such	a	dualistic	view	of	a	literary	work	has	its	dangers,	for	it	might	encourage	the	reduction	of	logical	structure	to	pr6cis	or	sufirrnary-what	Brooks	has	called	the	"heresy	of	paraphrase."	In	Understanding	Poetry,	Brooks	and	Warren	simply	include	"idea,"	along
with	rhythm	and	imagery,	as	a	component	of	form:	"the	form	of	a	poem	is	the	organization	of	the	material.	.	.	for	the	creation	of	the	total	effect"	(Sba).	The	emphasis,	in	any	case,	is	upon	accounting	for	all	aspects	of	the	work	in	seeking	to	name	or	define	its	form	and	effect.	Mark	Schorer	pressed	the	distinction	further	between	the	critic's	proper
concentration	on	form	and	an	improper	total	concern	wTth	content	only:	"Modern	[i.e.,	formalist]	criticism	has	shown	that	to	speak	of	content	as	such	is	not	to	speak	of	art	at	all,	but	of	experience;	and	that	it	is	only	when	we	speak	of	th	e	achieaedcontent,	the	form,	the	work	of	art	as	a	work	of	art,	that	we	speak	as	critics.	The	difference	between
content,	or	experience,	and	achieved	content,	or	art,	is	technique'	(67).	He	goes	on	to	say	that	"technique	is	the	only	means	[an	author]	has	of	discover-	TheFormalist	Approach*	L05	ing,	exploring,	developing	his	subject,of	conveying	its	meaning,	and,	finally,	of	evaluating	it."	B.	Texture,lmage,Symbol	As	we	turn	more	specifically	to	texture,	we	find
that	as	with	form	and	its	potential	to	embody	meaning,	imagery	and	metaphor	are	an	integral	part	of	the	work,	especially	in	the	poem.	Once	again,	the	formalist	critics-obviously-did	not	invent	metaphor:	Aristotle,	very	much	a	formalist,	discussed	metaphor	inhis	Poetics.But	the	New	Critics	delighted	in	close	analysis	of	imagery	and	metaphor,	and	they
laid	stress	on	a	careful	working	out	of	imagery.The	consistencyof	imagery	in	a	lyric,	whether	it	be	a	single	dominant	image	throughout	the	poem	or	a	pattern	of	multiple	but	related	images,	becamefor	somean	index	to	the	quality	of	a	given	poem.	Suchconsistency	of	imagery	helped	to	createwhat	]ohn	Crowe	Ransom	among	others	called	texture.	It	was
for	such	reasons	that	there	was	much	interest	in	Metaphysical	poetry	and	in	the	Metaphysical	conceit.The	interest	was	aided	by	publication	of	Herbert	Grierson's	collection	MetaphysicalLyricsand	Poemsof	the	Seaenteenth	Century	(1921).It	was	furthered	by	the	attention	of	T.	S.	Eliot,	Ransom,and	Allen	Thte.Critics	praised	the	Metaphysical	conceit
becauseof	its	carefully	worked	out	("wrought")	imagesthat	were	elaborated	over	a	number	of	lines,	richly	textured	and	endowed	with	a	complexity	of	meanings,	as	in	)ohn	Donne's	"The	Flea"	or	in	the	'Jtiff	twin	compasses"of	his	"Valediction:	Forbidding	Mourning."	Donne's	image	of	the	"well-wrought	urn"	in	"The	Canonizatior':."is	cogenthere,	not	only
becauseof	the	working	out	of	the	image	but	also	becausethe	phrase	gave	Cleanth	Brooks	the	title	to	one	of	his	contributions	to	the	rich	library	of	New	Criticism,	TheWell-WroughtUrn	(7947).By	way	of	contrast,	a	poem	like	Shelley's	"Lines:	'When	the	Lamp	is	Shattered'"	was	disparagedby	formalist	critics	for	its	allegedly	loose	imagery;	indeed,	much	of
Shelley,along	with	other	Romantics,was	disparaged	(but	for	a	defense,seePottle,589-608).	When	an	image	(or	an	incident	or	other	discrete	item)	takes	on	meaning	beyond	its	objectiveself,	it	moves	into	the	realm	of	symbol.	Here	is	a	dilemma	for	someformalist	critics,	thosewho	espouse	the	autonomous	and	autotelic	concept	of	a	literary	TheFormalist
Approach*	107	106	*	A	Handbook	of	Critical	Approachesto	Literature	work	so	strenuously	that	anything	outside	it	becomes	a	problem.	Symbols	may	sometimes	remain	within	the	work,	as	it	were;	but	it	is	the	nature	of	symbols	to	have	extensional	possibilities,	to	open	out	to	the	world	beyond	the	art	object	itself.	When	meaning	and	value	outside	the
work	of	literature	are	the	real	purposes	of	the	symbol,	some	formalist	critics	may	find	fault	with	the	work.	On	the	other	hand,	such	a	restriction	may	well	be	one	of	the	more	limiting	concerns	of	the	New	Critics	(we	recall	Poe's	denunciation	of	the	didactic	in	favor	of	beauty),	and	we	take	the	cautious	position	that	even	in	a	formalist	reading	we	must	go
sometimes	beyond	the	pure	aestheticism	of	the	work	in	itself	to	the	extended	meaning	of	the	work	as	suggested	by	its	symbols.	We	have	already	said	something	of	this	sort	when	we	alluded	to	the	form	of	some	modem	novels	or	absurdist	plays:	form	can	embody	theme,	and	theme	transcends	the	individual	work.	Symbol	is	a	way	of	using	something
integral	to	the	work	to	reach	beyond	the	work	and	engage	the	world	of	value	outside	the	work.	It	might	be	an	incident	that	takes	on	meaning,	such	as	the	apparent	happenstance	of	events	in	a	naturalistic	writer	like	Thomas	Hardv;	it	might	be	the	conventional	object	or	device-a	crucifix,	a	colo1.	a	tree-that	becomes	symbolic	of	meanings	within	and
without	the	poem,	story,	or	play.	\tVhen	that	happens,	the	formalist	approach	must	study	such	symbols	as	aspects	of	form,	as	exponents	of	meaning	both	within	and	without	the	work.	Not	to	do	so	would	be	to	turn	the	work	too	much	within	itself,	making	it	overly	centripetal.	If	a	work	is	too	centripetal	because	of	the	limiting	notion	that	it	should	exist
in	and	of	and	for	itself	alone,	the	work	becomes	an	objet	d'art,	suitable	for	a	shelf	but	in	danger	of	losing	the	very	life	that	makes	it	important	to	the	reader.	One	must	question	this	restrictiory	this	reductionism,	just	as	one	questions	Keats's	Grecian	urn	as	to	whether	beauty	and	truth	are	indeed	the	same,	and	as	one	questions	Emerson's	speaker	in
"The	Rhodora,"	who	said	that	"beauty	is	its	own	excuse	for	being."	C.	Fallacies	Another	formalist	term	that	has	brought	mixed	responses	is	the	intentional	fallacy,	along	with	its	corollary	the	affective	fallacy.	In	the	intentional	fallacy,	we	are	told,	the	critic	or	the	reader	makes	the	mistake	of	not	divorcing	the	literary	work	from	any	intention	that	the
author	might	have	had	for	the	work.	Instead,	say	Wimsatt	and	Beardsleyin	The	VerbalIcon	(1954),the	work	must	give	us	from	within	itself	any	intention	that	might	be	garnered,	and	we	must	not	go	to	the	author	for	his	or	her	intention.	At	the	very	least	the	author	is	not	a	reliable	witness.	Wimsatt	and	Beardsley	review	the	arguments	of	some	of	the
intentionists,	and	there	are	legitimate	considerations	on	both	sides	of	the	question.	For	us	a	proper	middle	ground	would	be	to	take	note	of	external	evidencewhen	it	seemsworthy,	but	to	acceptthe	caution	that	the	work	itself	must	first	and	always	be	seen	as	a	work	unto	itself,	having	now	left	the	author's	care.	Wimsatt	and	Beardsley	also	warned
against	the	affective	fallacy,	wherein	the	work	is	judged	by	its	effect	on	the	reader	or	viewer,	particularly	its	emotional	effect.Again,	however,	those	avoiding	the	reductionist	tendency	of	formalist	criticism	would	note	that	no	work	of	literary	art	can	be	divorced	from	the	reader	and	therefore	from	the	reader's	response.For	that	matter,	no	less	a	critic
than	Aristotle	gave	us	the	concept	of	catharsis,the	purging	of	the	audienceat	a	tragedy	that	cleanses	the	emotions.	But	we	admit	that	the	relationship	is	complex	and	the	formalist	approach	is	correct	in	urging	caution.	D.	Pointof	View	Another	device	that	a	formalist	approach	must	heed	is	the	point	of	view,	which,	like	consistencyof	imagery,is	generally
considered	a	virtue	in	the	work	of	literary	art,	for	it	preserves	the	internal	form,	the	organic	quality	of	the	work.	Conversely,a	nonexistent	point	of	view	(that	is,	one	in	which	several	points	of	view	are	not	clearly	demarcatedfrom	each	other)	flaws	the	work,	for	the	work	then	may	go	in	severaldirections	and	therefore	have	no	integrity:	the	center	does
not	hold.	Such	a	fuagmentation	may	be	avoided	if	we	grant	the	narrator	the	privilege	of	knowing	all,	seeing	all,	from	a	perspective	that	in	theological	terms	would	have	to	be	called	divine.	In	the	great	epics	and	in	most	traditional	novels	of	an	earlier	day,	the	omniscient	narrator	possessedthat	godlike	quality	and	narrated	from	a	third-person
perspective.	108	^	A	Handbook	of	Critical	Approachesto	Literature	But	in	more	restricted	points	of	view,	the	very	form	of	the	work	is	conditioned	by	the	point	of	view	to	which	the	author	limits	the	narrator.	As	Wayne	Booth	has	reminded	us,	narrators	may	be	either	reliable	(if	they	support	the	explicit	or	implicit	moral	norms	of	the	author)	or
unreliable	(if	they	do	not).	Thus	fake	Barnes	inThe	Sun	Also	Rlsesis	a	completely	reliable	narrator,	for	he	is	the	very	embodiment	of	what	is	often	called	the	"Hemingway	code";	on	the	other	hand,	the	lawyer	in	Bartleby	the	Scriaeneris	unreliable	in	his	early	evaluaMelville's	himself	because	he	is	not	involved	with	humanity.	tions	of	view	we	encounter,
it	has	to	be	recogWhatever	the	point	of	nized	as	a	basic	means	of	control	over	the	area	or	scope	of	the	action,	the	quality	of	the	fictional	world	offered	to	the	reader,	and	even	the	reactions	of	the	reader.	In	a	first-person	narration	the	author	may	condition	the	form	even	more.	Thus	a	young	boy	named	Huckleberry	Finn,	who	narrates	his	own	story,
must	not	be	allowed	to	know	more	than	a	young	boy	such	as	he	would	know.	His	view	is	limited	to	what	he	sees	and	reports.	Nor	does	he	understand	all	that	he	reports,	not-at	least-as	a	mature	person	devoid	of	cultural	bias	and	prejudice	might	understand.	In	this	first-person	point	of	view,	the	narration	is	limited	to	that	person's	telling.	If	the	author
wishes	to	communicate	anything	beyond	that	to	the	reader,	that	wish	becomes	a	challenge	in	technique,	for	the	information	must	be	reported	naively	by	Huck	Finn	and	interpreted	maturely	by	the	reader	on	the	basis	of	what	the	author	has	Huck	Firur	say	(again	we	must	heed	the	admonitions	about	the	intentional	fallacy	and	the	affective	fallacy).	In
this	sense	Huck	Finn	is	honest	on	the	one	hand,	but	an	unreliable	narrator	on	the	other.	To	stretch	the	point	a	bit	further,	we	may	imagine	a	psychotic	telling	a	story	in	a	seemingly	straightforward	way-but	the	real	story	may	be	about	the	psychotic,	and	what	he	or	she	tells	us	at	the	obvious	level	may	not	have	any	credibility	at	all.	In	some
circumstances	the	author	may	choose	to	have	a	shifting	point	of	view	to	achieve	different	effects	at	different	times	(possibly	this	is	what	Chaucer	the	author	did	to	Chaucer	the	pilgrim).	Or	there	may	be	multiple	points	of	view,	as	in	Faulkner'sThe	Sound	and	the	Fury.	Still	another	type	is	the	scenic	or	point	of	view	that	would	claim	total	objectivity-the
dramatic:	we	read	only	the	dialogue	of	characters,	with	no	The	FormalistApproach	'	109	hints	of	a	narrator	to	intrude	any	perspective	other	than	what	we	get	from	the	dialogue	itself.	All	these	points	of	view	condition	the	form	of	literature,	and	a	formalist	approach	must	study	them	for	the	reader	to	appreciate	the	fullness	of	the	work.	E.	The
Speaker'sVoice	Failure	to	note	point	of	view	as	an	aspect	of	form	will	result	in	a	misreading	or	in	an	inadequate	reading	of	the	work.	This	challenge	to	the	reader	may	be	further	illustrated	by	turning	briefly	to	lyric	poetry,	where	tone	of	voice	is	analogous	to	point	of	view.	Although	we	do	not	usually	think	of	point	of	view	as	an	aspect	of	lyric	poetry,
the	fact	is	that	in	a	lyric	there	is	a	speaker-that	is,	a	first-person	situation.	This	immediately	sets	a	context	and	a	set	of	circumstances,	for	the	speaker	is	doing	something,	somewhere.	Possibly	there	is	also	a	hearer,	a	second	person	(we	readers	only	oaerhear	the	speaker),	so	that	the	hearer	also	conditions	the	experience.	In	Robert	Browning's	"Andrea
del	Sarto"	it	means	much	to	know	that	Andrea	is	addressing	a	woman	and	that	they	are	among	his	paintings	at	a	certain	time	of	day.	Consequently	it	is	even	more	important	to	know	what	Andrea	feels	about	his	inadequacy	as	a	painter	and	as	a	man:	his	tone	of	voice,	as	much	as	details	revealed	to	us,	will	largely	reveal	those	feelings.	Conversely,
another	painter,	Fra	Lippo	Lippi	in	the	poem	of	that	name,	responds	ebulliently	to	his	world	and	his	confidence	about	his	ability	to	capture	and	interpret	it	in	his	painting:	his	colloquial,	jovial	tone	communicates	this	attitude.	In	Browning's	"Porphyria's	Lover"	the	reader	will	go	totally	astray	if	he	does	not	understand	that	the	lover	is	a	madman-and
that	the	beloved	though	present	has	been	murdered	by	him.	b:r	a	more	traditional	love	lyric	or	in	one	that	describes	a	beautiful	scene	in	nature,	the	speaker	may	reasonably	be	trusted	to	speak	the	truth.	But	how	does	one	interpret	the	speaker's	voice	in	Dorure's	"Sor:rg"	("Go	and	Catch	a	Falling	Star")?	What	is	the	mixture	of	genial	satire,
sardonicism,	mere	playfulness?	The	way	the	reader	hears	the	speaker	will	condition	the	poem,	give	it	its	form,	indeed	may	make	the	poem	into	poems	by	varying	the	voice.	So	the	formalist	critic	ends	up	with	a	problem:	one	poem,	or	several?	perhaps,	finally,	there	is	only	one,	and	that	one	is	the	resolution	of	110	*	A	Handbook	of	Critical	Approachesto
Literature	all	the	possibilities	in	one	rcality,	a	kind	of	super-form	that	resolves	and	incorporates	all	the	several	forms.	F.	Tension,	lrony,	Paradox	The	resolution	just	mentioned	is	like	the	principle	of	the	arch.	In	an	arch	the	way	down	is	the	way	up:	the	arch	stands	because	the	force	of	gravity	pulls	the	several	stones	down	while	at	the	same	time
pushing	them	against	the	keystone.	Gravity	therefore	counteracts	itself	to	keep	the	entire	arch	standing;	for	that	matter,	the	arch	can	carry	great	weight-just	as	a	piece	of	literature	might.	This	aspect	of	formalist	criticism	might	be	called	tension,	the	resolution	of	opposites,	often	in	irony	and	paradox.	Coleridge	enunciated	at	least	part	of	this	notion
early	on;	the	New	Critics	laid	great	stress	on	the	terminology,	sometimes	almost	to	the	exclusion	of	other	elements.	The	basic	terms-tension,	irony,	paradox-are	often	nearly	indistinguishable,	so	closely	do	they	work	together.	C.	Hugh	Holman	and	William	Harmon	summarize	tension	as	"A	term	introduced	by	Allen	Tate,	meaning	the	integral	unity	that
results	from	the	successful	resolution	of	the	conflicts	of	abstraction	and	concreteness,	of	general	and	particular,	of	denotation	and	connotation.	.	.	.	Good	poetry,	Tate	'full,	asserts,	is	the	organized	body	of	all	the	extension	and	intension	that	we	can	find	]n	tt'	"	(473).	Holman	and	Harmon	further	note	that	"This	concept	has	been	widely	used	by	the	New
Critics,	particularly	of	poetry	as	a	pattern	of	paradox-or	as	a	form	of	irony."	One	could	hardly	find	a	better	demonstration	of	the	interrelationships	of	tension,	irony,	and	paradox	than	what	Robert	Penn	Warrenprovided	in	"Pure	and	Impure	Poetry."	In	making	a	case	for	impure	poetry-poetry	of	"inclusiveness//-\z!411sn	nef	only	analyzed	the	arguments
of	purists	but	also	provided	excellent	analyses	of	poems	and	passages	that	include	the	impure	and	thereby	prove	themselves	as	poetry.	Regularly	the	ironies	and	paradoxes-the	tensions-are	at	the	heart	of	the	success	of	the	items	he	studies.	Near	the	conclusion	of	the	essav	he	savs:	Can	we	make	any	generalizationsabout	the	nature	of	the	poetic
structure?First,	it	involves	resistances,at	various	levels.Thereis	The	Formalist	Approach	*	1.t1.	the	tension	between	the	rhythm	of	the	poem	and	the	rhythm	of	speech	.	.	.	;	between	the	formality	of	the	rhythm	and	the	informality	of	the	language;	between	the	particular	and	the	general,	the	concrete	and	the	abstract;	between	the	elements	of	even	the
simplest	metaphor;	between	the	beautiful	and	the	ugly;	between	ideas	.	.	.	;	between	the	elements	involved	in	ironv.	.	.	;	between	the	prosaisms	and	poeticisms.	.	.	.	This	list	is	not	intended	to	be	exhaustive;	it	is	intended	to	be	merely	suggestive.	But	it	may	be	taken	to	imply	that	the	poet	is	like	the	jujitsu	expert;	he	wins	by	utilizing	the	resistance	of	his
opponent-the	materials	of	the	poem.	In	other	words,	a	poem,	to	be	good,	must	earn	itself.	It	is	a	motion	toward	a	point	of	rest,	but	if	it	is	not	a	resisted	motion,	it	is	motion	of	no	consequence.	(27)	We	may	now	turn	to	the	formalist	approach	in	practice,	applying	some	of	its	methods	to	the	six	literary	works	that	we	analyzedin	previous	chapters.	rt:sV.
THE	FORMAIISTAPPROACHlN	PRACTICE	A.	Word,	lmage,and	Theme:Space-Time	Metaphorsin	/'To	His	Coy	Mistress"	August	Strindberg,	the	Swedish	novelist	and	playwright,	said	in	the	preface	to	Miss	lulie	that	he	"let	people's	minds	work	irregularly,	as	they	do	in	real	life."	As	a	consequence,"The	dialogue	wanders,	gathering	in	the	opening
scenesmaterial	which	is	later	picked	up,	worked	over,	repeated,	expounded	and	developed	like	the	theme	in	a	musical	composition."	Tracing	such	thematic	patterns	in	a	literary	composition	assumesthat	significant	literature	does	attempt	to	communicate,	or	at	least	to	embody,	meaningful	experiencein	an	aesthetically	appealing	form.	This	is	not	to	say
that	literature	merely	sugarcoatsa	beneficial	pill.	Rather,	in	the	creation	of	any	given	work,	a	literary	artist	has	an	idea,	or	an	actual	experience,or	an	imagined	experiencethat	he	or	shewishes	to	communicate	or	to	embody.	Consciously	or	otherwise,	the	artist	then	choosesa	means	of	doing	so,	selecting	or	allowing	the	unconscious	mind	to	present
specific	devices,	and	arranging	them	so	that	they	can	embody	or	cofiununicate	that	experience.	tl2	*	A	Handbookof	CriticalApproaches	to	Literature	Once	the	author	has	created	such	a	work	for	us,	we	readers	must	recreate	the	experience,in	part	by	carefully	tracing	the	motifs	used	to	communicateit.	If	Strindberg	has	given	us	material	in	Miss	lulie
that	he	later	picked	up,	worked	over,	and	developed	"like	the	theme	in	a	musical	composition,,,then	our	role	is	to	seekout	the	indications	of	that	theme.	Bit	by	bit	as	we	notice	instancesof	a	pattern,	we	work	our	way	into	the	experienceof	the	story,	poem,	or	play.	As	we	follow	the	hints	of	thematic	statement,recognizesimilar	but	new	images,	or	identify
related	symbols,	we	gradually	come	to	live	the	experience	inherent	in	the	work.	The	evocativepower	of	steadily	iepeated	images	and	symbols	makes	the	experiencea	part	of	our	own	consciousnessand	sensibility.	Thus	the	image	satisfies	our	senses,the	pattern	our	instinctive	desire	for	order,	and	the	thematic	statementour	intellect	and	our	moral
sensibility.	Andrew	Marvell's	poem	"To	His	Coy	Mistress,,presentsus	with	a	clear	instanceof	how	a	particular	set	of	images	can	open	out	to	themesin	the	way	just	described.The	opening	line	ofthe	poem-"Had	we	but	world	enough	and	time',-introduces	us	to	the	space-timecontinuum.	Rich	in	possibilities	of	verbal	patterns,	the	motif	is	much	more,	for
the	structure	of	the	poem	depends	on	the	subjunctive	concept,the	condition	contriry	to	fact,	which	gives	the	whole	poem	its	meaning:	',Hadwe,,,	the	speakersays,knowing	that	they	do	not.	From	that	point	on,	the	hyperbole,	the	playfulness,	the	grim	fear	of	annihiiation	are	all	based	on	the	feeling	of	the	speaker	that	he	is	bound	by	the	dimensions	of
spaceand	time.	tianity).	In	this	way	Marvell	includes	in	one	short	poem	the	range	between	lust	and	philosophy.	On	the	other	hand,	we	find	that	the	words	used	to	imply	this	range	tend	to	be	suggestive,	to	shift	their	meanings	so	as	to	demand	that	they	be	read	on	different	levels	at	the	sametime.	Let	us	begin	with	instancesof	the	spacemotif.	The
spacemotif	appears	not	only	in	obvious	but	also	in	veiled	allusions.	In	the	first	section	of	the	poem	we	find	"world,',	"sit	down,,,	TheFormalist	Approach*	It3	"which	way	/	To	walk,"	the	suggesteddistancebetween,,Indian	Ganges"	and	the	Humber,	the	distanceimplicit	in	the	allusions	to	the	Flood	and	to	the	widespread]ews	of	ihe	Diaspora,,,vaster	than
empires,"	the	senseof	spatial	movement	as	the	speaker,s	eyesmove	over	the	woman's	body,	and	the	hint	of	spatial	relationship	in	"lower	rate."	The	word"long"	(line	4)	refersto	time,	but	has	spatial	meaning,	too.	Several	other	words	("before,"	"	till,"	"	go,"	"	last"	)	alsohave	overlapping	qualities,but	perhaps	we	strain	too	far	to	consider	them.	Spaceand
time	are	clearly	related	in	the	magnificent	image	of	the	opening	lines	of	the	second	stanza:	"But	at	my	back	I	always	hear/Time's	winged	chariot	hurrying	near.,,The	next	couplet	provides	"yorldeg"	"befote,"	"deserts,"	and,	again,	a	phrasethat	suggestsboth	spaceand	time:	"vast	eternity.,,In	the	third	stanzathe	word	"sits"	echoesthe	earlier	use	of	the
word,	and	severalwords	suggestmovement	or	action	in	space:,,transpires,"	"sporf,"	"birds	of	ptey,"	"devoot,"	"languish	in	slowchappedpowe1"	"roIl,"	"tear	..	.	/Thorough."	The	spacemotif	climaxesin	an	image	that	again	incorporatesthe	time	motif:	the	sun,	by	which	the	man	measurestime	and	which	will	not	stand	still	in	space,will	be	forced	to	run.	The
time	motif	also	appearsin	its	own	right,	and	not	only	by	meansof	imagery.	The	word	itself	appearsonce	in	each	staLrtza:	near	the	beginning	of	stanzas7	and2	(lines	1	and22),and	in	the	third	stanza	as	a	central	part	of	the	lover's	proposition	(39).	Clustering	around	this	basic	unifying	motif	are	these	phrases	and	allusions	from	the	first	stanza:the	"long
love's	day,,'	the	specifictime	spansspent	in	adoring	the	woman's	body	and	the	vaster	if	less	specific	"before	the	Flood"	and	"Till	the	conversion	of	the	Jews,"	and	the	slow	growth	of	"vegetablelove,,	and	the	two	uses	of	"age"	(lines	17	and	18).	At	the	beginning	of	stanza	2,	the	powerful	image	of	time's	winged	chariot	as	it	moves	acrossa	desert	includes
the	words	"always"	and	,,eternity."	Other	time	words	are	"no	more"	and	"long-preserved.,,	There	is	also	the	senseof	elapsed	time	in	the	allusions	to	the	future	decomposition	of	the	lovers'	bodies.	The	third	stanza,	although	it	delays	the	use	of	the	word	"time,',	has	for	its	first	syllable	the	forceful,	imperative	"now."	The	word	appears	twice	more	in	the
stanza	(lines	37	and	38).It	is	strengthenedby	"instant,"	"at	ottce,"	and	"languish	in	[Time's]	slow-chapped	L'],4*	A	Handbook	of	Critical	Approachesto	Literature	power."	The	phrase	"thorough	the	iron	gatesof	life,"	though	it	has	more	important	meanings,	also	may	suggest	the	passing	from	temporal	life	into	the	not	so	certain	eternity	mentioned
earlier.The	concluding	couplet	of	the	poem,	as	already	shown,	combines	space	and	time.	Further,	it	may	extend	time	backward	to	suggest	Old	Testamentdays	and	classic	mythology:	]oshua	stopped	the	sun	so	that	the	Israelitescould	win	a	battle,	and,	even	more	pertinently,Zeus	lengthenedthe	night	he	spent	with	Amphitryon's	wife.	For	the	poem	is
also	a	love	poem,	both	in	its	traditional	context	of	the	courtly	love	complaint	and	in	the	simple	fact	of	its	subject	matter:	fearing	that	the	afterlife	may	be	a	vast	space	without	time,	the	speakerlooks	for	a	means	of	enjoying	whatever	he	can.	This	carpediemtheme	is	not	uncommon,	nor	is	the	theme	of	seduction.What	gives	the	poem	unusual	power,
however,	is	the	overbearing	senseof	a	cold,	calculated	drive	to	use	the	pleasuresof	sexto	counterbalancethe	threats	of	empty	eternity.	Thus	a	secondmajor	motif-after	the	space-timerelationship-used	to	present	the	theme	is	the	sexual	motif.	We	can	follow	this	theme	beginning	with	the	title,	which	immediately	setsup	the	situation.	In	the	secondline	the
word	"co1'ness"leads	us	into	the	poem	itself;	even	the	word	"crime"	suggeststhe	unconventional	(though	crime	and	conventional	morality	are	reversedin	the	context	of	the	lover's	address).The	motif	gradually	emerges,	romantically	at	first,	but	more	frankly,	even	brutally,	as	the	speaker	continues.	In	the	first	stanzathe	distant	Gangesand	the	rednessof
rubies	are	romantic	enough;	the	word	"complain,"	in	the	senseof	the	courtly	lover's	song,	echoes	the	whole	courtly	tradition.	The	word	"love"	appearstwice	before	the	courtly	catalogueof	the	lady's	beautiful	body.	The	catalogue	in	turn	builds	to	a	climax	with	the	increasing	time	spans	and	the	veiled	suggestivenessof	"rest"	aftd"part."	The	second	stanza,
though	it	continues	to	be	somewhat	veiled,	is	less	romantic,	and	becomes	gruesome	even	while	insisting	upon	sexuallove.	The	lady's	beauty	will	disappearin	the	marble	vault.	We	may	associatethe	word	"matble"	with	the	texture	and	loveliness	of	the	living	woman's	skin,	but	here	the	lover	stressesthe	time	when	that	lovelinesswill	be	transferred	to
stone.	The	same	type	of	transference	of	the	lover's	song,	The	FormalistApproach	*	115	which	finds	no	echoes	in	that	vault,	occurs	in	a	veiled	image	of	unrealized	sexual	union	in	life:	worms	will	corrupt	the	woman	in	a	way	that	the	lover	could	not.	"Quaint	honor"	is	an	ironic	play	on	words	to	suggest	the	pudendum	(quaint	as	in	Middle	English	queynte;
see	Chaucer's	"Miller's	Tale").	The	fires	of	lust	will	become	ashes	(with	an	implicit	comparison	to	the	coldness	of	marble),	and	the	stanza	closes	with	puns	on	"private,,	and	"embrace."	The	third	stanza	resumes	the	romantic	imagery	of	the	first	("youthful	hue,"	"morning	dew"),	but	it	continues	the	bolder	imagery	of	the	second	section.	"Pore"	is	a
somewhat	unromantic	allusion	to	the	woman's	body,	and	"instant	fites"	recalls	the	lust	and	ashes	of	the	precedingstanza.	"sport"	takes	still	a	different	tack,	though	ifreminds	us	of	the	piayfulness	of	the	first	stanza.	After	this	line,	the	grimness	of	the	second	stanzais	even	more	in	evidence.	The	amorous	birds	are	not	turtledoves,	but	birds	of	prey,
devouring	time-and	each	other.	Although	the	romantic	or	sentimental	is	present	in	the	speaker's	suggestion	that	they	"roll	all	our	strength	and	alllOur	sweetness	up	into	one	ball,"	the	emphasis	on	the	rough	and	violent	continues	in	the	paradoxical	"tear	our	pleasures	with	rough	strife.,,	Once	the	coy	lady's	virginity	is	torn	away,	the	lover	will	have
passed	not	through	the	pearly	gates	of	eternity,	but	through	the	iron	gates	of	life.	Thus	the	lover's	affirmation	of	life,	compounded	of	despair	and	defiance,	is	produced	by	his	suggestion	that	the	birth	canal	of	life	and	procreation	is	preferable	to	the	empty	vault	and	deserts	of	vast	eternity.	On	the	one	hand,	the	instances	of	the	sexual	motif	point	to	a
degeneration	from	romantic	convention	in	the	first	section	to	scarcely	veiled	explicitness	in	the	last.	But	on	the	other	hand,	the	speaker	has	proceeded	from	a	question	about	the	nature	of	eternity	and	the	meaning	of	the	space-time	relationship	in	this	world	to	an	affirmation	of	what	he	suspects	is	one	of	the	few	realities	left	him.	The	very	concreteness,
the	physicality	of	the	sexual	motif,	provides	an	answer	to	the	philosophical	speculation	about	space,	time,	and	eternity.	Obviously	different,	the	motifs	just	as	obviously	fuse	to	embody	the	theme	of	the	poem.	There	are	othe1,	lesser	motifs	that	we	could	trace	had	we	ourselves	space	enough	and	time,	such	as	wings	and	birds,	roundness,	and	minerals
and	other	things	of	earth	(rubies,	marble,	1t6	*	A	Handbook	of	CriticalApproachesto	Literature	iron,	ashes,	and	dust).	Each	of	these	serves	as	a	means	to	greater	insights	into	the	poem.	In	sum,	a	formalist	reading	of	"To	His	Coy	Mistress"	can	originate	in	a	study	of	images	and	metaphors-here,	spacetime	images.	It	can	then	lead	to	complexes	of	other
imagesprecious	stones	and	marble	vaults,	chariots	and	rivers,	worms	and	dust.	Finally,	it	is	the	nature	of	a	formalist	approach	to	lead	us	to	see	how	images	and	metaphors	form,	shape,	confect	a	consideration	of	philosophical	themes-in	this	case	a	speculation	on	whether	love	and	even	existence	itself	can	extend	beyond	the	time	we	know,	and,	if	they
cannot,	whether	instant	gratification	is	a	sufficient	response	to	the	question	raised.	B.	The	Dark,	the	Light,	and	the	Pink:	Ambiguity	as	Form	in	"Young	Coodman	Brown"	In	short	fiction,	as	in	a	poem,	we	can	look	for	the	telling	word	or	phrase,	the	recurring	or	patterned	imagery,	the	symbolic	object	or	characteq,	the	hint	of	or	clue	to	meaning	greater
than	that	of	the	action	or	plot	alone.	Because	we	can	no	more	justify	stopping	with	a	mere	summary	of	what	happens	outwardly	in	the	story	than	we	can	with	a	mere	prose	paraphrase	of	a	lyric	poem's	content,	we	must	look	for	the	key	to	a	story's	form	in	one	or	more	devices	or	images	or	motifs	that	offer	a	pattern	that	leads	us	to	larger	implications.
In	short,	we	seek	a	point	at	which	the	structure	of	the	story	coincides	with	and	illuminates	its	meaning.	As	we	approach	a	formalist	reading	of	Hawthorne's	story,	we	should	make	another	point	or	two	of	comparison	and	contrast.	The	lyric	poem	generally	embraces	a	dramatic	situation.	That	is,	a	speaker	reacts	to	an	experience,	a	feeling,	an	idea,	or
even	a	physical	sensation.	Only	one	voice	is	ordinarily	present	in	the	lyric	poem,	but	in	other	literary	genres	there	is	usually	a	group	of	characters.	In	fiction	the	story	is	told	by	the	author,	by	one	of	the	characters	in	the	story,	or	by	someone	who	has	heard	of	an	episode.	Unlike	the	novel,	the	other	major	fictional	type,	the	short	story	is
characteristically	concerned	with	relatively	few	characters	and	with	only	one	major	situation,	which	achieves	its	climax	and	solution	and	thus	quickly	comes	to	an	TheFormalist	Approach*	177	end.	The	short	story	is	restricted	in	scope,like	a	news	story,	for	example,	but	unlike	the	news	story,	the	short	story	possesses	balance	and	design-the	polish	and
finish,	the	completeness	that	we	associatewith	the	work	of	art.	A	principle	of	unity	operatesthroughout	to	give	that	single	effect	that	Poe	emphasized	as	necessary.In	brief,	like	any	other	imaginative	literary	work,	the	short	story	possessesform.	Paradoxicalas	it	may	seem,we	wish	to	suggestthat	ambiguity	is	a	formal	device	in	"Young	Goodman	Brown."
One	sure	way	to	seethis	ambiguity	is	to	trace	the	relationships	between	light	and	dark	in	the	story,	for	the	interplay	of	daylight	and	darkness,of	town	and	(dark)	forest,	is	important.	For	evidence	of	that	importance	the	reader	is	urged	to	consult	Richard	Harter	Fogle's	classic	study,	Hawthorne'sFiction:	TheLight	and	the	Dark.	We	shall	not	neglect	the
interplay	of	dark	and	lightindeed	we	assumeit-but	we	wish	to	focus	on	another	device	of	ambiguity.	In	our	formalist	reading	of	Marvell's	"To	His	Coy	Mistress,,	we	stressed	the	recurrent	pattern	of	words,	images,	and	metaphors	of	spaceand	time	as	a	meansof	seeingthe	form	that	embodiesmeaning	in	that	poem.	In	"Young	Goodman	Brown,,	we	can
start	with	a	clearly	emphasized	image	that	almost	immediately	takes	on	symbolic	qualities.	That	is	the	set	of	pink	ribbons	that	belongs	to	Faith,	young	Brown's	wife.	Whatever	sheis	(and	much	of	the	effectof	the	story	centerson	that	"whatevet"),	the	pink	ribbons	are	her	emblem	as	much	as	the	scarlet	letter	is	Hester	Prynne's.	They	are	mentioned	three
times	in	the	first	page	or	so	of	the	story.	Near	the	center	of	the	story,	a	pink	ribbon	falls,	or	seems	to	fall,	from	a	cloud	that	Goodman	Brown	sees,or	thinks	he	sees,overhead.At	the	end	of	the	storv,	when	Faith	eagerly	greets	her	returning	husband,	she	stiil	wears	her	pink	ribbons.	Like	the	admixture	of	light	and	dark	in	the	tale-as	in	much	of
Hawthorne-the	ribbons	are	neither	red	nor	white.	They	are	somewherebetween:	they	are	ambiguity	objectified.	Clearly	Hawthorne	meant	them	to	be	suggestive,	to	be	an	index	to	one	or	more	themes	in	the	tale.	But	suggestive	of	what?	Are	they	emblematic	of	love,	of	innocence,of	good?	Conversely,	do	they	suggest	evil,	or	hypocrisy,	or	the	ambiguous
and	puzzling	blend	of	good	and	evil?	Are	they	118	*	A	Handbookof	CriticalApproaches	to	Literature	symbolic	of	sex,	of	femininity,	or	of	Christian	faith?	Should	we	even	attempt	to	limit	the	meaning	to	one	possibility?	Would	we	be	wise-or	slovenly-to	let	the	ribbons	mean	more	than	one	thing	in	the	story?	1.	Virtuesand	Vices	Of	this	we	can	be	sure:	to
follow	this	motif	as	it	guides	us	to	related	symbols	and	patterns	of	relationships	is	to	probe	the	complex	interweaving	of	ideas	within	the	story.	Specifically,in	the	interpretation	that	follows	we	suggestthat	the	mysterious	pink	ribbons	are-at	least	among	other	things-an	index	to	elements	of	theology.	To	seethat	relationship	let	us	first	consider	the
theological	matrix	of	the	story.	Becausethe	Puritan	setting	of	"Young	Goodman	Brown"	is	basic	to	the	story,	we	can	expect	that	some	of	its	thematic	patterns	derive	from	traditional	Christian	concepts.For	example,	readers	generally	assume	that	Goodman	Brown	loses	his	faith-in	Christ,	in	human	beings,	or	in	both.	But	the	story	is	rich	in	ambiguities,
and	it	is	therefore	not	surprising	that	at	leastone	reader	has	arrived	at	the	opposite	conclusion.Thomas	E.	Connolly	has	argued	that	the	story	is	an	attack	on	Calvinism,	and	that	Faith	(that	is,	faith)	is	not	lost	in	the	story.	On	the	contrary,	he	says,Goodman	Brown	is	confirmed	in	his	faith,	made	aware	of	"its	full	and	terrible	significance."Either	way-loss
of	faith	or	still	firmer	belief-we	seethe	story	in	a	theological	context.	Although	we	do	not	have	to	accepteither	of	theseviews,	we	do	not	have	to	deny	them	either.	Instead,	let	us	accept	the	theological	matrix	within	which	both	views	exist.	As	a	matter	of	fact,let	us	pursue	this	theological	view	by	following	the	pattern	of	relationships	of	faith,	hope,	and
love,	and	their	opposed	vices,	in	other	words	the	form	that	this	pattern	createsin	the	mind	of	the	reader.	We	can	assume	that	Hawthorne	was	familiar	with	some	of	the	numerous	passagesfrom	the	Bible	that	bear	upon	the	present	interpretation.	TWicein	the	first	epistle	to	the	Thessalonians,	Saint	Paul	mentions	the	need	for	faith,	hope,	and	love	(1:3
and	5:8).	In	1	Corinthians	13,	after	extolling	love	as	the	most	abiding	of	the	virtues,	Paul	concludeshis	eloquent	description	with	this	statement:"So	there	abide	faith,	hope,	and	love,	these	three;	but	the	greatestof	these	is	love."	The	author	of	the	first	TheFormalist	Approach*	I19	epistle	of	Peter	wrote,	"But	above	all	things	have	a	constant	mutual	love
among	yourselves;for	love	covers	a	multifude	of	sins"	(4:8).To	thesemay	be	added	the	telling	passageson	love	of	God	and	neighbor	(Matt.	22:3640	and	Rom.	13:9-10)and	related	passageson	love	(such	as	Col.	3:14	and	1	Tim.	1:5).	Faith,	hope,	and	love,	we	should	note,	have	traditionally	been	called	the	theological	virtues	becausethey	have	God
(theos)for	their	immediate	object.	Quite	possibly	Hawthorne	had	some	of	these	passagesin	mind,	for	it	appears	that	he	wove	into	the	cloth	of	"Young	Goodman	Brown"	a	pattern	of	steady	attention	to	these	virtues.	Surely	he	provided	a	clue	for	us	when	he	choseFaith	as	the	name	for	Goodman	Brown's	wife.	Hawthorne	thereby	gave	faith	first	place	in
the	story,	not	necessarilybecausefaith	is	the	story's	dominant	theme	(indeed,	love	may	well	be	the	dominant	theme),but	becausefaith	is	important	in	Puritan	theology	and	becauseit	is	traditionally	listed	as	the	first	of	the	three	virtues.	Allusions	to	faith	could	be	made	explicit	in	so	many	passagesin	the	story	and	implicit	in	so	many	others	that	they	would
provide	an	evident	pattern	to	suggestclearly	the	other	two	virtues.	(Simitarly,	the	epithet	goodmqncould	take	on	symbolic	qualities	and	function	almost	as	Brown's	given	name,	not	simply	as	something	comparableto	modern	mister.)	An	analysis	of	these	passages,for	example,	shows	not	only	explicit	mentions	of	faith	but	alsoimplicit	allusionsto	the
virtues	of	faith,	hope,	and	love,	and	to	their	opposed	vices,	doubt,	despair,and	hatred.	The	first	sceneincludes	these:"And	Faith,	as	the	wife	was	aptly	named";	"My	love	and	my	Faith";	"dost	thou	doubt	me	already	.	.	.	?";	"he	looked	back	and	saw	the	head	of	Faith	still	peeping	after	him	with	a	melancholy	air";	"Poorlittle	Faith!";	and	"I'11cling	to	her
skirts	and	follow	her	to	heaven."	Both	Goodman	Brown	and	the	man	he	meetsin	the	forest	make	similar	allusionsin	the	secondscene,where	we	read:	"Faith	kept	me	back	a	while";	"We	have	beena	raceof	honestmen	and	good	Christians";	"We	area	people	of	prayeq,and	good	works	to	boot"	(a	hint	of	the	theologicaldebateon	faith	and	good	works);	"Well,
then,	to	end	the	matter	at	once,	there	is	my	wife,	Faith";	"that	Faith	should	come	to	any	harm";	and	"why	I	should	quit	my	dear	Faith	and	go	after	[Goody	Cloyse]."	In	the	episodeafter	the	older	man	leavesGoodman	Brown,	we	have	thesepassages:"so	120	*	A	Handbook	of	Critical	Approachesto	Literature	purely	and	sweetlynow,	inthe	arms	ofFaitht";
"Helookedup	to	the	sky,	doubting	whether	there	really	was	a	heaven	above	him";	"With	heaven	above	and	Faith	below,	I	will	yet	stand	firm	against	the	devil!";	"a	clortd,"	"confused	and	doubtful	of	voices,"	"he	doubted";	"'Faitht'	shouted	Goodman	Brown,	in	a	voice	of	agony	and	desperation";	and	"'My	Faith	is	gone!	.	.	.	Come,	devil.	.	.	.'And,	maddened
with	despair.	.	.	."	The	last	scenes,the	forest	conclave	and	young	Goodman	Brown's	return	home,	offer	these:	"'But	where	is	Faith?'	thought	Goodman	Brown;	and,	as	hope	came";	"the	wretched	man	beheld	his	Faith.	.	.	before	that	unhallowed	altar";	"'Faith!	Faith!'	cried	thehusband,'lookup	toheaven	.	.	.'";"thehead	of	Faith	.	.	.gazing	anxiously";	"a
distrustful,	if	not	a	desperate	rnan";	"he	shrank	from	the	bosom	of	Faith	.	.	.	and	turned	away";	and	"no	hopeful	verse	.	.	.	,	for	his	dying	hour	was	gloom."	2.	Symbol	or	Allegory?	With	these	passages	in	mind,	let	us	recall	that	there	may	be	both	symbolical	and	allegorical	uses	of	the	word	"faith."	Such	ambivalence	can	complicate	a	reading	of	the	story.
If	the	tale	is	allegorical,	for	example,	it	may	be	that	Goodman	Brown	gained	his	faith	(that	is,	the	belief	that	he	is	one	of	the	elect)	only	three	months	before	the	action	of	the	story,	when	he	and	Faith	were	married.	The	fall	of	the	pink	ribbon	may	be	a	sin	or	a	fall,	just	as	Adam's	fall	was	the	original	sin,	a	lapse	from	grace.	The	allegory	may	further
suggest	that	Goodman	Brown	shortly	loses	his	new	faith,	for	"he	shrank	from	the	bosom	of	Faith."	But	allegory	is	difficult	to	maintain,	often	requiring	a	rigid	one-to-one	equivalence	between	the	surface	meaning	and	a	"higher"	meaning.	Thus	if	Faith	is	faith,	and	Goodman	Brown	loses	the	latter,	how	do	we	explain	that	Faith	remains	with	him	and	even
outlives	him?	Strict	allegory	would	require	that	she	disappeaq,	perhaps	even	vanish	in	that	dark	cloud	from	which	the	pink	ribbon	apparently	falls.	On	the	other	hand,	a	pattern	of	symbolism	centering	on	Faith	is	easier	to	handle,	and	may	even	be	more	rewarding	by	offering	us	more	pervasive,	more	subtly	interweaving	ideas	that,	through	their	very
ambiguity,	suggest	the	difficulties	of	the	theological	questions	in	the	story.	Such	a	symbolic	view	also	frees	the	story	from	a	strict	adherence	to	the	Calvinistic	concept	of	election	TheFormalist	Approach*	t2l	and	conviction	in	the	faith,	so	that	the	story	becomesmore	universally	concernedwith	Goodman	Brown	as	Everyman	Brown.	3.	Lossupon	Loss
Whether	we	emphasize	s)..rnbolor	allegory,	however,	Goodman	Brown	must	remain	a	characterin	his	own	right,	one	who	progressively	loses	faith	in	his	ultimate	salvation,	in	his	forebears	as	members	of	the	elect	or	at	least	as	"good"	people,	and	in	his	wife	and	fellow	townspeople	as	holy	Christians.At	a	literal	level,	he	does	not	lose	Faith,	for	she
greets	him	when	he	returns	from	the	forest,	shestill	wears	her	pink	ribbons,	she	follows	his	corpse	to	the	grave.	Furthermore,	she	keeps	her	pledge	to	him,	for	it	is	hewho	shrinks	from	her.	In	other	words,	Brown	has	not	completely	lost	Faith;	rather	he	has	lost	faith,	a	theological	key	to	heaven.	Butwhen	faithis	lost,not	all	is	lost,though	it
mayverynearly	be.	Total	losscomeslater	and	gradually	asBrown	commits	other	sins.	We	can	follow	this	emerging	pattern	when	we	recall	that	the	loss	of	faith	is	closely	allied	to	the	loss	of	hope.	We	find	that,	in	the	story,	despair	(the	vice	opposed	to	hope)	can	be	easily	associatedwith	doubt	(the	vice	opposed	to	faith).	For	example,	the	two	vices	are
nearly	allied	when	Goodman	Brown	recognizes	the	pink	ribbon:."'My	Faith	is	gone!'	cried	he,	after	one	stupefied	moment.	'There	is	no	good	on	earth;	and	sin	is	but	a	name.	Come,	devil;	for	to	thee	is	this	world	given.'And,	maddened	with	despair,so	that	he	laughed	loud	and	long,	did	Goodman	Brown	grasp	his	staff	and	set	forth	again	.	.	."	(our	italics).
Doubt,	although	surely	opposed	to	belief,	here	leads	to	despair	as	much	as	to	infidelity.	Similarly,	many	passagesthat	point	to	faith	also	point	to	hope.	When	Goodman	Brown	says,"'I'll	follow	her	to	heaven,"'	he	expresseshope	as	well	as	belief.	When	he	says,	"'With	heaven	above	and	Faith	below,"'	he	hopes	to	"'stand	firm	against	the	devil."'	When	he
cries,	"'Falth,	look	up	to	heaven,"'	he	utters	what	may	be	his	last	hope	for	salvation.	Once	again	we	seehow	motifs	function	in	a	formal	structure.	It	is	easy	to	touch	the	web	at	any	one	point	and	make	it	vibrate	elsewhere.	Thus	we	must	emphasize	that	Brown's	hope	is	eroded	by	increasing	doubt,	the	opposite	of	faith.	We	recall	that	the	passages	already
quoted	include	the	words	"desperate,"	"de-	122	*	A	Handbook	of	Critical	Approachesto	Literature	spair,"	and	"no	hopeful	verse."	lA/hen	Goodman	Brown	reenters	the	town,	he	has	gone	far	toward	a	complete	failure	to	trust	in	God.	His	thoughts	and	his	actions	when	he	sees	the	child	talking	to	Goody	Cloyse	border	on	the	desperate,	both	in	the	sense	of
despair	and	in	the	sense	of	frenzy.	Later,	we	know	that	he	has	fully	despaired,	"for	his	dying	hour	was	gloom."	"But	the	greatest	of	these	is	love,"	and	"love	covers	a	multitude	of	sins,"	the	Scriptures	insist.	Goodman	Brown	sins	against	this	virtue	too,	and	as	we	follow	these	reiterations	of	the	structural	components	we	may	well	conclude	that
Hawthorne	considered	this	sin	the	greatest	sin	in	Brown's	life.	Sins	against	love	of	neighbor	are	important	in	other	Hawthorne	stories.	It	is	a	sin	against	love	that	Ethan	Brand	and	Roger	Chillingworth	commit.	It	is	a	sin	against	love	of	which	Rappaccini's	daughter	accuses	Guasconti:	"Farewell,	Giovanni!	Thy	words	of	hatred	are	like	lead	within	my
heart;	but	they,	too,	will	fall	away	as	I	ascend.	Oh,	was	there	not,	from	the	first,	more	poison	in	thy	nature	than	in	mine?"	InThe	House	of	the	SeaenGables,it	is	love	that	finally	overcomes	the	hate-engendered	curse	of	seven	generations.	In	"Young	Goodman	Brown"	perhaps	the	motif	of	love-hate	is	first	suggested	in	the	opening	scene,	when	Goodman
Brown	refuses	his	wife's	request	that	he	remain:	"'My	love	and	my	Faith,'	replied	young	Goodman	Brown,	'of	all	nights	in	the	year,	this	one	night	must	I	tary	away	from	thee.	.	.	.	What,	my	sweet,	pretty	wife,	dost	thou	doubt	me	already,	and	we	but	three	months	married?"'	Significantly,	the	words	"love"	and	"Faith"	are	used	almost	as	synonyms.	\A/hen
the	pink	ribbons	are	mentioned	in	the	next	paragraph	almost	as	an	epithet	("Faith,	with	the	pink	ribbons"),	they	are	emblematic	of	one	virtue	as	much	as	the	other.	Later,	Goodman	Brown's	love	of	others	is	diminished	when	he	learns	that	he	is	of	a	family	that	has	hated	enough	to	lash	the	"Quaker	woman	so	smartly	through	the	streets	of	Salem"	and
"to	set	fire	to	an	lndian	village."	Instead	of	being	concerned	for	his	own	neighbor,	he	turns	against	Goody	Cloyse,	resigning	her	to	the	powers	of	darkness:	"What	if	a	wretched	old	woman	do	choose	to	go	to	the	devil	.	.	.	?"	He	turns	against	Faith	and	against	God	Himself	when,	after	the	pink	ribbon	has	fallen	from	the	cloud,	he	says,	"'Cortr:e,	devil;	for
to	thee	is	this	world	given."'	To	be	sure,	he	still	loves	Faith	enough	at	the	forest	conclave	to	call	upon	her	*	1,23	TheFormalistApproach	yet	to	look	to	heaven;but	next	morning	when	shealmost	kisses	her	husband	in	front	of	the	whole	village,	"Goodman	Brown	looked	sternly	and	sadly	into	her	face,and	passedon	without	a	greeting."	By	this	time	he	is
becoming	guilty	of	the	specific	sin	called	rash	judgment,	for	he	rashly	makes	successivejudgments	on	his	neighbors.	He	shrinks	from	the	blessing	of	"the	good	old	minister,"	he	disparagesthe	prayers	of	old	Deacon	Gookin,	he	snatches	a	child	away	from	the	catechizing	of	"Goody	Cloyse,	that	excellent	old	Christian."	Thenceforth	he	stubbornly	isolates
himself	from	his	fellow	men	and	from	his	own	wife.	On	the	Sabbathday	he	questions	their	hymns	and	their	sermons,at	midnight	he	shrinks	from	his	wife,	at	morning	or	eventide	he	scowls	at	family	prayers.	Having	given	his	allegianceto	the	devil,	he	cannot	fulfill	the	injunction	of	the	second	great	commandment	any	more	than	he	can	fulfill	that	of	the
first.	Unable	to	love	himself,	he	is	unable	to	love	his	neighbor.	"Faith,	hope,	and	love:	these	three"	he	has	lost,	replacing	them	with	their	opposed	vices,	and	the	pink	ribbons	serve	as	emblems	for	them	all	and	lead	to	a	double	pattern	of	virtues	and	vices.	In	"Young	Goodman	Brown"	the	motifs	of	faith,	hope,	and	love,	summed	up	in	the	pink	ribbons,
blend	each	into	each.If	the	blend	sometimesconfusesus,	like	the	alternating	light	and	dark	of	the	forest	conclave,and	more	particularly	like	the	mystery	of	the	pink	ribbons,	it	is	perhaps	no	less	than	HaWthorne	intended	when	he	presented	Goodman	Brown's	initiation	into	the	knowledge	of	good	evil,	a	knowledge	that	rapidly	becomesconfusion.	For
Goodman	Brown	it	is	a	knowledgeby	which	he	seemsto	turn	the	very	names	and	epithets	of	Goodman,	Goody,	and	Gookin	into	variant	spellings	of	"eviI,"	just	as	Brown	transmutes	faith,	hope	and	love	into	their	opposedvices.	For	the	reader	the	pink	ribbons,like	the	balance	of	town	and	country,	like	the	interplay	of	light	and	dark,	remain	in	the	mind	an
index	to	ambiguity,	which	is,	paradoxically,	as	we	have	said,	a	formalist	device	in	the	story.	C.	Romanceand	Reality,Landand	River:	The	f	ourney	as	RepetitiveForm	in	Huckleberry	Finn	In	the	preceding	sectionon	formalist	qualities	in	"Young	Goodman	Brown,"	we	noted	that	the	short	story	is	generally	concerned	with	relatively	few	charactersand	with
only	one	major	L24	*	A	Handbook	of	Critical	Approachesto	Literature	situation.	The	short	story	achieves	its	climax	and	solution,	and	quickly	concludes.	The	novel,	however,	contains	more	characters,	and	its	plot,	a	number	of	episodes	or	situations.	Its	ampler	space	provides	opportunity	for	creation	of	a	world,	with	the	consequent	opportunity	for	the
reader	to	be	immersed	in	that	world.	But	because	the	novel	is	ample,	in	comparison	with	a	lyric	poem	or	a	short	story,	it	offers	a	further	challenge	to	its	creator	to	give	it	its	form.	In	fact,	historically	the	formalist	approach	in	criticism	has	focused	more	on	lyric	poetry	and	short	stories	than	on	the	novel.	Nevertheless,	the	novel,	too,	is	an	art	form,	and	a
close	reading	will	present	one	or	more	ways	of	seeing	its	form	and	how	the	author	controls	that	form.	It	will	become	clear	as	we	approach	the	form	of	Huckleberry	Finn	that	at	one	level	its	form	can	be	simplistically	diagrammed	as	a	capital	letter	"I"	lying	on	its	side.	At	each	end	there	is	a	block	of	chapters	set	on	the	land	and	in	a	world	where	Tom
Sawyer	can	exist	and	even	dominate.	In	the	middle	are	chapters	largely	related	to	the	river	as	Huck	and	Jim	travel	down	that	river;	here	realism,	not	a	Tom	Sawyer	romanticism,	dominates.	Furthel,	in	the	central	portion	there	is	a	pattem	of	alternations	between	land	and	river.	Taking	the	novel	as	a	whole,	then,	there	is	a	pattern	of	departures	and
returns.	But	TWain	was	not	limited	to	a	pattern	that	can	be	charted,	as	it	were,	on	graph	paper.	In	a	master	stroke	of	the	creative	art,	he	chose	Huck	Finn	himself	as	the	point-of-view	character.	In	doing	so,	Tivain	abandoned	the	simpler	omniscient	(or	authorial)	point	of	view	that	he	had	very	successfully	used	in	The	Aduentures	of	Tom	Sawyer	for	a
relatively	sophisticated	technique.	He	allowed	the	central	character	to	relate	his	adventures	in	his	own	way-the	point	of	view	called	first-person	narrator.	T.	S.	Eliot	refers	to	the	difference	in	points	of	view	as	indicative	of	the	major	qualitative	distinction	between	Tom	Sawyer	and	Huckleberry	Finn:	Tom's	story	is	told	by	an	adult	looking	at	a	boy	and
his	gang;	Huck's	narrative	requires	that	"we	see	the	world	through	his	eyes."	Granted	that	Twain	sometimes	allows	us	to	see	beyond	Huck's	relatively	simple	narrative	manner	some	dimensions	of	meaning	not	apparent	to	Huck,	the	point	of	view	has	been	so	contrived	(and	controlled)	that	we	do	not	see	anything	that	is	not	at	least	implicit	in	Huck's
straightforward	narration.	The	FormalistApproach	*	125	Several	questions	can	be	raised.	What	is	the	character	of	Huck	like?	How	does	his	manner	of	telling	his	story	control	our	responses	to	that	story?	Finally,	how	does	this	point	of	view	assist	us	in	perceiving	the	novel's	form?	First,	Huck	is	an	objective	narrator.	He	is	objective	about	himseli	even
when	that	objectivity	tends	to	reflect	negatively	upon	himself.	He	is	objective	about	the	society	he	repeatedly	confronts,	even	when,	as	he	often	fears,	that	society	possesses	virtues	and	sanctions	to	which	he	must	ever	remain	a	stranger.	He	is	an	outcast,	he	knows	that	he	is	an	outcast,	and	he	does	not	blame	the	society	that	has	made	and	will	keep
him	an	outcast.	He	always	assumes	in	his	characteristic	modesty	that	he	must	somehow	be	to	blame	for	the	estrangement.	His	deceptions,	his	evasions,	his	lapses	from	conventional	respectability	are	always	motivated	by	the	requirements	of	a	given	situation;	he	is	probably	the	first	thoroughgoing,	honest	pragmatist	in	American	fiction.	When	he	lies
or	steals,	he	assumes	that	society	is	right	and	that	he	is	simply	depraved.	He	does	not	make	excuses	for	himself,	and	his	conscience	is	the	stern	voice	of	a	pietistic,	hypocritical	backwoods	society	asserting	itself	within	that	sensitive	and	wistful	psyche.	We	know	that	he	is	neither	depraved	nor	dishonest,	because	we	judge	that	society	by	the	damning
clues	that	emerge	from	the	naive	account	of	a	boy	about	thirteen	years	old	who	has	been	forced	to	lie	in	order	to	get	out	of	trouble	but	who	never	lies	to	himself	or	to	his	reader.	In	part,	his	lack	of	subtlety	is	a	measure	of	his	reliability	as	narrator:	he	has	mastered	neither	the	genteel	speech	of	"re.	spectable"	folks	nor	their	deceit,	evasions	of	truth,
and	penchant	for	pious	platitudes.	He	is	always	refreshingly	himself,	even	when	he	is	telling	a	tall	tale	or	engaging	in	one	of	his	ambitious	masquerades	to	get	out	of	a	jam.	Thus	the	point	of	view	TWain	carefully	establishes	from	the	first	words	of	the	narrative	offers	a	position	from	which	the	reader	must	consider	the	events	of	the	narrative.	That
position	never	wavers	from	the	trustworthy	point	of	view	of	the	heronarrator's	clear-eyed	gaze.	He	becomes	at	once	the	medium	and	the	norm	for	the	story	that	unfolds.	By	him	we	can	measure	(although	he	never	overtly	does	it	himself)	the	hypocrisy	of	Miss	Watson,	perceive	the	cumulative	contrast	between	Huck	and	the	incorrigible	Tom	Sawyer,
and	finally	judge	the	\26	*	A	Handbook	of	Critical	Approachesto	Literature	whole	of	society	along	the	river.	Eliot	makes	this	important	discrimination:	"Huck	has	not	imagination,	in	the	sense	in	which	Tom	has	it;	he	has,	instead,	vision.	He	sees	the	real	world;	and	he	does	not	judge	it-he	allows	it	to	judge	itself."	Huck's	characteristic	mode	of	speech	is
ironic	and	selfeffacing.	Although	at	times	he	can	be	proud	of	the	success	of	his	tall	tales	and	masquerades,	in	the	things	that	matter	he	is	given	to	understatement.	Of	his	refurn	to	"civilized"	life	with	the	Widow	Douglas,	he	tersely	confides,	"Well,	then,	the	old	thing	commenced	agair:.."	Of	the	senseless	horror	with	which	the	Grangerford-Shepherdson
feud	ends,	Huck	says	with	admirable	restraint:	"I	ain't	a-going	to	tell	all	that	happenedit	would	make	me	sick	again	if	I	was	to	do	that.	I	wished	I	hadn't	ever	come	ashore	that	night	to	see	such	things.	I	ain't	ever	going	to	get	shut	of	them-lots	of	times	I	dream	about	them."	And	in	one	of	the	most	artfully	conceived,	understated,	but	eloquent	endings	in
all	fiction,	Huck	bids	his	reader	and	civilization	goodbye	simultaneously:	"But	I	reckon	I	got	to	light	out	for	the	Territory	ahead	of	the	rest,	because	Aunt	Sally	she's	going	to	adopt	me	and	sivilize	me,	and	I	can't	stand	it.	I	been	there	before."	The	movement	of	the	novel	likewise	has	an	effect	on	the	total	shape	of	the	work.	The	apparently	aimless	plot
with	its	straightforward	sequence-what	happened,	what	happened	next,	and	then	what	happened	after	that,	to	paraphrase	Gertrude	Steinis	admirably	suited	to	the	personality	of	Huck	as	narrator.	In	the	conventional	romantic	novel,	of	course,	we	expect	to	find	a	more	or	less	complex	central	situation,	in	which	two	lovers	come	together	by	various
stratagems	of	the	novelist,	have	their	difficulties,	resolve	their	problems,	and	are	destined	to	live	happily	ever	afterward.	Even	in	such	a	classic	novel	as	]ane	Austen's	Pride	and	Prejudice,	the	separate	chapters	and	the	pieces	of	the	plot	concern	the	manifestations,	against	the	background	of	early	nineteenth-century	English	provincial	life,	of	the	many
facets	of	Mr.	Darcy's	insuperable	pride	and	Elizabeth	Bennet's	equally	tenacious	prejudice,	but	everything	works	toward	the	happy	union	of	two	very	attractive	young	people.	InHuckleberry	Finn,howeveq,	there	is	no	real	center	to	the	plot	as	such.	Instead	we	have	what	Kenneth	Burke	has	called	repetitive	form:	"the	consistent	maintaining	of	a
principle	rmder	new	The	FormalistApproach	*	127	guises	.	.	.	a	restatement	of	the	same	thing	in	different	ways.	.	.	.	A	succession	of	images,	each	of	them	regiving	the	same	lyric	'number,'	under	mood;	a	character	repeating	his	identity,	his	changing	situations;	the	sustaining	of	an	attitude	as	in	satire	.	.	."	(125).	The	separate	situations	or	episodes	are
loosely	strung	together	by	the	presence	of	Huck	and	Jim	as	they	make	their	way	down	the	Mississippi	River	from	St.	Petersburg,	while	the	river	flows	through	all,	becoming	really	a	vast	highway	across	backwoods	America.	In	the	separate	episodes	there	are	new	characters	who,	after	Huck	moves	on,	usually	do	not	reappear.	There	are	new	settings
and	always	new	situations.	At	the	beginning,	there	are	five	chapters	about	the	adventures	of	Huck	and	Tom	and	the	gang	in	St.	Petersburg;	at	the	end,	there	are	twelve	chapters	centering	on	the	Phelps	farm	that	chronicle	the	high	jinks	of	the	boys	in	trying	to	free	]im;	in	between,	there	are	twenty-six	chapters	in	which	Huck	and	Jim	pursue	true
freedom	and	in	which	Tom	Sawyer	does	not	appear.	This	large	midsection	of	the	book	includes	such	revealing	experiences	as	Jim	and	Huck's	encounter	with	the	"house	of	death"	(Ch.	9);	the	dual	masquerades	before	the	perceptive	Mrs.	Judith	Loftus	(Ch.	11);	Huck's	life	with	the	Grangerfords	(Chs.	17	and	18);	the	performance	of	the	Duke	and
Dauphin	at	Pokeville	(Ch.	20);	the	Arkansas	premiere	of	Shakespeare	and	the	shooting	of	Boggsby	Colonel	Sherburn	(Chs.	21	and	22);	and,	finally,	the	relatively	lengthy	involvement	with	the	Wilks	family	(Chs.	24-29).	Despite	changes	in	settings	and	dramatis	personae/	the	separate	episodes	share	a	cumulative	role	(their	repetitive	form):	Huck	learns
bit	by	bit	about	the	depravity	that	hides	beneath	respectability	and	piety.	He	learns	gradually	and	unwillingly	that	society	or	civilization	is	vicious	and	predatory	and	that	the	individual	has	small	chance	to	assert	himself	against	a	monolithic	mass.	Harmless	as	the	sentimental	tastes	of	the	Grangerfords	or	their	preference	for	the	conventionally	pretty
may	seem,	TWain's	superb	sense	for	the	objective	correlative	allows	us	to	r	ealize	(without	bei	ng	t	old)	that	conventional	piety	and	sentimentalityhide	depravityno	more	effectively	than	the	high	coloring	of	the	chalk	fruit	compensates	for	the	chips	that	expose	the	underlying	chalk.	Likewise,	elaborate	manners,	love	of	tradition,	and	"cultivated"	tastes
for	Graveyard	School	poetry	and	lugubrious	drawings	are	merely	genteel	facades	for	barbarism	The	FormalistAPProach	*	129	L28	"	A	Handbookof	CriticalApproaches	to	Literature	and	savagery.Mrs.	judith	Loftus,	probably	the	best-developed	minor	character	in	the	entire	novel,	for	all	her	sentimental	responseto	the	hackneyedstory	of	a
mistreatedapprentice,sees	the	plight	of	the	runaway	slave	merely	in	terms	of	the	cash	reward	she	and	her	husband	may	win.	Even	the	Wilks	girls,	as	charming	asthey	seemto	Huck,	are	easily	taken	in	by	the	grossest	sentimentality	and	pious	clich6s.	A	review	of	the	several	episodesdisclosesthat,	for	all	their	apparent	differences,they	are	really
reenactments	of	the	same	insistent	revelation:	the	mass	of	humanity	is	hopelessly	depraved,	and	the	genuinely	honestindividual	is	constantly	being	victimized,betrayed,	and	threatened.	The	framework	of	the	plot	is,	then,	a	journey-a	joumey	from	north	to	south,	a	journey	from	relative	innocenceto	horrifying	knowledge.	Huck	tends	to	seepeople	for
what	they	are,	but	he	does	not	suspect	the	depths	of	evil	and	the	pervasiveness	of	sheer	meanness,of	man's	inhumanity	to	man,	until	he	has	completed	his	journey.	The	relative	harmlessnessof	Miss	Watson's	lack	of	compassion	and	her	devotion	to	the	letter	rather	than	the	spirit	of	religious	law	or	of	Tom's	incurable	romanticism	does	not	become	really
sinister	until	Huck	reenters	the	seemingly	good	world	at	the	Phelps	farm,	a	world	that	is	really	the	sameas	the	"good"	world	of	St.	Petersburg-a	connection	that	is	stressedby	the	kinship	of	Aunt	Sally	and	Aunt	Polly.	Into	that	world	the	values	of	Tom	Sawyer	are	once	more	injected,but	Huck	discoversthat	he	has	endured	too	much	on	his	journey	down
the	river	to	becomeTom's	foil	again.	Only	the	great,	flowing	river	defines	the	lineaments	of	otherwise	elusive	freedom;	that	mighty	force	of	nature	opposesand	offers	the	only	possible	escapefrom	the	blighting	tyranny	of	towns	and	farm	communities.	The	Mississippi	is	the	novel's	major	symbol.	It	is	the	one	place	where	a	person	does	not	need	to	lie	to
himself	or	to	others.	Its	ceaselessflow	mocks	the	static,	stultifying	society	on	its	banks.	There	are	lyrical	passagesin	which	Huck	communicates,even	with	all	his	colloquial	limitations,	his	feelings	about	the	river,	its	symbolic	funitions,	as	in	the	image-packed	description	that	follows	the	horrors	of	the	Grangerford-Shepherdsoncarnage(Ch.	19).In	that
memorable	passageHuck	extols	the	freedom	and	contemplation	that	the	river	encourages.In	contrast	to	the	oppressiveplaces	on	land,	the	raft	and	the	river	promise	release:"We	said	there	warn't	no	home	like	araft,	after	all.	Other	places	do	seem	so	cramped	up	and	smothery,but	a	raft	don't.	You	feel	mighty	free	and	easy	and	comfortable	on	araft."
Like	the	river,	Huck's	narrative	flows	spontaneously	and	ever	onward.	Around	each	bend	lies	a	possible	new	adventure;	in	the	eddies,	a	lyrical	interlude.	But	the	river	always	carries	Huck	and	Jim	out	of	each	adventure	toward	another	uncertain	thwarting	of	freedom	is	perpetrated	by	the	forces	of	St.	Petersburg,	of	course,	is	no	fault	of	the	river	or	its
promise	of	freedom;	it	simply	seems	that	membership	in	humanity	generates	what	we	have	elsewhere	called	the	circular	pattern	of	flight	and	captivity.	D.	Dialectic	as	Form:	The	Trap	Metaphor	in	Hamlet	1.	The	Trap	lmagery	My	strongerguilt	defeatsmy	stronginten!	A	n	d	l	i	k	ea	m	a	nt	o	d	o	u	b	l	eb	u	s	i	n	e	sbso	u	n	d	,	I	standin	pausewhereI
shallfirstbegin,	A	n	d	b	o	t	hn	e	s	l	e	c	t(.l	l	l	.	i	i	i	)	The	words	are	not	those	of	Hamlet.	They	are	spoken	by	Claudius,	as	he	tries	to	pray	for	forgiveness,	even	as	he	knows	that	he	cannot	give	up	those	things	for	which	he	murdered	his	brother-his	crown,	his	fulfilled	ambition,	and	his	wife.	But	the	words	may	easily	have	been	Hamlet's,	for	he	too	is	by
"double	business	bound."	Indeed,	much	of	the	play	centers	on	doubleness.	In	that	doubleness	lies	the	essence	of	what	we	mean	by	"dialectic"	here-a	confrontation	of	polarities.	A	consequence	of	that	doubleness	for	many	of	the	characters	is	that	they	are	apparently	caught	in	a	trap-a	key	metaphor	in	the	play-or,	in	another	image,	"Hoist	with	ltheir]
own	petard[s]"	([I.iv).	Let	us	examine	that	metaphor	of	the	trap,	for	it	leads	clearly	to	our	seeing	how	dialectic	provides	form	in	Hnmlet.	Several	times	in	the	play,	but	in	varying	images,	we	find	allusions	to	different	kinds	of	entanglement.	Polonius	injudiciously	uses	130	*	A	Handbookof	CriticalApproaches	to	Literature	the	metaphor	to	warn	Ophelia
away	from	Hamlet's	,,holy	vows	of	heaven,"	vows	that	he	says	are	"springes	to	catch	woodcocks"	(I.iii).	More	significant	is	Hamlet,s	deliberate	misnam-	more	engag'd"	(III.iii).	Hamlet,	in	the	hands	of	plotters,	finds	himself	"thus	be-netted	round	with	villainies,t	and	one	for	whom	Claudius	has	"Thrown	out	his	angle	[fish	hook]	for	my	proper	life"	(V.ii).
The	dying	Laertesechoeshis	father,s	metaphor	when	he	tells	Osric	that	he	is	"as	a	woodcock	to	mine	own	springe"	(V.ii).	Here	we	have	a	pattem	of	trap	imagesspringes,	lime,	nets,	mousetraps,	and	angles	or	hooks.	Now	traps	are	usually	for	animals,	but	we	are	dealing	with	human	beings,people	who	are	trapped	in	their	own	dilemmas,	in	their	own



questions,in	the	very	questioning	of	the	universe.	2.	The	CosmologicalTrap	Let	us	expand	our	formal	approach	to	Hamletby	characterizing	once	again	the	world	of	the	work.	We	need	go	no	further	than	the	first	sceneof	act	I	to	realize	that	it	is	a	disturbed	world,	that	a	mystery,	their	uncertainty,	or	their	premonitions;	their	quandary	is	mirrored	in
abundant	questionsand	minimal	answersa	rhetorical	phenomenon	that	recurs	throughout	the	play,	even	in	the	soliloquies	of	Hamlet;	in	other	words,	an	instince	of	dialectic.The	senseof	cosmicimplication	in	the	specialsituation	of	Denmark	emergesstrongly	in	the	exchangebetween	Hamlet	and	his	friends	Rosencrantzand	Guildenstern:	Heurnr.
Denmark'sa	prison.	RosnNcnaNrz.	Then	is	the	world	one.	The	FormalistApproach	"	\37	A	goodly	one;	in	which	there	are	many	confines,	Havnnr.	wards,	and	dungeons,	Denmatk	being	the	one	o'	th'	worst.	([.ii)	These	remarks	recall	the	assertion	of	Marcellus	as	Hamlet	and	the	ghost	go	offstage:	"Something	is	rotten	in	the	state	of	Denmark"	(I.iv).
Indeed,	Hamlet	acknowledges	that	the	rottenness	of	Denmark	pervades	all	of	nature:	".	.	.	this	goodly	frame	the	earth	seems	to	me	a	sterile	promontory;	this	most	excellent	canopy,	the	air,	look	you,	this	brave	o'erhanging	firmament,	this	majestical	roof	fretted	with	golden	fire-why,	it	appeareth	nothing	to	me	but	a	foul	and	pestilent	congregation	of
vapors"	(II.ii).	Much	earlier,	before	his	encounter	with	the	ghost,	Hamlet	expressed	his	extreme	pessimism	at	man's	having	to	endure	earthly	existence	within	nature's	unwholesome	realm:	How	weary,stale,flatand	unprofitable	Seemto	me	all	the	usesof	thisworld!	Fieon't,ah,	fie,	'tis	an	unweededgarden	Thatgrowsto	seed.Thingsrankand	grossin	nature
it	merely.(l.ii)	Possess	As	he	speaks	these	lines,	Hamlet	apparently	has	no	idea	of	the	truth	of	his	father's	death	but	is	dismayed	over	his	mother's	hasty	marriage	to	the	new	king.	He	has	discovered	a	seeming	paradox	in	the	nature	of	existence:	the	fair,	in	nature	and	humanity,	inevitably	submits	to	the	dominion	of	the	foul.	His	obsession	with	the
paradox	focuses	his	attention	on	Denmark	as	the	model	of	nature	and	human	frailty.	Thus	a	pattern	of	increasing	parallels	between	Denmark	and	the	cosmos	and	between	man	and	nature	develops.	Question	and	answer,	dialogue	and	soliloquy,	become	a	verbal	unity	of	repeated	words	and	phrases,	looking	forward	to	larger	thematic	assertion	and
backward	to	earlier	adumbration.	The	play	constitutes	a	vast	poem	in	which	speculation	about	nature,	human	nature,	the	health	of	the	state,	and	human	destiny	intensifies	into	a	passionate	dialectic.	Mystery,	riddle,	enigma,	and	metaphysical	question	complicate	the	dialogue.	Particularly	in	his	soliloquies	Hamlet	confronts	questions	that	have
obsessed	protagonists	from	Sophocles's	Oedipus	to	Tom	132	*	A	Handbook	of	Critical	Approachesto	Literature	Stoppard's	Rosencrantz	and	Guildenstern.	\rVhat	begins	with	the	relatively	simple	questions	of	the	soldiers	of	the	watch	in	act	I	is	magnified	and	complicated	as	the	play	moves	on.	Increasingly	tenuous	and	rarified	probes	of	the	maddening
gulf	between	reality	and	appearance	proliferate.	Moreover,	the	contrast	between	what	the	simple	man	cheerfully	accepts	at	face	value	and	what	the	thoughtful	man	is	driven	to	question	calls	into	doubt	every	surface	of	utterance,	act,	or	thing.	In	the	world	of	Hamlet	the	cosmic	implications	of	myriad	distinctions	between	"seem"	attd"be"	confront	us	at
every	hand.	3.	"Seeming"	and	"Being"	An	index	to	form	looms	in	the	crucial	qualitative	differences	between	Hamlet's	mode	of	speech	and	that	of	the	other	inhabitants	of	his	strange	world.	Because	Hamlet's	utterances	and	manners	are	characteristically	unconventional,	the	other	major	characters	(except	Horatio,	of	course)	assume	that	he	is	mad	or	at
least	temporarily	deranged.	Conversely,	because	they	do	speak	the	simple,	relatively	safe	language	of	ordinary	existence,	he	assumes	that	they	are	hiding	or	twisting	the	truth.	No	one	who	easily	settles	for	seeming	is	quite	trustworthy	to	the	man	obsessed	with	the	pursuit	of	being.	Even	the	ghost's	nature	and	origin	(he	may	be	a	diabolical	agent,	after
all)	must	be	tentative	for	Hamlet	until	he	can	settle	the	validity	of	the	ghost,s	revelations	with	the	"play	within	the	play."	Even	Ophelia	must	be	treated	as	the	possible	tool	of	Claudius	and	Polonius.	The	presence	of	Rosencrantz	and	Guildensterry	not	to	mention	their	mission	on	the	journey	to	England,	arouses	Hamlet,s	deepest	suspicions.	Only	Horatio
is	exempt	from	distrust,	and	even	to	him	Hamlet	cannot	divulge	the	full	dimension	of	his	subversion.	Yet	though	Hamlet	seems	to	speak	only	in	riddle	and	to	act	solely	with	evasion,	his	utterances	and	acts	always	actually	bespeak	the	full	measure	of	his	feelings	and	his	increasingly	single-minded	absorption	with	his	inevitable	mission.	The	important
qualification	of	his	honesty	lies	in	his	full	knowledge	that	others	do	not	(or	cannot)	comprehend	his	real	meanings	and	that	others	are	hardly	vitally	concerned	with	deep	truths	about	the	state,	mankind,	or	themselves.	For	our	purposes,	of	course,	the	important	fact	is	that	these	contrasting	levels	of	meaning	and	understanding	achieve	formal
expression.	When	the	king	demands	some	explanation	for	The	FormalistApproach	,	133	his	extraordinary	melancholy,	Hamlet	replies,	"I	am	too	much	in	the	sun"	(I.ii).	The	reply	thus	establishes,	although	Claudius	does	not	perceive	it,	Hamlet's	judgment	of	and	opposition	to	the	easy	acceptance	of	"things	as	they	are."	And	when	the	queen	tries	to
reconcile	him	to	the	inevitability	of	death	in	the	natural	scheme	and	asks,	"Why	seems	it	so	particular	with	thee?"	he	responds	with	a	revealing	contrast	between	the	seeming	evidences	of	mourning	and	real	woe-an	unequivocal	condemnation	of	the	queen's	apparently	easy	acceptance	of	his	father's	death	as	opposed	to	the	vindication	of	his	refusal	to
view	that	death	as	merely	an	occasion	for	ceremonial	mourning	duties.	To	the	joint	entreaty	of	Claudius	and	Gertrude	that	he	remain	in	Denmark,	he	replies	only	to	his	mother:	"I	shall	in	all	my	best	obey	you,	madam"	(I.ii).	But	in	thus	disdaining	to	answer	the	king,	he	has	promised	really	nothing	to	his	mother,	although	she	takes	his	reply	for	complete
submission	to	the	royal	couple.	Again	we	see	that	every	statement	of	Hamlet	is	dialectic:	that	is,	it	tends	toward	double	meaning-the	superficial	meaning	of	the	world	of	Denmark	and	the	subtler	meaning	for	Hamlet	and	the	reader.	As	we	have	observed,	Hamlet's	overriding	concern/	even	before	he	knows	of	the	ghost's	appearance,	is	the	frustration	of
living	in	an	imperfect	world.	He	sees,	wherever	he	looks,	the	pervasive	blight	in	nature,	especially	human	nature.	Man,	outwardly	the	acme	of	creation,	is	susceptible	to	"some	vicious	mole	of	nature,"	arrdno	matter	how	virtuous	he	otherwise	may	be,	the	"drani.	of	evil"	or	the	"stamp	of	one	defect"	adulterates	nobility	(I.iv).	Hamlet	finds	that	"one	may
smile	and	smile,	and	be	a	villain"	(I.v).	To	the	uncomprehending	Guildenstern,	Hamlet	emphasizes	his	basic	concern	with	the	strange	puzzle	of	corrupted	and	corrupting	man:	What	a	piece	of	work	is	a	man,	how	noble	in	reason,how	infinite	in	faculties,in	form	and	moving	how	expressand	admirable,	in	action	how	like	an	angel,	in	apprehensionhow	like
a	god:	the	beauty	of	the	world,	the	paragon	of	animals!	And	yet	to	me	what	is	this	quintessenceof	dust?	Man	delights	not	me-no,	nor	woman	either,	though	by	your	smiling	you	seemto	say	so.	(II.ii)	This	preoccupation	with	the	paradox	of	man,	recurring	as	it	does	throughout	the	play,	obviously	takes	precedence	over	the	134	*	A	Handbook	of	Critical
Approachesto	Literature	revenge	ordered	by	the	ghost.	Instead	of	the	ideal	world	Ham_	let	seeks,	the	real	world	that	he	finds	is	his	father,s	death,	his	mother's	remarriage,	the	defection	of	his	supposed	friends,	and	the	fallen	state	of	man.	(The	implications	of	the	dangers	inherent	in	this	"rrrar's"	view	of	the	world	in	Hamlet	are	explored	in	chapter	8.)
Reams	have	been	written	about	Hamlet,s	reasons	for	the	higher	role	than	that	of	mere	avenge{,	recurrently	broods	about	his	self-imposed	mission,	although	he	characteristically	avoids	naming	it.	In	his	warfare	against	bestiality,	howeve4	he	asserts	his	allegiance	to	heaven-sent	reason	and	its	dictates:	What	is	a	man,	lf	hischiefgoodand	marketof
histime	Be	but	to	sleepand	feed?A	beast,no	more.	Surehe	that	madeuswith	suchlargediscourse,	Lookingbeforeand	after,gaveus	not	Thatcapabilityand	godlikereason	To	fustin	us	unused.Now,whetherit	be	Bestialoblivion/or	somecravenscrupte	Of	thinkingtoo	preciselyon	th,eventA	thoughtwhich,quartered,	hathbut	one	partwisdom	And
everthreepartscoward-l	do	not	know	Why	yet	I	liveto	say,',Thisthing,sto	do,,,	SithI	havecause,and	will,	and	strength,	and	means	To	do't.	(lV.vi)	With	some	envy	he	regards	the	active	competence	of	Fortinbras	as	opposed	to	his	own	"craven	scruple/Of	thinking	too	precisely	on	th'event"	(that	is,	his	obligation	to	act	to	urrenge	TheFormalist	Approach,	I35
his	father's	death).	In	short,	almost	from	his	first	appearancein	the	play,	Hamlet,	unlike	Fortinbras,	is	overwhelmed	that	to	him	is	given	a	vast	and	ambiguous	task:	Thetimeisoutof	joint.O	cursed	spite	ThateverI	wasbornto	setit	right!(l.v)	The	time,	like	the	place	of	Denmark,	has	been	corrupted	by	men	vulnerable	to	natural	flaws.	And	once	again
Hamlet's	statement	offers	formal	reinforcement	for	the	dialectic	of	the	play-the	opposition	of	two	attitudes	toward	human	experiencethat	must	achieveresolution	or	slmthesisbefore	the	play's	end.	To	the	ideal	of	setting	things	right,	then,	Hamlet	gives	his	allegiance.The	order	he	supports	transcendsthe	expediencyof	Polonius,	the	apostle	of	practicality,
and	of	Claudius,	the	devotee	of	power	and	sexuality.Again	and	again	we	seeHamlet's	visionary	appraisal	of	an	order	so	remote	from	the	ken	of	most	people	that	he	appears	at	times	inhuman	in	his	refusal	to	be	touched	by	the	scalesof	ordinary	joy	or	sorrow.	He	will	set	straight	the	political	and	social	order	by	ferreting	out	bestiality,	corruption	(of	state,
marriage	bed,	or	theater),	trickery,	and	deceit.	He	is	obsessed	throughout	the	play	by	the	"dusty	death"	to	which	all	must	come,	and	his	speechesabound	in	images	of	sicknessand	death.	But	if	he	has	finally	gotten	the	king,	along	with	his	confederates,"Hoist	with	his	own	petard"	(III.iv),	Hamlet	also	brings	himself,	through	his	own	trickery,
deceit,perhaps	even	his	own	ambitions,	to	the	fate	of	Yorick.	Thus	does	the	play	turn	upon	itself.	It	is	no	simple	morality	play.	It	begins	in	an	atmosphereof	mourning	for	the	late	king	and	apprehensionsabout	the	appearanceof	the	ghost,	and	it	ends	in	a	scenelittered	with	corpses.The	noble	prince,	like	his	father	before	him,	is,	despite	his	best
intentions,	sullied	by	the	"foul	crimes	done	in	my	days	of	nature"	(I.v).	All	men	apparently	are,	as	Laertes	says	of	himself,	"as	a	woodcock	to	mine	own	springe"	(V.ii)	(that	is,	like	a	fool	caught	in	his	own	snare).	And	though	all	beauty	and	aspiration	(a	counterpoint	theme)	are	reduced	ultimately	to	a	"quintessenceof	dust,"	it	is	in	Hamlet's	striving,
however	imperfectly	and	destructively,	to	bend	the	order	of	nature	to	a	higher	law	that	we	must	seethe	play's	t36	*	A	Handbook	of	Critical	Approachesto	Literature	tragic	assertion	in	the	midst	of	an	otherwise	pervasive	and	unrelieved	pessimism.	4.	"Seeing"	and	"Knowing"	The	design	of	the	play	can	be	perceived	in	part	in	the	elaborate	play	upon	the
words	"see"	and	"know"	and	their	cognates.	Whereas	the	deity	can	be	understood	as	"Looking	before	and	after"	(fV.iv),	the	player	king	points	out	to	his	queen	that	there	is	a	hiatus	between	what	people	intend	and	what	they	do:	"Our	thoughts	are	ours,	their	ends	none	of	our	own"	(III.ii).	Forced	by	Hamlet	to	consider	the	difference	between	her	two
husbands,	Gertrude	cries	out	in	anguish	against	having	to	see	into	her	own	motivations:	O	Hamlet,speakno	more.	Thouturn'stmineeyesinto	my	verysout,	And	thereI	seesuchblackand	grainedspots	As	will	not	leavetheirtinct.(lll.iv)	But	she	does	not	see	the	ghost	of	her	former	husband,	nor	can	she	see	the	metaphysical	implications	of	Hamlet's	reason	in
madness.	The	blind	eye	sockets	of	Yorick's	skull	once	saw	their	quota	of	experience,	but	most	people	in	Denmark	are	quite	content	with	the	surface	appearances	of	life	and	refuse	even	to	consider	the	ends	to	which	mortality	brings	everyone.	The	intricate	weavings	of	images	of	sight	thus	become	a	kind	of	tragic	algebra	for	the	plight	of	a	man	who
"seemed	to	find	his	way	without	his	eyes"	(II.i)	and	who	found	himself	at	last	"placed	to	the	view"	of	the	"yet	unknowing	world"	(V.ii).	The	traveling	players	had	acted	out	the	crime	of	Denmark	on	another	stage,	but	their	play	seemed	to	most	of	the	audience	only	a	diversion	in	a	pageant	of	images	designed	to	keep	them	from	really	knowing	themselves
or	their	fellows	to	be	corrupted	by	nature	and	doomed	at	last	to	become	"my	Lady	Worm's,	chapless	and	knocked	about	the	rnazzard	with	a	sexton's	spade"	(V.i).	The	contexts	of	these	words	assert	a	systematic	enlargement	of	the	play's	tragic	pronouncement	of	human	ignorance	in	the	midst	of	appearances.	Formally,	the	play	progresses	from	the
relatively	simple	speculations	of	the	soldiers	of	the	watch	to	the	sophisticated	complexity	of	metaphysical	TheFormalist	Approach*	137	inquiry.	There	may	not	be	final	answersto	the	questionsHamlet	ponders,	but	the	questions	assumea	formal	order	as	their	dimensions	are	structured	by	speechand	action-in	miniature,	by	the	play	within	the	play;	in
extension,by	the	tragedy	itself.	Ophelia,	in	her	madness,utters	perhaps	the	key	line	of	the	play:	"Lord,	we	know	what	we	are,but	we	know	not	what	we	rnaybe"	(IV.v).	Hamlet	has	earlier	said	that	if	the	king	reactsas	expectedto	the	play	within	the	play,	"I	know	my	course"	(II.ii);	that	is,	he	will	spring	the	trap.	But	he	is	not	sure	of	his	course,	nor	does	he
even	know	himself-at	least	not	until	the	final	act.	In	the	prison	of	the	world	and	its	myriad	traps	he	can	only	pursue	his	destiny,which,	as	he	realizesbefore	the	duel,	inevitably	leads	to	the	grave.	The	contestbetween	human	aspiration	and	natural	order	in	which	Hamlet	finds	himself	is	all	too	unequal:	idealism	turns	out	to	be	a	poor	match	for	the	prison
walls	of	either	Denmark	or	the	grave.	E.	lrony	and	NarrativeVoice:A	FormalistApproach	to	"EverydayUse"	The	formalist	critic	deals	with	irony	and	paradox,	with	ambiguity,	with	the	tensions	that	result	from	multiple	interactions	within	the	organic	form	of	the	literary	piece.	Reminded	of	these	principles,	we	find	that	they	abound	in	AliceWalker's
"Everyday	Use:for	your	grandmama."Indeed,	the	very	title	sets	us	going.	"Everyday	IJse"	seems	easy	enough,	at	first:	it	is	a	phrase	used	by	Dee,	the	educated	and	supposedly	sophisticated	of	the	two	sisters.But	for	her	it	is	a	term	of	disparagementabout	the	use	of	the	quilts;	for	her	sister	Maggie	and	for	her	mother	the	phrase	suggestsa	worthy,	daily
use	of	the	quilts.	The	quilts	have	different	meanings	for	the	members	of	the	family.	And	what	are	we	to	make	of	the	subtitle,	"for	your	grandnarna"?	Is	it	a	dedication	to	a	"reaI"	grandmother/	an	actual	specific	person,	about	whom	the	author	tells	us	nothing	more	in	the	text?	If	so,	to	whom	does	"your"	refer?Or	perhaps	it	is	a	kind	of	generic
grandmother,	a	typical	figure	that	compares	with	many	women	in	the	rural,	predominantly	African	American	culture	that	provides	the	setting	of	the	story?	Or	is	the	subtitle	not	a	dedication,but	a	recollectionof	the	quilts'	association	138	*	A	Handbook	of	Critical	Approachesto	Literature	with	Maggie	and	Dee's	grandmother?	Someone	who	was	there	in
fact,	an	everyday,	dependable	matriarchal	figure?	And	the	early	pieces	of	the	quilts	were	hers,	,,evety	duy.,But	the	title	is	just	the	beginning	of	the	inteiplay	throughout	this	story.	At	a	fairly	obvious	level,	what	we	earlier	called	,,extemal	form"	is	evident	in	"Everyday	IJse.,,	Consider.the	sequence	of	events.	The	scene	is	set	with	the	mother	of	the	two
sisters	her	daughters	have	read	to	her-possibly	a	hint	that	she	herself	is	illiterate,	or	almost	so.	On	the	other	hand,	the	reader	must	soon	note	that	the	mother	does	not	narrate	as	one	without	edu_	and	what	she	shows	us?	We	have	no	reason	to	believe	that	she	is	an	unreliable	narrator.	If	she	says	that	she	has	no	education	and	if	she	may	be	illiterate,
then	quite	possibly	that	is	the	factual	truth.	x	139	TheFormalistApproach	But	the	actual	telling	of	the	episode,in	the	first	person,	seemingly	belies	the	factual	truth.	Is	it	possiblethat	sheis	telling	herself	the	story,	again,	at	some	point	in	the	time	well	beyond	the	original	setting,	when	she	is	"free	to	sit	here"	(just	as	she	said	that	she	would	be	doing	once
Maggie	was	married	and	gone)?	If	so,	then	the	telling	is	at	the	level	not	of	monologue	to	an	unidentified	listener,but	at	the	level	of	the	mother's	own	mind,	her	own	thought	processes.And	that	is	a	significant	point.	For	the	mother	clearly	is	intelligent	and	rich	in	insight	and	understanding.	She	has	a	depth	and	wisdom	(indeed	even	a	senseof	humor)
that	Dee	cannot	fathom.	That	contrast	between	the	lack	of	education	and	the	real	thought	processesof	the	mother	presentsus	with	a	remarkable	"tension,"	not	of	a	negative	sort	(though	there	is	a	psychological	tension	in	the	story	that	might	be	negative)	but	of	the	sort	that	the	New	Critics	found	important	in	the	internal	form	of	a	piece	of	literary	art.
What	the	mother	seemsto	be	to	daughter	Dee	is	in	fact	belied	by	the	thought	processes,the	articulate	pattern	of	words	and	memories,	that	the	mother	in	fact	commands.	The	ironic	discontinuity	is	at	the.heart	of	the	story,	so	that"Iotm"	and	"theme"	becomeone.	Not	surprisingly,	this	discontinuity	compareswith	other	tensions-which	also	resolve
themselvesinto	the	organic	form	of	the	story-in	"Everyday	lJse."	In	that	complex	we	have	at	least	part	of	the	theme	of	the	story,as	form	and	content	becomecomplements	of	one	another.For	example,	it	is	easy	enough	to	see	the	overt	conflict	between	the	mother	and	Maggie	on	one	side	and	Dee	and	Hakim-a-barber	on	the	other.At	a	deeperlevel	we	see
that	there	are	cultural	contrasts	between	them,	richly	shown	in	various	symbolic	details	such	as	the	butter	churn,	the	furniture,	and	of	coursethe	quilts.	But	the	contrastbetween	the	college-educatedDee	and	her	mother	and	sister	does	resolve	itself	in	what	is	a	virtual	thematic	statement:the	lived	culture	of	the	mother	is	richer	and	more	vital	than
either	Dee's	collegeoriented	culture	or	what	is	representedby	the	"	African:."names	assumedby	Dee	and	her	friend.	That	resolution	comes	in	the	forthright	denial	of	the	quilts	to	Dee	and	the	giving	of	them	to	Maggie,	just	as	in	a	less	dramatic	way	the	use	of	snuff	amid	a	quiet	setting	concludesthe	story.	1.40.	A	Handbook	of	Critical	Approachesto
Literature	There	are	other	contrasts	also,	filling	out	the	form	of	the	story	and	further	adumbrating	its	themes.	Names,	for	example,	are	clearly	in	this	pattern.	The	mother/s	n4ps-lnaiden	or	married	is	not	clear-is	Johnson,	a	simple,	traditional	name,	appropriate	enough	for	her	sturdy	personality.	Her	daughters'	names	and	what	they	represent	are	a
study	in	contrasts.	"Maggie"	is	not	much	out	of	the	ordinary	and	seemingly	has	no	family	"histoty,"	but	it	is	Maggie	who	remembers	some	family	name	history:	Dee	says	that	Maggie	has	a	"brain	like	an	elephant's."	On	the	other	hand,	"Dee"	has	been	in	the	family	for	generations,	with	clear	connections	to	individual	forebears.	But	there	is	the	rub,	for
Dee	has	rejected	family	history	while	claiming	to	want	to	preserve	their	"heritage."	Rejecting	her	name,	she	has	adopted	a	pseudotraditional	name	that	her	mother	finds	difficult	to	pronounce:	"Ream	it	out	again,"	she	says.	Of	course/	Dee's	friend's	name	is	even	more	difficult,	and	with	a	hint	of	disapproval	the	mother	consciously	plays	upon	his	initial
greeting	("Asalamalakim")	as	if	it	were	his	name,	and	later	she	reduces	his	name	to	"the	barber."	Clearly,	names	are	not	just	incidentals	in	this	story.	More	might	be	said	of	a	few	other	details	that	seem	significant	in	the	story,	details	that	have	some	syrnbolic	force.	Some	of	these	are	the	house	fire	and	the	building	of	the	second	house	much	like	the
first,	the	apparent	confusion	between	Maggie	and	Dee's	friend	about	the	handshake,	the	recurrent	"uhnmh"	that	the	mother	associates	with	snakes	and	implicitly	then	with	Dee's	friend,	and	the	interplay	of	the	mother's	dream	of	something	like	Johnny	Carson's	program	and	Dee's	virtual	dream	world	of	assuming	a	different	culture	while	claiming	to
preserve	her	original	"heritage."	Finally	a	more	positive	word	about	Dee	and	her	actions.	Most	of	what	has	been	said	thus	far	about	Dee	seems	satiric	if	not	sardonic.	But	let	us	remember	that	we	are	seeing	Dee	through	her	mother's	eyes.	Earlier	we	noted	that	the	mother	is	probably	a	reliable	narrator	at	least	insofar	as	she	talks	about	her	lack	of
education	and	other	specific	details	of	their	family	life.	But	is	she	totally	reliable	when	she	talks	about	Dee?	After	all,	there	is	a	contrast	between	two	worlds	here-one	relatively	unchanged	from	what	it	has	been,	one	that	reflects	major	changes	in	the	society	and	economy.	Dee	is	somewhat	obtuse-	The	FormalistApproach	,,	1'41	but	she	has	been	to
college,	she	has	been	in	a	different	environment,	she	does	suggest	that	Maggie	"make	something"	of	herself.	And	that	is	not	all	wrong.	Perhaps	that	is	the	final	irony,	the	lasting	ambiguity,	of	the	story.	F.	Frankenstein:	A	Formalist	Reading,	with	an	Emphasison	Exponents	The	outward	form,	almost	the	visual	shape,	of	Mary	Shelley's	Frankenstein	in
the	1-818edition	is	obvious	even	to	the	casual	reader	because	of	two	recognizable	devices.	One	is	the	use	of	letters	within	the	novel,	a	characteristic	that	appeared	at	the	very	beginning	of	what	some	critics	consider	the	rise	of	the	modern,	realistic	novel	in	England	in	the	eighteenth	century.	The	novel	to	which	critics	generally	point	is	Samuel
Richardson's	Pamela,	or	Virtue	Rewarded,	published	in	1740.	The	fulllength	work	was	totally	in	the	form	of	letters,	a	device	that	gave	rise	to	the	term	epistolnry	noael.	In	Frankenstein	letters	appear	occasionally	within	the	novel	but	are	especially	important	at	the	beginning	and	the	end	of	the	book,	with	the	extensive	letters	of	Captain	Walton	to	his
sister.	In	fact,	the	entire	book	is	thus	placed	within	a	frame	of	these	letters,	so	that	the	frame	itself	becomes	a	formalist	device.	example,	in	Some	frames	in	other	works	can	be	found-for	Joseph	Conrad's	Heart	of	Darkness	and	Henry	James's	The	Turn	of	the	Screra;in	both	of	these	cases	the	frame	introduces	the	rest	of	the	novel,	but	does	not	conclude
the	novel.	In	Frankenstein	Captain	Walton's	letters	include	the	entire	novel,	right	on	through	the	Captain's	speaking	(writing)	in	his	own	voice.	As	a	consequence	of	this	structure,	we	occasionally	have	a	box-within-a-box	effect,	which	in	turn	introduces	a	possibility	of	a	shifting	point	of	view.	For	a	formalist	readet,	this	entails	attention	to	who	the
speaker	/wfitet	is,	and	which	perceptions	change	accordingly,	if	any.	For	example,	within	the	letters	of	Captain	Walton,	the	bulk	of	the	story	is	the	tale	told	by	Victor	Frankenstein,	allegedly	taken	down	in	detail	by	Captain	Walton,	subject	to	some	editing	by	Frankenstein.	Within	Frankenstein's	story,	there	is	another	box,	like	the	long	letter	from
Elizabeth	(Vol.	1,	Ch.	5)	that	details	the	early	story	of	justine.	(Again,	the	story	within	a	story	is	found	in	earlier	works,	such	142	*	A	Handbook	of	Critical	Approachesto	Literature	as	Henry	Fielding's	loseph	Andrews.)	In	Shelley's	novel,	one	may	wonder	to	what	extent	the	personality	of	Captain	Walton	is	different	from	that	of	Frankenstein,	or	in	other
words	what	is	the	effect,	if	any,	of	different	points	of	view	Both	Walton	and	Frankenstein	tell	their	versions	of	the	story	in	what	is	called	"first	person	point	of	view/'-the	use	of	the	pronoun	"I"	by	the	teller.	But	is	there	really	any	difference	in	either	personality?	Does	Walton	think	as	Frankenstein	does?	Is	there	anv	stvlistic	difference	in	their	(apparent)
speech?	Little	difference,	if	iny,	is	to	be	found.	Indeed,	they	both	have	a	quest	for	great	scientific	success	under	daunting	circumstances.	Only	the	specific	quest	and	the	circumstances	differ.	Is	there	any	real	difference	between	them	in	the	last	pages	of	the	novel?	Or	may	one	believe	that	in	Walton's	listening	to	Frankenstein's	tale,	and	his	observation
of	Frankenstein's	appearance	and	his	appreciation	of	Frankenstein's	mind,	what	we	gefis	a	melding	of	the	two	personalities	into	one?	Finally,	these	questions-really	left	to	the	reader	for	answers-present	the	ultimate	question	of	the	believability	of	the	narrator,	what	some	have	called	the	"unreliable	narrator."	We	must	also	recall	that	Frankenstein	has
competing	narrators,	including	Walton,	Victoq,	and	the	Creature,	whose	firsthand	narrative	is	the	longest	single	narrative	in	the	book,	as	well	as	Safie,	whose	story	of	abuse	and	escape	mirrors	the	Creature's	in	certain	respects.	Safie	and	the	Creature	are	narrators	who	are	"others":	that	is,	their	stories	are	on	the	margins	of	what	is	acceptable	in
Frankenstein's	world.	But	let	us	now	turn	to	a	different	aspect	of	a	formalist	reading	of	Frankenstein.In	this	aspect,	the	element	of	form	is	considerably	more	abstract	than	the	obvious	box-within-a-box	structure	alluded	to	above.	The	close	reader	of	the	novel	must	soon	perceive	that	two	opposing	concepts,	with	related	word	and	phrase	patterns,	give
not	a	visual	shape	or	form	to	the	novel	but	a	contrast	that	forms	(informs)	a	major	theme	of	the	novel,	even	as	the	contrast	provides	an	aesthetic	appreciation	of	the	novel.	Let	us	repeat	what	was	just	suggested	about	the	two	quests	of	Walton	and	Frankenstein:	they	dream	of	great	scientific	successesthat	would	win	for	them	enduring	respect	from
their	fellow	human	beings.	But	they	both	fail	stupendously,	while	sacrificing	the	lives	of	others	(Frankenstein)	or	endanger-	TheFormalist	Approach*	L43	ing	lives	(Walton).	If	we	write	large	the	nature	of	this	contrast,	we	have	the	enduring	hope	of	human	beings	to	achieve	what	seemsimpossible	side	by	side	with	the	constant	danger	of	failure,	with
sometimes	disastrous	circumstances.It	is	the	dream	of	the	Star	Warsmovies	parallel	with	the	explosion	of	the	ChaIlengerspacecraftoff	Cape	Canaveral	in	1986as	it	carried	several	men	toward	space,along	with	the	first	woman	to	venture	there-a	failure	made	even	more	dramatic	in	2003	with	the	Columbiaexplosion.	It	is	the	effort	to	clone	human	cells
for	therapeutic	purposes	along	with	the	fear	that	some	monstrous	human	beings	may	yet	emergefrom	such	efforts.	This	pattern	of	dreams	and	disastersis	clearly	manifested	in	Frankenstein,particularly	in	recurrent	words	and	phrases,the	words	hopeand	despairbeingthe	dominant	ones.Once	a	reader	begins	watching	for	thesewords,	or	their	synonyms,
the	sheer	quantity	of	recurrencesalmost	forcesthe	reader	to	be	aware	of	the	thematic	implications.	As	such	they	might	be	called	exponents,	in	the	sensethat	they	are	signs	or	symbols	of	patterns	of	meaning.	The	word	exponent,in	fact,	derives	from	the	Latin	"to	put	forth,"	with	the	extended	meaning	of	explainexponere,	ing	(cf.	"expound").	If	we	pursue
this	exponential	approach	to	Shelley's	novel,	we	begin	quite	at	the	beginning,	for	in	Walton's	first	letter	to	his	sister	we	already	see	his	desire	(his	hope)	to	discover	the	"pow.er"	of	"the	needle,"	and	he	has	"ardent	curiosity"	to	pursue	his	study	of	what	the	magic	of	the	colnpass	may	be.	(It	is	worth	noting	that	the	motifs	of	magnetism	and	of	electricity,
specifically	of	lightning,	run	through	the	novel;	they	are	related	to	the	very	creation	of	the	monster,	and	the	referencesto	lightning	are	often	indicative	of	these	mysteries-"exponents"	of	them,	we	may	say.)	Once	the	theme	of	hope	(and	despair)	is	introduced,	the	reader	can	perceive	the	importance	of	a	passagein	Letter	IV,	where	Walton	quotes
Frankensteinas	saying,	"You	have	hope,and	the	world	before	you,	and	have	no	cause	for	despair.But	I-I	have	lost	everything,	and	cannot	begin	life	anew"	(emphasisours).	The	pattern	is	set.	It	will	be	augmented	detail	by	detail,	by	repetition	of	the	more	obvious	exponential	words,	but	by	related	words.	One	such	example	is	"ardour"	arrd	"ardenf,"
occurring	three	times	in	the	first	twenty-five	lines	or	so	of	Chap-	1.M	*	A	Handbookof	CriticalApproaches	to	Literature	TheFormalist	Approachla1,45	ter	3	and	twice	more	two	pageslater,	after	Frankensteintells	the	reader	that	he	discoveredhow	to	bestow	,,animation	upon	life_	less	matter."	A	few	paragraphs	later,	Frankenstein	teils	how,	"with
unremitting	ardour,"	he	clung	to	the	hope	that	,,A	new	specieswould	blessme	asits	creatorand	sourcer;	sometimeshe	had	somefailures,	"yet	still	I	clung	to	the	hope.	.	.	.,,	In	Chapter	4,	shortly	after	he	infused	,,life	into	an	inanimate	body,"	an	action	he	had	desired	with	an	immoderate	,'atdour,,,	"the	beauty	of	the	dream	vanished,	and	breathlesshorror
and	disgust	filled	by	heart."	Words	like	,,wretch,,	and.,'overthrow	so	complete"	come	to	his	mind.	Only	after	this	do	we	learn	that	his	given	name	is	"Yictot,"	an	irony	that	cannot	be	ignored.	Time	passes,there	is	somerecovery	and	Chapter	5	ends	with	_	Frankenstein'sspirits	'high"	and	he	,,bounded;	on	,,with	feel_	"Happy,	huppy	earth!	Fit	habitation	for
gods.	.	.	.	the	present	was	tranquil	[another	word	with	exponential	quality]	and	the	future	gilded	by	bright	rays	of	hope,	and	anticipation	of	joy.,,	But	the	reader	knows	from	the	opening	sentenceof	Chapter	5	that	evils	will	come.	As	the	monster	continues	his	tale	(we	recall	the	box-withina-box	framing	devices),the	reader	learns	more	of	his	good	fortune
followed	by	bad.	Chapter	7	is	a	rich	system	of	contrasts.	Suffice	it	to	say	that	the	system	is	summed	up	by	what	the	blind	father	of	the	family	says	to	the	monsteq,not	knowing	to	whom	he	is	speaking:"Donot	despair.Tobefriendlessis	indeed	to	be	unfortunate;	but	the	hearts	of	men	when	unprejudiced	by	any	obvious	self-interest,are	full	of	brotherly	love
and	charitv.	Rely,therefore,on	your	hopes;and,ifthesefribnds	are	good	and	amiable,	do	not	despair"(emphasisours).	But	almost	immediately	the	rest	of	the	family	return,	scream,flee,	beat	the	monster-and	Chapter	7	ends	on	that	note	of	despair.	And	on	that	note	Chapter	8	opens:	"Cursed,	cursed	creator!	Why	did	I	live?"	Why,	asks	the	monster,	"	.	.	.	did
I	not	extinguish	the	spark	of	existence"	that	Frankenstein	"had	so	wantonly	bestowed?.	.	.	[D]espair	had	not	yet	taken	possessionof	me.	.	.	."	But	two	paragraphs	later,	he	saysthat	he	"sank	on	the	damp	grass	in	the	sick	impotence	of	despair."	About	a	page	lateq,he	continued	"in	my	hovel	in	a	state	of	utter	and	stupid	despair."	Still	another	page	later,
after	quoting-probably	with	full	ironic	intent-the	hopeful	final	lines	of	ParadiseLost,he	met	by	his	monstrous	creation.	The	imagery	of	ice,	as	noted	in	chapter	4,	reminds	us	of	Dante,s	deepest-part	of	hell	in	the	Inferno,	where	there	is	no	love,	only	despiir,	and	of	Robert	Frost's	"Fire	and	Ice,"	where	ice	will	zuffice	to	show	the	essence	ofhate.	As	the
monster	tells	Frankensteinthe	story	of	his	life	subse_	quent	to	his	"creation"	(Chs.3	and4),	the	monster	reports	of	his	as	he	did	good	deedsfor	others,particularly	for	his	Tgl	l:p*	"neighbours"	outside	of	whose	house	he	lived,	unknown	to	them.	Chapter	4	ends	with	the	monster,s	echoing	paradiseLost:	stream-and	is	rewarded	with	a	bullet	wound.	The
monster	tells	Frankensteinof	how	he	cameupon	William,	killing	him	as	his	"first	victim."	In	his	"exultation"	at	the	murder,he	says,,'I,	too,	can	create	desolation;	my	enemy	is	not	impregnable;	this	death	will	carry	despair	to	him.	.	.	."	Chapter	8	ends	with	the	monster's	request	that	Frankenstein	create	a	monster	"of	the	samespecies"to	be	his	companion.
In	Chapter	9,	the	last	of	Volume	TWo,Frankensteinagreesto	the	request,	upon	which	the	monster	departs.	The	word	hope	doesnot	occur	here,	but	clearly	it	is	a	moment	of	hope	for	him.	t46	*	A	Handbookof	CriticalApproaches	to	Literature	There	is	in	the	opening	paragraph	of	Volume	Three	a	hint	of	what	some	might	call	manic	depressionin
Frankenstein,when	he	alludes	to	how	his	bouts	of	melancholv	would	,,return	bv	fits."	That	alternation	between	moods	is	much	the	same,	of	come	over	my	existence.	.	.	,"	and	the	"joyous	faces,,around	him	serveonly	to	bring	back	"despair	to	my	heart.,,Amid	what	should	have	been	pleasant	in	Oxford,	Frankenstein	is	,,a	blasted	tree,"	an	image	of
lightning	again	strengtheninghis	forlorn	state.Once	again	a	scene"elevates"	his	soul,	but	he	,,sank	again,	trembling	and	hopeless...	."	Having	arrived	at	his	island	retreat	in	the	Orkneys,	he	works	in	his	laboratory	to	create	a	female	monster,	as	he	"looked	towards	its	completion	with	a	tremulous	and	eagerhope.	.	.	."	In	Chapter	3,	after	he	has	made
some	progress,he	seesthe	monster	peering	through	a	window	at	him,	whereupon	Victor	destroys	his	present	creature,	and	the	monster	withdraws	"with	a	howl	of	devilish	despair..	.	."	Shortly,	however,	the	monster	returns	and	asks	Frankenstein	whether	he	,,dare	destroy	my	hopes?"	In	the	courseof	that	colloquy,	the	monster	promises	that	"soon	the
bolt	will	fall,'	on	Frankenstein-possibly	another	hint	of	the	motif	of	electricity.In	succeedingparagraphs	we	find	"the	depths	of	despair,"	"gloomy	despail,t	and	TheFormalist	Approach"	1,47	"despairing."	As	with	other	episodes	in	the	novel,	Frankenstein	succeedsin	coming	off	the	threatening	ocean	where	he	has	been	for	somehours,	only	to	be	arrested.
In	the	following	pages	the	obvious	words	are	fewer,	but	Frankenstein's	instances	of	momentary	good	fortune	(his	father's	coming,	his	being	releasedfrom	jail)	are	hardly	enough	to	balance	a	phrase	like	"paroxysms	of	anguish	and	despair."	He	experiences	some	"joy"	when	he	anticipates	return	to	Geneva	(Ch.	4),	and	the	aid	of	his	father	is	tender	and
"unremitting,"	for	the	father	"would	not	despair"	in	his	assistance	(Ch.	5).	When	Elizabeth	writes	to	Victor,	she	"yet	.	.	.	hope[s]	to	seepeacein	[his]	countenance,"and	"tranquillity"	in	his	heart;	late	in	the	letter	she	usesthe	word	tranquillity	with	referenceto	herself.	However,	the	letter	brings	little	relief	to	Victor,	whoperhaps	thinking	of	the	last	lines	of
ParadiseLosf	again-says	"but	the	apple	was	already	eateryand	the	angel's	arm	bared	to	drive	me	from	all	hope."	Back	in	Geneva,	"The	tranquillity	which	I	now	enjoyed	did	not	endure."	Victor	alludes	to	his	"real	insanity,"	and	describeswhat	we	must	today	call	a	catatonic	state.	Ironically,	in	an	effort	to	gain	"a	greaterdegree	of	tranquilliry"	he	carries	a
dagger	and	pistols	as	he	preparesfor	marriage.	He	even	"hoped"	for	his	marriage,	when	"the	threat	."	And	"Elizabeth	seemed	appeared	more	as	a	delusion.	huppy"	becausehis	"tranquil	demeanour"	calmed	her	mind.	During	their	short	ride	by	boat	after	the	wedding,	he	alludes	to	his	"despair,"	and	she,to	"hope."	If	Chapter	5	ends	with	the	placid	and
lovely	boat	ride,	the	first	page	of	Chapter	6	is	starkly	countrapuntal,	for	within	a	few	paragtaphs	Elizabeth	is	dead,	she	who	had	been	"the	best	hope,	and	the	purest	creature	of	earth."	Victor	knows	anew	"the	agony	of	despair."	When	he	comes	out	of	a	fainting	spell,	he	sees	the	monster	at	the	window;	the	crowd	pursues	the	monste{,	but	failing	to	find
him	"we	returned	hopeless."	The	word	hoperecurs	in	passageslike	"A	fiend	had	snatchedfrom	me	every	hope	of	future	happiness..	.	."	Victor	finds	himself	in	the	cemetery	where	now	lie	the	remains	of	William,	Elizabeth,and	his	father,	and	his	fresh	grief	"gave	way	to	rage	and	despair"	(Ch.	7).	He	calls	upon	the	"spirits	of	the	dead"	to	aid	him	in	having
the	monster	"feel	the	despair	that	now	torments	me."	The	word	recurs	a	few	para-	1.48*	A	Handbook	of	Critical	Approachesto	Literature	graphs	later	but	with	reference	now	to	Victor	himself.	Pursuing	the	monster	in	the	icy	north,	Victor	learns	that	the	monster	has	set	out	on	the	sea	of	ice,	at	which	Victor	"suffered	a	temporary	access	of	despair."	As
Victor	comes	near	to	the	end	of	his	narrative	as	recorded	by	Captain	Walton,	the	thematic	words	we	are	tracing	come	in	q	lssh-//hspe.	.	.	despair.	.	.	hope.	.	.	hopes	were	suddenly	extinguished	.	"	.	hopes	of	succour.	.	.	."	At	this	point	Walton	resumes	his	letter,	and	he	notes	that	sometimes	Victor	narrated	his	story	"with	a	tranquil	voice,"	which	in	turn
would	give	vent	to	rage.	About	a	page	later,	there	is	a	fairly	long	paragraph	in	which	Frankenstein	contrasts	for	Walton's	benefit	the	vast	extremes	of	his	hope	when	he	was	creating	a	"sensitive	and	rational	animal"	and	the	"despondency"	to	which	he	has	fallen.	This	paragraph,	perhaps	as	much	as	any	other	passage	in	the	book,	shows	the	thematic
tension	to	which	the	exponential	words	and	motifs	have	pointed	for	so	many	pages.	But	the	motifs	continue.	In	resuming	his	letter	to	his	sister	(the	part	dated	September	2),	Walton	himself	within	three	successive	paragraphs	preserves	the	sequence:	"hopes	.	.	.	despair	.	.	.	hope	.	.	.	hope	.	.	.	despair.	.	.	."	There	are	more	instances	in	the	letter
fragments	that	follow.	Shortly	we	hear	again	from	Frankenstein,	in	another	passage	that	is	at	the	heart	of	the	theme	we	are	tracing.	He	tells	Walton,	"Farewell,	Walton!	Seek	happiness	in	tranquillity,	and	avoid	ambition,	even	if	it	be	only	the	apparently	innocent	one	of	distinguishing	yourself	in	science	and	discoveries.	Yet	why	do	I	say	this?	I	have
myself	been	blasted	in	the	hopes,	yet	another	may	succeed."	Once	again,	tranquillity	seems	to	be	a	balance	point,	a	middle	point	between	hope	and	despair.	The	monster	now	makes	his	appearance	to	Walton,	and	again	the	recurring	words	appear-"dared	to	hope,"	and	"despait,"	and	"excess	of	my	despair,"	"loathing	despair,"	"I	falsely	hoped."	The	final
irony	is	his	"For	whilst	I	destroyed	his	hopes,	I	did	not	satisfy	my	own	desires."	As	the	novel	comes	to	an	end,	the	monster	plans	to	immolate	himself	on	the	fires	of	his	"funeral	pile."	Those	fires,	we	note,	will	be	on	the	ice	of	the	north,	and	the	twin	symbols	of	hell	are	the	last	images	the	book	glves	us.	The	FormalistApproach	*	149	In	review,	the	form	of
the	novel	is	largely	shaped	by	the	contrast	between	hubristic	hopes	and	human	despair.	Vaulting	ambition,	the	novel	seems	to	say,	will	carry	with	it	the	potential	of	massive	failure.	In	this	respect	the	form	of	the	novel	embodies	the	theme,	or	at	least	a	major	theme	of	the	novel.	The	words	hope	and	despair	are	clear	exponents	of	this	theme,	along	with
s)monyms	and	even	countrapuntal	episodes	that	have	much	the	same	function.	Along	the	way	there	are	associated	motifs,	like	electricity	and	lightning	and	"blasting,"	artd	perhaps	even	more	tantalizing	the	recurrent	word	"tranquillity,"	for	the	subtheme	of	placidity	plays	off	the	two	extremes	like	a	melody	in	a	symphony	or	opera	that	faintly	suggests
there	might	be	another	way,	somewhere.	*s	Vl.	LIMITATIONS	OF	THE	FORMALISTAPPROACH	By	the	1950s,	dissent	was	in	the	air.	Still	outraged	by	the	award	of	the	Bollingen	Prize	for	Poetry	to	Ezra	Pound	in	1949,	some	voices	thought	they	detected	a	pronounced	elitism,	if	not	more	sinister	rightist	tendencies,	in	the	New	Critics,	their	disciples,
and	the	poets	to	whom	they	had	granted	the	favor	of	their	attention.	The	details	of	this	political	argument	need	not	compel	our	attention	here.	\zVhat	does	concern	us	is	the	realization	that	by	1955,	some	doubters	were	pointing	to	the	formalist	critics'absorption	with	details,	their	greater	success	with	intensive	than	with	extensive	criticism,	their
obvious	preference	for	poets	like	Eliot	and	Yeats,	and	their	lack	of	success	with	the	novel	and	the	drama	(Holman,	"The	Defense	of	Art"	238-39).	Less	general	caveats	have	emphasized	the	restriction	of	formalist	criticism	to	a	certain	kind	of	literature	simply	because	that	kind	proved	itself	especially	amenable-lyric	poetry	generally	but	especially
English	poetry	of	the	seventeenth	century	and	the	"modernist"	poetry	that	stems	from	Pound	and	Eliot,	and	some	virtually	self-selecting	fiction	that	significantly	displays	poetic	textures	(for	example,	Moby-Dick	and	Ulysses).	New	Critics	tended	to	ignore	or	undervalue	some	poetry	and	other	genres	that	do	not	easily	respond	to	formalist	approaches
(for	example,	the	poetry	of	Wordsworth	and	Shelley,	philosophical	and	didactic	verse	generally,	and	the	essay).	Appar-	150	*	A	Handbookof	CriticalApproaches	to	Literature	ently	the	problems	increasewhenever	the	language	of	the	literary	work	tends	to	approach	that	of	the	philosopher,	or	even	that	of	the	critic.	The	formalist	approach	sometimes
seemsto	Iapse	into	a	treasure	hunt	for	objective	correlatives,	conceits,	the	image,	or	ironic	turns	of	phrase.It	has	not	seemedto.work	particularly	well	for	most	American	poetry	written	since	1950;	as	students	often	point	out,	it	tends	to	overlook	feeling	and	appearsheartlessand	cold	in	its	absorption	with	form.	Robert	Langbaum	pronounced	the	New
Criticism	"deaddead	of	its	very	success."For,	said	he,	"We	are	all	New	Critics	nowadays,	whether	we	like	it	or	not,	in	that	we	cannot	avoid	discerning	and	appreciating	wit	in	poetry,	or	reading	with	closeattention	to	words,	images,ironies,	and	so	on"	(11).There	is	more	to	criticism	than	"understanding	the	text,	[which]	is	where	criticism	begins,	not
where	it	ends"	(14).	Langbaum	believed	that	the	New	Criticism	took	us	for	a	time	outside	the	"main	stream	of	criticism"	(represented	by	Aristotle,	Coleridge,	and	Arnold),	and	that	we	should	return,	with	the	tools	of	explication	and	analysis	given	us	by	the	New	Critics,	to	that	mainstream.	That	is,	instead	of	insisting	upon	literature's	autonomy,	we
must	resumerelating	it	to	life	and	ideas,including	political	ideas.	Still	lateq,various	chargeswere	leveled	against	the	New	Critics,	and	a	number	of	them	will	be	noted	in	succeedingchapters.	QUrCKREFERENCE	Booth,	Wayne.	TheRhetoricof	Fiction.	Chicago:University	of	Chicago	Press,1961.	Brooks,	Cleanth,	and	Robert	Penn	Warren.	l-
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for	a	proper	rendering	of	the	lines	themselves.	A.	Abusesand	Misunderstandings	of	the	Psychological	Approach	w	l.	AIMSAND	PRINCIPIES	Of	all	the	critical	approachesto	literature,	the	psychologicalhas	been	one	of	the	most	controversial,the	most	abused,and-for	many	readers-the	least	appreciated.Yet,for	all	the	difficulties	involved	in	its	proper
application	to	interpretive	analysis,	the	psychologicalapproach	can	be	fascinating	and	rewarding.	Our	purpose	in	this	chapter	is	threefold:	(1)	to	account	briefly	for	the	misunderstanding	of	psychological	criticism;	(2)	to	outline	a	psychological	theory	often	used	as	an	interpretive	tool	by	modern	critics;	and	(3)	to	show	by	exampleshow	readersmay
apply	this	mode	of	interpretation	to	enhancetheir	understanding	and	appreciation	of	literature.	The	idea	of	enhancement	must	be	understood	as	a	preface	to	our	discussion.	It	is	axiomatic	that	no	single	approach	can	exhaustthe	manifold	interpretive	possibilities	of	a	worthwhile	literary	work:	each	approach	has	its	own	peculiar	limitations.	For
example,	the	limitations	of	the	historical-biographical	approach	lie	in	its	tendency	to	overlook	the	structural	intricacies	of	the	work.	The	formalist	approaclu	on	the	other	hand,	often	neglectshistorical	and	sociological	contexts	that	may	provide	important	insights	into	the	meaning	of	the	work.	In	turn,	the	152	Lr	the	generaldenseof	the	word,	there	is
nothing	new	about	the	psychological	approach.	As	early	as	the	fourth	century	B.c.,	Aristotle	used	it	in	setting	forth	his	classicdefinition	of	tragedy	as	combining	the	emotions	of	pity	and	terror	to	produce	catharsis.	The	"compleat	gentleman"	of	the	English	Renaissance,Sir	Philip	Sidney,	with	his	statementsabout	the	moral	effects	of	poetry,	was
psychologizing	literature,	as	were	such	Romantic	poets	as	Coleridge,	Wordsworth,	and	Shelley	with	their	theories	of	the	imagination.	In	this	sense,then,	virtually	every	literary	critic	has	been	concernedat	sometime	with	the	psychology	of	writing	or	responding	to	literature.	During	the	twentieth	century,	however,	psychological	criticism	has	come	to	be
associatedwith	a	particular	school	of	thought,	the	psychoanalytic	theories	of	Sigmund	Freud	(18561939)and	his	followers.	(The	currently	most	significant	of	these	followers,	facquesLacan,willbe	discussedin	subsequentchapters.)From	this	associationhave	derived	most	of	the	abusesand	misunderstandings	of	the	modern	psychological	approach	to
literature.	Abuses	of	the	approachhave	resulted	from	an	excess	of	enthusiasm,	which	has	been	manifested	in	several	ways.	First,	the	practitioners	of	the	Freudian	approach	often	push	their	critical	theses	too	hard,	forcing	literature	into	a	Procrusteanbed	of	psychoanalytic	theory	at	the	expenseof	other	relevant	considerations(for	example,the	work's
total	thematic	154	,,,A	Handbook	of	Critical	Approachesto	Literature	and	aesthetic	context).	Second,	the	literary	criticism	of	the	psychoanalytic	extremists	has	at	times	degenerated	into	a	special	occultism	with	its	own	mystique	and	jargon	exclusively	for	the	in-group.	Third,	many	critics	of	the	psychological	school	have	been	either	literary	scholars
who	have	understood	the	principles	of	psychology	imperfectly	or	professional	psychologists	who	have	had	little	feeling	for	literature	as	art:	the	former	have	abused	Freudian	insights	through	oversimplification	and	distortion;	the	latter	have	bruised	our	literary	sensibilities.	These	abuses	have	given	rise	to	a	widespread	mistrust	of	the	psychological
approach	as	a	tool	for	critical	analysis.	Conservative	scholars	and	teachers	of	literature,	often	shocked	by	such	terms	as	anal	eroticism,	phallic	symbol,	and	Oedipal	complex,	and	confused	by	the	clinical	diagnoses	of	literary	problems	(for	example,	the	interpretation	of	Hamlet's	character	as	a	"severe	case	of	hysteria	on	a	cyclothymic	basis"-that	is,	a
bipolar	disorder),	have	rejected	all	psychological	criticism	other	than	the	commonsense	type	as	pretentious	nonsense.	By	explaining	a	few	of	the	principles	of	Freudian	psychology	that	have	been	applied	to	literary	interpretation	and	by	providing	some	cautionary	remarks,	we	hope	to	introduce	the	reader	to	a	balanced	critical	perspective	that	will
enable	him	or	her	to	appreciate	the	instructive	possibilities	of	the	psychological	approach	while	avoiding	the	pitfalls	of	either	extremist	attitude.	B.	Freud'sTheories	The	foundation	of	Freud's	contribution	to	modern	psychology	is	his	emphasis	on	the	unconscious	aspects	of	the	human	psyche.	Abrilliant	creative	genius,	Freud	provided	convincing
evidence,	through	his	many	carefully	recorded	case	studies,	that	most	of	our	actions	are	motivated	by	psychological	forces	over	which	we	have	very	limited	control.	He	demonstrated	that,	like	the	iceberg,	the	human	mind	is	structured	so	that	its	great	weight	and	density	lie	beneath	the	surface	(below	the	level	of	consciousness).	In	"The	Anatomy	of
the	Mental	Personality,"	Freud	discriminates	between	the	levels	of	conscious	and	unconscious	mental	activity:	The	Psychological	Approach:	Freud	'"	155	The	oldest	and	best	meaning	of	the	word	"unconscious"	is	the	descriptive	one;	we	call	"unconscious"	any	mental	process	the	existence	of	which	we	are	obligated	to	assume-because,	for	instance,	we
infer	it	in	some	way	from	its	effects-but	of	which	we	are	not	directly	aware.	.	.	.	If	we	want	to	be	more	accurate,	we	should	modify	the	statement	by	saying	that	we	call	a	process	"unconscious"	when	we	have	to	assume	that	it	was	aclive	at	a	certain	time,	although	at	that	time	we	knew	nothing	about	it.	(99-100)	Freud	further	emphasizesthe	importance
of	the	unconscious	by	pointing	out	that	even	the	"most	conscious	processesare	conscious	for	only	a	short	period;	quite	soon	they	become	latent,though	they	can	easily	becomeconsciousagain"	(100).In	view	of	this,	Freud	defines	two	kinds	of	unconscious:	one	which	is	transformed	into	conscious	material	easily	and	under	conditions	which	frequently
arise,	and	another	in	the	case	of	which	such	a	transformation	is	difficult,	can	only	come	about	with	a	considerable	expenditure	of	energy,	or	may	never	occur	at	all.	.	.	.	We	call	the	unconscious	which	is	only	latent,	and	so	can	easily	become	conscious,	the	"preconscious,"	and	keep	the	name	"unconscious"	for	the	other.	(101)	That	most	of	the	individual's
mental	processes	are	uncon-	scious	is	thus	Freud's	first	major	premise.	The	second	(which	has	been	rejected	by	a	great	many	professional	psychologists,	including	some	of	Freud's	own	disciples-for	example,	Carl	Gustav	jung	and	Alfred	Adler)	is	that	all	human	behavior	is	motivated	ultimately	by	what	we	would	call	sexuality.	Freud	designates	the
prime	psychic	force	as	libido,	or	sexual	energy.	His	third	major	premise	is	that	because	of	the	powerful	social	taboos	attached	to	certain	sexual	impulses,	many	of	our	desires	and	memories	are	repressed	(that	is,	actively	excluded	from	conscious	awareness).	Starting	from	these	three	premises,	we	may	examine	several	corollaries	of	Freudian	theory.
Principal	among	these	is	Freud's	assignment	of	the	mental	processes	to	three	psychic	zones:	the	id,	the	ego,	and	the	superego.	An	explanation	of	these	zones	156	*	A	Handbook	of	Critical	Approachesto	Literature	may	be	illustrated	with	a	modification	of	Freud's	own	diagram	(N	ew	lntr	odu	ctory	Lectur	es	78)	:	preconsc|ous	o	0	uJ	uJl	G	l	)	at,	The
diagram	reveals	immediately	the	vast	portion	of	the	mental	apparatus	that	is	not	conscious.	Furthermore,	it	helps	to	clarify	the	relationship	between	ego,	id,	and	superego,	as	well	as	their	collective	relationship	to	the	conscious	and	the	unconscious.	We	should	note	that	the	id	is	entirely	unconscious	and	that	only	small	portions	of	the	ego	and	the
superego	are	conscious.	With	this	diagram	as	a	guide,	we	may	define	the	nature	and	functions	of	the	three	psychic	zones.	1.	The	id	is	the	reservoir	of	libido,	the	primary	source	of	all	psychic	energy.	It	functions	to	fulfill	the	primordial	life	principle,	which	Freud	considers	to	be	the	pleasureprinciple.	Without	consciousness	or	semblance	of	rational
order,	the	id	is	characterized	by	a	tremendous	and	amorphous	vitality.	Speaking	metaphorically,	Freud	explains	this	"obscure	inaccessible	part	of	our	personality"	as	"	a	chaos,	a	cauldron	of	seething	excitement	[with]	no	organization	and	no	unified	will,	only	an	impulsion	to	obtain	satisfaction	for	the	instinctual	needs,	in	accordance	with	the	pleasure
principle"	(103-4).	He	further	stresses	that	the	"laws	of	logic-above	all,	the	law	of	contradic-	The	PsychologicalApproach:	Freud	'	157	tion-do	not	hold	for	processes	of	the	id.	Contradictory	impulses	exist	side	by	side	without	neutralizing	each	other	or	drawing	apart.	.	.	.	Naturally,	the	id	knows	no	values,	no	good	and	evil,	no	morality"	(104-5).	The	id	is,
in	short,	the	source	of	all	our	aggressions	and	desires.	It	is	lawless,	asocial,	and	amoral.	Its	function	is	to	gratify	our	instincts	for	pleasure	without	regard	for	social	conventions,	legal	ethics,	or	moral	restraint.	Unchecked,	it	would	lead	us	to	any	lengths-to	destruction	and	even	self-destructionto	satisfy	its	impulses	for	pleasure.	Safety	for	the	self	and
for	others	does	not	lie	within	the	province	of	the	id:	its	concern	is	purely	for	instinctual	gratification,	heedless	of	consequence.	For	centuries	before	Freud,	this	force	was	recognized	in	human	nature	but	often	attributed	to	supernatural	and	external	rather	than	natural	and	internal	forces:	the	id	as	defined	by	Freud	is	identical	in	many	respects	to	the
Devil	as	defined	by	theologians.	Thus	there	is	a	certain	psychological	validity	in	the	old	saying	that	a	rambunctious	child	(whose	id	has	not	yet	been	brought	under	control	by	ego	and	superego)	is	"full	of	the	devil."	We	may	also	see	in	young	children	(and	neurotic	adults)	certain	uncontrolled	impulses	toward	pleasure	that	often	lead	to	excessive	self-
indulgence	and	even	to	self-injury.	2.	In	view	of	the	id's	dangerous	potentialities,	it	is	necessary	that	other	psychic	agencies	protect	the	individual	and	society.	The	first	of	these	regulating	agencies,	that	which	protects	the	individual,	is	the	ego.This	is	the	rational	governing	agent	of	the	psyche.	Though	the	ego	lacks	the	strong	vitality	of	the	id,	it
regulates	the	instinctual	drives	of	the	id	so	that	they	may	be	released	in	nondestructive	behavioral	patterns.	And	though	a	large	portion	of	the	ego	is	unconscious,	the	ego	nevertheless	comprises	what	we	ordinarily	think	of	as	the	conscious	mind.	As	Freud	points	out	in	"The	Dissection	of	the	Psychical	Personality,"	"To	adopt	a	popular	mode	of
speaking,	we	might	say	that	the	ego	stands	for	reason	and	good	sense	while	the	id	stands	for	the	untamed	passions"	(76).	Whereas	the	id	is	governed	solely	by	the	pleasure	principle,	the	ego	is	governed	by	the	reality	principle.	Consequently,	the	ego	serves	as	intermediarybetween	the	world	within	and	the	world	without.	3.	The	other	regulating	agent,
that	which	primarily	functions	to	protect	society,	is	the	superego.	Largely	unconscious,	the	158	*	A	Handbookof	CriticalApproaches	to	Literature	superegois	the	moral	censoring	agency,the	repository	of	conscienceand	pride.	It	is,	as	Freud	says	in	"The	Anatomy	of	the	Mental	Personality,"	the	"representative	of	all	moral	restrictions,	the	advocateof	the
impulse	toward	perfection,	in	short	it	is	as	much	as	we	have	been	able	to	apprehend	psychologically	of	what	people	call	the	'higher'	things	in	human	life"	(95).Acting	either	directly	or	through	the	ego,	the	superego	serves	to	repressor	inhibit	the	drives	of	the	id,	to	block	off	and	thrust	back	into	the	unconsciousthose	impulses	toward	pleasurethat
society	regards	as	unacceptable,such	as	overt	aggression,sexual	passions,and	the	Oedipal	instinct.	Freud	attributes	the	development	of	the	superegoto	the	parental	influence	that	manifests	itself	in	terms	of	punishment	for	what	society	considers	to	be	bad	behavior	and	reward	for	what	society	considers	good	behavior.An	overactive	superegocreatesan
unconscioussense	of	guilt	(hencethe	familiar	terrn	guilt	complexand	the	popular	misconception	that	Freud	advocated	the	relaxing	of	all	moral	inhibitions	and	social	restraints).Whereasthe	id	is	dominated	by	the	pleasureprinciple	and	the	egoby	the	realityprinciple,	the	superego	is	dominated	by	the	morality	principle.We	might	say	that	the	id	would
make	us	devils,	that	the	superegowould	have	us	behave	as	angels	(oL	worse,	as	creaturesof	absolute	social	conformity),	and	that	it	remains	for	the	ego	to	keep	us	healthy	human	beings	by	maintaining	a	balance	between	these	two	opposing	forces.It	was	this	balancethat	Freud	advocated-not	a	completeremoval	of	inhibiting	factors.	One	of	the	most
instructive	applications	of	this	Freudian	tripartition	to	literary	criticism	is	the	well-known	essay	"In	Nomine	Diaboli"	by	Henry	A.	Murray,	a	knowledgeable	psychoanalyst	and	a	sensitive	literary	critic	as	well.	In	analyzing	Herman	Melville's	masterpieceMoby-Dickwith	the	tools	provided	by	Freud,Murray	explainsthe	White	Whale	asa	symbolic
embodiment	of	the	strict	conscienceof	New	England	Puritanism	(that	is,	asa	projection	of	Melville's	own	superego).Captain	Ahab,	the	monomaniac	who	leadsthe	crew	of	the	Pequodto	destruction	through	his	insanecompulsion	to	pursue	and	strike	back	at	the	creaturewho	has	injured	him,	is	interpreted	as	the	symbol	of	a	rapacious	and	uncontrollable
id.	Starbuck,the	sane	Christian	and	first	mate	who	struggles	to	mediate	between	the	forces	embodied	in	Moby-Dick	and	Ahab,	symbolizes	a	balancedand	sensiblerationalism	(that	is,	the	ego).	ThePsychological	Approach:Freud*	'1,59	Though	many	scholarsare	reluctant	to	acceptFreud's	tripartition	of	the	human	psyche,	they	have	not	reacted	against
this	aspect	of	psychoanalytic	criticism	so	strongly	as	against	the	application	of	his	sexualtheoriesto	the	symbolic	interpretation	of	literature.	Let	us	briefly	examinethe	highlights	of	such	theories.	Perhaps	the	most	controversial	(and,	to	many,	the	most	offensive)	facet	of	psychoanalytic	criticism	is	its	tendency	to	interpret	imagery	in	terms	of	sexuality.
Following	Freud's	example	in	his	interpretation	of	dreams,	the	psychoanalytic	critic	tends	to	see	all	concaveimages	(ponds,	flowers,	cups	or	vases,caves,and	hollows)	as	female	or	yonic	sy'rnbols,and	all	imageswhose	length	exceedstheir	diameter	(towers,mountain	peaks,	snakes,knives,	lances,and	swords)	as	male	or	phallic	symbols.	Perhapseven	more
objectionableto	some	is	the	interpretation	of	such	activities	as	dancing,	riding,	and	flying	as	symbols	of	sexualpleasure:for	example,	inThe	Lifeand	Worksof	EdgarAllan	Poe:A	Psycho-AnalyticInterpretation,Marie	Bonaparte	interprets	the	figure	of	Psyche	in	"ulalume"	as	an	ambivalent	mother	figure,	both	the	longed-for	mother	and	the	mother	as
superego	who	shields	her	son	from	his	incestuous	instincts,	concluding	with	the	following	startling	observation:	"Psyche's	drooping,	trailing	wings	in	this	poem	symbolise	in	concreteform	Poe's	physical	impotence.	We	know	that	flying,	to	all	races,	unconsciously	symbolises	the	sex	act,	and	that	antiquity	often	presentedthe	penis	erect	and	winged."	For
the	skeptical	reader	Bonaparteprovides	this	explanation:	Lrfinite	are	the	s)'rnbolsman	has	the	capacity	to	create,as	indeed,	the	dreams	and	religions	of	the	savage	and	civilized	well	show.	Every	natural	object	may	be	utilised	to	this	end	yet,	despite	their	multiple	shapes,the	objectsand	relations	to	which	they	attach	are	relatively	few:	theseinclude	the
beings	we	loved	first,	such	as	mother,	father,brothers	or	sistersand	their	bodies,	but	mainly	our	own	bodies	and	genitals,	and	theirs.	Almost	all	symbolism	is	sexual,in	its	widest	sense,taking	the	word	as	the	deeply-buried	primal	urge	behind	all	expressionsof	love,	from	the	cradle	to	the	grave.	(294)	Although	such	observations	as	these	may	have	a
sound	psychoanalytic	basis,	their	relevance	to	sound	critical	analysis	has	been	questioned	by	many	scholars.	We	may	sympathize	with	their	incredulousness	when	we	encounter	the	Freudian	essay	160	*	A	Handbook	of	Critical	Approachesto	Literature	that	interprets	even	a	seemingly	innocent	fairy	tale	like	"Little	Red	Riding	Flood"	as	an	allegory	of
the	age-old	conflict	between	male	and	female	in	which	the	plucky	young	virgin,	whose	red	cap	is	a	menstrual	symbol,	outwits	the	ruthless,	sexhungry	"wolf"	(Fromm	23541).	Perhaps	even	more	controversial	than	Freudian	dream	symbolism	are	Freud's	theories	concerning	child	psychology.	Contrary	to	traditional	beliefs,	Freud	found	infancy	and
childhood	a	period	of	intense	sexual	experience,	sexual	in	a	sense	much	broader	than	is	commonly	attached	to	the	term.	During	the	first	five	years	of	life,	the	child	passes	through	a	series	of	phases	in	erotic	development,	each	phase	being	characterized	by	emphasis	on	a	particular	erogenouszone	(that	is,	a	portion	of	the	body	in	which	sexual	pleasure
becomes	localized).	Freud	indicated	three	such	zones:	tllle	oral,	the	anal,	and	the	genital.	(Note	that	the	uninitiated	layman,	unfamiliar	with	the	breadth	of	Freud's	term,	generally	restricts	the	meaning	of	"sexuality"	to	"	genital	sexuality.")	These	zones	are	associated	not	only	with	pleasure	in	stimulation	but	also	with	the	gratification	of	our	vitil	needs:
eating,	elimination,	and	reproduction.	If	for	some	reason	the	individual	is	frustrated	in	gratifying	these	needs	during	childhood,	the	adult	personality	may	be	warped	accordingly	(that	is,	development	may	be	arrested	or	Jixated).	For	example,	adults	who	are	compulsively	fastidious	may	suffeq,	according	to	the	psychoanalyst,	from	an	anal	fixation
traceable	to	overly	strict	toilet	training	during	early	childhood.	Likewise,	compulsive	cigarette	smoking	may	be	interpreted	as	a	symptom	of	oral	fixation	traceable	to	premature	weaning.	Even	among	"normal"	adults,	sublimated	responses	occui	when	the	indlvidual	is	vicariously	stimulated	by	images	associated	with	one	of	the	major	erogenous	zones.
In	his	Fiction	and	the	Unconscious,	Simon	O.	Lesser	suggests	that	the	anal-erotic	quality	tn	Robinson	Crusoe	(manifested	in	the	hero's	scrupulous	record	keeping	and	orderliness)	accounts	at	least	partially	for	the	unconscious	appeal	of	Defoe's	masterpiece	(306).	According	to	Freud,	the	child	reaches	the	stage	of	genital	primacy	around	age	five,	at
which	time	the	Oedipus	complex	manifests	itself.	In	simple	terms,	the	Oedipus	complex	derives	from	the	boy's	unconscious	rivalry	with	his	father	for	the	love	of	his	mother.	Freud	borrowed	the	term	from	the	classic	Sopho-	The	PsychologicalApproach:	Freud	*	161	clean	tragedy	in	which	the	hero	unwittingly	murders	his	father	and	marries	his	mother.
InThe	Ego	and	the	Id,Freud	describes	the	complex	as	follows:	..	.	the	boy	deals	with	his	father	by	identifying	himself	with	him.	For	a	time	these	two	relationships	[the	child's	devotion	to	his	mother	and	identification	with	his	father]	proceed	side	by	side,	until	the	boy's	sexual	wishes	in	regard	to	his	mother	become	more	intense	and	his	father	is
perceived	as	an	obstacle	to	them;	from	this	the	Oedipus	complei	originates.His	identification	with	his	father	then	takes	on	a	hostile	colouring	and	changesinto	a	wish	to	get	rid	of	his	father	in	order	to	take	his	place	with	his	mother.	Henceforward	his	relation	to	his	father	is	ambivalenUit	seemsas	if	the	ambivalenceinherent	in	the	identification	from	the
beginning	had	become	manifest.	An	ambivalent	attitude	to	his	father	and	an	object-relationof	a	solely	affectionate	kind	to	his	mother	make	up	the	content	of	the	simple	positive	Oedipus	complex	in	a	boy.	(27-22)	Further	ramifications	of	the	Oedipus	complex	are	a	fear	of	castration	and	an	identification	of	the	father	with	strict	authority	in	all	forms;
subsequent	hostility	to	authority	is	therefore	associated	with	the	Oedipal	ambivalence	to	which	Freud	refers.	A	story	like	Nathaniel	Hawthorne's	"My	Kinsman,	Major	Molineux,"	for	instance,	has	been	interpreted	by	Lesser	as	essentially	a	symbolic	rebellion	against	the	father	figure.	And	with	this	insight	we	may	find	meaning	in	the	young	hero's
disturbing	outburst	of	laughter	as	he	watches	the	cruel	tarring	and	feathering	of	his	once-respected	relative:	the	youth	is	expressing	his	unconscious	joy	in	being	released	from	parental	authority.	Now	he	is	free,	as	the	friendly	stranger	suggests,	to	make	his	own	way	in	the	adult	world	without	the	help	(and	restraint)	of	his	kinsman.	m	ll.	THE
PSYCHOLOGICALAPPROACH	lN	PRACTICE	A.	Hamlet:	The	Oedipus	Complex	Although	Freud	himself	made	some	applications	of	his	theories	to	art	and	literature,	it	remained	for	an	English	disciple,	the	psychoanalyst	Ernest	]ones,	to	provide	the	first	full-scale	psychoanalytic	treatment	of	a	major	literary	work.	]ones's	Hamlet	1.62,.	A	Handbook	of
Critical	Approachesto	Literature	and	Oedipus,	originally	published	as	an	essay	rn	The	American	lournal	of	Psychologyin	1910,	was	later	revised	and	enlarged.	Jones	bases	his	argument	on	the	thesis	that	Hamlet's	muchdebated	delay	in	killing	his	uncle,	Claudius,	is	to	be	explained	in	terms	of	internal	rather	than	extemal	circumstances	and	that	the
"play	is	mainly	concerned	with	a	hero's	unavailing	fight	against	what	can	only	be	called	a	disordered	mind."	In	his	carefully	documented	essay	Jones	builds	a	highly	persuasive	case	history	of	Hamlet	as	a	psychoneurotic	who	suffers	from	manicdepressive	hysteria	combined	with	an	abulia	(an	inabilitv	to	exercise	will	power	and	come	to	decisions)-all	of
which	may	be	traced	to	the	hero's	severely	repressed	Oedipal	feelings.	Jones	points	out	that	no	really	satisfying	argument	has	ever	been	substantiated	for	the	idea	that	Hamlet	avenges	his	father's	murder	as	quickly	as	practicable.	Shakespeare	makes	Claudius's	guilt	as	well	as	Hamlet's	duty	perfectly	clear	from	the	outset-if	we	are	to	trust	the	words
of	the	ghost	and	the	gloomy	insights	of	the	hero	himself.	The	fact	is,	howeveq,	that	Hamlet	does	not	fulfill	this	duty	until	absolutely	forced	to	do	so	by	physical	circumstances-and	even	then	only	after	Gertrude,	his	mother,	is	dead.	Jones	also	elucidates	the	strong	misoglmy	that	Hamlet	displays	throughout	the	play,	especially	as	it	is	directed	against
Ophelia,	and	his	almost	physical	revulsion	to	sex.	All	of	this	adds	up	to	a	classic	example	of	the	neurotically	repressed	Oedipus	complex.	The	ambivalence	that	typifies	the	child's	attitude	toward	his	father	is	dramatized	in	the	characters	of	the	ghost	(the	good,	lovable	father	with	whom	the	boy	identifies)	and	Claudius	(the	hated	father	as	tyrant	and
rival),	both	of	whom	are	dramatic	projections	of	the	hero's	own	conscious-unconscious	ambivalence	toward	the	father	figure.	The	ghost	represents	the	conscious	ideal	of	fatherhood,	the	image	that	is	socially	acceptable:	See,what	a	gracewas	seatedon	this	brow:	Hyperion's	curls,the	frontof	Jovehimself,	An	eye	like	Mars,to	threatenand	command,	A
stationlikethe	heraldMercury	N	e	w	-	l	i	g	h	t	eodn	a	h	e	a	v	e	n	-	k	i	s	s	ihnigl	l	,	A	combinationand	a	form	indeed,	Whereeverygod	did	seemto	sethisseal,	The	PsychologicalApproach:	Freud	"	1'63	of	a	man:	To	givethe	world	assurance	T	h	i	sw	a	sy	o	u	rh	u	s	b	a	n	d(	.l	l	l	i	v	)	His	view	of	Claudius,	on	the	other	hand,	represents	Hamlet's	repressed	hostility
toward	his	father	as	a	rival	for	his	mother's	affection.	This	new	king-father	is	the	symbolic	perpetrator	of	the	very	deeds	toward	which	the	son	is	impelled	by	his	own	unconscious	motives:	murder	of	his	father	and	incest	with	his	mother.	Hamlet	cannot	bring	himself	to	kill	Claudius	because	to	do	so	he	must,	in	a	psychological	sense,	kill	himself.	His
delay	and	frustration	in	trying	to	fulfill	the	ghost's	demand	for	vengeance	may	therefore	be	explained	by	the	fact	that,	as	]ones	puts	it,	the	"thought	of	incest	and	parricide	combined	is	too	intolerable	to	be	borne.	One	part	of	him	tries	to	carry	out	the	task,	the	other	flinches	inexorably	from	the	thought	of	it"	(78-79).	Norman	N.	Holland	neatly	summed
up	the	reasons	both	for	Hamlet's	delay	and	also	for	our	three-hundred-year	delay	in	comprehending	Hamlet's	true	motives:	Now	what	do	critics	mean	when	they	say	that	Hamlet	cannot	act	becauseof	his	Oedipus	complex?The	argument	is	very	simple,	very	elegant.	One,	people	over	the	centuries	have	been	unable	to	say	why	Hamlet	delays	in	killing
the	man	who	murdered	his	father	and	married	his	mother.	TWo,	psychoanalytic	experienceshows	that	every	child	wants	to	do	just	exactly	that.	Three,	Hamlet	delays	becausehe	cannot	punish	Claudius	for	doing	what	he	himself	wished	to	do	as	a	child	and,	unconsciously,still	wishes	to	do:	he	would	be	punishing	himself.	Four,	the	fact	that	this	wish	is
unconsciousexplains	why	people	could	not	explain	Hamlet's	delay.(158)	A	corollary	to	the	Oedipal	problem	inHamlet	is	the	pronounced	misogyny	in	Flamlet's	character.	Because	of	his	mother's	abnormally	sensual	affection	for	her	son,	an	affection	that	would	have	deeply	marked	Hamlet	as	a	child	with	an	Oedipal	neurosis,	he	has	in	the	course	of	his
psychic	development	repressed	his	incestuous	impulses	so	severely	that	this	repression	colors	his	attitude	toward	all	women:	"The	total	reaction	culminates	in	the	bitter	misogyny	of	his	outburst	against	Ophelia,	who	is	devas-	t64	*	A	Handbook	of	Critical	Approachesto	Literature	tated	at	having	to	bear	a	reaction	so	wholly	out	of	proportion	to	her	own
offense	and	has	no	idea	that	in	reviling	her	Hamlet	is	really	expressing	his	bitter	resentment	against	his	mother"	fones	96).	The	famous	"Get	thee	to	a	nunnery"	speech	has	even	more	sinister	overtones	than	are	generally	recognized,	explains	fones,	when	we	understand	the	pathological	degree	of	Hamlet's	conditions	and	read	"nunnery"	as	Elizabethan
slang	for	brothel.	The	underlying	theme	relates	ultimately	to	the	splitting	of	the	mother	image	which	the	infantile	unconsciouseffectsinto	two	opposite	pictures:	one	of	a	virginal	Madonna,	an	inaccessible	saint	towards	whom	all	sensual	approachesare	unthinkable,	and	the	other	of	a	sensual	creature	accessible	to	everyone.	.	.	.	\Atrhensexual
repressionis	highly	pronounced,	as	with	Hamlet,	then	both	types	of	women	are	felt	to	be	hostile:	the	pure	one	out	of	resentmentat	her	repulses,the	sensualone	out	of	the	temptation	she	offers	to	plunge	into	guiltiness.	Misogyny,	as	in	the	play,	is	the	inevitable	result.	(97-98)	Although	it	has	been	attacked	by	the	anti-Freudians	and	occasionally
disparaged	as	"obsolete"	by	the	neo-Freudians,	Jones's	critical	tour	de	force	has	nevertheless	attained	the	status	of	a	modern	classic.	"Both	as	an	important	seminal	work	which	led	to	a	considerable	re-examination	of	Hamlet,	and	as	an	example	of	a	thorough	and	intelligent	application	of	psychoanalysis	to	drama,"	writes	Claudia	C.	Morrison,	"Jones's
essay	stands	as	the	single	most	important	Freudian	study	of	literature	to	appearinAmerica	.	.."	(175).	B.	Rebellion	Against	the	Father	in	Huckleberry	Finn	Mark	TWain's	great	novel	has	this	in	conunon	with	Shakespeare's	masterpiece:	both	are	concerned	with	the	theme	of	rebellion-with	a	hostile	treatment	of	the	father	figure.	In	both	works	the	father
figure	is	finally	slain,	and	knowledge	of	his	death	brings	a	curious	sense	of	relief-and	release-for	the	reader.	As	we	have	seen,	from	the	psychoanalytic	viewpoint	all	rebellion	is	in	essence	a	rejection	of	parental,	especially	paternal,	authority.	Sociologically	speaking,	Huck	rebels	against	the	unjust,	inhumane	restrictions	of	a	society	that	condones	slav-
ThePsychological	Approach:Freud*	t65	ery,	hypocrisy,	and	cruelty.	However,	Mark	TWain	showed	a	remarkable	pre-Freudian	insight	when	he	dramatized	this	theme	of	rebellion	in	the	portrayal	of	Huck's	detestablefather	as	the	lowest	common	denominator	of	social	authority.	The	main	plot	of	the	novel	is	launched	with	Huck's	escapefrom	pap	Finn
("papi'in	keeping	with	the	reductive	treatment	of	this	father	figure,	is	not	capitalized),	a	flight	that	coincideswith	fim's	escapefrom	Miss	Watson.	Symbolically,Huck	and	Jim,	in	order	to	gain	freedom	and	to	regain	prelapsarian	bliss	(the	happiness	enjoyed	by	Adam	before	the	Fall),	must	escapewhatever	is	representedby	Miss	Watson	and	pap	Finn	(who
reminds	Huck	of	Adam	all	covered	with	mud-that	is,	Adam	after	the	Fall).	Despite	their	superficial	and	rather	melodramatic	differences,Miss	Watsonand	pap	Finn	have	much	in	common.	They	represent	extremes	of	authority:	authority	at	its	most	respectableand	at	its	most	contemptible.	What	is	more,	they	both	represent	social	and	legal	morality,
again	in	the	extremesof	the	social	spectrum.Notwithstanding	his	obvious	worthlessness,pap	Finn	is	still	Huck's	sole	guardian	by	law	and	holds	near-absolutepower	over	him,	an	authority	condoned	by	society,just	as	Miss	Watson	has	a	similar	power	over	Jim.	In	the	light	of	such	authority	both	Miss	Watson	and	pap	Finn	may	be	said	to	represent	the
superego	(for	example,when	Huck	goesagainst	his	conscienceby	refusing	to	turn	Jim	in	to	the	authorities,	it	is	the	letter	to	Miss	Watson	that	he	tears	up).	In	this	sense,then,	it	is	to	escapethe	oppressive	tyranny	and	cruel	restraints	of	the	superego	that	Huck	and	jim	take	flight	on	the	river.	HuckleberryFinn	carmotby	any	meansbe	read	asa
psychological	allegory,and	it	would	be	foolish	to	set	up	a	strict	one-to-one	relationship	of	characters	and	events	to	ideas,	particularly	becauseMarkTWainwrote	thebookwithno	notion	of	Freudian	concepts.	But	like	most	great	writers,	TWain	knew	human	nature;	and	from	the	psychoanalytic	perspective,	a	"linked	analogy"	canbe	seenbetweenthe
structure	of	his	novel	and	the	Freudian	structure	of	the	human	psyche.	Water	in	any	form	is	generally	interpreted	by	the	psychoanalystsasa	female	symbol,	more	specifically	as	a	maternal	symbol.	From	the	superegoistic	milieu	of	societyHuck	and	fim	flee	to	the	river,	where	they	find	L66	*	A	Handbook	of	Critical	Approachesto	Literature	freedom.
Except	when	invaded	by	men,	the	river	is	characterizedby	a	strange,	fluid,	dreamlike	peacefulness;	Huck's	most	lyrical	comments	are	those	describing	the	beauty	of	the	river:	TWoor	three	days	and	nights	went	by;	I	reckon	I	might	say	they	swum	by,	they	slid	along	so	quiet	and	smooth	and	lovely.	.	.	.	Not	a	sound	anywheres-perfectly	still-just	like	the
whole	world	was	asleep..	.	.	[Then]	the	nice	breeze	springs	up,	and	comesfanning	you	from	over	there,	so	cool	and	fresh	and	sweet	to	smell	on	account	of	the	woods	and	flowers;	but	sometimes	not	that	way,	becausethey've	left	dead	fish	laying	around,	gars	and	such,	and	they	do	get	pretty	rank.	...	[And]	we	would	watch	the	lonesomenessof	the	river,
and	kind	of	lazy	along,	and	by	andby	lazy	off	to	sleep..	.	.	It's	lovely	to	live	on	a	raft.	We	had	the	sky	up	there,	all	speckledwith	stars,	and	we	used	to	lay	on	our	backs	and	look	up	at	them,	and	discussabout	whether	they	was	madeor	only	jusi	happened..	.	.	Jim	said	the	moon	could	'a'	laid	them;	well,	that	looked	kind	of	reasonable,so	I	didn't	say	nothing



against	it,	becauseI've	seena	ftoglay	most	as	many,	so	of	courseit	could	be	done.(Ch.	19)	The	foregoing	passage	is	redolent	with	female-maternal	imagery;	it	also	suggests	the	dark,	mysterious	serenity	associated	with	the	prenatal	state,	as	well	as	with	death,	in	psychoanalytic	interpretation.	The	tension	between	land	and	water	may	be	seen	as
analogous	to	that	between	the	conscious	and	the	unconscious	in	Freudian	theory.	Lacking	a	real	mother,	Huck	finds	his	symbolic	mother	in	the	river;	in	Freudian	terms,	he	returns	to	the	womb.	From	this	matrix	he	undergoes	a	series	of	symbolic	deaths	and	rebirths,	punctuated	structurally	by	the	episodes	on	land.	As	]ames	M.	Cox	has	pointed	out,
Huck's	fake	murder	in	escaping	from	pap	Finn	is	crucial	to	our	understanding	the	central	informing	pattern	of	death	and	rebirth:	"Flaving	killed	himself,	Huck	is	'dead'	throughout	the	entire	journey	down	the	river.	He	is	indeed	the	man	without	identity	who	is	reborn	at	almost	every	river	bend,	not	because	he	desires	a	new	role,	but	because	he	must
re-create	himself	to	elude	the	forces	which	close	in	on	him	from	every	side.	The	rebirth	theme	which	began	with	pap's	reform	becomes	the	driving	idea	behind	the	entire	action."	Enhancing	this	pattern	is	the	hermaphroditic	figure	of	fim,	Fluck's	adopted	friend	and	par-	The	PsychologicalApproach:	Freud	*	767	ent,	whose	blackness	coincides	with	the
darkness	associated	with	death,	the	unconscious,	and	the	maternal.	Jim's	qualities	are	more	maternal	than	patemal.	He	possesses	the	gentleness,	and	loving	kindness	that	we	traditionunquestioningloyalty,	ally	ascribe	to	the	mothe4,	in	sharp	contrast	to	the	brutal	authoritarianism	of	pap.	Viewed	from	a	slightly	different	psychological	angle,
Huckleberry	Finn	is	a	story	of	the	child	as	victim,	embodying	the	betrayal-of-innocence	theme	that	has	become	one	of	the	chief	motifs	in	American	fiction.	Philip	Young	has	detected	similarities	between	Huck's	plight	and	that	of	the	Hemingway	hero.	Young	sees	Huck	as	the	wounded	child,	permanently	scarred	by	traumas	of	death	and	violence;	he	has
counted	thirteen	corpses	in	the	novel	and	observes	that	virtually	every	major	episode	in	the	book	ends	with	violence	or	death.	Young	makes	explicit	the	causal	relationship	between	the	traumatic	experiences	suffered	by	Huck	(and	later	by	Hemingway's	protagonists)	and	the	growing	preoccupation	with	death	that	dominates	much	modern	literature:
[Huck]	is	a	wounded	and	damagedboy.	He	will	never	get	over	the	terror	he	has	seen	and	been	through,	is	guilt-ridden	and	he	is	able	to	sleephe	can't	sleep	at	night	for	his	thoughts.	\Atrhen	is	tortured	with	bad	dreams.	.	.	.	This	is	a	boy	who	has	undergone	an	unhappy	processof	growing	up,	and	has	grown	clean	out	of	his	creator's	grasp.	.	.	.	Preciselyas
Clemenscould	never	solve	his	own	complications,savein	the	unmitigated	but	sophomoric	pessimism	of	his	last	books,	so	he	could	not	solve	them	for	Huck,	who	had	got	too	hot	to	handle	and	was	dropped.	What	the	man	never	realizedwas	that	in	his	journey	by	water	he	had	been	hinting	at	a	solution	all	along:	an	excessiveexposure	to	violence	and	death
produced	first	a	compulsive	fascination	with	dying,	and	finally	an	ideal	symbol	for	it.	(200-201)	This	ideal	symbol	is	the	dark	river	itself,	which	is	suggestive	of	the	Freudian	death	instinct,	the	unconscious	instinct	in	all	living	things	to	return	to	nonliving	state	and	thereby	achieve	permanent	surcease	from	the	pain	of	living.	Our	recognition	of	these
symbolic	implications	does	not,	by	any	means,	exhaust	the	interpretive	potential	of	Twain's	novel,	nor	does	it	preclude	insights	gained	from	other	critical	ap-	L68	*	A	Handbookof	CriticalApproaches	to	Literature	proaches.Such	recognition	should	enhanceour	appreciation	of	the	greatnessof	HuckleberryFinn	by	revealing	that	Mark	TWain	produced	a
masterwork	that,	intentionally	or	not,	has	appealed	in	a	profound	psychological	way	to	many	generationsof	readers.	The	Freudian	reading-particularly	in	its	focus	on	the	death	of	the	Father	and	the	searchfor	the	Feminine-has	enjoyed	renewed	attention	from	feminist	psychoanalytic	critics	(seechapter	8	on	feminist	approaches).	C.
PrometheusManqu{6:The	Monster	Unbound	Although	we	cannot	be	sure	of	the	extent	to	which	the	irony	in	Mary	Shelley's	subtitle	for	her	famous	novel-Frankenstein;	or,	The	Modern	Prometheus-was	intentional,	that	subtitle	is	nonethelesswonderfully	ironic.	The	qualifying	term	modern	may	certainly	indicate	some	deliberate	irony	on	the	author's
part.	In	any	event,	the	fire	that	her	modern-day	Prometheus	brings	to	humankind-unlike	that	so	dearly	stolen	from	the	gods	by	his	mythic	model-is	hellish	and-like	the	most	ominous	enormities	of	modern	science-holocaustal.	Having	already	pointed	out	the	moral	and	philosophical	implications	of	Shelley'snovel,	we	may	considerin	this	chapter	the
psychological	implications	of	her	richly	textured	narrative.	And	Frankensteinis	truly	a	pathological	grab-bag	for	the	psychoanalytic	critic.	Had	we	interpretive	world	enough	and	time,	we	might	easily	devote	a	volume	to	Freudian	and	Lacanian	speculations,and	these	were	perhaps	no	major	critical	crime.	For	now,	however,	let	us	focus	upon
somesalient	psychological	elements,asthesemightbe	evident	to	the	Freudian	eye.	At	the	very	outset,	Shelley's	subtitle	provides	a	strong	psychoanalytic	clue.	According	to	Freud,	all	forms	of	rebellion	are	essentially	rebellions	against	the	restrictions	of	patriarchal	authority-that	is,	the	controlling	powers	of	the	Father.To	be	releasedfrom	these	bonds,
the	son	must	dispatch	the	Father;	indeed,	the	Father	must	die,	either	symbolically	or	literally	(and,	in	many	cases,both).	Early	in	the	novel,	Victor	rejectsthe	elder	Frankenstein'sadvice	against	reading	the	"sad	trash"	of	Cornelius	Agrippa.	Later	on,	of	course,the	Father	must	die	literally	of	"an	apoplectic	fit"	in	the	arms	of	his	guilty	son,whose	own
rebellion	(not	only	against	paternal	authority	but	also	ThePsychological	Approach:Freud*	159	against	the	higher	laws	of	God	and	Nature)	has	created	the	monstrous	instrument	of	death.	Irony	upon	irony	(all	that	goes	around	must	come	around):	that	same	diabolical	monster	has	likewise	rebelled	against	his	father/creato4,	ultimately	effecting	that
demise	as	well	as	a	half	dozen	others.	Viewed	from	the	Freudian	perspective,Frankenstein'sphallic	creation	(note	his	enormous	height	and	his	symbolic	affinity	to	tall	mountains)	may	be	seen	as	a	projection	of	his	creator's	own	id,	unbound	and	rampant.	Such	are	the	monstrous	consequences	of	libidinous	obsession,unchecked	by	ego	and	ungoverned
by	superego.If	at	the	end	of	the	novel	that	monster	is	"lost	in	darkness	and	distance,"	the	dire	psychological	significance	of	his	fate-and	that	of	his	creator-should	not	be	lost	upon	his	modern	audience.	D.	"YoungGoodmanBrown":	ld	VersusSuperego	The	theme	of	innocencebetrayed	is	also	central	to	Nathaniel	Hawthorne's	"Young	Goodman	Brown,"	the
tale	of	the	young	bridegroom	who	leaves	his	wife	Faith	to	spend	a	night	with	Satanin	the	forest.	The	eventsof	that	terrifying	night	are	a	classic	traumatic	experiencefor	the	youth.	At	the	centerof	the	dark	wildemess	he	discovers	a	witches'	Sabbath	involving	all	the	honored	teachers,preachers,and	friends	of	his	village.	The	climax	is	reached	when	his
own	immaculate	bride	is	brought	forth	to	stand	by	his	side	and	pledge	eternal	allegianceto	the	Fiend	of	Hell.	Following	this	climactic	moment	in	which	the	hero	resiststhe	diabolical	urge	to	join	the	fraternify	of	evil,	he	wakes	to	find	himself	in	the	desertedforest	wondering	if	what	has	happened	was	dream	or	reality.	Regardlessof	the	answer,	he	is	a
changed	man.	He	returns	in	the	morning	to	the	village	and	to	his	Faith,	but	he	is	never	at	peace	with	himself	again.	Henceforth	he	can	never	hear	the	singing	of	a	holy	hymn	without	also	hearing	echoesof	the	anthem	of	sin	from	that	terrible	night	in	the	forest.	He	shrinks	even	from	the	side	of	Faith.	His	dyirg	hour	is	gloom,	and	no	hopeful	epitaph	is
engraved	upon	his	tombstone.	Aside	from	the	clearly	intended	allegorical	meanings	discussedelsewherein	this	book,	it	is	the	story's	underlying	psychological	implications	that	concern	us	here.	We	start	with	the	ThePsychological	Approach:Freud*	t7l	170	"	A	Handbook	of	Critical	Approachesto	Literature	assumption	that,	through	symbolism	and
technique,	"Young	Goodman	Brown"	means	more	than	it	says.	In	this	resPect	our	task	is	one	of	extrapolation,	an	inferring	of	the	unknown	from	the	known.	Our	first	premise	is	that	Brown's	joumey	is	more	than	a	physical	one:	it	is	a	psychological	one	as	well.	To	see	what	this	journey	means	in	psychological	terms,	we	need	to	examine	the	setting,	the
time,	and	the	place.	Impelled	by	unmistakably	libidinal	force,	the	hero	moves	from	the	village	of	Salem	into	the	forest.	The	village	is	a	place	of	light	and	order,	both	social	and	spiritual	order.	Brown	leaves	Faith	behind	in	the	town	at	sunset	and	returns	to	Faith	in	the	morning.	The	journey	into	the	wilderness	is	taken	in	the	night	"My	journey.	.	.	forth
and	back	agair:9"	explains	the	young	man	to	his	wife,	"must	needs	be	done'twixt	now	and	sunrise."	It	is	in	the	forest,	a	place	of	darkness	and	unknown	terrors,	that	Brown	meets	the	Devil.	On	one	level,	thery	the	village	may	be	equated	with	consciousness,	the	forest	with	the	dark	recesses	of	the	unconscious.	But,	more	precisely,	the	village,	as	a	place
of	social	and	moral	order	(and	inhibition)	is	analogous	to	Freud's	superego,	conscience,	the	morally	inhibiting	agent	of	the	psyche;	the	forest,	as	a	place	of	wild,	untamed	passions	and	terrors,	has	the	attributes	of	the	Freudian	id.	As	mediator	between	these	opposing	forces,	Brown	himself	resembles	the	poor	ego,	which	tries	to	effect	a	healthy	balance
and	is	shattered	because	it	is	unable	to	do	so.	Why	can't	he	reconcile	these	forces?	Is	his	predicament	that	of	all	human	beings,	as	is	indicated	by	his	common,	nondistinctive	surname?	If	so,	are	we	all	destined	to	die	in	gloom?	Certainly,	Hawthorne	implies,	we	cannot	remain	always	in	the	village,	outside	the	forest.	And	sooner	or	later,	we	must	all
confront	Satan.	Let	us	examine	this	diabolical	figure	for	a	moment.	\Atrhen	we	first	see	him	(after	being	prepared	by	Brown's	expressed	fear,	"What	if	the	devil	himself	should	be	at	my	very	elbow!"),	he	is	"seated	at	the	foot	of	an	old	lJsg//-an	allusion	to	the	"old	tree"	of	forbidden	fruit	and	the	knowledge	of	sin.	He	is	described	as	"bearing	a
considerable	resemblance"	to	the	hero	himself.	He	is,	in	short,	Brown's	own	alter	ego,	the	dramatic	projection	of	a	part	of	Brown's	psyche,	just	as	Faith	is	the	projection	of	another	part	of	his	psyche.	The	staff	Satan	is	carrying,	similar	to	the	maple	stick	he	later	gives	to	Brown,	is	like	a	"greaI	black	snake.	.	.	a	living	serpent"-a	standard	Freudian
symbol	for	the	uncontrollable	phallus.	As	he	moves	on	through	the	forest,	Brown	encountersother	figures,	the	most	respected	of	his	moral	tutors:	old	Goody	Cloyse,	Deacon	Gookin,	and,	at	last,	even	Faith	herself,	her	pink	ribbon	reflecting	the	ambiguify	that	Brown	is	unable	to	resolve,	for	pink	is	the	mixture	of	white	(for	purity)	and	red	(for	passion).
Thoroughly	*nerved-then	maddened-by	disillusionment,	Brown	capitulates	to	the	wild	evil	in	this	heart	of	darkness	and	becomes	"himself	the	chief	horror	of	the	scene,[shrinking]	not	from	its	other	horrors."	That	the	whole	lurid	scenemay	be	interpreted	as	the	projection	of	Brown's	formerly	repressed	impulses	is	indicated	in	Hawthome's	description	of
the	transformed	protagonist:	In	truth,	all	through	the	hauntedforestthere	could	be	nothing	morefrightful	than	the	figureof	GoodmanBrown.On	he	flew	amongtheblackpines,brandishinghis	staffwith	frenziedgestures,now	giving	vent	to	an	inspirationof	horrid	blasphemy,	and	now	shoutingforth	suchlaughteras	set	all	the	echoesof	the	forestlaughing	like
demonsaround	hirr..	Thefiend	in	his	outnshape	is	lesshideous	thanwhenheragesin	thebreast	ofman.	(our	italics)	Though	Hawthorne	implies	that	Brown's	problem	is	that	of	Everymary	he	does	not	suggestthat	all	humans	share	Brown's	gloomy	destiny.	Like	Freud,	Hawthorne	saw	the	dangers	of	an	overactive	suppression	of	libido	and	the
consequentdevelopment	of	a	tyrannous	superego,though	he	thought	of	the	problem	in	his	own	terms	as	an	imbalance	of	head	versus	heart.	Goodman	Brown	is	the	tragic	victim	of	a	society	that	has	shut	its	eyes	to	the	inevitable	"naturalness"	of	sex	as	a	part	of	humankind's	physical	and	mental	constitution,	a	society	whose	moral	system	would	suppress
too	severely	natural	humanimpulses.	Among	Puritans	the	word	"rratrtre"	was	virtually	synonymous	with	"sin."	In	Hawthorne'sThe	ScailetLetter,littlePearl,	illegitimate	daughter	of	Hester	Prynne	and	the	Reverend	Mr.	Arthur	Dimmesdale,	is	identified	throughout	as	the	"child	of	nature."	In	his	speechto	the	General	Court	rn1645,	Governor	John
Winthrop	defined	"natural	liberty"-as	distinguished	t72	*	A	Handbook	of	Critical	Approachesto	Literature	a	"liberty	to	do	evil	as	well	as	good	.	.	.	from	"civil	liberty"-as	the	exercise	and	maintaining	of	[which]	makes	men	grow	more	evil,	and	in	time	to	be	worse	than	brute	beasts.	.	.	."	Hawthorne,	himself	a	descendant	of	Puritan	witch	hunters	and	a
member	of	New	England	society,	the	moral	standards	of	which	had	been	strongly	conditioned	by	its	Puritan	heritage,	was	obsessed	with	the	nature	of	sin	and	with	the	psychological	results	of	violating	the	taboos	imposed	by	this	system.	"Young	Goodman	Brown"	dramatizes	the	neurosis	resulting	from	such	a	violation.	After	his	night	in	the	forest	he
becomes	a	walking	guilt	complex,	burdened	with	anxiety	and	doubt.	Why?	Because	he	has	not	been	properly	educated	to	confront	the	realities	of	the	external	world	or	of	the	inner	world,	because	from	the	cradle	on	he	has	been	indoctrinated	with	admonitions	against	tasting	the	forbidden	fruit,	and	because	sin	and	Satan	have	been	inadvertently
glamorized	by	prohibition,	he	has	developed	a	morbid	compulsion	to	taste	of	them.	He	is	not	necessarily	evil;	he	is,	Iike	most	young	people,	curious.	But	because	of	the	severity	of	Puritan	taboos	about	natural	impulses,	his	curiosity	has	become	an	obsession.	His	dramatic	reactions	in	the	forest	are	typical	of	what	happens	in	actual	cases	of	extreme
repression.	Furthermore,	the	very	nature	of	his	wilderness	fantasy	substantiates	Freud's	theory	that	our	repressed	desires	express	themselves	in	our	dreams,	that	dreams	are	symbolic	forms	of	wish	fulfillment.	Hawthorne,	writing	more	than	a	generation	before	Freud,	was	a	keen	enough	psychologist	to	be	aware	of	many	of	the	same	phenomena
Freud	was	to	systematize	through	clinical	evidence.	E.	Death	Wish	in	Poe's	Fiction	Aside	from	Ernest	fones's	Hamlet	and	Oedipus,	one	of	the	most	widely	known	psychoanalytic	studies	of	literature	is	Marie	Bonaparte's	Life	and	Works	of	Edgar	Allan	Poe.	Aprot6g6e	of	Sigmund	Freud,	Bonaparte	is,	like	jones,	one	of	those	rare	critics	whohave
combined	a	thoroughprofessional	knowledge	of	psychoanalysis	with	a	comparable	grasp	of	her	literary	subject.	For	the	uninitiated	her	book	is	as	fantastic	as	it	is	fascinating.	Her	main	thesis	is	that	Poe's	life	and	works	are	informed	throughout	by	the	Oedipal	complex:	hatred	of	father	and	psychopathic	love	of	mother.	The	rejection	of	authority	forms
the	core	of	Poe's	crit-	The	PsychologicalApproach:	Freud	*	173	ical	writings;	the	mother	fixation	(the	death	wish	or	longing	to	retum	to	the	womb,	manifested,	for	example,	in	his	obsession	with	premature	burial)	is	the	matrix	for	Poe's	poetry	and	fiction.	Even	his	fatal	weakness	for	drink	is	explained	as	a	form	of	escape	that	enabled	him	to	remain
faithful	to	his	dead	mother,	through	a	rigidly	enforced	chastity	that	was	further	ensured	by	alcoholic	overindulgence.	As	Bonaparte	writes,	Ever	sincehe	was	three,in	fact,	Poe	had	been	doomed	by	fate	to	live	in	constant	mouming.	A	fixation	on	a	dead	mother	was	to	bar	him	forever	from	earthly	love,	and	make	him	shun	health	and	vitality	in	his	loved
ones.	Forever	faithful	to	the	grave,	his	imagination	had	but	two	ways	open	before	it:	the	heavensor	the	tomb	according	to	whether	he	followed	the	"soul"	or	body	of	his	lost	one.	.	.	.	Thus,	through	his	eternal	fidelity	to	the	dead	mother,	Poe,to	all	intents,	became	necrophilist.	.	.	.	Had	[his	necrophilia]	been	unrepressed,Poe	would	no	doubt	have	been	a
criminal.	(83).	Using	such	psychoanalytic	theories	as	her	foundation,	Bonaparte	proceeds	to	analyze	work	after	work	with	a	logical	consistency	that	is	as	unsettling	as	it	is	monotonous.	"The	Cask	of	Amontillado"	arrd	"The	Tell-Thle	Heart"	are	seen	as	tales	of	revenge	against	the	father.	The	wine	vault	in	the	former	story	is	a	symbol	of	the	"interior	of
the	woman's	body.	.	.	where	the	coveted,	supreme	intoxication	dwells,	[and]	thus	becomes	the	instrument	of	retribution.	..	."	The	victim	in	"The	Tell-Tale	Fleart"	is	likewise	interpreted	as	a	symbol	of	Poe's	hated	stepfather,	John	Allan,	and	his	horrible	blind	eye	is	a	token	of	retributive	castration.	"The	Fall	of	the	House	of	Usher"	is	a	psychoanalytic
model	of	the	Oedipal	guilt	complex.	Madeline	Usher,	the	vault	in	which	she	is	prematurely	interred,	and	the	house	itself	are	all,	according	to	Freudian	symbology,	mother	images.	The	weird	tale	of	Ethelred,	read	to	Roderick	by	the	narrator	and	climaxed	by	the	slaying	of	the	dragon,	is	a	reenactment	of	the	slaying	of	the	father	to	gain	the	mother-
treasure.	F.	Love	and	Death	in	Blake's	"Sick	Rose"	Though	few	writers	lend	themselves	so	readily	as	Poe	to	the	psychoanalytic	approach,	a	great	deal	of	serious	literature,	if	we	accept	Marie	Bonaparte's	premises,	can	be	interpreted	I74	*	A	Handbook	of	Critical	Approachesto	Literature	along	the	same	basic	lines	established	by	Freud.	The	Romantic
poets	especially	are	susceptible	to	Freudian	interpretations	because,	as	F.	L.	Lucas	has	asserted,	Romanticism	is	related	to	the	unconscious-as	opposed	to	Classicism,	which,	with	its	emphasis	on	restraint	and	order,	is	oriented	toward	the	conscious,	particularly	the	ego	and	superego.	A	richly	symbolic	poem	like	William	Blake's	"Sick	Rose"	is
exemplary:	O	Rose,thou	art	sick!	e	orm,	f	h	e	i	n	v	i	s	i	b	lw	Thatfliesin	the	night,	In	the	howlingstorm,	Hasfoundout	thy	bed	Of	crimsonjoy;	And	hisdarksecretlove	Doesthv	life	destrov.	From	the	Freudian	perspective	the	sexual	implications	of	Blake's	imagery	are	readily	discernible.	The	ros-e	is	a	classic	symbol	of	feminine	beauty.	But	this	beauty	is
being	despoiled	by	some	agent	of	masculine	sexuality:	the	worm,	symbol	of	death,	of	decay,	and	also	of	the	phallus	(worm	=	serpent	=	sexual	instinct).	Again,	as	in	Poe's	"UlaltJrr'e,"	we	encounter	flying	as	a	symbol	of	sexual	intercourse.	Images	of	night,	darkness,	and	howling	storm	suggest	attributes	of	the	unconscious	or	the	id,	as	in	the	forest	of
"Young	Goodman	Brown."	The	second	starva	sets	forth	in	rather	explicit	images	the	idea	of	sensual	destruction.	In	short,	Blake's	poem	is	a	vaguely	disturbing	parable	of	the	death	instinct,	which	psychoanalysts	affirm	is	closely	conjoined	with	sexual	passion.	The	sharp	juxtaposition	of	"crimson	joy"	and	"destroy"	(coupled	with	"bed"	and	"his	dark
secret	love")	suggests	that	Eros,	unmitigated	by	higher	spiritual	love,	is	the	agent	of	evil	as	well	of	mortality.	G.	Sexual	lmagery	in	"To	His	Coy	Mistress"	We	see	a	similar	juxtaposition	in	Andrew	Marvell's	"To	His	Coy	Mistress,"	one	of	the	most	celebrated	erotic	poems	in	English	literature.	The	speaker	begins	his	proposition	of	love	by	stating	an
impossible	condition:.	"Had	we	but	world	enough,	ThePsychological	Approach:Freud*	175	and	time,/This	colmess,Lady,	were	no	crime."	Flattering	his	prospective	mistress	as	"Lady,"	he	proceeds	to	outline	the	"ideal"	relationship	of	the	two	lovers:	We	would	sit	down	and	thinkwhich	way	To	walk	and	passour	longlove'sday.	For,Lady,youdeserve
thisstate,	NorwouldI	loveat	lowerrate.	The	speaker's	argument	in	this	first	stanza	achievesa	fine	sublimation.	He	has	managed	to	refine	his	seductive	motive	of	all	its	grossness,yet,	ever	so	subtly,	he	has	not	swerved	from	his	main	purpose.	His	objective	despite	the	contradictory	deceptiveness	of	"vegetable	love"	(a	passion	whose	burning	is	so	slow	as
to	be	imperceptible),is	neverthelessthe	same:it	is	only	a	matter	of	time	before	the	woman	must	capitulate	to	his	blandishments.	But	this	"only"	makes	all	the	difference	in	the	world,	as	he	demonstratesin	his	second	stanza,shifting	dramatically	from	the	allusive	persuasion	of	the	first	stanzato	the	overt	pressure	of	the	second:	hear	Butat	my	backI
always	near;	Time's	wingedchariothurrying	Andyonderall	beforeuslie	Deserts	of	vasteternity.	The	flying	chariot	of	Time	(againwe	find	the	subtle	implication	of	sexual	union	in	the	image	of	flying)	is	juxtaposed	against	an	eternity	of	oblivion,	just	asthe	slow	but	sure	fecundity	of	a	vegetable	love	growing	to	the	vastness	of	empires	is	contrasted	with	the
barren	deserts	of	death.	After	setting	forth	this	prospect,the	speakerdaresto	revealpreciselywhat	all	this	meansin	terms	of	love:	Thy	beautyshallno	morebe	found,	Nor,in	thy	marblevault,shallsound	My	echoingsong;thenwormsshalltry	That	long	preservedvirginity,	And	yourquainthonorturn	to	dust,	And	into	ashesall	my	lust.	176	*	A	Handbookof
CriticalApproaches	to	Literature	This	statement,in	even	sharper	contrast	with	the	gentle	cajolery	of	the	first	stanza,is	brutal	in	its	explicitness.The	,,marble	vault"	is	a	thinly	disguised	vaginal	metaphor	suggestingboth	rigor	mortis	and	the	fleshlesspelvis	of	the	skeleton.	,,My	echoing	song"	and	the	sensualmeanings	of	the	lines	following	are	extremely
coarse	("quaint"	is	a	yonic	pun).	From	the	eternal	burning	of	a	vegetablepassion,in	the	faceof	rcality,we	seethat	all	love	must	at	last	end	in	ashes-just	as	all	chastity	must	end.,	the	same	as	sexual	profligacy,	in	dust.	The	speaker	concludes	this	stanzawith	a	devastating	anticlimax:	Thegrave's	a	fineandprivateplace,	Butnone,I	think,dothereembrace.	In
the	final	stanza	the	speaker	relaxes	his	harsh	irony	and	appeals	passionately	to	his	reluctant	sweetheart	to	seize	the	moment.	Again,	in	contrast	with	both	the	vegetablemetaphor	of	the	first	stanzaand	the	frightening	directnessof	the	second	stanza,he	achievesa	sublimation	of	sensualstatementthrough	the	bold	sincerity	of	his	passion	and	through	the
brilliancebf	his	imagery:	Nowtherefore,	whiletheyouthful	hue	Sitson	thyskinlikemorning	dew,	Andwhilethywillingsoultranspires	At	everyporewith	instantfires,	Nowletussportuswhilewe	may,	Andnow,likeamorous	birdsof	prev,	Rather	atonceourtimedevour	Thanlanguish	in	hisslow-chapped	power.	Letusrollall	ourstrength	andall	Oursweetness	up
intooneball,	Andtearourpleasures	withroughstrife	Thorough	theirongates	of	life:	Thus,thoughwe	cannotmakeoursun	Stand	still,yetwewill	makehimrun.	Here,	too,	the	sexual	imagery	is	overt.	The	fire	image,	which	smolders	in	stanza	1	and	turns	to	ashesin	stanza	2,	explodes	into	passion	in	the	concluding	stanza.	("Fire,	in	the	uncor,scious,"saysMarie
Bonaparte,"is	the	classicsymbol	of	urethral	ThePsychological	Approach:Freud*	t77	eroticism,"	276).Furthermore,	in	contrast	to	the	tone	of	Blake's	"Sick	Rose,"	here	love-as-destructionis	set	forth	rapturously.	The	poet	conveys,instead	of	sinister	corruption,	a	senseof	desperate	ecstasy.The	eating-biting	metaphor	(oral	eroticism	in	its	primal	form)	is
fused	with	the	flying	symbol	in	"amorous	birds	of	prey"	and	set	with	metaphysicalbrilliance	against	the	alternative	of	a	slow,	cannibalistic	dissolution	within	the	horrible	maw	of	Time.	In	his	last	four	lines	the	lover	drives	his	message	homewith	an	orgasticforce	through	the	useof	harshly	rhythmic	spondees("Thus,	though"	and	"Stand	still")	and	strongly
suggestivepuns	("make	our	sun"	and	"Make	him	run").	To	read	Marvell's	great	poem	as	nothing	more	than	a	glorification	of	sexualactivity	is,	of	course,a	grossoversimplification.	"To	His	Coy	Mistress"	is	much	more,	as	we	have	indicated	in	the	preceding	chapters	and	will	elaborate	in	the	following	chapters.	We	agree	with	the	formalist	critic	that
literature	is	autonomous,	but	we	must	also	concur	with	critic	Wayne	Shumaker	that	it	is	"continuous	with	nonaestheticlife"	(263).As	Simon	O.	Lesser	has	said,	"Among	[iterary	works]	whose	artistic	authenticity	cannot	be	questioned	we	give	the	highest	place	precisely	to	thoseworks	which	ignore	no	aspectof	man's	nature,	which	confront	the	most
disagreeableaspects	of	life	deliberately	and	unflinchingly.	.	."	(55).	Great	literature	has	always	dealt	not	merely	with	those	aspectsof	the	human	mind	that	are	pleasant	and	consciousbut	with	the	total	human	psyche,	many	facets	of	which	are	both	unpleasant	and	unconscious.The	enduring	appeal	of	Marvell's	poem,	Iike	that	of	the	other	works	we	have
examined,	derives	from	this	kind	of	artistic	and	honest	confrontation.	H.	Morality	over	the	PleasurePrinciplein	"EverydayUse,,	"I	will	wait	for	her	in	the	yard	that	Maggie	and	I	made	so	clean	and	wavy	yesterday	afternoon,"	the	narrator	tells	us	in	the	opening	sentenceof	Alice	Walker's	story.	The	"her"	refets,	of	course/to	the	prodigal	daughter	who	is
about	to	make	her	first	visit	home	since	her	transformation	from	old-fashioned	"Dee"	into	the	newly	liberated	"Wangero	Leewanika	Kemanjo."	We	are	told	in	the	secondparagraph	of	the	story	that	Maggie	is	"ashamed	of	the	burn	scarsdown	her	arms	and	legs"	and-	L78	*	A	Handbookof	CriticalApproaches	to	Literature	even	more	revealingly-thaI	"'no'	is
a	word	the	world	never	learned	to	say	to	her"	sister.	In	the	next	two	paragraphsthe	narrator	revealsher	recurrent	dream	of	being	featured	along	with	Dee	on	a	major	TV	talk	show	like	Johnny	Carson's:"On	TV	mother	and	child	embrace	and	smile	into	each	other's	faces.Sometimesthe	mother	and	father	weep,	the	child	wraps	them	in	her	arms	and	leans
across	the	table	to	tell	how	she	would	not	have	made	it	without	their	help."	Thus	far,	we	may	seetwo	symbolic	components	of	Freudian	theory	at	work	in	Walker's	story:	the	superego	and	the	id.	At	this	point	Maggie	is	clearly	associatedwith	two	basic	characteristics	of	the	superego:order	(the	clean,	neat	yard)	and	guilt	(shameover	her	appearancein
social	situations).	As	the	story	progresses,we	will	see	an	even	more	important	identification	of	Maggie	with	the	superego-but	before	that	seeDee's	affinity	with	the	Freudian	id.	As	we	pointed	out	earlier	in	this	chapter,	the	id	knows	no	moral	or	social	restraints,	being	driven	solely	by	the	pleasure	principle.	This	is	Dee:"'no'	is	a	word	the	world	never
learned	to	say	to	her."	Moreover,	her	entire	life	has	been	governed	by	the	pleasureprinciple:	"Dee	wanted	nice	things.	Ayellow	organdy	dressto	wear	to	her	graduation	from	high	school;black	pumps	to	match	a	green	suit	she'd	made	from	an	old	suit	somebody	gave	me.	Shewas	determined	to	staredown	any	disasterin	her	efforts.	.	.	.	Hesitation	was	no
part	of	her	nature."	Still	further,	the	id	is	not	only	amoral	but	totally	self-centeredand	asocial:	"Mama,	when	did	Deeeverhaaeany	friends?"	Maggieremarks.	And	what	is	the	mother's	role	in	our	Freudian	reading	of	this	fine	little	drama?	Early	in	her	TV	fantasy,	as	she	seesherself	emerging	from	"	a	dark	and	soft-seatedlimousine"	and	being	greeted	by	a
famous	"smiling,	gray,	sporty	man	like	Johnny	Carson"	before	an	applauding	audience,she	is	clearly	associating	herself	with	Dee's	pleasure	principle:	"Then	we	are	on	the	stageand	Dee	is	embracing	me	with	tears	in	her	eyes."	But	the	pleasurable	vision	begins	to	grow	dim	in	the	next	sentence:	"She	pins	on	my	dressa	large	orchid,	even	though	she	has
told	me	once	that	she	thinks	orchids	are	tacky	flowers."	And	she	wakes	from	her	tinsel	dream	of	glory	in	the	next	paragraph:	"In	real	life	I	am	a	large	big-boned	woman	with	ThePsychological	Approach:Freud*	179	rough,	man-working	hands"	that	can	brain	a	bull-calf	with	one	blow	of	a	sledgehammer.In	the	fantasy,	like	Dee	she	dazzles	the
audiencewith	her	"quick	and	witty	tongue";	in	real	life,	she	is	slow,	deliberate,	and	inarticulate.	But	she	is	not	dim-witted;	she	is,	in	fact,	a	very	rational	human	being-associated	with	the	reality	principle.	In	brief,	she	is	representativeof	the	ego,	caught	momentarily	in	precarious	tension	between	the	pleasure	principle	and	the	morality	principle.
Naturally	attracted	to	her	pleasure-driven	daughter,the	narrator	eagerly	anticipatesDee's	arrival-despite	Maggie's	open	aversion	to	the	meeting	("'Come	back	here,'	I	say.	And	she	stops	and	tries	to	dig	a	well	in	the	sand	with	her	toe").	But	her	bright	expectancyfadesat	the	first	glimpse	of	Dee'sunctuously	phallic	companiory	Hakim-a-barber.	Her
morally	perceptive	younger	daughter	seeshim	at	once	for	what	he	is:	"I	hear	Maggie	suck	in	her	breath.	'IJhnnnh,'	is	what	it	sounds	like.	Like	when	you	seethe	wriggling	end	of	a	snakejust	in	front	of	your	foot	on	the	road."	And	with	the	fading	of	her	false	pleasure-vision	comes	the	increasing	clarity	of	Mrs.	Johnson's	moral	vision.	Dee	(a.k.a.
Wangero)wants	it	all	and,	given	her	own	way,	will	have	it	all:	"'This	churn	top	is	what	I	need.	.	.	.	And	I	want	the	dasher,	too."'	(She	will	"'think	of	something	artistic	to	do	with	the	dasher"'!)	Finally,	uninhibited	by	ethical	restraint	or	consideration	for	others,	shewill	have	the	quilts	made	by	Grandma	Dee	and	promised	to	Maggie	for	her	marriage	to	John
Thomas.	Lacking	the	aggressive	intensity	of	the	id,	once-burned	and	still-scarred	Maggie	would	acquiesceto	her	sister's	libidinous	will.	But	the	mother,	no	longer	dazzled	by	her	false	pleasuredome,	now	turning	her	full	attention	from	Dee	to	Maggie,	has	another	vision	more	real	as	well	as	more	moral:	"Just	like	when	I'm	in	church	and	the	spirit	of	God
touchesme	and	I	get	happy	and	shout.	I	did	something	I	never	had	done	before:	hugged	Maggie	to	me,	then	dragged	her	on	into	the	room,	snatchedthe	quilts	out	of	Miss	Wangero's	hands	and	dumped	them	into	Maggie's	lap.	.	.	.	'Thke	one	or	two	of	the	others,'	I	said	to	Dee."	For	once,	at	least	in	Walker's	well-wrought	morality	play,	sweet
reasonablenesshas	prevailed	over	rampant	selfinterest-or,	as	a	Freudian	critic	might	put	it,	"Ego,	bolstered	by	superego,has	regulated	the	id."	180	*	A	Handbook	of	Critical	Approachesto	Literature	W	I	I	I	.	O	T	H	E	R	P	O	S	S	I	B	I	L	I	T	I	EASN	D	L	I	M	I	T	A	T	I	O	N	S	OF	THE	PSYCHOTOGICALAPPROACH	This	brings	us	to	a	final	recapitulation	and	a
few	words	of	defense	as	well	as	of	caution	about	the	Freudian	approach.	First,	in	defense:	incredibly	far-fetched	as	some	psychoanalytic	interpretations	seem	to	many	readers,	such	interpretations,	handled	by	qualified	critics,	are	not	unsubstantiated	in	fact;	they	are	based	upon	psychological	insights	often	derived	from	and	supported	by	actual	case
histories,	and	they	are	set	forth	in	such	works	as	those	of	Ernest	jones	and	Marie	Bonaparte	with	remarkable	cogency.	They	are-if	we	accept	the	basic	premises	of	psychoanalysis-very	difficult	to	refute.	Furthermore,	regardless	of	their	factual	validity,	such	theories	have	had	a	tremendous	impact	upon	modern	writing	(in	the	works	of	such	creative
artists	as	James	Joyce,	Eugene	O'Neill,	Tennessee	Williams,	Philip	Roth,	and	Edward	Albee,	to	mention	only	a	few)	and	upon	modern	literary	criticism	(for	example,	in	the	essays	of	such	major	and	diverse	critics	as	Edmund	Wilson,	Lionel	Tiilling,	F.	L.	Lucas,	Frederick	Hoffman,	Sandra	Gilbert,	H6ldne	Cixous,	and	fulia	Kristeva).	It	is	therefore
important	that	the	serious	student	of	literature	be	acquainted	with	psychoanalytic	theory.	The	danger	is	that	the	serious	student	may	become	theoryridden,	forgetting	that	Freud's	is	not	the	only	approach	to	literary	analysis.	To	see	a	great	work	of	fiction	or	a	great	poem	primarily	as	a	psychological	case	study	is	often	to	miss	its	wider	significance	and
perhaps	even	the	essential	aesthetic	experience	it	should	provide.	A	number	of	great	works,	despite	the	claims	of	the	more	zealous	Freudians	and	post-Freudians,	do	not	lend	themselves	readily,	if	at	all,	to	the	psychoanalytic	approach,	and	even	those	that	do	cannot	be	studied	exclusively	from	the	psychological	perspective.	Literary	interpretation	and
psychoanalysis	are	two	distinct	fields,	and	though	they	maybe	closely	associated,	they	can	in	no	sense	be	regarded	as	parts	of	one	discipline.	The	literary	critic	who	views	the	masterpiece	solely	through	the	lens	of	Freud	is	liable	to	see	art	through	a	glass	darkly.	However,	those	readers	who	reject	psychoanalysis	as	neurotic	nonsense	deprive
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ArchetypalApproaches	w	l.	DEFINITIONS	AND	MISCONCEPTIONS	InThe	Masksof	God,JosephCampbell	recounts	a	curious	phenomenon	of	animal	behavior.	Newly	hatched	chickens,bits	of	eggshellsstill	clinging	to	their	tails,	will	dart	for	cover	when	a	hawk	flies	overhead;yet	they	remain	unaffectedby	other	birds.	Furthermore,	a	wooden	model	of	a
hawk,	drawn	forward	along	a	wire	above	their	coop,	will	send	them	scurrying	(if	the	model	is	pulled	backward,	however,	there	is	no	response).	"Whence,"	Campbell	asks,"this	abrupt	seizureby	an	image	to	which	there	is	no	counterpart	in	the	chicken's	world?	Living	gulls	and	ducks,	herons	and	pigeons,	leave	it	cold;	but	thework	of	nrt
strikessomeuerydeepchord!"	(31;our	italics).	Campbell's	hinted	analory,	though	only	roughly	approximate,	will	serve	nonethelessas	an	instructive	introduction	to	the	mythological	approach	to	literature.	For	it	is	with	the	relationship	of	literary	art	to	"some	very	deep	chord"	in	human	nature	that	mythological	criticism	deals.The	myth	critic	is	concerned
to	seek	out	those	mysterious	elements	that	inform	certain	literary	works	and	that	elicit,	with	almost	uncanny	force,	dramatic	and	universal	human	reactions.	The	myth	critic	wishes	to	discover	how	certain	works	of	literature,	usually	thosethat	have	become,or	promise	to	become,"classics,"image	a	kind	of	reality	to	which	readers	give	perennial
responsewhile	other	works,	seemingly	as	well	constructed,	and	even	182	some	forms	of	reality,	leave	them	cold.	Speaking	figuratively,	the	myth	critic	studiesin	depth	the	"wooden	hawks"	of	greatliterature:the	so-calledarchetypesor	archetypal	patterns	that	the	writer	has	drawn	forward	along	the	tensed	structural	wires	of	his	or	her	masterpieceand
that	vibrate	in	such	a	way	that	a	sympathetic	resonanceis	set	off	deep	within	the	reader.	An	obviously	close	connection	exists	between	mythological	criticism	and	the	psychological	approach	discussedin	chapter	6:	both	are	concerned	with	the	motives	that	underlie	human	behavior.	Between	the	two	approaches	are	differences	of	degree	and	of
affinities.	Psychology	tends	to	be	experimental	and	diagnostic;	it	is	closely	related	to	biological	science.	Mythology	tends	to	be	speculativeand	philosophical;	its	affinities	are	with	religion,	anthropology,	and	cultural	history.	Such	generalizations,of	course,risk	oversimplification;	for	instance,	a	great	psychologist	like	Sigmund	Freud	ranged	far	beyond
experimental	and	clinical	study	into	the	realms	of	myth,	and	his	distinguished	sometimeprot6g6,Carl	Gustav	Jung,became	one	of	the	foremost	mythologists	of	our	time.	Even	so,	the	two	approachesare	distinct,	and	mythology	is	wider	in	its	scope	than	psychology.	For	example,	what	psychoanalysis	attempts	to	discloseabout	the	individual	personality,
the	study	of	myths	reveals	about	the	mind	and	character	of	a	people.	And	just	as	dreams	reflect	the	unconscious	desires	and	anxieties	of	the	individual,	so	myths	are	the	symbolic	projections	of	a	people's	hopes,values,	fears,and	aspirations.	According	to	the	common	misconception	and	misuse	of	the	term,	myths	are	merely	primitive	fictions,	illusions,
or	opinions	based	upon	false	reasoning.Actually,	mythology	encompasses	more	than	grade	school	stories	about	the	Greek	and	Roman	deities	or	clever	fables	invented	for	the	amusementof	children	(or	the	harassmentof	students	in	college	literature	courses).It	may	be	true	that	myths	do	not	meet	our	current	standards	of	factual	reality,	but	then	neither
does	any	great	literature.	Instead,	they	both	reflect	a	more	profound	reality.	As	Mark	Schorersaysin	WiIIiamBlake:ThePoliticsof	Vision,"Myth	is	fundamental,	the	dramatic	representation	of	our	deepestinstinctual	life,	of	a	primary	awarenessof	man	in	the	universe,	capable	of	many	configurations,	upon	which	all	particular	opinions	and	attitudes
depend"	(29).According	to	Alan	W.	Watts,	"Myth	184	*	A	Handbookof	CriticalApproaches	to	Literature	is	to	be	defined	as	a	complex	of	stories-some	no	doubt	fact,	and	some	fantasy-which,	for	various	reasons,human	beings	regard	as	demonstrations	of	the	inner	meaning	of	the	universe	and	of	humanlife"	(7).	Myths	are	by	nature	collective	and
communal;	they	bind	a	tribe	or	a	nation	together	in	common	psychological	and	spiritual	activities.	In	The	Languageof	Poetry,edited	by	Allen	Tate,	Philip	Wheelwright	explains,	"Myth	is	the	expressionof	a	profound	sense	of	togethernessof	feeling	and	of	action	and	of	wholeness	of	living"	(11).	Moreover,	like	Melville's	famous	white	whale	(itself	an
archetypal	image),	myth	is	ubiquitous	in	time	as	well	as	place.	It	is	a	dynamic	factor	everywhere	in	human	society;it	transcendstime,	uniting	the	past	(traditional	modes	of	belief)	with	the	present	(current	values)	and	reaching	toward	the	future	(spiritual	and	cultural	aspirations).	la::+	ll.	SOMEEXAMPTES	OF	ARCHETYPES	Having	establishedthe
significanceof	myth,	we	need	to	examine	its	relationship	to	archetypes	and	archetypal	patterns.	Although	every	people	has	its	own	distinctive	mythology	that	may	be	reflected	in	legend,	folklore,	and	ideology-although,	in	other	words,	myths	take	their	specific	shapesfrom	the	cultural	environments	in	which	they	grow-myth	is,	in	the	general
sense,universal.	Furthermore,	similar	motifs	or	themes	may	be	found	among	many	different	mythologies,	and	certain	images	that	recur	in	the	myths	of	peoples	widely	separatedin	time	and	place	tend	to	have	a	common	meaning	or,	more	accurately,tend	to	elicit	comparablepsychological	responsesand	to	serve	similar	cultural	functions.	Such	motifs	and
images	are	called	archetypes.	Stated	simply,	archetypesare	universal	symbols.	As	Philip	Wheelwright	explains	in	Metaphorand	Reality,	such	symbols	are	those	which	carry	the	same	or	very	similar	meanings	for	a	large	portion,	if	not	all,	of	mankind.	It	is	a	discoverable	fact	that	certain	symbols,	such	as	the	sky	father	and	earth	mother,	light,	blood,	up-
dowry	the	axis	of	a	wheel,	and	others,	recur	again	and	again	in	cultures	so	remote	from	one	another	in	space	and	time	that	there	is	no	likelihood	of	any	historical	influence	and	causal	connection	among	them.	(111)	MythologicalandArchetypal	Approaches*	L85	Examples	of	these	archetypes	and	the	symbolic	meanings	with	which	they	tend	to	be	widely
associatedfollow	(it	should	be	noted	that	thesemeanings	may	vary	significantly	from	one	context	to	another):	A.	lmages	1.	Water:	the	mystery	of	creation;	birth-death-resurrection;	purification	and	redemption;	fertility	and	growth.	According	to	|ung,	water	is	also	the	commonest	symbol	for	the	unconscious.	a.	The	sea:	the	mother	of	all	life;	spiritual
mystery	and	infinity;	death	and	rebirth;	timelessnessand	eterni$	the	unconscious.	b.	Rivers:	death	and	rebirth	(baptism);	the	flowing	of	time	into	eternity;	transitional	phases	of	the	life	cycle;	incarnations	of	deities.	2.	Sun	(fire	and	sky	are	closely	related):	creative	energy;law	in	nature;	consciousness(thinking,	enlightenment,	wisdom,	spiritual	vision);
father	principle	(moon	and	earth	tend	to	be	associatedwith	female	or	mother	principle);	passageof	time	and	life.	a.	Rising	sun:	birth;	creation;enlightenment.	b.	Setting	sun:	death.	3.	Colors	a.	Red:blood,	sacrifice,violent	passion;disorder.	b.	Green:	growth;	sensation;	hope;	fertility;	in	negative	context	may	be	associatedwith	death	and	decay.	c.	Blue:
usually	highly	positive,	associatedwith	truth,	religious	feeling,	security,	spiritual	purity	(the	color	of	the	Great	Mother	or	Holy	Mother).	d.	Black	(darkness):chaos,	mystery	the	unknown;	death;	primal	wisdom;	the	unconscious;evil;	melancholy.	e.	White:	highly	multivalent,	signifying,	in	its	positive	aspects,light,	purity,	innocence,and	timelessness;in	its
negative	aspects,death,	terror,	the	supernatural,	and	the	blinding	truth	of	an	inscrutable	cosmic	mystery	(see,for	186	*	A	Handbook	of	Critical	Approachesto	Literature	MythologicalandArchetypalApproaches*	187	instance,	Herman	Melville's	chapter	"The	Whiteness	of	the	\Alhale"	tn	Moby-Dick).	d.	Ouroboros:	the	ancient	symbol	of	the	snake	biting	its
own	tail,	signifying	the	eternal	cycle	of	life,	primordial	unconsciousness,the	unity	of	opposing	forces	(cf.	yangYin).	4.	Circle	(sphere):	wholeness,	unity.	a.	Mandala	(a	geometric	figure	based	upon	the	squaring	of	a	circle	around	a	unifying	center;	see	the	accompanying	illustration	of	the	classic	Shri-Yantra	mandala):	the	desire	for	spiritual	unity	and
psychic	integration.	Note	that	in	its	classic	Asian	forms	the	mandala	juxtaposes	the	triangle,	the	square,	and	the	circle	with	their	numerical	equivalents	of	three,	four,	and	seven.	Serpent	(snake,	worm):	symbol	of	energy	and	pure	force	(cf.	libido);	evil,	corruption,	sensuality;	destruction;	mystery;	wisdom;	the	unconscious.	6.	Numbers:	a.	Three:	light;
spiritual	awarenessand	unity	(cf.	the	Holy	Trinify);	the	male	principle.	b.	Four:	associatedwith	the	circle,	life	cycle,	four	seasons;	female	principle,	earth,	nature;	four	elements(earth,	air,	fire,	water).	c.	Five:	signifying	integration,	the	four	limbs	and	the	head	that	controls	them;	the	four	cardinal	points	plus	the	center.	d.	Seven:the	most	potent	of	all
symbolic	numbers-signifying	the	union	of	three	and	four,	the	completion	of	a	cycle,perfect	order.	n	b	.	Egg	(oval):	the	mystery	of	life	and	the	forces	of	generation.	Yang-yin:	a	Chinese	symbol	(below)	representing	the	union	of	the	opposite	forcesof	the	yang	(masculineprinciple,	light,	activity,	the	conscious	mind)	and	the	yin	(femaleprinciple,
darkness,passivity,	the	unconscious).	The	archetypal	woman	(Great	Mother-the	mysteries	of	life,	death,	transformation);	the	female	principle	associated	with	the	moon):	a.	The	Good	Mother	(positive	aspectsof	the	Earth	Mother):	associatedwith	the	life	principle,	birth,	warmth,	nourishment,	protectiory	fertility,	growth,	abundance	(for
example,Demeter,Ceres).	b.	The	Terrible	Mother	(including	the	negative	aspectsof	the	Earth	Mother):	the	witch,	sorceress,siren,	whore,	lamia,	femme	fatale-associated	with	sensuality,	sexual	orgies,	fear,	danger,	darkness,	dismemberment,	emasculatiory	death;	the	unconscious	in	its	terrifying	aspects.	c.	The	Soul	Mate:	the	Sophia	figure,	Holy
Mother,	the	princess	or	"beautiful	lady"-incarnation	of	inspiration	and	spiritual	fulfillment	(cf.	the	Jungian	anima).	188	*	A	Handbook	of	Critical	Approachesto	Literature	8.	The	demon	lover	(the	male	counterpart	of	the	Terrible	Mother):	the	devil,	Satan,	Dracula	(cf.	Blake's	"The	Sick	Rose"	and	the	Jungian	animus).	9.	The	Wise	Old	Man	(savioq,
redeemer,	guru):	personification	of	the	spiritual	principle,	representing	"knowledge,	reflection,	insight,	wisdom,	cleverness,	and	intuition	on	the	one	hand,	and	on	the	other,	moral	qualities	such	as	goodwill	and	readiness	to	help,	which	make	his	'spiritual'	character	sufficiently	plain.	.	.	.	Apart	from	his	cleverness,	wisdom,	and	insight,	the	old	man.	.	.	is
also	notable	for	his	moral	qualities;	what	is	more,	he	even	tests	the	moral	qualities	of	others	and	makes	gifts	dependent	on	this	test.	.	.	.	The	old	man	always	appears	when	the	hero	is	in	a	hopeless	and	desperate	situation	from	which	only	profound	reflection	or	a	lucky	idea.	.	.	can	extricate	him.	But	since,	for	internal	and	external	reasons,	the	hero
cannot	accomplish	this	himself,	the	knowledge	needed	to	compensate	the	deficiency	comes	in	the	form	of	a	personified	thought,	i.e.,	in	the	shape	of	this	sagacious	and	helpful	old	man"	(Iung,	Archetypes217ff.).	10.	The	Trickster	(joker,	jester,	clown,	fool,	fraud,	prankster,	picaro	[rogue],	poltergeist,	confidence	man	["con	man,,],	medicine	man
[shaman],	magician	[sleight-of-hand	artist],	"Spirit	Mercurius"	[shape-shifterf,	simia	dei	f"the	ape	of	Cod"l,	witch):	The	trickster	appears	to	be	the	opposite	of	the	wise	old	man	because	of	his	close	affinity	with	the	shadow	archetype	(for	"shadow,"	see	III.B.1);	howevel,	we	should	mention	that	he	has	a	positive	side	and	may	even	serve	a	healing	function
through	his	transformative	influence.	Jung	remarks	that	"He	is	a	forerunner	of	the	savioul	and,	like	him,	God,	man,	and	animal	at	once.	He	is	both	subhuman	and	superhuman,	a	bestial	and	divine	being	.	.	.,,	(Archetypes	263).	I	ane	Wheelwright's	definition	is	particularly	instructive:	"Image	of	the	archetype	of	mischievousness,	unexpectedness,
disorder,	amorality,	the	trickster	is	an	archetypal	shadow	figure	that	represents	a	primordial,	dawning	consciousness.	Compensating	for	rigid	or	overly	righteous	collective	attitudes,'it	functions	collectively	as	a	cathartic	safety	valve	for	pent-up	social	pressures,	a	re-	MythologicalandArchetypal	Approaches*	189	minder	of	humankind's	primitive
origins	and	the	fallibility	of	its	institutions"	(286).	Jeanne	Rosier	Smith	points	out	that	myths,	"as	they	appear	in	literature,	can	be	read	aspart	of	an	effort	for	human	and	cultural	survival.	The	trickster's	role	as	survivor	and	transformeq,	creating	order	from	chaos,	accounts	for	the	figure's	universal	appeal	and	its	centrality	to	the	mythology	and	folklore
of	so	many	cultures"	(3).	\Alhile	the	trickster	archetype	has	appeared	in	cultures	throughout	the	world	from	time	immemorial,	he	(or,	in	some	cases,she)	is	particularly	notable	in	African	American	and	American	hrdian	cultures	(see	our	discussion	of	HuckleberryFinn	in	chapter	9).	L1.	Garden:	paradise;	innocence;unspoiled	beauty	(especially	feminine);
fertility.	12.	tee:	"In	its	most	general	sense,the	symbolism	of	the	tree	denoteslife	of	the	cosmos:its	consistence,growth,	proliferation,	generative	and	regenerative	processes.It	stands	for	inexhaustible	life,	and	is	therefore	equivalent	to	a	symbol	of	immortality"	(Cirlot	328;	cf.	the	depiction	of	the	crossof	redemption	as	the	tree	of	life	in	Christian
iconography).	13.	Desert:spiritual	aridity;	death;	nihilism,	hopelessness.	14.	Mountain:	aspiration	and	inspiration;	meditation	and	spiritual	elevation.	"The	mountain	stands	for	the	goal	of	the	pilgrimage	and	ascent,henceit	often	has	the	psychological	meaning	of	the	self"	0u	g,	Archetypes279n).	These	examples	ate	by	no	means	exhaustive,	but	represent
some	of	the	more	corrunonarchetypal	images	that	the	reader	is	likely	to	encounter	in	literature.	The	images	we	have	listed	do	not	necessarilyfunction	as	archetypesevery	time	they	appear	in	a	literary	work.	The	discreet	critic	interprets	them	as	such	only	if	the	total	context	of	the	work	logically	supports	an	archetypal	reading.	B.	ArchetypalMotifs	or
Patterns	1.	Creation:	perhaps	the	most	fundamental	of	all	archetypal	motifs-virtually	every	mythology	is	built	on	some	ac-	190	*	A	Handbook	of	Critical	Approachesto	Literature	Approaches*	191'	MythologicalandArchetypal	count	of	how	the	cosmos,	nature,	and	humankind	were	brought	into	existence	by	some	supernatural	Being	or	beings.	Criticism,
indicates	the	correspondent	genres	for	the	four	seasonsas	follows:	Immortality:	another	fundamental	archetype,	generally	taking	one	of	two	basic	narrative	forms:	1.	The	mythos	of	spring:	comedy	2.	The	mythos	of	summer:	romance	a.	Escape	from	time:	"retum	to	paradise,"	the	state	of	perfect,	timeless	bliss	enjoyed	by	man	and	woman	before	their
tragic	Fall	into	corruption	and	mortality.	b.	Mystical	submersion	into	cyclical	time:	the	theme	of	endless	death	and	regeneration-human	beings	achieve	a	kind	of	immortality	by	submitting	to	the	vast,	mysterious	rhythm	of	Nature's	eternal	cycle,	particularly	the	cycle	of	the	seasons.	3.	The	mythos	of	fall:	tragedy	4.	The	mythos	of	winter:	irony	3.	Hero
archetypes	redemption):	(archetypes	of	transformation	and	a.	The	quest:	the	hero	(savior,	deliverer)	undertakes	some	long	journey	during	which	he	or	she	must	perform	impossible	tasks,	battle	with	monsters,	solve	unanswerable	riddles,	and	overcome	insurmountable	obstacles	in	order	to	save	the	kingdom.	b.	L:ritiation:	the	hero	undergoes	a	series	of
excruciating	ordeals	in	passing	from	ignorance	and	immaturity	to	social	and	spiritual	adulthood,	that	is,	in	achieving	maturity	and	becoming	a	full-fledged	member	of	his	or	her	social	group.	The	initiation	most	commonly	consists	of	three	distinct	phases:	(1)	separation,	(2)	transformation,	and	(3)	return.	Like	the	quest,	this	is	a	variation	of	the	death-
and-rebirth	archetype.	c.	The	sacrificial	scapegoal	the	hero,	with	whom	the	welfare	of	the	tribe	or	nation	is	identified,	must	die	to	atone	for	the	people's	sins	and	restore	the	land	to	fruitfulness.	C.	Archetypes	as	Cenres	Finally,	in	addition	to	appearing	as	images	and	motifs,	archetypes	may	be	found	in	even	more	complex	combinations	as	genres	or
types	of	literature	that	conform	with	the	major	phases	of	the	seasonal	cycle.	Northrop	Frye,	in	his	Anatomy	of	With	brilliant	audacity	Frye	identifies	myth	with	literature,	assertingthat	myth	is	a	"structural	organizing	principle	of	literary	form"	(341)	and	that	an	archetype	is	essentially	an	"element	of	one's	literary	experience"	(365).And	in	The	Stubborn
Structurehe	claims	that	"mythology	as	a	whole	provides	a	kind	of	diagram	or	blueprint	of	what	literature	as	a	whole	is	all	about,	an	imaginative	survey	of	the	human	situation	from	the	beginning	to	the	end,	from	the	height	to	the	depth,	of	what	is	imaginatively	conceivable"	(102).	ru	lll.	MYTH	CRITICISMlN	PRACTICE	Frye's	contribution	leads	us
directly	into	the	mythological	approach	to	literary	analysis.As	our	discussion	of	mythology	has	shown,	the	task	of	the	myth	critic	is	a	special	one.	Unlike	the	critic	who	relies	heavily	on	history	and	the	biography	of	the	writer,	the	myth	critic	is	interested	more	in	prehistory	and	the	biographies	of	the	gods.	Unlike	the	critic	who	concentrateson	the	shape
and	symmetry	of	the	work	itseli	the	myth	critic	probes	for	the	inner	spirit	which	gives	that	form	its	vitality	and	its	enduring	appeal.And	unlike	the	critic	who	is	prone	to	look	on	the	artifact	as	the	product	of	some	sexualneurosis,the	myth	critic	seesthe	work	holistically,	as	the	manifestation	of	vitalizing,	integrative	forces	arising	from	the	depths	of
humankind's	collective	psyche.	Despite	the	special	importance	of	the	myth	critic's	contribution,	this	approach	is,	for	several	reasons,poorly	understood.	Ln	the	first	place,	only	during	the	past	century	did	the	proper	interpretive	tools	become	available	through	the	development	of	such	disciplines	as	anthropology,	psychology,	and	cultural	L92	"	A
Handbookof	CriticalApproaches	to	Literature	history.	Second,many	scholarsand	teachersof	literature	have	remained	skeptical	of	myth	criticism	becauseof	its	tendencies	toward	the	cultic	and	the	occult.	Finally,	there	has	been	a	discouraging	confusion	over	conceptsand	definitions	among	the	myth	initiates	themselves,which	has	caused	many	would-be
myth	critics	to	turn	their	energies	to	more	clearly	defined	approaches	such	as	the	traditional	or	formalist.	In	carefully	picking	our	way	through	this	maze,	we	can	discover	at	least	three	separate	though	not	necessarily	exclusive	disciplines,	each	of	which	has	figured	prominently	in	the	development	of	myth	criticism.	In	the	following	pages	we	examine
these	in	roughly	chronological	order,	noting	how	each	may	be	applied	to	critical	analysis.	A.	Anthropologyand	lts	Uses	The	rapid	advancementof	modern	anthropology	since	the	end	of	the	nineteenth	century	has	been	the	most	important	single	influence	on	the	growth	of	myth	criticism.	Shortly	after	the	turn	of	the	century	this	influence	was	revealed	in
a	series	of	important	studies	published	by	the	Cambridge	Hellenists,	a	group	of	British	scholars	who	applied	recent	anthropological	discoveriesto	the	understanding	of	Greek	classicsin	terms	of	mythic	and	ritualistic	origins.	Noteworthy	contributions	by	members	of	this	group	include	Anthropologyand	the	Classics,	a	symposium	edited	by	R.	R.	Marett;
Jane	Harrison's	Themis;	Gilbert	Murray's	Euripidesand	His	Age;	and	F.	M.	Cornford's	Origin	of	Attic	Comedy.But	by	far	the	most	significant	member	of	the	British	schoolwas	Sir	james	G.	Frazer,whose	monumental	The	GoldenBough	has	exerted	an	enormous	influence	on	twentieth-century	literature,	not	merely	on	the	critics	but	also	on	such	creative
writers	as	JamesJoyce,	Thomas	Mann,	and	T.	S.	Eliot.	Frazer's	work,	a	comparative	study	of	the	primitive	origins	of	religion	in	magic,	ritual,	and	myth,	was	first	published	in	two	volumes	in	1890,later	expanded	to	twelve	volumes,	and	then	published	in	a	one-volume	abridged	edition	in	1922.	Frazer's	main	contribution	was	to	demonstrate	the
"essentialsimilarity	of	man's	chief	wants	everywhere	and	at	all	times,"	particularly	as	these	wants	were	reflected	throughout	MythologicalandArchetypalApproaches*	\93	ancient	mythologies.	He	explains,	for	example,in	the	abridged	edition,	that	[u]nder	the	names	of	Osiris,	Tammuz,	Adonis,	and	Attis,	the	peoples	of	Egypt	and	Westem	Asia
represented	the	yearly	decay	and	revival	of	life,	especially	vegetable	life,	which	they	personified	as	a	god	who	annually	died	and	rose	again	from	the	dead.	In	name	and	detail	the	rites	varied	from	place	to	place:	in	substance	they	were	the	same.	(325)	The	central	motif	with	which	Frazer	deals	is	the	archetype	of	crucifixion	and	resurrectiory
specifically	the	myths	describing	the	"killing	of	the	divine	king."	Among	many	primitive	peoples	it	was	believed	that	the	ruler	was	a	divine	or	semidivine	being	whose	life	was	identified	with	the	life	cycle	in	nature	and	in	human	existence.Becauseof	this	identification,	the	safety	of	the	people	and	even	of	the	world	was	felt	to	depend	upon	the	life	of	the
god-king.	A	vigorous,	healthy	ruler	would	ensure	natural	and	human	productivity;	on	the	other	hand,	a	sick	or	maimed	king	would	bring	blight	and	diseaseto	the	land	and	its	people.	Frazer	points	out	that	if	the	courseof	natureis	dependenton	the	man-god'slife,	what	may	not	be	expectedfrom	the	gradualenfeeblecatastrophes	ment	of	his	powersand
their	final	extinctionin	death?Thereis	only	oneway	of	avertingthesedangers.Theman-godmustbe	killed	assoonashe	showssymptomsthathis	Powersarebeginning	to	fail,	and	his	soulmustbe	transferredto	a	vigoroussuccessorbefore	it	has	been	seriouslyimpaired	by	threatened	decay.(265)	Among	some	peoples	the	kings	were	put	to	death	at	regular
intervals	to	ensute	the	welfare	of	the	tribe;	later,	however,	substitute	figures	were	killed	in	place	of	the	kings	themselves,or	the	sacrificesbecamepurely	symbolic	rather	than	literal.	Corollary	to	the	rite	of	sacrificewas	the	scapegoatarchetlpe'	This	motif	centered	in	the	belief	that,	by	transferring	the	corruptions	of	the	tribe	to	a	sacred	animal	or	person,
then	by	killing	(and	in	some	instanceseating)	this	scapegoat,the	tribe	could	achieve	the	cleansingand	atonement	thought	necessary	194	*	A	Handbookof	CriticalApproaches	to	Literature	for	natural	and	spiritual	rebirth.	pointing	out	that	food	and	children	are	the	primary	needs	for	human	survival,	Frazer	emphasizes	that	the	rites	of	blood	sacrifice	and
purification	were	consideredby	ancient	peoples	as	a	magical	guarantee	of	rejuvenation,an	assuranceof	life,	both	vegetableand	human.	If	such	customsstrike	us	as	incredibly	primitive,	we	need	only	to	recognizetheir	vestigesin	our	own	civilized	world-for	exam_	ple,	the	irrational	satisfactionthat	somepeople	gain	by	the	persecution	of	such	minority
groups	as	blacks	and	Jews-as,"ip"_	goats,or	the	more	wholesome	feelings	of	renewal	derived	frbm	our	New	Year's	festivities	and	resolutions,	the	homely	tradi_	tion	of	spring	cleaning,	our	celebrationof	Easter,and	even	the	Eucharist.	Modern	writers	themselves	have	employed	the	scapegoatmotif	with	striking	relevance-for	example,	Shirley	Jackson's	"
TlrreLottery."	The	insights	of	Frazer	and	the	Cambridge	Hellenists	have	been	extremely	helpful	in	myth	criticism,	especially	in	the	mythological	approach	to	drama.	Many	scholais	theorize	that	tragedy	originated	from	the	primitive	rites	we	have	described.	The	tragedies	of	Sophoclesand	Aeschylus,	for	example,	were	written	to	be	played	during	the
festival	of	Dionysui,	annual	vegetation	ceremoniesduring	which	the	ancient	Greeks	cele_	brated	the	deaths	of	the	winter-kings	and	the	rebirths	of	the	gods	of	spring	and	renewed	life.	Sophocles'sOedipusis	an	excellent	example	of	the	fusion	of	myth	and	literature.	Sophoclesproduced	agreat	play,	but	the	plot	of	Oedipuswas	not	his	invention.	It	was	a
well-known	mythic	narrative	long	before	he	immortalized	it	as	tragic	drama.	Both	the	myth	and	the	play	contain	a	number	of	famlliar	archetypes,as	a	brief	summary	of	the	plot	indicates.	The	king	and	queenof	ancient	Thebes,Laius	and	focasta,are	told	in	a	prophecy	that	their	newborn	sory	after	he	has	grown	up,	will	murder	his	father	and	marry	his
mother.	To	prevent	this	catastrophe,	the	king	orders	one	of	his	men	to	pierce	the	infant,s	heelsand	abandonhim	to	die	in	the	wilderness.	But	the	child	is	saved	by	a	shepherd	and	taken	to	Corinth,	where	he	is	reared	as	the	son	of	King	Polybus	and	eueen	Merope,	who	lead	the	boy	to	believe	that	they	are	his	real	parenti.	After	reaching	maturity	and
hearing	of	a	prophecy	that	he	is	destined	to	com-_	mit	patricide	and	incest,Oedipus	fleesfrom	Corinth	to	Thebes.	Mythological	and	ArchetypalApproaches	*	195	On	his	journey	he	meets	an	old	man	and	his	servants,	quarrels	with	them	and	kills	them.	Before	entering	Thebes	he	encounters	the	Sphinx	(who	holds	the	city	under	a	spell),	solves	her	riddle,
and	frees	the	city;	his	reward	is	the	hand	of	the	widowed	Queen	Jocasta.	He	then	rules	a	Prosperous	Thebes	for	many	years,	fathering	four	children	by	Jocasta.	At	last,	however,	a	blight	falls	upon	his	kingdom	because	Laius's	slayer	has	gone	unpunished.	Oedipus	starts	an	intensive	investigation	to	to	discover	ultimately	that	he	himself	is	find	the
culprit-only	the	guilty	one,	that	the	old	man	whom	he	had	killed	on	his	journey	to	Thebes	was	Laius,	his	real	father.	Overwhelmed	by	this	revelation,	Oedipus	blinds	himself	with	brooches	taken	from	his	dead	mother-wife,	who	has	hanged	herself,	and	goes	into	exile.	Following	his	sacrificial	punishment,	Thebes	is	restored	to	health	and	abundance.
Even	in	this	bare	summary	we	may	discern	at	least	two	archetypal	motifs:	(1)	In	the	quest	motif,	Oedipus,	as	the	hero,	undertakes	a	journey	during	which	he	encounters	the	Sphinx,	a	supernatural	monster	with	the	body	of	a	lion	and	the	head	of	a	woman;	by	answering	her	riddle,	he	delivers	the	kingdom	and	marries	the	queen.	(2)	In	the	king-as-
sacrificial-scapegoat	motif,	the	welfare	of	the	state,	both	human	and	natural	(Thebes	is	stricken	by	both	plague	and	drought),	is	bound	up	with	the	personal	fate	of	the	ruler;	only	after	Oedipus	has	offered	himself	up	as	a	scapegoat	is	the	land	redeemed.	Considering	that	Sophocles	wrote	his	tragedy	expressly	for	a	ritual	occasion,	we	are	hardly
surprised	that	Oedipus	reflects	certain	facets	of	the	fertility	myths	described	by	Frazer'	More	remarkable,	and	more	instructive	for	the	student	interested	in	myth	criticism,	is	the	revelation	of	similar	facets	in	the	great	tragedy	written	by	Shakespeare	two	thousand	years	later.	1.	The	Sacrificial	Hero:	Hamlet	One	of	the	first	modern	scholars	to	point
out	these	similarities	was	Gilbert	Murray.	In	his	"Hamlet	and	Orestes,"	delivered	as	a	lecture	in1974and	subsequently	published	in	The	ClassicalTradition	in	Poetry,Murcay	indicated	a	number	of	parallels	between	the	mythic	elements	of	Shakespeare's	play	and	those	inOedipus	and	in	the	Agamemnon	of	Aeschylus.	The	heroes	of	all	three	works	derive
from	the	GoldenBoughkings;	they	are	all	haunted,	196	*	A	Handbookof	CriticalApproaches	to	Literature	sacrificialfigures.	Furthermore,	aswith	the	Greek	tragedies,the	story	of	Hamlet	was	not	the	playwright's	invention	but	was	drawn	from	legend.As	literary	historians	tell	us,	the	old	Scandinavian	story	of	Amlehtus	or	Amlet,	Prince	of	Jutland,	was
recorded	as	early	as	the	twelfth	century	by	SaxoGrammaticus	inhis	History	of	theDanes.Murray	cites	an	even	earlier	passing	reference	to	the	prototlpal	Hamlet	in	a	Scandinavian	poem	composed	in	about	a.o.	980.Giorgio	de	Santillana	and	Hertha	von	DechendinHamlet's	Millhave	traced	this	archetypal	characterback	through	the	legendary
IcelandicAmlodhi	to	Oriental	mythology.	It	is	thereforeevident	that	the	core	of	Shakespeare,s	play	is	mythic.	In	Murray's	words,	The	things	that	thrill	and	amaze	us	inHamlet.	.	.	are	not	any	historical	particulars	about	mediaeval	Elsinore	.	.	.	but	things	belonging	to	the	old	stories	and	the	old	magic	rites,	which	stirred	and	thrilled	our	forefathers	five
and	six	thousand	years	ago;	set	them	dancing	all	night	on	the	hills,	tearing	beasts	and	men	in	pieces,	and	giving	up	their	own	bodies	to	a	ghastly	deattu	in	hope	thereby	to	keep	the	green	world	from	dying	and	to	be	the	saviours	of	their	own	people.	(236)	By	the	tirne	Sophoclesand	Aeschylus	were	producing	their	tragedies	for	Athenian	audiences,	such
sacrifices	were	no	longer	performed	literally	but	were	acted	out	symbolically	on	stage;yet	their	mythic	significancewas	the	same.Indeed,	their	significancewas	very	similar	in	the	caseof	Shakespeare,s	audiences.	The	Elizabethans	were	a	myth-minded	and	symbolreceptive	people.	There	was	no	need	for	Shakespeareto	interpret	for	his	audience:	theyfelt
the	mythic	content	of	his	plays.	And	though	myth	may	smolder	only	feebly	in	the	present-day	audience,we	still	respond,	despite	our	intellectual	sophistication,	to	the	archetypes	in	Hamlet.	Suchcritics	as	Murray	and	FrancisFergussonhave	provided	clues	to	many	of	Hamlet's	archetypal	mysteries.	InThe	Ideaof	Theater,Fergussondisclosespoint	by	point
how	the	scenesin	Shakespeare'splay	follow	the	same	ritual	pattern	as	those	in	Greek	tragedy,specifically	in	Oedipus;heindicates	that	in	both	plays	a	royal	suffereris	associated	with	pollution,	in	its	very	sources,of	an	entiresocialorder.Bothplaysopenwith	Mythological	and	ArchetypalApproaches	.	L97	an	invocation	for	the	well-being	of	the	endangered
body	politic.	In	both,	the	destiny	of	the	individual	and	of	society	are	closely	intertwined;	and	in	both	the	suffering	of	the	royal	victim	seemsto	be	necessarybefore	purgation	and	renewal	can	be	achieved.(118)	To	appreciate	how	closely	the	moral	norms	in	Shakespeare's	play	are	related	to	those	of	ancient	vegetation	myths,	we	need	only	to	note	how
often	images	of	disease	and	corruption	are	used	to	symbolize	the	evil	that	has	blighted	Hamlet's	Denmark.	The	following	statement	from	Philip	Wheelwright'sThe	Burning	Fountain,	explaining	the	organic	source	of	good	and	evil,	is	directly	relevant	to	the	moral	vision	inHamlet,	particularly	to	the	implications	of	Claudius's	crime	and	its	disastrous
consequences.	From	the	natural	or	organic	standpoint,	Good	is	life,	vitality,	propagation,	health;	evil	is	death,	impotence,	disease.Of	these	several	terms	health	and	diseaseare	the	most	important	and	comprehensive.	Death	is	but	an	interim	evil;	it	occurs	periodically,	but	there	is	the	assuranceof	new	life	ever	springing	up	to	take	its	place.	The	normal
cycle	of	life	and	death	is	a	healthy	cycle,	and	the	purpose	of	the	major	seasonal	festivals	(for	example,	the	Festival	of	Dionysus)	was	at	least	as	much	to	celebratejoyfully	the	turning	wheel	of	great	creative	Nature	as	to	achieve	magical	effects.Diseaseand	blight,	however,interrupt	the	cycle;	they	are	the	real	destroyers;and	health	is	the	good	most	highly
tobeprized.	(197)	\A/heelwright	continues	by	pointing	out	that	because	murder	(not	to	be	confused	with	ritual	sacrifice)	does	violence	to	both	the	natural	cycle	of	life	and	the	social	organism,	the	murderer	is	symbolically	diseased.	Furthermore,	when	the	victim	is	a	member	of	the	murderer/s	own	family,	an	even	more	compact	organism	than	the	tribe
or	the	political	state,	the	disease	is	especially	virulent.	We	should	mention	one	other	myth	that	relates	closely	to	the	meaning	of	Hamlet,	the	myth	of	divine	appointment.	This	was	the	belief,	strongly	fostered	by	such	Tudor	monarchs	as	Henry	VII,	Henry	VIII,	and	Elizabeth	I,	that	not	only	had	the	Tudors	been	divinely	appointed	to	bring	order	and
happiness	out	of	civil	strife	but	also	anv	attempt	to	break	this	divine	ordinance	t98	"	A	Handbookof	CriticalApproaches	to	Literature	(for	example,by	insurrection	or	assassination)would	result	in	social,	political,	and	natural	chaos.	We	see	this	Tudor	myth	reflected	in	several	of	Shakespeare'splays	(for	example,	in	RichardIII,	Macbeth,	and	King	Lear)
wherc	interference	with	the	order	of	divine	successionor	appointment	results	in	both	political	and	nafural	chaos,and	where	a	deformed,	corrupt,	or	weak	monarch	epitomizes	a	diseased	political	state.	This	national	myth	is,	quite	obviously,	central	inHamlet.	The	relevance	of	myth	to	Hamlet	should	now	be	apparent.	The	play's	thematic	heart	is	the
ancient,	archetypal	mystery	of	the	iife	cycle	itself.	Its	pulse	is	the	same	tragic	rhythm	that	moved	Sophocles'saudience	at	the	festival	of	Dionysus	and	moves	us	today	through	forces	that	transcend	our	conscious	processes.Through	the	insights	provided	us	by	anthropological	scholars,however,	we	may	perceivethe	essentialarchetypal	pattern	of
Shakespeare'stragedy.	Hamlet's	Denmark	is	a	diseased	and	rotten	state	because	Claudius's	"foul	and	most	unnatural	murder"	of	his	king-brother	has	subverted	the	divinely	ordained	laws	of	nature	and	of	kingly	succession.The	disruption	is	intensified	by	the	blood	kinship	between	victim	and	murderer.	Claudius,	whom	the	ghost	identifies	as	"The
Serpent,"	bears	the	primal	blood	curse	of	Cain.	And	because	the	stateis	identified	with	its	ruler,	Denmark	sharesand	suffers	also	from	his	blood	guilt.	Its	natural	cycle	interrupted,	the	nation	is	threatenedby	chaos:civil	strife	within	and	war	without.	As	Hamlet	exclaims,	"The	time	is	out	of	joint;	O	cursed	spite,/That	ever	I	was	born	to	set	it	right!"
Hamlet's	role	in	the	drama	is	that	of	the	prince-hero	who,	to	deliver	his	nation	from	the	blight	that	has	fallen	upon	it,	must	not	only	avengehis	father's	murder	but	also	offer	himself	up	as	a	royal	scapegoat.As	a	member	of	the	royal	family,	Hamlet	is	infected	with	the	regicidal	virus	even	though	he	is	personally	innocent.	We	might	say,using	another
metaphor	from	pathology,that	Claudius's	murderous	cancerhas	metastasizedso	that	the	royal	court	and	even	the	nation	itself	is	threatened	with	fatal	deterioration.	Hamlet's	task	is	to	seek	out	the	source	of	this	malady	and	to	eliminate	it.	Only	after	a	thorough	purgation	can	Denmark	be	restoredto	a	state	of	wholesome	balance.	Hamlet's	reluctance	to
accept	the	role	of	cathartic	agent	is	a	principal	reason	for	his	procrastination	in	killing	Claudius,	an	MythologicalandArchetypalApproaches*	199	act	that	may	well	involve	his	self-destruction.He	is	a	reluctant	but	dutiful	scapegoat,and	he	realizesultimately	that	there	can	be	no	substitute	victim	in	this	sacrificial	rite-hence	his	decision	to	accept
Laertes's	challenge	to	a	dueling	match	that	he	suspects	has	been	fixed	by	Claudius.	The	bloody	climax	of	the	tragedy	is	therefore	not	merely	spectacularmelodrama	but	an	essential	element	in	the	archetypal	pattern	of	sacrificeatonement-catharsis.Not	only	must	all	those	die	who	have	been	infected	by	the	evil	contagion	(Claudius,	Gertrude,	Polonius,
Rosencrantz	and	Guildenstern-even	Ophelia	and	Laertes),but	the	prince-hero	himself	must	suffer	"crucifixion"	before	Denmark	can	be	purged	and	reborn	under	the	healthy	new	regime	of	Fortinbras.	Enhancing	the	motif	of	the	sacrificial	scapegoatis	Hamlet's	long	and	difficult	spiritual	journey-his	initiation,	as	it	werefrom	innocent,	carefreeyouth	(he
has	been	a	university	student)	through	a	series	of	painful	ordeals	to	sadder,but	wiser,	maturity.	His	is	a	long	night's	journey	of	the	soul,	and	Shakespeare	employs	archetypal	imagery	to	convey	this	thematic	motif:	Hamlet	is	an	autumnal,	nighttime	play	dominated	by	images	of	darkness	and	blood,	and	the	hero	appropriately	wears	black,	the	archetypal
color	of	melancholy.The	superficial	object	of	his	dark	quest	is	to	solve	the	riddle	of	his	father's	death.	On	a	deeper	level,	his	quest	leads	him	down	the	labyrinthine	ways	of	the	human	mystery	the	mystery	of	human	life	and	destiny.	(Observe	how	consistently	his	soliloquies	turn	toward	the	puzzles	of	life	and	of	self.)	As	with	the	riddle	of	the	Sphinx,	the
enigmatic	answer	is	"marr,"	the	clue	to	which	is	given	in	Polonius's	glib	admonition,	"To	thine	own	self	be	true."	In	this	sense,then,	Hamlet's	quest	is	tfue	quest	undertaken	by	all	of	us	who	would	gain	that	rare	and	elusive	philosopher's	stone,self-knowledge.	2.	Archetypesof	Timeand	lmmortality:	"To	His	Coy	Mistress"	Even	though	the	mythological
approach	lends	itself	more	readily	to	the	interpretation	of	drama	and	the	novel	than	to	shorter	literary	forms	such	as	the	lyric	poem,	it	is	not	uncommon	to	find	elements	of	myth	in	these	shorter	works.	In	fact,	mythopoeic	poets	like	William	Blake,William	Butler	Yeats,and	T.	S.	Eliot	carefully	structured	many	of	their	works	on	myth.	Even	to	Literature
200	*	A	Handbookof	CriticalApproaches	those	poets	who	are	not	self-appointed	myth-makers	often	employ	images	and	motifs	that,	intentionally	or	not,	function	as	archetypes.Andrew	Marvell's	"To	His	Coy	Mistress"	seems	to	fit	into	this	latter	category.	Becauseof	its	strongly	suggestive(and	suggested)sensuality	and	its	apparently	cynical	theme,	"To
His	Coy	Mistress"	is	sometimes	dismissed	as	an	immature	if	not	immoral	love	poem.	But	to	seethe	poem	as	little	more	than	a	clever	proposition	is	to	miss	its	greatness.No	literary	work	survives	because	it	is	merely	clever,	or	merely	well	written.	It	must	partake	somehow	of	the	universal	and,	in	doing	so,	may	contain	elements	of	the	archetypal.	Let	us
examine	"To	His	Coy	Mistress"	with	an	eye	to	its	archetypal	content.	Superficially	a	love	poem,	"To	His	Coy	Mistress"	is,	in	a	deeper	sense,a	poem	about	time.	As	such,	it	is	concernedwith	immortality,	a	fundamental	motif	in	myth.	In	the	first	two	stanzas	we	encounter	an	inversion	or	rejection	of	traditional	conceptions	of	human	immortality.	StanzaL	is
an	ironic	presentation	of	the	"escapefrom	time"	to	someparadisal	statein	which	lovers	may	dally	for	an	eternity.But	such	a	stateof	perfect,eternal	bliss	is	a	foolish	delusion,	as	the	speaker	suggestsin	his	subjunctive	"Had	we.	.	."	and	in	his	description	of	love	as	some	kind	of	monstrous	vegetable	growing	slowly	to	an	infinite	size	in	the	archetypal
garden.	Stanza	2	presents,	in	dramatic	contrast,the	desert	archetypein	terms	of	another	kind	of	time,	naturalistic	time.	This	is	the	time	governed	by	the	inexorable	laws	of	nature	(note	the	sun	archetype	imaged	in	"Time's	wingbd	chariot"),	the	laws	of	decay,death,	and	physical	extinction.	Stanza	2	is	as	extreme	in	its	philosophical	realism	as	the	first
stanzais	in	its	impracticable	idealization.	The	concluding	stanza,	radically	altered	in	tone,	presents	a	third	kind	of	time,	an	escapeinto	cyclical	time	and	thereby	a	chancefor	immortality.	Again	we	encounterthe	sun	archetype,	but	this	is	the	sun	of	"soul"	and	of	"instant	fires"-images	not	of	death	but	of	life	and	creative	energy/which	are	fused	with	the
sphere	("Let	us	roll	all	our	strength	and	all/Our	sweetness	up	into	one	ball"),	the	archetype	of	primal	wholeness	and	fulfillment.	InMyth	andReality,Mircea	Eliade	indicates	that	one	of	the	most	widespread	motifs	in	immortality	myths	is	the	regres-	MythologicalandArchetypalApproaches*	201	susad	uterum	(a	"return	to	the	origin"	of	creation	or	to	the
symbolic	womb	of	life)	and	that	this	return	is	consideredto	be	symbolically	feasible	by	some	philosophers	(for	example,	the	ChineseTaoists)through	alchemicalfire:	During	the	fusion	of	metalsthe	Taoistalchemisttries	to	bring	aboutin	his	own	bodytheunionof	thetwo	cosmological	principles,Heavenand	Earth,in	order	to	reproducethe	primordial
chaoticsituationthat	existedbeforethe	Creation.This	primordial	situation.	.	.	corresponds	both	to	the	egg(thatis,	thl	archetypal	sphere)or	the	embryoand	to	the	paradisaland	innocent	stateof	theuncreatedWorld.(83-84)	We	are	not	suggesting	that	Marvell	was	familiar	with	Thoist	philosophy	or	that	he	was	consciously	aware	of	immortality
archetypes.However,	in	representing	the	age-old	dilemma	of	time	and	immortality,	Marvell	employed	a	cluster	of	images	chargedwith	mythic	significance.His	poet-lover	seemsto	offer	the	alchemy	of	love	asa	way	of	defeating	the	laws	of	naturalistic	time;	love	is	a	means	of	participating	in,	even	intensifying,	the	mysterious	rhythms	of	nature's	eternal
cycle.	If	life	is	to	be	judged,	as	some	philosophers	have	suggested,not	by	duration	but	by	intensity,	then	Marvell's	lovers,	at	least	during	the	act	of	love,	will	achievea	kind	of	immortality	by	"devouring"	time	or	by	transcending	the	laws	of	clock	time	("Time's	wingdd	chariot").	And	if	this	alchemical	transmutation	requires	a	fire	hot	enough	to	melt	them
into	one	primordial	ball,	then	it	is	perhaps	alsohot	enough	to	melt	the	sun	itself	and	"make	him	run."	Thus	we	seethat	the	overt	sexuality	of	Marvell's	poem	is,	in	a	mythic	sense/suggestiveof	a	profound	metaphysicalinsight,	an	insight	that	continues	to	fascinate	those	philosophers	and	scientists	who	would	penetratethe	mysteriesof	time	and	eternity.	B.



f	ungianPsychologyand	lts	Archetypaltnsights	The	second	major	influence	on	mythological	criticism	is	the	work	of	C.	G.	Jung,	the	great	psychologist-philosopher	and	onetime	student	of	Freud	who	broke	with	the	master	because	of	what	he	regarded	as	a	too-narrow	approach	to	psychoanalysis.	fung	believed	libido	(psychic	energy)	to	be	more	psychic
202	*	A	Handbookof	CriticalApproaches	to	Literature	than	sexual;also,he	consideredFreudian	theories	too	negative	becauseof	Freud's	emphasis	on	the	neurotic	rather	than	the	healthy	aspectsof	the	psyche.	fung's	primary	contribution	to	myth	criticism	is	his	theory	of	racial	memory	and	archetypes.	In	developing	this	concept,	]ung	expanded	Freud's
theories	of	the	personal	unconscious,	assertingthat	beneaththis	is	a	primeval,	collective	unconscious	shared	in	the	psychic	inheritance	of	all	members	of	the	human	family.	As	Jung	himself	explains	inThe	Structureand	Dynamics	of	thePsyche,	If	it	were	possible	to	personify	the	unconscious,	we	might	think	of	it	as	a	collective	human	being	combining	the
characteristics	of	both	sexes,	transcending	youth	and	age,	birth	and	death,	and,	from	having	at	its	command	a	human	experience	of	one	or	two	million	years,	practically	immortal.	If	such	a	being	existed,	it	would	be	exalted	over	all	temporal	change;	the	present	would	mean	neither	more	nor	less	to	it	than	any	year	in	the	hundredth	millennium	before
Christ;	it	would	be	a	dreamer	of	age-old	dreams	and,	owing	to	its	immeasurable	experience,	an	incomparable	prognosticator.	It	would	have	lived	countless	times	over	again	the	life	of	the	individual,	the	family,	the	tribe,	and	the	nation,	and	it	would	possess	a	living	sense	of	the	rhythm	of	growtfu	flowering,	and	decay.	(349-50)	Just	as	certain	instincts
are	inherited	by	the	lower	animals	(for	example/the	instinct	of	the	baby	chicken	to	run	from	a	hawk's	shadow),	so	more	complex	psychic	predispositions	are	inherited	by	human	beings.	Jung	believed,	contrary	to	eighteenthcentury	Lockean	psychology,that	"Mind	is	not	born	as	a	tabula	rnsaIa	clean	slatel.	Like	the	body,	it	has	its	pre-
establishedindividual	definiteness;namely,	forms	of	behaviour.	They	become	manifest	in	the	ever-recurring	patterns	of	psychic	functioning"	(Psycheand	Symbol	xv).	Therefore	what	Jung	called	"rnythforming"	structural	elements	are	ever	present	in	the	unconsciouspsyche;he	refers	to	the	manifestationsof	theseelements	as	"lnotifs,"	"primordial	images,"
or	"	archetypes."	Jung	was	also	careful	to	explain	that	archetypes	are	not	inherited	ideas	or	patterns	of	thought,	but	rather	that	they	are	predispositions	to	respond	in	similar	ways	to	certain	stimuli:	MythologicalandArchetypalApproaches*	203	"In	reality	they	belong	to	the	realm	of	activities	of	the	instincts	and	in	that	sense	they	represent	inherited
forms	of	psychic	behaviour"	(xvi).	In	Psychological	Reflections,	he	maintained	that	thesepsychic	instincts	"are	older	than	historical	man,	.	.	.	have	been	ingrained	in	him	from	earliesttimes,	and,	etemally	living,	outlasting	all	generations,still	make	up	the	groundwork	of	the	human	psyche.	It	is	only	possible	to	live	the	fullest	life	when	we	are	in	harmony
with	these	symbols;	wisdom	is	a	return	to	thern"	(42).	Lr	stressing	that	archetypesare	actually	"inherited	forms,"	Jung	also	went	further	than	most	of	the	anthropologists,	who	tended	to	see	these	forms	as	social	phenomena	passed	down	from	one	generation	to	the	next	through	various	sacred	rites	rather	than	through	the	structure	of	the	psyche	itself.
Furthermore,	in	TheArchetypesand	the	CollectiaeUnconscious,	he	theorized	that	myths	do	not	derive	from	external	factors	such	as	the	seasonalor	solar	cyclebut	are,in	truth,	the	projectionsof	innate	psychic	phenomena:	All	the	mythologizedprocesses	of	nature,suchassummerand	winter,the	phasesof	themoon,the	rainy	seasons,	and	so	forth,	are	in	no
sense	allegories	of	these	objective	occurrences;	rather	they	are	symbolic	expressions	of	the	inner,	unconscious	drama	of	the	psyche	which	becomes	accessible	to	man's	consciousness	by	way	of	projection-that	is,	mirrored	in	the	events	of	nature.	(6)	Lr	other	words,	myths	are	the	means	by	which	archetypes,	essentiallyunconsciousforms,
becomemanifest	and	articulate	to	the'conscious	mind.	Jung	indicated	further	that	archetypes	reveal	themselves	in	the	dreams	of	individuals,	so	that	we	might	say	that	dreams	are	"personalized	myths"	and	myths	are	"depersonalized	dreams."	Jung	detected	an	intimate	relationship	between	dreams,	myths,	and	art	in	that	all	three	serve	as	media
through	which	archetypes	become	accessible	to	consciousness.The	great	artist,	as	Jung	observesin	Modern	Man	in	Searchof	a	Soul,is	a	person	who	possessesthe	"primordial	vision,"	a	special	sensitivity	to	archetypal	patterns	and	a	gift	for	speaking	in	primordial	images	that	enable	him	or	her	to	transmit	experiencesof	204	*	A	Handbook	of	Critical
Approachesto	Literature	the	"inner	world"	through	art.	Considering	the	nature	of	the	artist's	raw	materials,	Jung	suggests	it	is	only	logical	that	the	artist	"will	resort	to	mythology	in	order	to	give	his	experience	its	most	fitting	expression."	This	is	not	to	say	that	the	artist	gets	materials	secondhand:	"The	primordial	experience	is	the	source	of	his
creativeness;	it	cannot	be	fathomed,	and	therefore	requires	mythological	imagery	to	give	it	form"	(164).	Although	]ung	himself	wrote	relatively	little	that	could	be	called	literary	criticism,	what	he	did	write	leaves	no	doubt	that	he	believed	literature,	and	art	in	general,	to	be	a	vital	ingredient	in	human	civilization.	Most	important,	his	theories	have
expanded	the	horizons	of	literary	interpretation	for	those	critics	concerned	to	use	the	tools	of	the	mythological	approach	and	for	psychological	critics	who	have	felt	too	tightly	constricted	by	Freudian	theory.	1.	Some	Special	Archetypes:	Shadow,	Persona,and	Anima	In	The	Archetypes	snd	the	Collectioe	Unconscious,Iung	discusses	at	length	many	of	the
archetypal	patterns	that	we	have	already	examined	(for	example,	water,	colors,	rebirth).	In	this	way,	although	his	emphasis	is	psychological	rather	than	anthropological,	a	good	deal	of	his	work	overlaps	that	of	Frazer	and	the	others.	But,	as	we	have	already	indicated,	Jung	is	not	merely	a	derivative	or	secondary	figure;	he	is	a	major	influence	in	the
growth	of	myth	criticism.	For	one	thing,	he	provided	some	of	the	favorite	terminology	now	current	among	myth	critics.	The	term	"archetype"	itself,	though	not	coined	by	Jung,	enjoys	its	present	widespread	usage	among	the	myth	critics	primarily	because	of	his	influence.	Also,	like	Freud,	he	was	a	pioneer	whose	brilliant	flashes	of	insight	have	helped
to	light	our	way	in	exploring	the	darker	recessesof	the	human	mind.	One	major	contribution	is	Jung's	theory	of	indioiduation	as	related	to	those	archetypes	designated	as	the	shadow,	the	persona,	and	the	anima.	Individuation	is	a	psychological	growing	up,	the	process	of	discovering	those	aspects	of	one's	self	that	make	one	an	individual	different	from
other	members	of	the	species.	It	is	essentially	a	process	of	recognition-that	is,	as	one	matures,	the	individual	must	consciously	recognize	the	various	aspects,	unfavorable	as	well	as	favorable,	of	one's	total	self.	This	self-recognition	requires	extraordinary	courage	and	hon-	MythologicalandArchetypalApproachesn	205	esty	but	is	absolutely	essential	if
one	is	to	become	a	wellbalanced	individual.	Jung	theorizes	that	neuroses	are	the	results	of	the	person's	failure	to	confront	and	accept	some	archefypal	component	of	the	unconscious.Instead	of	assimilating	this	unconsciouselement	into	their	consciousness,neurotic	individuals	persist	in	projecting	it	upon	some	other	person	or	object.	In	Jung's	words,
projection	is	an	"unconscious,	automatic	processwhereby	a	content	that	is	unconsciousto	the	subject	transfersitself	to	an	object,so	that	it	seemsto	belong	to	that	object.The	projection	ceasesthe	moment	it	becomesconscious,	that	is	to	say	when	it	is	seenasbelonging	to	the	subject"	(Archetypes60).In	layman's	terms,	the	habit	of	projection	is	reflected	in
the	attitude	that	"everybody	is	out	of	step	but	nrre"or	"I'n	the	only	honest	person	in	the	crowd."	It	is	commonplace	that	we	can	project	our	own	unconsciousfaults	and	weaknesseson	others	much	more	easily	than	we	can	acceptthem	aspart	of	our	own	natute.	The	shadow,	the	persona,and	the	anima	are	structural	components	of	the	psyche	that	human
beings	have	inherited,	just	as	the	chicken	has	inherited	his	built-in	responseto	the	hawk.	We	encounter	the	symbolic	projections	of	these	archetypes	throughout	the	myths	and	the	literatures	of	humankind.	In	melodrama,	such	asthe	traditional	television	or	film	western	or	cop	story,the	persona,the	anima,	and	the	shadow	areprojected,	respectively,in
the	charactersof	the	hero,	the	heroine,	and	the	villain.	The	shadow	is	the	darker	side	of	our	unconsciousself,	the	inferior	and	less	pleasing	aspectsof	the	personality,	which	we	wish	to	suppress.	"Taking	it	in	its	deepest	sense,"	writes	Jung	in	PsychologicalReflections,"the	shadow	is	the	invisible	saurian	[reptilian]	tail	that	man	still	drags	behindhirn"
(2I7).	The	most	common	variant	of	this	archetype,when	projected,is	the	Devil,	who,	in	Juttg'r	words,	represents	the	"dangerous	aspectof	the	unrecognized	dark	half	of	the	personallty"	(Two	Essays94).In	literature	we	seesymbolic	representationsof	this	archetypein	such	figures	asShakespeare'sIago,	Milton's	Satan,	Goethe'sMephistopheles,and
Conrad's	Kurtz.	The	anima	is	perhaps	the	most	complex	of	]ung's	archetypes.	It	is	the	"soul-image,"	the	spirit	of	a	man's	6lan	aitsl,	his	life	force	or	vital	energy.In	the	senseof	"sot7I,"	saysJung,	anima	is	the	"living	thing	in	man,	that	which	lives	of	itself	and	causes	206	*	A	Handbook	of	Critical	Approachesto	Literature	life.	.	.	.	Were	it	not	for	the	leaping
and	twinkling	of	the	soul,	man	would	rot	away	in	his	greatest	passion,	idleness"	(Archetypes26-27).	Jung	gives	the	anima	a	feminine	designation	in	the	male	psyche,	pointing	out	that	the	"anima-image	is	usually	projected	upon	women"	(in	the	female	psyche	this	archetype	is	called	the	animus).In	this	sense,	anima	is	the	contrasexual	part	of	a	man's
psyche,	the	image	of	the	opposite	sex	that	he	carries	in	both	his	personal	and	his	collective	unconscious.	As	an	old	German	proverb	puts	it,	"Every	man	has	his	own	Eve	within	him"-in	other	words,	the	human	psyche	is	bisexual,	though	the	psychological	characteristics	of	the	opposite	sex	in	each	of	us	are	generally	unconscious,	revealing	themselves
only	in	dreams	or	in	projections	on	someone	in	our	environment.	The	phenomenon	of	love,	especially	love	at	first	sight,	may	be	explained	at	least	in	part	by	|ung's	theory	of	the	anima:	we	tend	to	be	attracted	to	members	of	the	opposite	sex	who	mirror	the	characteristics	of	our	own	inner	selves.	In	literature,	Iung	regards	such	figures	as	Helen	of	Troy,
Dante's	Beatrice,	Milton's	Eve,	and	H.	Rider	Haggard's	She	as	personifications	of	the	anima.	Following	his	theory,	we	might	say	that	any	female	figure	who	is	invested	with	unusual	significance	or	power	is	likely	to	be	a	s)..rnbol	of	the	anima.	(Examples	for	the	animus	come	less	readily	to	Jung;	like	Freud,	he	tended	to	describe	features	of	the	male
psyche	more	than	those	of	the	female,	even	though	both	analysts'	patients	were	nearly	all	women.)	One	other	function	of	the	anima	is	noteworthy	here.	The	anima	is	a	kind	of	mediator	between	the	ego	(the	conscious	will	or	thinking	self)	and	the	unconscious	or	inner	world	of	the	male	individual.	This	function	will	be	somewhat	clearer	if	we	compare
the	anima	with	the	persona.	The	persona	is	the	obverse	of	the	anima	in	that	it	mediates	between	our	ego	and	the	external	world.	Speaking	metaphorically,	let	us	say	that	the	ego	is	a	coin.	The	image	on	one	side	is	the	anima;	on	the	other	side,	the	persona.	The	persona	is	the	actor's	mask	that	we	show	to	the	world-it	is	our	social	personality,	a
personality	that	is	sometimes	quite	different	from	our	true	self.	Jung,	in	discussing	this	social	mask,	explains	that,	to	achieve	psychological	maturity,	the	individual	must	have	a	flexible,	viable	persona	that	can	be	brought	into	harmonious	relationship	with	the	other	components	of	his	or	her	psychic	MythologicalandArchetypalApproaches*	207	makeup.
He	states,furthermore,	that	a	persona	that	is	too	artificial	or	rigid	results	in	such	symptoms	of	neurotic	disturbance	as	irritability	and	melancholy.	2.	"YoungGoodmanBrown":A	Failureof	lndividuation	The	literary	relevanceof	Jung's	theory	of	shadow,	anima,	and	persona	may	be	seen	in	an	analysis	of	Hawthorne's	story	"Young	Goodman	Brown."	In	the
first	place,Brown's	personais	both	false	and	inflexible.	It	is	the	social	mask	of	a	God-fearing,	prayerful,	self-righteous	Puritan-the	persona	of	a	good	man	with	all	its	pietistic	connotations.Brown	considershimself	both	the	good	Christian	and	the	good	husband	married	to	a	"blessed	angelon	earth."	In	truth,	however,he	is	much	lessthe	good	man	than	the
bad	boy.	His	behavior	from	start	to	finish	is	that	of	the	adolescentmale.	His	desertion	of	his	wife,	for	example,is	motivated	by	his	juvenile	compulsion	to	have	one	last	fling	as	a	moral	Peeping	Tom.	His	failure	to	recognize	himself	(and	his	own	base	motives)	when	he	confronts	Satan-his	shadow-is	merely	another	indication	of	his	spiritual	immaturity.
just	as	his	persona	has	proved	inadequate	in	mediating	between	Brown's	ego	and	the	external	world,	so	his	anima	fails	in	relating	to	his	i4ner	world.	It	is	only	fitting	that	his	soulimage	or	anima	should	be	named	Faith.	His	trouble	is	that	he	seesFaith	not	as	a	true	wifely	companion	but	as	a	mother	(Jung	points	out	that,	during	childhood,	anima	is
usually	projected	on	the	mother),	as	is	revealedwhen	he	thinks	that	he	will	"cling	to	her	skirts	and	follow	her	to	heaven."	In	other	words,	if	a	young	man's	Faith	has	the	qualities	of	the	Good	Mother,	then	he	might	expect	to	be	occasionally	indulged	in	his	juvenile	escapades.But	mature	faith,	like	marriage,	is	a	covenant	that	binds	both	parties	mutually
to	uphold	its	sacredvows.	If	one	party	breaks	this	covenant,	as	Goodman	Brown	does,he	must	face	the	unpleasant	consequences:at	worst,	separation	and	divorce;	at	best,	suspicion	(perhaps	Faith	herself	has	been	unfaithful),	loss	of	harmony,	trust,	and	peaceof	mind.	It	is	the	latter	consequencesthat	Brown	has	to	face.	Even	then,	he	still	behaveslike	a
child.	Instead	of	admitting	to	his	error	and	working	maturely	for	areconciliation,	he	sulks.	In	clinical	terms,	young	Goodman	Brown	suffers	from	a	failure	of	personality	integration.	He	has	been	stunted	in	his	psy-	208	"	A	Handbookof	CriticalApproaches	to	Literature	chological	growth	(individuation)	becausehe	is	unable	to	confront	his	shadow,
recognizeit	as	a	part	of	his	own	psyche,	and	assimilateit	into	his	consciousness.He	persists,instead,in	projecting	the	shadow	image:	first,	in	the	form	of	the	Devil;	then	on	themembers	of	his	community	(GoodyCloyse,	DeaconGookin,	and	others);and,	finally	on	Faith	herself	(his	anima),	so	that	ultimately,in	his	eyes,the	whole	world	is	one	of	shadow,or
gloom.	As	Iung	explainsin	PsycheandSymbol,the	results	of	suchprojections	are	often	disastrousfor	the	individual:	Theeffectof	projectionis	to	isolatethe	subjectfrom	his	environment,	since	instead	of	a	real	relation	to	it	there	is	now	only	an	illusory	one.	Projections	change	the	world	into	the	replica	of	one's	own	unknown	face..	.	.	The	resultant	[malaise	is
in]	turn	explained	by	projection	as	the	malevolenceof	the	environment,	and	by	means	of	this	vicious	circle	the	isolation	is	intensified.	The	more	projections	interpose	themselvesbetween	the	subiect	and	the	environment,	the	harder	it	becomesfor	the	ego	to	see	through	its	illusions.	[Note	Goodman	Brown,s	inability	to	distinguish	between	reality	and	his
illusory	dream	in	the	forest.l	It	is	often	tragic	to	seehow	blatantly	a	man	bungles	his	own	life	and	the	lives	of	others	yet	remains	totally	incapable	of	seeing	how	much	the	whole	tragedy	originatesin	himself,	and	how	he	continually	feeds	it	and	keeps	it	going.	Not	consciously,of	course-for	consciouslyhe	is	engagedin	bewailing	and	cursing	afaithless[our
italics]	world	that	recedesfurther	and	further	into	the	distance.Rather,it	is	an	unconsciousfactor	which	spins	the	illusions	that	veil	his	world.	And	what	is	being	spun	is	a	cocoon,	which	in	the	end	will	completely	envelop	him.	(9)	Jung	could	hardly	have	diagnosed	Goodman	Brown,s	malady	more	accurately	had	he	been	directing	these	commenti	squarely
at	Hawthorne's	story.	That	he	was	generalizing	adds	impact	to	his	theory	as	well	as	to	Hawthorne,s	moral	insight.	3.	Creature	or	Creator:	Who	ls	the	RealMonster	ln	Frankenstein?	"Tteat	a	person	ill,	and	he	will	become	wicked,,,	wrote	percy	Bysshe	Shelley	in	assessing	"the	direct	moral,,	of	his	wifets	famous	novel.	"Requite	affection	with	scorn;	let
one	being	be	selected,	for	whatever	case,	as	the	refuse	of	his	kind-divide	MythologicalandArchetypalApproache.s	u	209	him,	socialbeing,	from	society,and	you	impose	upon	him	the	l	irrestible	obligations-malevolence	and	selfishness.,,	Shelley	was	referring,	of	course,	to	the	,,being',	of	Victor	Frankenstein'sunfortunate	creation.Ironically,	howevel,
much	of	this	indictment	may	be	applied	to	the	creatorhimself.	If	Shelley	lrad	lived	long	enough	to	discover	C.	G.	Jung,s	works,	he	might	have	become	more	fully	aware	of	this	irony.	And	ifMethuselah-	or	clone-like-he	had	lived	even	longei	enough	to	discover	our	Handbookof	Critical	Approaches,he	would	have	been	struck	by	the	relevance	of	jungian
theory	to	his	wife,s	novel	as	well	as	to	Hawthorne's	"young	Goodman	Brown.,,	Speaking	archetypally,	we	may	say	of	Frankenstein,just	as	we	have	said	of	Brown,	that	he	suffers	from	a	failure	of	individuation.	He	seemsto	be	constitutionally	unable	to	cometo	terms	with	his	shadow,	blindly	projecting	it-wonderful	irony!upon	the	monster	he	himself	has
conjured	up	and	manufactured	from	his	own	immature	ego.	Victor,s	selfish	,,enthusiasm"	(note	the	author's	pejorative	application	of	this	word)	divides	him	from	the	salubrious	influences	both	of	nature	and	of	society.\A/hile	self-absorbedin	his	"workshop	of	filthy	creation,"	he	confessesthat	"my	eyes	were	insensible	to	the	charms	of	nature	[and	that]
the	same	feelings	which	made	me	neglect	the	scenesaround	me	caused	me	also	to	forget	those	friends	who	were	so	many	miles	absent,	and	whom	ihad	not	ypon	projecting	his	shadow-image	upon	the	monster,	calling	him	"my	adversary"	and	persisting	in	the	sad	delusion	that	hii	own	past	conduct	is	not	"blameable."	In	the	end,	becauseof	his	failure	of
personality	integration,	just	like	Brown,s,	Victor	Frankenstein's"dying	hour	was	gloom."	,,It	is	,In	sum,	Jung's	words	are	once	again	wisely	relevant:	often	tragic	to	see	how	blatantly	a	man	bungles	his	own	life	and	the	lives	of	others	yet	remains	totally	incapable	of	seeing	how	much	of	the	whole	tragedy	originates	in	himself,	and	hori	he	continually
feedsit	and	keepsit	going.,,	21.0*	A	Handbookof	CriticalApproaches	to	Literature	4.	Synthesesof	Jung	and	Anthropology	Most	of	the	myth	critics	who	use	Jung's	insights	also	use	the	materials	of	anthropology.	A	classic	example	of	this	kind	of	mythological	eclecticismis	Maud	Bodkin's	Archetypalpatterns	in	Poetry,first	published	in	1934and	now
recognizedasthe	pioneer	work	of	archetypal	criticism.	Bodkin	acknowledges	her	debt	to	Gilbert	tvturriy	and	the	anthropological	schjars,	as	well	as	to	Jung.	Shethen	proceedsto	trace	severalmajor	archetypal	patterns	through	the	great	literature	of	Western	civilization;	for	example,	rebirth	in	Coleridge's	"Rime	of	the	Ancient	Mariner";	heaven-hell	in
Coleridge's	"Kubla	Khan,,,	Dante,s	Diaine	Comedy,and	Milton's	ParadiseLost;the	image	of	woman	as	reflected	in	Homer's	Thetis,	Euripides's	Phaedra,	and	Milton's	Eve.	The	same	kind	of	critical	synthesismay	be	found	in	subsequent	mythological	studies	like	Northrop	Frye,s	now	classicAnatomyof	Criticism.	One	of	the	bestmyth	studiesis
JamesBaird'sIshmaet:	AStudu	of	the	SymbolicMode	in	Primitiuism.	Baird's	approach	derivei	not	only	from	Jung	and	the	anthropologistsbut	also	from	such	philosophers	as	SusanneLanger	and	Mircea	Eliade.	Though	he	ranges	far	beyond	the	works	of	Herman	Melville,	Baird,s	primary	objective	is	to	find	an	archetypal	key	to	the	multilayered	meanings	of
Moby-Dick	(which,	incidentally,	Jung	considered	"the	greatestAmerican	novel").	He	finds	this	key	in	primitive	mythology,	specifically	in	the	myths	of	Polynesia	to	which	young	Melville	had	been	exposed	during	his	two	years	of	sea	duty	in	the	South	Pacific.	(Melville's	early	successas	a	writer	was	largely	due	to	his	notoriety	as	the	man	who	had	lived	for
a	month	among	the	cannibalsof	Taipi.)	Melville's	literary	primitivism	is	authentic,	unlike	the	sentimental	primitivism	of	such	writers	as	Rousseau,says	Baird,	becausehe	had	absorbedcertain	Asian	archefypesor	"life	symbols"	and	then	transformed	these	creatively	into	"autotypes"	(that	is,	individualized	personalsymbols).	The	most	instructive	illustration
of	this	creative	fusion	of	archetype	and	autotlpe	is	Moby-Dick,	Melville's	infamous	white	whale.	Baird	points	out	that,	throughout	Asian	mythology,	the	"great	fish"	recurs	as	a	symbol	of	divine	creation	and	life;	in	Hinduism,	for	example,	the	whale	is	an	avatar	(divine	incarnation)	of	Vishnu,	the	"Preservercontained	in	the	all	being
MythologicalandArchetypal	Approaches*	211	of	Brahma."	(Wemight	alsonote	that	Christ	was	associatedwith	fish	and	fishermen	in	Christian	tradition.)	Furthermore,	Baird	explainsthatwhitenessis	the	archetypeof	the	all-encompassing,	inscrutabledeify,	the	"white	sign	of	the	God	of	all	being	who	has	borne	such	Oriental	names	as	Bhagavat,	Brahma-the
God	of	endless	contradiction."	Melville	combined	these	two	archefi>es,	the	great	fish	or	whale	and	whiteness,	in	fashioning	his	own	unique	symbol	(autotype),	Moby-Dick.	Baird's	reading	of	this	symbol	is	substantiated	by	Melville's	remarks	about	the	contrarieties	of	the	color	white	(terror,	mystery,	purity)	in	his	chapter	"The	\Atrhiteness	of	the
Whale,"	as	well	asby	the	mysterious	elusivenessand	awesomepower	with	which	he	invests	Moby-Dick.	Moby-Dick	is	therefore,	in	Baird's	words,	a	"nonambiguous	ambiguity."	Ahab,	the	monster	of	intellect,	destroys	himself	and	his	crew	becausehe	would	"strike	through	the	mask"	in	his	insane	compulsion	to	understand	the	eternal	and	unfathomable
mystery	of	creation.	Ishmael	alone	is	saved	because,	through	the	wholesome	influence	of	Queequeg,	a	Polynesian	prince,	he	has	acquired	the	primitive	mode	of	acceptingthis	divine	mysterywithout	question	or	hostility.	C.	Myth	Criticismand	the	AmericanDream:	HuckleberryFinnas	the	AmericanAdam	In	addition	to	anthropology	and	Jungian
psychology,	a	third	influence	has	been	prominent	in	myth	criticism,	especially	in	the	interpretation	of	American	literature.	This	influence	derives	not	only	from	those	already	mentioned	but	also	from	a	historical	focus	upon	the	informing	myths	of	our	culture.	It	is	apparent	in	that	cluster	of	indigenous	myths	called	"the	American	Dream"	and
subsequentlyin	an	intensified	effort	by	literary	scholarsto	analyzethose	elementsthat	constitute	the	peculiarly	American	characterof	our	literature.	The	results	of	such	analysis	indicate	that	the	major	works	produced	by	American	writers	possessa	certain	distinctiveness	and	this	distinctiveness	can	largely	be	attributed	to	the	influence,	both	positive	and
negative,	of	the	American	Dream,	as	it	has	been	traditionally	perceived.	The	central	facet	of	this	myth	cluster	is	the	Myth	of	Edenic	Possibilities,which	reflectsthe	hope	of	creating	a	secondpara-	212	*	A	Handbook	of	Critical	Approachesto	Literature	dise,	not	in	the	next	world	and	not	outside	time,	but	in	the	bright	New	World	of	the	American	continent.
From	the	time	of	its	settlement	by	Europeans,	America	was	seen	as	a	land	of	boundless	opportunity,	a	place	where	human	beings,	after	centuries	of	poverty,	misery,	and	corruption,	could	have	a	second	chance	to	actually	fulfill	their	mythic	yearnings	for	a	return	to	paradise.	According	to	Fredrick	I.	Carpenter,	as	early	as	1654	Captain	Edward	fohnson
arurounced	to	the	Old	World-weary	people	of	England	that	America	was	"the	place":	All	you	the	people	of	Christ	that	are	here	Oppressed,Imprisoned	and	scurrilously	derided,	gather	yourselvestogether,your	Wifes	and	little	ones,and	answer	to	your	severalNa=mesur	you	shall	be	shipped	for	His	service,	in	the	Westerne	World,	and	more	especially	for
planting	the	united	Colonies	of	new	England.	.	.	.	Know	this	is	the	place	where	the	Lord	will	createa	new	Heavery	and	a	new	Earth	in	new	Churches,	and	a	new	Commonwealth	together.	Carpenter	points	out	that	although	the	Edenic	dream	itself	was	"as	old	as	the	mind	of	rrtan,"	the	idea	that	"this	is	the	place,,	was	uniquelyAmerican:	Earlier	versions
had	placed	it	in	Eden	or	in	Heavery	in	Atlantis	or	in	Utopia;	but	always	in	some	country	of	the	imagination.	Then	the	discovery	of	the	new	world	gave	substanceto	the	old	myth,	and	suggestedthe	realization	of	it	on	actual	earth.	America	became"the	place"	where	the	religious	propheciesof	Isaiah	and	the	Republican	ideals	of	Plato	[and	even	the	mythic
longings	of	primitive	man,	we	might	addl	might	be	realized.	(6)	The	themes	of	moral	regeneration	and	bright	expectations,	which	derive	from	this	Edenic	myth,	form	a	major	thread	in	the	fabric	of	American	literature,	from	J.	Hector	St.	John	Crbvecoeur's	Letters	from	an	American	Farmer	through	the	works	of	Emersory	Thoreau,	and	\zVhitman	to	such
later	writers	as	Hart	Crane	and	Thomas	Wolfe.	(Today,	however,	the	idea	that	"America"	was	"discovered"	as	a	promised	land	for	Europeans	looks	quite	different	to	the	descendants	of	its	indigenoui	peoples,	to	whom	it	has	been	anAmerican	Nightmare.)	Mythological	and	ArchetypalApproaches	"	273	Closely	related	to	the	Myth	of	Edenic	Possibilities	is
the	concept	of	theAmericanAdam,	the	mythic	New	World	hero.InThe	American	Adam,	R.	W.	B.	Lewis	describes	the	type:	"atadically	new	personality,	the	hero	of	the	new	adventure:	an	individual	emancipated	from	history,	happily	bereft	of	ancestry,	untouched	and	undefiled	by	the	usual	inheritances	of	family	and	race;	an	individual	standing	alone,	self-
reliant	and	self-propelling,	ready	to	confront	whatever	awaited	him	with	the	aid	of	his	own	unique	and	inherent	resources"	(5).	One	of	the	early	literary	characterizations	of	this	Adamic	hero	is	James	Fenimore	Cooper's	Natty	Bumppo,	the	central	figure	of	the	Leatherstocking	saga.	With	his	moral	purity	and	social	innocence,	Natty	is	an	explicit	version
of	Adam	before	the	Fall.	He	is	a	child	of	the	wilderness,	forever	in	flight	before	the	corrupting	influence	of	civilization-and	from	the	moral	compromises	of	Eve	(Cooper	never	allows	his	hero	to	marry).	He	is	also,	as	we	might	guess,	the	literary	great-grandfather	of	the	Western	hero.	Like	the	hero	of	Owen	Wister's	The	Virginian	and	Matt	Dillon	of
television's	long-running	Gunsmoke,	he	is	clean-living,	straight-shooting,	and	celibate.	In	his	civilized	version,	the	American	Adam	is	the	central	figure	of	another	corollary	myth	of	the	American	Dream:	the	dream	of	success.	The	hero	in	the	dream	of	success	is	that	popular	figure	epitomized	in	Horatio	Alger's	stories	and	subsequently	treated	in	the
novels	of	William	Dean	Howells,	Jack	London,	Theodore	Dreiser,	and	F.	Scott	Fitzgerald:	the	self-made	man	who,	through	luck,	pluck,	and	all	the	Ben	Franklin	virtues,	rises	from	abject	poverty	to	high	social	estate.	More	complex,	and	therefore	more	interesting,	than	this	uncorrupted	Adam	is	the	American	hero	during	and	after	the	Fall.	It	is	with	this
aspect	of	the	dream	rather	than	with	the	adamant	innocence	of	a	Leatherstocking	that	our	best	writers	have	most	often	concerned	themselves.	The	symbolic	loss	of	Edenic	innocence	and	the	painful	initiation	into	an	awareness	of	evil	constitutes	a	second	major	pattern	in	American	literature	from	the	works	of	Hawthorne	and	Melville	through	Mark
TWain	and	Henry	James	to	Ernest	Hemingway	and	William	Faulkner	to	Stephen	King.	This	is	the	darker	thread	in	our	literary	fabfic,	whiclu	contrasting	as	it	does	with	the	myth	of	bright	expectancy,	lends	depth	and	richness	to	the	overall	design;	it	21,4*	A	Handbookof	CriticalApproaches	to	Literature	also	reminds	us	of	the	disturbing	proximity	of
dream	and	nightmare.	From	this	standpoint,	then,	we	may	recall	Hawthorne's	young	Goodman	Brown	as	a	representativefigurethe	prototypal	American	hero	haunted	by	the	obsessionwith	guilt	and	original	sin	that	is	a	somber	but	essential	part	of	America's	Puritan	heritage.	The	English	novelist	D.	H.	Lawrence	was	first	among	the	modern	critics	to
perceive	the	"dark	suspense"	latent	in	the	American	Dream.	As	early	as	1923he	pointed	out	the	essential	paradox	of	the	American	character	in	his	Studiesin	Classic	AmericanLiterature,a	book	whose	cantankerousbrilliance	has	only	lately	come	to	be	fully	appreciated	by	literary	scholars.	"America	has	never	been	easy,"	he	wrote,	"and	is	not	easy	today.
Americans	have	always	been	at	a	certain	tension.	Their	liberty	is	a	thing	of	sheerwill,	sheertension:	a	liberty	of	THOU	SHALT	NOT.	And	it	has	been	so	from	the	first.	The	land	of	THOU	SHALT	NOT"	(5).	Lawrencesaw	Americans	as	a	people	frantically	determined	to	slough	off	the	old	skin	of	European	tradition	and	evil,	but	constricted	even	more	tightly
by	their	New	World	heritage	of	Puritan	conscienceand	inhibition.	He	pointed	out	the	evidence	of	this	"certain	tension"	in	the	writings	of	such	classic	American	authors	as	Cooper,	Poe,	Hawthorne,	and	Melville.	Though	Lawrence	is	certainly	not	the	only	sourceof	such	insights,	much	of	myth	criticism	of	American	literature-notably	such	works	as	Leslie
Fiedler's	End	to	Innocence,Loae	and	Death	in	the	American	Noael,	and	No!	in	Thunder-reflects	his	brilliantly	provocative	influence.	Also	noteworthy	in	this	vein	is	Toni	Morrison's	Playing	in	the	Dark:	Whiteness	and	theAmericanLiterarylmagination.	Huck	Finn	epitomizes	the	archetypeof	the	AmericanAdam.	HuckleberryFinn	is	oneof	the	half	dozen
most	significant	works	in	American	literature.	Many	critics	rank	it	among	the	masterpieces	of	world	literature,	and	not	a	few	consider	it	to	be	the	Great	American	Novel.	The	reasonsfor	this	high	esteemmay	be	traced	directly	to	the	mythological	implications	of	TWain's	book:	more	than	any	other	novel	in	our	literature,	Huckleberry	Finn	ernbodiesmyth
that	is	both	universal	and	national.	The	extent	of	its	mythic	content	is	such	that	we	cannot	hope	to	grasp	it	all	in	this	chapter;	we	can,	however,	indicate	a	few	of	those	elementsthat	have	helped	to	give	the	novel	its	enduring	appeal.	*	215	MythologicalandArchetypalApproaches	First,	HuckleberryFinn	is	informed	by	several	archetypalpatterns
encounteredthroughout	world	literature:	l.	The	Quest:Like	Don	Quixote,	Huck	is	a	wanderer,	separated	from	his	culture,	idealistically	in	searchof	one	more	substantial	than	that	embracedby	the	h1-pocritical,materialistic	society	he	has	rejected.	2.	WaterSymbolism:The	great	Mississippi	River,	like	the	Nile	and	the	Ganges,is	invested	with
sacredattributes.	As	T.	S.	Eliot	has	written	in	"The	Dry	Salvages,"	the	river	is	a	"strong	brown	god"	(line	2);	it	is	an	archetypal	symbol	of	the	mystery	of	life	and	creation-birtlu	the	flowing	of	time	into	eternify,	and	rebirth.	(Note,	for	example,	Huck's	several	symbolic	deaths,his	various	disguisesand	new	identities	as	he	returns	to	the	shore	from	the
river;	also	note	the	mystical	lyricism	with	which	he	describes	the	river's	majestic	beauty.)	The	river	is	also	a	kind	of	paradise,	the	"Great	Good	Place,"	as	opposed	to	the	shore,where	Huck	encountershellish	corruption	and	cruelty.	It	is,	finally,	an	agent	of	purification	and	of	divine	justice.	3.	ShadowArchetype:Huck's	pap,	with	his	sinister	repulsiveness,
is	a	classic	representation	of	the	devil	figure	designated	by	]ung	as	the	shadow.	4.	Trickster:Huck-as	well	as	those	notorious	"con	men,"	the	King	and	the	Duke-exemplifies	this	archetypal	figure.	Also	seechapter9.	5.	Wise	OId	Man:	In	contrast	to	pap	Finn,	the	terrible	father,	Jim	exemplifies	the	jungian	concept	of	the	wise	old	man	who	provides	spiritual
guidance	and	moral	wisdom	for	the	young	hero.	6.	ArchetypalWomen.	a.	The	Good	Mother:	the	Widow	Douglas,	Mrs.	Loftus,	Aunt	Sally	Phelps.	b.	The	Terrible	Mother:	Miss	Watson,	who	becomes	the	Good	Mother	at	the	end	of	the	novel.	c.	The	Soul-Mate:Sophia	Grangerford,	Mary	]ane	Wilks.	7.	lnitiation:	Huck	undergoesa	seriesof	painful
experiencesin	passing	from	ignorance	and	innocenceinto	spiritual	matu-	2'1.6*	A	Handbookof	CriticalApproaches	to	Literature	rity;	he	comesof	age-is	morally	reborn-when	he	decides	to	go	to	hell	rather	than	turn	]im	in	to	the	authorities.	In	addition	to	these	universal	archetypes,HuckleberryFinn	containsa	mythology	that	is	distinctively	American.
Huck	himself	is	the	symbolic	American	hero;	he	epitomizesconglomerate	paradoxesthat	make	up	the	American	character.He	has	all	the	glibnessand	practical	acuity	that	we	admire	in	our	businesspeople	and	politicians;	he	is	truly	a	self-madeyouth,	free	from	the	materialism	and	morality-by-formula	of	the	HoratioAlger	hero.	He	possessesthe	simple
modesty,the	quickness,the	daring	and	the	guts,	the	stamina	and	the	physical	skill	thatwe	idolize	in	our	athletes.He	is	both	ingenious	and	ingenuous.	He	is	mentally	sharp,	but	not	intellectual.	He	also	displays	the	ingratiating	capacity	for	buffoonery	that	we	so	dearly	love	in	our	public	entertainers.Yet,with	all	theseextravertedvirtues,	Huck	is	also	a
sensitive,conscience-burdenedloner	troubled	by	man's	inhumanity	to	man	and	by	his	own	occasionalcallousnessto	Jim's	feelings.Notwithstanding	his	generallyrealisticoutlook	and	his	practical	bent,	he	is	a	moral	idealist,	far	ahead	of	his	age	in	his	sense	of	human	decency,and	at	times,	a	mystic	and	a	daydreamer	(o1,more	accurately,a	nightdrearn"i;
*ho	is	uncommonly	sensitiveto	the	presenceof	a	divine	beauty	in	nature.	He	is,	finally,	the	good	bad	boy	whom	Americans	have	always	idolized	in	one	form	or	another.And,	though	he	is	exposedto	as	much	evil	in	human	nature	asyoung	Goodman	Brown	had	seery	Huck	is	saved	from	Brown's	pessimistic	gloom	by	his	senseof	humor	and,	what	is	more
crucial,by	his	senseof	humanity.	D.	/'EverydayUse":	The	Great	[GrandlMother	With	the	possible	exceptionsof	such	masterpiecesas	fack	London's	"Samuel"	and	Sherwood	Anderson's	"Death	in	the	Woods,"	no	modern	short	story	more	clearly	dramatizes	the	archetypal	female	as	Great	Mother	than	does	Alice	Walker's	brilliant	tour	de	force,	which	is
perhaps	the	major	reason	that	this	little	gem	has	achieved	classicstatus	in	less	than	a	generation	sinceits	original	publication.	If	Walker's	theme	is	only	hinted	at	in	her	title,	it	is	made	explicit	in	her	dedication:	"for	your	grandmama."	Ir:.	brief,	*	217	MythologicalandArchetypalApproaches	"Everyday	IJse"	and	all	that	title	connotesis	not	simply	a	tribute
to	the	author's-or	any	one	person's-grandmama:	it	is	a	celebration	for	your-indeed,	for	all	humanity's-Great	(oq,if	you	prefer,	Grand)Mother.	In	this	story,	the	archetypal	woman	manifestsherself	as	both	Good	Mother	and	Earth	Mother.	As	sheinforms	us	at	the	outset,	her	earthenyard	is	"not	just	a	yard.	.	.	but	an	extended	liaing	room"	(our	italics).	True
to	her	nature,	the	Good	Mother	is	appropriately	associatedwith	the	life	principle.	She	is	also	an	androglmous	figure,	combining	the	natural	strengthsof	female	and	male.	"In	real	life,"	she	says,	"I	am	a	large,	big-boned	woman	with	rough,	man-working	hands.	In	the	winter	I	wear	flannel	nightgowns	to	bed	and	overalls	during	the	day.	I	can	kill	and	clean
a	hog	as	mercilesslyas	a	man."	Further	in	keeping	with	her	archetypal	nature,	the	Good	Mother	is	associated	with	such	life-enhancing	virtues	as	warmth,	nourishment,	growth,	and	protection.	With	a	modicum	of	formal	education	(shecan	scarcelyread),	shehas	maintained	her	farm	and	brought	two	children	into	maturity-even	despite	such
catastrophesas	the	burning	of	her	old	house	and	the	scarring	of	her	younger	daughter.Now,	as	the	story	opens,it	is	her	function	to	preservethe	natural	order	of	things,	including	tradition	and	her	family	heritage.The	central	symbol	in	the	story	is	a	nice	combination	of	metonymy	and	symbol-the	quilts,	associated	with	warmth	and	signifying	the	family
heritage:	They	had	been	pieced	by	Grandma	Dee	and	then	Big	Dee	and	me	had	hung	them	on	the	quilt	frames	on	the	front	porch	and	quilted	them.	.	.	.	In	both	of	them	were	scraps	of	dresses	Grandma	Dee	had	wom	fifty	and	more	years	ago.	Bits	and	pieces	of	Grandpa	]arrell's	paisley	shirts.	And	one	teeny	faded	blue	piece,	about	the	size	of	a	penny
matchbox,	that	was	from	Great	GrandpaEzra's	uniform	that	he	wore	in	the	Civil	War.	For	the	Good	Mother,	hers	is	always	a	living	tradition	of	"everyday	use."	Dee,	the	daughter	has	broken	that	tradition.	heritage,	a	vital	and	antagonist,	"What	happened	to'Dee'?"	I	wanted	to	know.	"She's	dead,"	Wangero	said.	"I	couldn't	bear	it	any	longer,	being
named	after	the	people	who	oppress	me."	278	*	A	Handbookof	CriticalApproaches	to	Literature	For	Wangero	Leewanika	Kemanjo	(a.k.a.	,,Dee,,),on	the	contrary,	tradition	is	an	essentially	uselessthing,	heritage	some_	thing	inert	to	be	framed	and	hung	on	the	will	a,	-e.e	o.r,ument,	as	artificial	and	pretentious	as	her	new	name	and	her	new	prince
consort	"Hakim-a-b	arbeL,,	itage-like	Nature	and	the	Good	Mother	herself-will	not	merely	endure	but	prevail.	"This	was	Maggie,s	portion.	This	was	the	way	she	knew	God	to	work.,,	w	lV.	LIMITATIONS	OF	MYTH	CRtTtCtSM	It	should	be	apparent	from	the	foregoing	illustrations	that	myth	criticism	offers	some	unusual	opportunities	for	the	enhance_
ment	of	our	literary	appreciation	and	understanding.	No	other	critical	approach	possessesquite	the	co*6ination	of	"u-"	brgg{th	and	depth.	As	we	have	seen,an	application	of	myth	criticism	takesus	far	beyond	the	historical	and	aestheticreafms	of	literary	study-back	to	the	beginning	of	humankind,s	oldest	rituals	and	beliefs	and	deep	into	our	own
individual	hearts.	We	should	point	out	some	of	the	inherent	limitations	of	the	might	be	informed	by	significantly	different	mythic	structures.	Furthermore,	as	with	the	psychological	approach,	the	reader	*	2L9	MythologicalandArchetypalApproaches	must	take	care	that	enthusiasm	for	a	new-found	interpretive	key	doesnot	tempt	him	or	her	to	discard
other	valuable	critical	instruments	or	to	try	to	open	all	literary	doors	with	this	single	key.	]ust	as	Freudian	critics	sometimes	lose	sight	of	a	great	work's	aestheticvalues	in	their	passion	for	sexual	symbolism,	so	myth	critics	tend	to	forget	that	literature	is	more	than	a	vehicle	for	archetypesand	rifual	patterns.	In	other	words,	they	run	the	risk	of	being
distracted	from	the	aestheticexperienceof	the	work	itself.	They	forget	that	literature	is,	above	all	else,art.	As	we	have	indicated	before,	the	discreet	critic	will	apply	such	extrinsic	perspectives	as	the	mytho'logical	and	psychological	only	as	far	as	they	enhancethe	experienceof	the	art	form,	and	only	as	far	as	the	structure	and	potential	meaning	of	the
work	consistently	support	such	approaches.	QUr	CKREFER	EN	C	E	Baird,	]ames.Ishmael:A	Studyof	theSymbolicModein	Primitiaism.New	York	Harper,	1960.	Baumlin,	]ames	S.,	Tita	French	Baumlin,	and	George	H.	jensen,	eds.	Po	st-lungian	Criticism,	Theoryand	Pr	actice.Albany:	StateUniversity	of	New	York,2004.	Bodkin,	Maud.	ArchetypalPatternsin
Poetry:	PsychologicalStudiesof	Imagination.New	York:	Vintage,	1958.	Campbell,	joseph.	TheMasksof	God:PrimitirteMythology.New	York:	Viking,1959.	Carpenter,	Fredric	L	American	Literatureand	the	Dream.New	York:	PhilosophicalLibrary,	1955.	Cirlot,	J.	E.	A	Dictionaryof	Symbols.Trans.jack	Sage.New	York	Philosophical	Libr	ary,1962.	Cornford,
F.M.	Origin	of	Attic	Comedy.London:	Arnold,	1914.	Eliade,	Mircea.	Myth	and	Reality.New	York:	Harpet,	t953.	Fergusson,Francis.	The	Ideaof	Theater.Princeton,	NJ:	Princeton	University	Press,1949.	Boston:BeaconPress,1955.	Fiedler,Leslie.End	to	Innocence.	.	Loveand	Death	in	the	AmericanNozrel.New	York:	Criterion,	1960.	220	*	A	Handbook	of
Critical	Approachesto	Literature	Mythological	and	ArchetypalApproaches*	221,	.	No!	inThunder.Boston:Beaconpress,1960.	Frazer,|ames	G.	The	GoldenBough.Abidged	ed.	New	york:	MacmilLan,1922.	Frye,	Northrop.	Anatomyof	Criticism.Princeton,Nj:	princeton	University	Press,1957.	.	The	StubbornStructure.Ithaca,	NY	Comell	University	press,	1,970.
Sugg,	Richard	P.,	ed.	lungian	Literary	Criticism.	Evanston,	IL:	Northwestem	Univ	ersTtyPress,1992.	Harrison,	Jane.Themis.London:	Cambridge	University	press,1912.	]ung,	C.	G.	ModernMan	in	Searchof	a	Sozl.New	york:	Harcourt,	n.d,.;	first	published	in	1933.	.	Psycheand	Symbol.Garden	City,	Ny	Doubled	ay,1958.	\tVheelwright,	Iane.	Deathof	a
Woman.New	York:	St.	Martin's	Press,	1981.	.	Psychological	Reflections.	New	York:	Harpeg	1961.	.	Two	Essayson	Analytical	Psychology.2nded.	princeton,	N|:	PrincetonUniversity	Press,1966.	.	TheArchetytpes	and	the	CollectiaeUnconscious.	2nd	ed.	princeton,	Nj:	Princeton	University	Press,1-958.	.	TheStructureandDynamicsof	thePsyche.2nd
ed.princeton,	N]:	Princeton	University	Press,L969.	Lawrence,	D.	H.	Studiesin	ClassicAmerhan	Literature.	New	york:	Yikng,1964.	Lewis,	R.	W.	B.	TheAmericanAdam.	Chicago:University	of	Chicago	Press,1955.	Marett,	R.	R.,	ed.	Anthropologyand	theClassics.	New	york:	Oxford	University	Press,1908.	Morrison,	Toni.	Playing	in	the	Dark:	Whitenessin
theAmericanLiterary	lmagination.New	York:	Random	House,1992.	Murray,	Gilbert.	Euripidesand	His	Age.New	York	Holt,	1913.	.	The	ClassicalTradition	in	poetry.	Cambridge,	MA:	Harvard	University	Press,1927.	Pratt,	Anis,	et	al.,ArchetypalPatternsin	Women'sFiction.Bloomington:	Indiana	University	Press,1981.	de	Santillana,	Giorgio,	and	Hertha	von
Dechend.	Hamlet,s	MiII.	Boston:Gambit,	1959.	Schorer,Maxk.	WiIIiam	Blake:The	Politicsof	Vision.	New	york:	Holt,	1946.	Smith,	]eanne	Rosier.	Writing	Tricksters:Mythic	Gambolsin	American	EthnicLiterature.Berkeley:University	of	California	prcss,1997.	Tate,Allery	ed.	TheLanguageof	Poetry.New	York:	Russell,1960.	Vickery,John	B.,	ed.	th
€sLiterature:Contemporary	TheoryI	Practice.	Lincol-n:University	of	NebraskaPress,1,965.	Watts,	Alan	W.	Wth	and	Ritual	in	Christianity.New	York:	Vanguard	Press,1,954.	Wheelwright,	Philip.	The	Burning	Fountain.	Bloomington:	Indiana	University	Press,1,954.	.	Metaphorand	Reality.Bloomington:	Indiana	University	Press,	1962.	Feminismsand
GenderStudies	*	223	Feminisms	andCenderStudies	m*l.	FEMINISMS	AND	FEMINIST	LITERARY	DEFINITIONS	CRITICISM:	In	keeping	with	constantly	evolving	developments	in	literary	studies,	our	new	title	for	this	chapter	emphasizes	both	the	they	growing	diversity	of	feminist	theories-"fepinisps//-as	engage	with	biological,	linguistic,
psychoanalytic,	Marxist,	poststructuralist,	and	cultural	studies,	as	well	as	ethnic	and	race	studies,	postcolonial	theory,	lesbian	and	gay	studies,	and	gender	studies.	No	longer	is	feminism	presumed	to	have	a	single	set	of	assumptions,and	it	is	definitely	no	longer	merely	the	"ism"	of	white,	educated,	bourgeois,	heterosexual	Anglo-American	women,	as	it
once	seemedto	be.	As	RossC.	Murfin	has	noted,	the	"evolution	of	feminism	into	feminisms	has	fostered	a	more	inclusive,	global	perspective"	(301.-2).The	era	of	recovering	women's	texts	has	been	succeededby	a	new	era	in	which	the	goal	is	to	recover	entire	cultures	of	women.	"I	myself	have	never	been	able	to	find	out	precisely	what	feminism	is,"
British	author	and	critic	RebeccaWestremarks;	"I	only	know	that	other	people	call	me	a	feminist	whenever	I	express	sentiments	that	differentiate	me	from	a	doormat	or	prostitute"	(219).	Indeed,	feminism	has	often	focused	upon	what	is	absent	rather	than	what	is	present,	reflecting	concern	with	the	silencing	and	marginalization	of	women	in	a	patriar-
chal	culture,	a	culture	organized	in	the	favor	of	men.	Unlike	the	other	approaches	we	have	examined	thus	far,	feminism	is	an	overtly	political	approach	and	can	attack	other	approaches	for	their	false	assumptions	about	women.	As	judith	Fetterly	has	bluntly	pointed	out,	"Literature	is	political,"	arrd	its	politics	"is	male."	When	we	read	"the	canon	of
what	is	currently	considered	classic	American	literature"	we	"perforce	.	.	.	identify	as	male"	(in	Rivkin	and	Ryan	561).	In	recent	decades	this	tendency	has	changed,	in	part	because	of	the	efforts	of	feminist	critics	but	also	because	of	social	changes	such	as	mass	education,	the	Civil	Rights	movement,	the	Vietnam	War,	increasing	urbanization,	and	the
growing	liberalization	of	sexual	mores.	the	contributions	of	revolutionary	nineNotwithstanding	teenth-	and	early	twentieth-century	authors	such	as	Mary	Wollstonecraft	and	her	daughter	Mary	Shelley,	George	Eliot,	Charlotte	Perkins	Gilman,	and	Virginia	Woolf,	feminist	literary	criticism	developed	mostly	since	the	beginning	of	the	latetwentieth-
century	women's	movement.	That	movement	included	the	writings	of	Simone	de	Beauvoir,	Kate	Millett,	and	Betty	Friedan,	who	examined	a	female	"self"	constructed	in	literafure	by	male	authors	to	embody	various	male	fears	and	anxieties.	They	saw	literary	texts	as	models	and	agents	of	power.	In	her	book	The	Second	Sex	(1949),	de	Beauvoir	asked
what	is	woman,	and	how	is	she	constructed	differently	from	men?	Answer:	she	is	constructed	differently	by	rnen.	The	thesis	that	men	write	about	women	to	find	out	more	about	men	has	had	long-lasting	implications,	especially	the	idea	that	man	defines	the	human,	not	woman.	In	The	Feminine	Mystique	(7963)	Friedan	demystified	the	dominant	image
of	the	huppy	American	suburban	housewife	and	mother.	Her	book	appeared	amidst	new	women's	organizations,	manifestos,	protests,	and	publications	that	called	for	enforcement	of	equal	rights	and	an	end	to	sex	discrimination.	An	author	of	essays	in	Good	Housekeeping,Friedan	also	analyzed	reductive	images	of	women	in	American	magazines.
Millett's	Sexunl	Politics	(1970)	was	the	first	widely	read	work	of	feminist	literary	criticism.	Millett's	focus	was	upon	the	twin	poles	of	gender	as	biology	and	culture.	In	her	analyses	of	D.	H.	Lawrence,	Norman	Mailer,	Henry	Miller,	and	jean	Genet	she	reads	literature	as	a	record	of	male	dominance.	As	a	"resisting	224	*	A	Handbook	of	Critical
Approachesto	Literature	readeq"	Millett	included	critiques	of	capitalism,	male	power,	crude	sexuality,	and	violence	against	women.	She	argued	that	male	writers	distort	women	by	associating	them	with	(male)	deviance.	She	aptly	concludes	that	the	"interior	colonization"	of	women	by	men	is	"sturdier	than	any	form	of	segregation"	such	as	class,	"more
uniform,	and	certainly	more	enduring"	(24-2s\.	At	the	same	time	as	women	have	been	re-read	in	works	by	male	writers,	feminists	have	promoted	the	underappreciated	work	of	women	authors,	and	thewritings	of	manywomenhave	beenrediscovered,reconsidered,and	collectedin	large	anthologies	such	as	TheNortonAnthologyof
LiteraturebyWomen,including	women	who	had	never	been	considered	seriously	or	had	been	elided	over	time.	For	example,Harriett	E.	Wilson,	author	of	the	first	novel	by	an	African	American	woman,	Our	Nig,	the	story	of	a	free	black	(1859),was	"discovered"	one	hundred	and	fifty	yearslater	in	a	rare	book	storeby	Yalescholar	Henry	Louis	Gates,Jr.
However,	merely	unearthing	women's	literature	did	not	ensureits	prominence;in	order	to	assesswomen's	writings,	the	preconceptionsinherent	in	a	literary	canon	dominated	by	male	beliefs	and	male	writers	needed	to	be	reevaluated.Along	with	Fetterly,	other	critics	such	as	Elaine	Showalter,	Annette	Kolodny,	SandraGilbert,	and	SusanGubar
questionedcultural,	sexual,	intellectual,	and/or	psychological	stereotypes	about	women	and	their	literatures	using	both	essentialist	and	constructivist	models,which	we	discussbelow	The	focus	upon	the	silencingand	oppressingof	women	gaveway	to	deeperinterrogationsof	what	a	history	of	women's	oppressionmeant.As	Julie	Rivkin	and	Michael	Ryan
ask,	"Was'woman'	something	to	be	escapedfrom	or	into?"	(528).Though	much	of	the	early	"sisterhood"	solidarity	of	the	women's	movement	was	lost	as	the	field	diversified,	a	good	deal	of	philosophical	and	political	depthwas	attained	astheseinterrogationsbecamemore	complex.	sx	ll.	WOMAN:	CREATED	OR	CONSTRUCTED?	Elaine	Showalter	has
identified	three	phases	of	modern	women's	literary	development:	Ihe	feminine	phase	(1840-80),	during	which	women	writers	imitated	the	dominant	male	traditions;	thefeminist	phase	(1880-1920),when	women	advocated	Feminisms	and	CenderStudies*	225	for	their	rights;	and	thefemalephase	(1920-present),when	dependency	upon	opposition-that	is,
on	uncovering	misogyny	in	male	texts-is	replacedby	the	rediscovery	of	women's	texts	and	women.	Women's	literature	is	"an	imaginative	continuum	[ofl	certain	patterns,	themes,problems,	and	images,from	generation	to	generation"	("Feminist	Criticism"	11).	Within	the	present	or	"female"	phase,	Showalter	describes	four	current	modelsof	dffirence
taken	up	by	many	feminists	around	the	world:	biological,	linguistic,	psychoanalytic,and	cultural.	Showalter's	biologicalmodelis	the	most	problematic:	if	the	text	can	be	said	in	some	way	to	mirror	the	body,	then	does	that	reduce	women	writers	merely	to	bodies?Yet	Showalter	praises	the	often	shocking	frankness	of	women	writers	who	relate	the
intimacies	of	the	female	experienceof	the	female	body.	Showalter's	linguistic	modelassertsthat	women	are	speaking	men's	language	as	a	foreign	tongue;	purging	language	of	"sexism"	is	not	going	far	enough.	Still,	feminist	critics	seethe	very	act	of	speaking-and	of	having	a	language-as	a	victory	for	women	within	a	silencing	patriarchal	culture.	Tillie
Olsen	demands	to	hear	women's	voices	despite	impediments	to	creativity	encounteredby	women;	in	her	1978work	Silencesshe	cites	"those	mute	inglorious	Miltons:	thosewhose	working	hours	are	all	struggle	for	existence;the	barely	educated;	the	illiterate;	women.	Their	silenceis	the	silenceof	the	centuriesasto	how	life	was,	is,	for	most	of	humanity"
(327).Silencesarise	from	"circumstances"of	being	born	"into	the	wrong	class,race	or	sex/	being	denied	education,becoming	numbed	by	economicstruggle,	muzzled	by	censorship	or	distracted	or	impeded	by	the	demands	of	nurturing."	Brrt	women's	deployment	of	silence	can	alsobe	"resistanceto	the	dominant	discourse,"Olsennotes,	such	as	Emily
Dickinson's	"slant	truths"	or	the	inner	dialogues	of	such	"quiet"	charactersasCharlotte	Brontii's	JaneEyre	or	Virginia	Woolf's	Lily	Briscoe(quoted	in	Fishkin	and	Hedges	5).	A	recentfilm	treatment	of	this	theme	isThe	Hours	(2002),starring	Nicole	Kidman,	Meryl	Streep,and	Julianne	Moore.	This	movie	relates	with	unnerving	clarity	the	inner	lives	of	three
women	connected	through	their	experienceswith	Woolf's	novel	Mrs.	Dalloway,itself	a	study	of	female	subjectivity.	Though	women	writers	may	have	to	use	"male"	language,	feminist	critics	have	identified	sex-related	writing	strategies	226	.	A	Handbook	of	Critical	Approachesto	Literature	such	as	the	use	of	associational	rather	than	linear	logic,	other
"feminine"	artistic	choices	such	as	free	play	of	meaning	and	a	lack	of	closure,	as	well	as	genre	preference	such	as	letters,	journals,	confessional,	domestic,	and	body-centered	discourse.	As	Showalter	has	observed,	"English	feminist	criticism,	essentially	Marxist,	stresses	opposition;	French	feminist	criticism,	essentially	psychoanalytic,	stresses
repression;	American	feminist	criticism,	essentially	textual,	stresses	expression."	All	three,	however,	being	woman-centered	or	Wnocentric,	rnltst	search	for	terminology	to	rescue	themselves	from	becoming	a	synonym	for	inferiority	("Feminist	Criticism"	186).	Showalter's	p	sychoanalytic	model	identifies	gender	difference	in	the	psyche	and	also	in	the
artistic	process.	Her	cultural	model	places	feminist	concerns	in	social	contexts,	acknowledging	class,	racial,	national,	and	historical	differences	and	determinants	among	women.	It	also	offers	a	collective	experience	that	unites	women	over	time	and	space-a	"binding	force"	(',Feminist	Criticism"	786-88,193,196-202).	These	have	been	Showalter's	most
influential	models.	Today	it	seems	that	two	general	tendencies,	one	emphasizing	Showalter's	biological,	linguistic,	and	psychoanalytic	models,	and	the	other	emphasizing	Showalter's	cultural	model,	account	for	most	feminist	theories.	On	the	one	hand,	certain	theories	may	be	said	to	have	an	essentialistargument	for	inherent	feminine	traits-whether
from	biology,	language,	or	psychologythat	have	been	undervalued,	misunderstood,	or	exploited	by	a	patriarchal	culture	because	the	genders	are	quite	different.	These	theories	focus	on	sexual	difference	and	sexual	politics	and	are	often	aimed	at	defining	or	establishing	a	feminist	literary	canon	or	re-interpreting	and	re-visioning	literature	(and	culture
and	history	and	so	forth)	from	a	less	patriarchal	slant.	Opposed	to	this	notion	that	gender	confers	certain	essential	feminine	and	masculine	traits	is	constructiztlsf	feminism,	which	asks	women	(and	men)	to	consider	what	it	means	to	be	a	woman/	to	consider	how	much	of	what	society	has	often	deemed	to	be	inherently	female	traits	are	in	fact	culturally
and	socially	constructed.	For	the	constructivist	the	feminine	and	gender	itself	are	made	by	culture	in	history	and	are	not	eternal	norms.	It	is	easy	to	see	how	constructivist	feminism	helped	give	rise	to	gender	studies,	the	framing	of	all	gender	categories	Feminismsand	GenderStudies*	227	as	cultural	instead	of	biological.	It	is	also	clear	that	such
fluidity	of	definition	has	links	in	poststructuralist	and	postmodernist	thinking	in	general	(see	chapters	9	and	10).	A.	Feminismand	Psychoanalysis	Many	essentialist	feminists	have	been	attracted	to	the	psychoanalytic	approach,	to	which	they	have	given	their	own	stamp.	Sandra	Gilbert	and	Susan	Gubar	examine	female	images	in	the	works	of	Jane
Austen,	Mary	Shelley,	Charlotte	and	Emily	Bront€,	and	George	Eliot,	addressing	such	topics	as	mothering,	living	within	enclosures,	doubling	of	characters	and	of	aspects	of	the	self,	women's	diseases	and	their	treatments,	and	feminized	landscapes.	They	make	the	argument	that	female	writers	often	identify	themselves	with	the	literary	characters	they
figure	detest	through	such	types	as	the	monster/madwoman	counterposed	against	an	angel/heroine	figure.	Despite	this	tendency,	they	describe	a	feminine	utopia	for	which	women	authors	yearn	and	where	wholeness	rather	than	"otherness"	would	prevail	as	a	means	of	identity.	In	the	1980s,	French	feminism	developed	as	one	of	the	most	exciting	of
new	feminist	practices	in	the	use	of	psychoanalytic	tools	for	literary	analysis.	Essentialists	found	that	psychoanalytic	theory	as	espoused	by	Sigmund	Freud,	Carl	G.	|ung,	Jacques	Lacan,	and	julia	Kristeva,	and	the	French	Feminists	H6ldne	Cixous	and	Luce	Irigaray	explained	some	of	their	biologically	based	assumptions	about	femininity;	readers	found
original	and	compelling	new	psychic	models	for	feminine	identity,	open	to	flexibility	and	change	by	their	very	"nattJre"	as	feminine	(see	lrigaray,	"When	Our	Lips	Speak	Together").	Freud	has	long	been	on	Feminism's	Enemies	List,	the	charge	being	that	he	totally	misunderstood	women	and	was	interested	only	in	what	they	meant	for	male	psychology.
Freud	practiced	upon	his	devoted	daughter	Anna	and	Marie	Bonaparte,	both	of	whom	carried	on	his	work.	These	and	other	women	whom	he	diagnosed	as	"hysterics"	were	the	cornerstone	of	psychoanalysis.	In	Freud's	defense,	the	narratives	given	by	his	female	patients	represented	radically	new	acceptance	of	their	voices	in	their	first-person	accounts
of	fantasies,	fears,	injuries,	and	diseases.Before	such	maladies	as	Freud	addressed	could	be	treated	228	",	A	Handbook	of	Critical	Approachesto	Literature	medically,	they	first	had	to	be	voiced	subjectively.	Today	such	conunon	(but	often	terrifying)	complaints	of	women	including	postpartum	depression,	major	depression,	chronic	fatigue	syndrome,
and	fibromyalgia	are	responded	to	as	real	health	crises	with	a	combination	of	medical	and	psychological	help;	but	in	Freud's	day	they	were	dismissed	as	ordinary	"female	trouble."	Particularly	troublesome	women	in	those	days	could	even	face	hysterectomies	(the	uterus	was	considered	the	font	of	hysteria,	from	the	same	Greek	word),	or	merely
isolation	and	shock	treatments.	Freud's	contribution	was	not	only	to	identify	and	"medicalize"	women's	psychiatric	obstacles	but	also	to	emphasize	the	textual	nature	of	his	cases;	indeed,	he	seemed	to	read	his	patients	like	texts	or	languages.	Freud	also	argued	that	art,	whether	by	men	or	women,	had	a	pathological	origin;	following	Freud,	maneuvers
such	as	bringing	a	"repressed"	subtext	to	light	are	similar	moves	in	psychoanalysis	and	literary	criticism,	for	the	goal	of	both	is	deeper	understanding	(seeYoung-Bruehl,	Freud	onWomen:AReader	for	selections	on	women).	From	the	Freudian	revisionist	Jacques	Lacan	comes	the	notion	of	the	Imaginary,	a	pre-Oedipal	stage	in	which	the	child	has	not	yet
differentiated	her-	or	himself	from	the	mother	and	as	a	consequence	has	not	learned	language,	which	is	the	Symbolic	Order	to	be	taught	by	the	father.	The	Imaginary	is	the	vital	source	of	language	later	tamed	by	the	Laws	of	the	Father.	The	Oedipal	crisis	marks	the	entrance	of	the	child	into	a	world	of	language	as	Symbolic	Order	in	which	everything
is	separate,	conscious	and	unconscious,	self	and	otheq,	male	and	female,	word	and	feeling.	In	the	realm	of	the	Law	of	the	Fnther	we	are	confined	by	"isms"	or	rules;	Lacan	calls	this	the	"phallogocentric"	universe	(phallus	+	logos)	in	which	men	are	in	control	of	"the	word."	French	feminists	practice	what	they	calll'1criture	feminine	as	a	psychically
freeing	form	of	feminine	discourse:	the	actual	sex	of	the	author,	for	them,	is	not	always	important	(as	it	too	is	an	expression	of	binary	Laws	of	the	Father).	The	relevance	of	Freud	and	Lacan	(see	also	chapter	6)	has	mainly	to	do,	then,	with	the	intersections	of	language	and	the	psyche	(combining	Showalter's	linguistic	and	psychoanalytic	models).	Like
Freud,	Lacan	describes	the	unconscious	as	structured	like	a	language;	like	language	its	power	often	arises	from	the	sense	of	openness	and	play	of	meaning.	When	we	"read"	Feminismsand	CenderStudies	,	229	language,	we	may	identify	gaps	in	what	is	signified	as	evidence	of	the	unconscious;	for	language	is	a	mixture	of	fixed	meaning	(conscious)	and
metaphor	(in	part	unconscious).	The	feminine	"language"	of	the	unconscious	destabilizes	sexual	categories	in	the	Symbolic	Order	of	the	Father,	disrupting	the	unities	of	discourse	and	indicating	its	silencings.	French	feminists	speak	of	"exploding"	rather	than	interpreting	a	sign.	H6ldne	Cixous	proposes	a	utopian	place,	a	primeval	female	space	free	of
symbolic	order,	sex	roles,	otherness,	and	the	Law	of	the	Father.	Here	the	self	is	still	linked	to	the	voice	of	the	mother,	source	of	all	feminine	expression;	to	gain	access	to	this	place	is	to	find	an	immeasurable	source	of	creativity.	However,	as	in	the	case	of	Luce	kigatay,	no	matter	how	theoretical	and	abstract	French	feminists'	prose	becomes	or	how
complicated	their	psychoanalytic	analyses,	French	feminists	do	not	stray	far	from	the	body.	As	Rivkin	and	Ryan	explain,	"Llrce	bigaray	distinguishes	between	blood	and	shame,	between	the	direct	link	to	material	nature	in	women's	bodies	and	the	flight	from	such	contact	that	is	the	driving	force	of	male	abstraction,	its	pretense	to	be	above	matter	and
outside	of	nature	(in	civilization)."	Irigaray	etymologically	links	the	word	"matter"	to	"materrrity"	and	"matrix,"	the	latter	being	the	space	for	male	philosophizing	and	thinking.	Matter	is	irreducible	to	"male	western	conceptuality.	.	.	.	[O]utside	and	making	possible,	yet	impossible	to	assimilate	to	male	reason,	matter	is	what	makes	women	women,	an
identity	and	an	experience	of	their	own,	forever	apart	from	male	power	and	male	concepts"	(Speculum529).	As	Rivkin	and	Ryan	further	note,	essentialists	like	Irigaray	see	women	as	"innately	capable	of	offering	a	different	ethics	from	men,	one	more	attuned	to	preserving	the	earth	from	destruction	by	weapons	devised	by	men."	It	is	because	men
"abstract	themselves"	from	the	material	world	as	they	separate	from	their	mothers	and	enter	the	patriarchate	that	they	adopt	a	"violent	and	aggressive	posture	toward	the	world	left	behind,	which	is	now	construed	as	an'object."'	For	them	the	mother	represents	"the	tie	to	nature	that	must	be	overcome	.	.	.	to	inaugurate	civilization	as	men	understand
it	(a	set	of	abstract	rules	for	assigning	identities,	appropriate	social	roles	and	the	like	that	favor	male	power	over	women)."	Becausewomen	are	not	required	to	separate	from	the	mother,	"no	cut	is	required,	no	separation	that	Feminismsand	GenderStudies*	23I	230	*	A	Handbook	of	Critical	Approachesto	Literature	'identity'	launches	a	precarious
journey	towards	a	fragile	predicated	on	separation	that	simply	denies	its	links	to	the	physical	world."	Irigaray	would	point	out	by	way	of	example	that	when	confronted	with	ethical	issues,	men	think	in	terms	of	rights,	"while	women	think	in	terms	of	responsibilities	to	others"	(Rivkin	and	Ryan	529-30).	A	quotation	from	]ung	seems	apposite	here:	"When
one	has	slain	the	father,	one	can	obtain	possession	of	his	wife,	and	when	one	has	conquered	the	motheq,	one	can	free	one's	self"	(432).	(We	anticipate	here	a	comment	on	the	novel	Frankenstein,	which	we	treat	later.	Victor	Frankenstein	certainly	springs	to	mind	as	a	man	who	must	"cut"	his	ties	with	the	material	domestic	world	around	him	by
abstracting	life	itself,	then	being	repelled	by	its	materiality,	especially	when	he	sets	about	making	his	female	Creature.	What	a	price	he	pays,	and	how	awful	the	sacrifices	of	everyone	around	him,	for	his	obsession	with	the	Law	of	the	Father.)	Julia	Kristeva	furnishes	a	more	specifically	therapeutic	sort	of	psychoanalysis	of	women	in	works	such	as	her
Desire	in	Language,	in	which	she	presents	a	mother-centered	realm	of	the	semiotic	as	opposed	to	the	symbolic.	Echoing	Lacanian	theory	she	argues	that	the	semiotic	realm	of	the	mother	is	present	in	symbolic	discourse	as	absence	or	contradiction,	and	that	great	writers	are	those	who	offer	their	readers	the	greatest	amount	of	disruption	of	the
nameable.	(One	thinks	of	Sethe's	horrific	memories	in	Toni	Morrison's	Beloued.)Like	Cixous	and	Irigaray,	Kristeva	opposes	phallogocentrism	with	images	derived	from	women's	corporeal	experiences,	connecting,	like	Marxist	theory,	the	personal	with	the	political	and	artistic.	Kristeva's	later	work	moves	away	from	strictly	psychoanalytic	theorizing
toward	a	more	direct	embrace	of	motherhood	as	the	model	for	psychic	female	health.	"Stabat	Mateq"	her	prose	poem	meditation	on	her	own	experience	with	maternity	accompanied	by	a	hlpertext	essay	on	the	veneration	of	the	Virgin	Mary,	understands	motherhood	as,	like	language,	a	separation	accompaniedby	a	joining	of	signification,	the	loss	being
the	marker	of	the	infant's	embrace	of	identity	(178).	Many	feminists	follow	Kristeva's	privileging	of	motherhood,	arguing	that,	as	Rivkin	and	Ryan	put	lt,	"Irr	the	mother-child	relationship	might	be	found	more	of	the	constituents	of	identity.	.	.	than	are	given	during	the	later	Oedipal	stage"	(531).	One	other	type	of	psychological	approach,	myth	criticism
(treated	at	length	in	chapter	7),	has	its	adherents	in	feminist	studies.	Feminist	myth	critics	tend	to	center	their	discussions	on	such	archetypal	figures	as	the	Great	Mother	and	other	early	female	images	and	goddesses,	viewing	such	women	as	Medusa,	Cassandra,	Arachne,	Isis,	and	others	as	radical	"others"	who	were	worshipped	by	women	and	men
as	alternatives	to	the	more	often	dominant	male	deities	such	as	Zeus	or	Apollo.	Adrienne	Rich	and	others	have	defined	myth	as	the	key	critical	approach	for	women.	Criticizing	Jung	and	such	later	myth	critics	as	Northop	Frye	for	privileging	hegemonic	Greco-Roman	mythologies	and	consequently	downplaying	the	role	of	the	feminine	from	the	pre-
Greek	past,	as	well	as	in	diverse	myths	from	other	societies,	Rich	praises	the	mythic	powers	of	motherhood	even	as	she	critiques	the	larger	culture's	ignorance	and	stereotyping	of	motherhood.	Because	it	manages	tobring	together	the	personal	and	the	cultural,	myth	criticism	also	holds	promise	for	scholars	interested	in	how	various	ethnic	groups,
especially	minorities,	can	maintain	their	own	rooted	traditions	and	at	the	same	time	interact	with	other	mythologies.	Even	the	most	negative	images	in	mythology,	such	as	Medusa	from	ancient	Greece,	retain	attraction	for	modern	women,	for	anthropology	teaches	us	that	when	many	formerly	matriarchal	societies	in	the	"Western"	tradition	were
supplanted	by	patriarchal	societies	that	venerated	male	gods	instead	of	the	older	"Earth	Mothers,"	many	goddesses	were	metamorphosed	as	witches,	seductresses,	or	fools.	Studying	these	ancient	transformations	alerts	us	to	the	plasticity	of	all	sexual	categories	and	the	ongoing	revisions	of	"the	feminine."	B.	Multicultural	Feminisms	Among	the	most
prominent	of	feminist	minorities	are	women	of	color	and	lesbians.	These	feminists	practice	what	is	sometimes	called	identity	politics,	based	upon	essential	differences	from	white,	heterosexual,	"mainstream"	society,	hence	their	inclusion	here	as	essentialists.	Although	many	nonwhite	feminists	include	each	other	in	shared	analyses	of	oppression,	and
while	feminism	has	largely	aligned	itself	with	arguments	against	racism,	xenophobia,	and	homophobia,	people	protest	being	lumped	together	as	though	their	fundamental	concerns	are	the	232	*	A	Handbookof	CriticalApproaches	to	Literature	same.	Here	we	review	some	of	the	major	concems	specific	to	one	group	of	minority	feminists,	black	feminists,
and	later	in	gender	studies	we	note	some	important	lesbian	feminists.	But	feminists	of	many	different	groups,	including	Latina	and	Chicanafeminists,Asian	American	feminists,and	Native	American	feminists	all	have	their	own	particular	sets	of	cultural	issues:	these	are	referenced	at	greater	length	in	chapter	g,	"Cultural	Studies."It	is	fair	to	say	that	"
minority"	feminismssharein	both	essentialistand	constructivist	views;	that	is,	whereasethnic	differenceis	a	fact	to	be	celebrated,feminists	of	color	recognizethe	ways	wbmen	and	raceare	both	constructsin	society.	Like	lesbian	feminists,	black	feminists	argue	that	they	face	additional	layers	of	the	patriarchy	that	discouragetheir	"comingout";	not	only	do
they	rejectthe	traditional	Westernliterary	canon	aslopsided	in	favor	of	mery	but	they	also	specificallytarget	its	exclusion	of	black	women.	Black	feminists	have	accused	their	white	sistersof	wishing	merely	to	becomerewarded	members	of	the	patriarchy	at	the	expenseof	nonwhite	women.	That	is,	they	say	that	the	majority	of	feminists	want	to
becomemembers	of	the	power	structure,	counted	as	men	and	sharing	in	the	bounties	of	contemporary	capitalist	culture,	equal	wages,child	care,or	other	acceptedsocial	"rig}:rts."A	black	or	lesbian	feminist	might	seea	heterosexualwhite	woman	as	having	more	in	common	with	men	than	with	other	women	of	different	ethnicities	and	classes.Maggie
Humm	has	suggestedthat	"the	central	motifs	of	black	and	lesbian	criticism	need	to	becomepivotal	to	feminist	criticism	rather	than	the	other	way	around"	(106).	Michael	Awkward	makes	black	feminists'	concerns	clearer	when	he	distinguishes	between	how	they	influence	eachother	as	opposed	to	traditional	white	male	models	of	influence.	In	lnspiriting
lnfluences:	kadition,	Reaision,	and	Afro-American	Women'sNoaels,he	claims	that	black	women	writers	carry	out	relationships	as	mothers,	daughters,	sisters,and	aunts	as	very	different	from	the	patriarchally	enforcedrelationships	of	fatherhood	and	sonship,with	their	traditional	Oedipal	conflicts.	To	a	greater	extent	than	white	authors,	black	women
writers	have	been	elided	from	critical	history	or	included	merely	as	tokens.	Since	the	1960s	interest	in	black	culture,	especially	African	American	culture,	has	grown	dramatically	in	American	literary	criticism.	In	fact	criticism,	theory,conferences,and	book	publishing	have	barely	been	able	to	keep	up	with	the	flood	of	Feminisms	and	GenderStudies*
2J3	academicand	popular	interestin	black	feminism	.Thetermblack	feminist,	however,	is	problematic.	Alice	Walker,	author	of	The	ColorPurple(1982),disputesthe	termfeminisf	asapplied	to	black	women;	shewrites	that	shehas	rcplacedfeministwithwomanist,	remarking	that	a	womanist	does	not	turn	her	back	upon	the	men	of	her	community.
Interestingly,	that	charge	was	made	againsther	by	black	male	critics	responding	to	the	portrayal	of	African	American	men	inThe	ColorPurple	after	the	StevenSpielberg	film	version	appearedin	1985(seeIn	Searchof	Our	Mothers'	Gardens:WomanistProse).Asin	"EverydayIJse,"	Walker	identifies	black	female	creativity	from	earlier	generationsin	such	folk
arts	as	quilting,	music,	and	gardening.	Walker	looks	to	her	own	literary	mothers	such	as	Zora	Neale	Hurston,	Harlem	Renaissancefigure	and	folklorist,	who	insisted	upon	using	authentic	black	dialect	and	folklore	in	her	folktale	book	Mules	and	Men	(1935)and	her	novelTheir	EyesWereWatchingGod(1987)without	apology	or	emendation.This	tendency
to	privilege	the	black	language	and	folkways	she	grew	up	with	alienated	Hurston	from	some	of	the	male	leaders	of	the	Harlem	Renaissance,	including	Langston	Hughes,	who	preferred	a	more	(mainstream)	intellectual	approach,which	they	saw	as	more	activist	in	nature,	such	asthe	protest	novels	of	writers	like	Ralph	Ellison	and	especiallyRichard
Wright.	Seeking	out	other	autobiographical	voices,	black	feminists	have	often	turned	to	the	slave	narrative	and	the	captivity	narrative,	both	old	American	forms	of	discourse,	as	of	especial	importance	to	black	women	writers.	Challenges	to	the	traditional	canon	have	also	included	new	bibliographies	of	neglected	or	suppressedworks	and	the	recovery
and	rehabilitation	of	such	figures	as	the	tragic	mulatta	or	Mammy	figure	by	such	leading	critics	as	bell	hooks	and	Maya	Angelou.	Relatedto	the	rise	of	feminisms	among	women	of	color	is	the	area	of	postcolonial	studies,	which	we	treat	in	chapter	9.	Among	its	most	prominent	feminist	voices	is	that	of	Gayatri	Chakravorty	Spivak,	who	examines	the
effects	of	political	independence	upon	subaltern,or	subproletarian	women,	in	Third	World	countries.	In	such	works	as	the	essays	of	In	Other	Worlds,Spivak	has	made	clearerboth	the	worldwide	nature	of	the	feminist	movement,	as	well	as	the	great	differences	among	feminisms,	depending	upon	class	and	political	structure.	234	*	A	Handbook	of	Critical
Approachesto	Literature	C.	Marxist	Feminism	Perhaps	the	most	significant	source	of	constructivist	feminism	is	Marxism,	especially	its	focus	upon	the	relations	between	reading	and	other	social	constructions.	The	establishment	of	so	many	women's	studies	programs,	cooperatives,	bookstores,	libraries,	film	boards,	political	caucuses,	and	community
groups	attests	to	the	activist	orientation	of	feminism.	As	Karl	Marx	argued	that	all	historical	and	social	developments	are	determined	by	the	forms	of	economic	production	(see	chapter	9),	Marxist	feminists	have	attacked	the	"classist"	values	of	the	prevailing	capitalist	society	of	the	West	as	the	world	also	gradually	becomes	"	globalized."	Marxist
feminists	do	not	separate	"personal"	identity	from	class	identity,	and	they	direct	attention	to	the	often	nameless	underpinnings	of	cultural	productions,	including	the	conditions	of	production	of	texts,	such	as	the	economics	of	the	publishing	industry.	Marxist	feminists,	like	other	Marxists,	are	attacked	for	misunderstanding	the	nature	of	quality	in	art.
For	them,	literary	value	is	not	a	transcendent	property	(just	as	sex	roles	are	not	inherent)	but	rather	something	conditioned	by	social	beliefs	and	needs.	\A/hat	is	"	good"	art	for	a	Marxist	critic	often	seems	to	be	merely	what	a	given	group	of	people	decide	is	good,	and	it	is	sometimes	hard	to	differentiate	that	process	from	one	which	Formalists	would
endorse.	Yet	Lillian	Robinson,	a	prominent	Marxist	feminist,	has	pointed	out	that	even	a	seemingly	innocuous	approach	such	as	Formalism	is	encoded	with	class	interests,	connecting	it	to	the	systematic	exclusion	of	women,	nonwhites,	and	the	working	class.	Feminist	criticism,	in	contrast,	should	be	"criticism	with	a	cause,	engaged	criticism.	.	.	.	It
must	be	ideological	and	moral	criticism;	it	mustbe	revolutionary"	(3).	D.	Feminist	Film	Studies	Contemporary	constructivist	positions	such	as	those	emerging	in	film	studies	by	such	scholars	as	Teresa	de	Lauretis	and	Laura	Mulvey	are	inspired	by	the	Marxist	notion	of	the	social	construction	of	individual	subjectivity	(especially	as	outlined	by	Louis
Althusser)	and	by	the	poststructuralist	idea	that	languages	write	identities,	and	do	not	merely	reflect	them.	"Gender	identity	is	no	less	a	construction	of	patriarchal	culture	than	the	idea	that	men	are	somehow	superior	to	women;	both	are	Feminismsand	CenderStudies	*	235	born	at	the	same	time	and	with	the	same	stroke	of	the	pen,"	as	Rivkin	and
Ryan	put	it.	Constructivists	worry	that	essentialists	are	interpreting	the	subordination	of	women	as	women's	nafure:	"At	its	most	radical,	the	constructivist	counter-paradigm	embraces	such	categories	as	performativity,	masquerade,	and	imitatiory	which	are	seen	as	cultural	processes	that	generate	gender	identities	that	only	appear	to	possess	a	pre-
existing	natural	or	material	substance.	Of	more	importance	than	physical	or	biological	difference	might	be	psychological	identity."	Following	the	thinking	of	]udith	Butler,	these	theorists	see	gender	as	"performative,"	an	imitation	of	a	"	code"	that	refers	to	no	natural	substance.	hrdeed,	"Masculine	means	not	feminine	as	much	as	it	means	anything
natural"	(Rivkin	and	Ryan	530).	Laura	Mulvey's	insight	that	films	can	compel	the	female	viewer	to	participate	in	her	own	humiliation	by	watching	the	film	as	a	man	is	borne	out	in	her	analysis	of	the	technical	and	psychological	organization	of	the	classic	Holl)-wood	film,	and	her	analysis	has	been	eagerly	embraced	by	literary	critics,	who	transfer	her
insights	on	film	to	the	printed	page.	The	"male	gaze"	she	describes	(like	the	Lacanian	Symbolic	Order)	is	based	upon	voyeurism	and	fetishism,	the	only	available	pleasure	(usually)	being	the	male	one	of	looking	at	women's	bodies	for	sexual	cues.	Mulvey	uses	examples	from	Alfred	Hitchcock	films	to	show	how	male	ambivalence	toward	the	overall
image	of	woman	causes	viewers	to	choose	amongst	devaluing,	punishing,	or	saving	a	guilty	female,	or	turning	her	into	a	pedestal	fig1rre,	a	fetish.	These	extremes	leave	little	place	for	the	female	viewer:	according	to	Mulvey,	woman	is	the	image,	and	man	the	bearer	of	the	look,	the	voyeur:	"In	a	world	ordered	by	sexual	imbalance	pleasure	in	looking



has	been	split.	.	.	.	[and]	the	male	gazeprojects	its	phantasy	onto	the	female	figure,	which	is	styled	accordingly"	(304-9).	Students	can	easily	call	to	mind	examples	from	current	films	to	corroborate	Mulvey's	insights:	think	about	how	differently	women's	bodies	are	portrayed	in	films	like	Charlie's	Angels:	Full	Throttle	(2002)	and	Monster	(2003),	or	how
both	male	and	female	gazesarc	engaged	by	Kill	BiIl	(2003,	2004).	Despite	their	diverg""*,	Off"r"n,	goals,	feminisms	still	seek	to	integrate	competing"^O	worlds:	Adrienne	Rich	describes	feminism	as	"the	place	where	in	the	most	natural,	organic	way	236	"	A	Handbook	of	Critical	Approachesto	Literature	subjectivity	and	politics	have	to	come	together"
(in	Gelpi	and	Gelpi	114).	As	we	have	seen,	such	movement	toward	integration	allows	feminisms	to	do	many	different	sorts	of	things:	protest	the	exclusion	of	women	from	the	literary	canon,	focus	upon	the	personal	(such	as	diary	literature),	make	political	arguments,	align	itself	with	other	movements,	and	redefine	literary	theory	and	even	language
itself.	Maggie	Humm	reminds	us	that	male	critics	in	the	past	were	generally	perceived	to	be	"unaligned"	arrd	"a	feminist	[was]	seen	as	a	case	for	special	pleading,"	but	that	today	it	is	clear	that	masculinism	rather	than	feminism	tends	to	be	blind	to	the	implications	of	gender	(72-13).	Feminist	criticism	is	not,	as	Toril	Moi	has	observed,	"just	another
interesting	critical	approach"	like	"a	concern	for	sea-imagery	or	metaphors	of	war	in	medieval	poetry"	(204).It	does	represent	one	of	the	most	important	social,	economic,	and	aesthetic	revolutions	of	modern	times.	w	l	l	l	.	C	E	N	D	E	RS	T	U	D	I	E	S	As	a	constructivist	endeavor,	gender	studies	examines	how	gender	is	less	determined	by	nature	than	it
isby	culture,	and	as	we	noted	with	Showalter's	cultural	model,	such	a	cultural	analysis	is	at	the	center	of	the	most	complex	and	vital	critical	enterprises	at	the	present	time.	Rivkin	and	Ryan	name	their	introduction	to	their	essays	on	gender	studies	"Contingencies	of	Gende4,"	which	aptly	suggests	the	fluid	nature	of	all	gender	categories.	Since	the	late
1960s	and	early	1970s	feminists	and	gender	critics,	especially	those	in	Gay	and	Lesbian	Studies,	have	experienced	and	articulated	common	ground	in	oppression	and	struggle.	In	the	past,	descriptions	of	prose	in	masculine	terms	(a	"virile"	style	or	"seminal"	argument)	were	taken	as	the	norm;	today,	a	piece	of	writing	might	be	criticized	as	limited	by
its	masculine	point	of	view	Myra	|ehlen	claims	that	traditional	critics	wish	to	reduce	the	complexities	of	sexuality	to	a	false	common	denominator.	With	authors	who	seem	unconscious	of	gender	as	an	issue	we	must	make	an	effort	to	readfor	it	instead:	".	.	.literary	criticism	involves	action	as	much	as	reflectiory	and	reading	for	gender	makes	the	deed
explicit."	As	"heterosexual"	and	"homosexual"	men	and	women	escape	the	masculine	norms	of	society,	everyone	benefits	(263-65,273).	Feminismsand	GenderStudies"	237	For	both	feminists	and	gender	critics,	society	portrays	binary	oppositions	like	masculine	and	feminine	or	straight	and	gay	as	natural	categories,	but	as	David	Richter	notes,	"the
rules	have	little	to	do	with	nature	and	everything	to	do	with	culture."	The	wordhomosexualhas	only	a	short	history	of	one	hundred	years	or	so	(it	was	new	at	the	time	of	Oscar	Wilde's	trial),	and	heterosexuqlis	even	newer.	In	any	given	culture/	many	theorists	point	out	that	what	is	"normal"	sexually	depends	upon	when	and	where	one	lives;	for	instance,
pederasty	was	practiced	by	nobles	of	Periclean	Athens,	who	also	had	sexual	relationships	with	women,	and	both	sorts	of	relationships	were	socially	accepted.	Homosexuality	and	heterosexuality	may	thus	be	seen	as	not	two	forms	of	identity	but	rather	a	range	of	overlapping	behaviors.	In	a	similar	way,	masculinity	and	femininity	are	constantly
changing,	so	that	today,	as	Richter	notes,	"women	who	wear	baseball	caps	and	fatigues,	pump	iron,	and	smoke	cigars	(at	the	appropriate	time	and	season)	can	be	perceived	as	more	piquantly	sexy	by	some	heterosexual	men	than	women	who	wear	white	frocks	and	gloves	and	look	down	demurely"	(1436-37).	Ross	C.	Murfin	concurs:	gender	is	a
construct,	"an	effect	of	language,	a	culture,	and	its	institutions."	Gender,	not	sex,	makes	an	older	man	open	the	door	for	a	young	woman,	and	gender	makes	her	expect	it,	resent	it,	or	experience	mixed	feelings.	"Sexuality	is	a	continuum	not	a	fixed	and	static	set	of	binary	oppositions"	(339).	Similarly,	Teresa	de	Lauretis	has	described	the	"technologies
of	gendeg"	the	forces	in	modern	technological	society	that	create	sex	roles	in	response	to	ideology	and	marketplace	needs,	specifically,	"the	product	of	various	social	technologies,	such	as	cinema."	Following	Michel	Foucault's	theory	of	sexuality,	she	means	by	"technology"	that	"sexuality,	commonly	thought	to	be	a	natural	as	well	as	a	private	mattel,	is
in	fact	completely	constructed	in	culture	according	to	the	political	aims	of	the	society's	dominant	class."	She	concludes:	"There	is	nothing	outside	or	before	culture,	no	nature	that	is	not	always	and	already	enculturated"	(2,	12).	In	the	1970s	and	1980s,	after	the	famous	Stonewall	riots	in	New	York	that	brought	new	focus	upon	gay,	lesbian,	and
transvestite	resistance	to	police	harassment,	gender	critics	studied	the	history	of	gay	and	lesbian	writing	and	how	gay	and	lesbian	life	is	distorted	in	cultural	history.	For	example,	Adrienne	Rich's	238	*	A	Handbook	of	Critical	Approachesto	Literature	work	focuses	upon	liberation	from	what	she	calls	"compulsory	heterosexuality"	a	"beachhead	of	male
dominance"	that	"needs	to	be	recognized	and	studied	as	a	political	institution"	(143,	145).	Sharon	O'Brien	wrote	on	Willa	Cather's	problematic	attitude	toward	her	own	lesbianism,	Terry	Castle	analyzed	"things	not	fit	to	be	mentioned"	in	eighteenth-century	literature,	and	Lillian	Faderman	explored	love	between	women	in	the	Renaissance.	Lesbian
critics	counter	their	marginalization	by	considering	lesbianism	a	privileged	stance	testifying	to	the	primacy	of	women.	Terms	such	as	alterity,	woman-centered,	and	dffirence	take	on	new	and	more	sharply	defined	meanings	when	used	by	lesbian	critics.	Lesbianism	has	been	a	stumbling	block	for	other	feminists,	and	lesbian	feminists	have	at	times
excluded	heterosexual	feminists.	Some	lesbians	define	lesbianism	as	the	"normal"	relations	of	women	to	women,	seeing	heterosexuality	as	"abnormal."	This	has	led	some	heterosexual	feminists	to	reject	lesbian	perspectives,	but	on	the	whole,	lesbian	feminists	have	guided	other	feminists	into	new	appreciation	of	certain	female	traits	in	writing.	They
have	also	brought	to	the	forefront	the	works	of	lesbian	authors.	Lesbian	critics	reject	the	notion	of	a	unified	text,	finding	corroboration	in	poststructuralist	and	postmodernist	criticism	as	well	as	among	the	French	feminists.	They	investigate	such	textual	features	as	mirror	images,	secret	codes,	dreams,	and	narratives	of	identity;	they	are	drawn	to
neologisms,	unconventional	grammar,	and	other	experimental	techniques.	One	has	only	to	think	of	the	poetry	and	criticism	of	Gertrude	Stein	to	see	the	difference	such	a	self-consciously	lesbian	point	of	view	entails.	Like	other	feminists,	they	stress	ambiguity	and	open-endedness	of	narratives	and	seek	double	meanings.	Lesbian	critics	suggest	new
genres	for	study	such	as	the	female	Gothic	or	female	utopia.	They	are	often	drawn	to	such	experimental	women	writers	as	Woolf,	Stein,	Radclyffe	Hall,	Colette,	and	Djuna	Barnes,	and	to	such	popular	genres	as	science	fiction.	In1978	the	first	volume	of	Foucault's	History	of	Sexuality	was	translated.	It	argued	that	homosexuality	is	a	social,	medical,	and
ontological	category	invented	in	the	late	nineteenth	century	and	then	imposed	on	sexual	practices	that	prior	to	that	time	discouraged	and	punished	nonreproductive	sexual	alternatives	(Rivkin	Feminisms	and	CenderStudies*	239	and	Ryan676-77).In	thelate	1980safter	the	outbreakof	the	AIDS	epidemic,	the	work	of	Eve	Kosofsky	Sedgwick,Michael
Warner,	and	others	in	"Queer	Theory"	emerged	as	a	way	of	providing	gays	and	lesbianswith	a	common	term	around	which	to	unite	and	a	more	radical	way	of	critiquing	stigmatization,	choosing	the	derogatory	narrtequeerand	transforming	it	into	a	sloganwith	pride	(Rivkin	and	Ryan	677-78).	Following	Foucault,	Queer	Theoristsview	sexuality	as
disengagedfrom	gender	altogether	and	from	thebinary	opposition	of	male/female.	Queer	Theory	in	particular	has	been	involved	in	the	socalled	culture	wars	in	academia,as	such	postmodern	concepts	as	gender	ambivalence,ambiguity,	and	multiplicity	of	identities	have	replaced	the	more	clearly	defined	sexual	values	of	earlier	generations.The
controversy	over	the	photographs	of	Robert	Mapplethorpe	in	the	early	1990sillustrates	the	intensity	of	conflicts	that	arise	when	a	gay	male	aestheticis	deployed.	In	Epistemoloryof	the	Closet,Eve	Kosofsky	Sedgwick	deconstructs	the	pathology	of	the	homosexual	and	arguesthat	sexuality	is	"an	array	of	acts,	expectations,narratives,	pleasures,	identity-
formations,	and	knowledges	.	.	."	(22-27).Using	Sedgwick	as	a	starting	point,	Queer	Theoristshave	sought	to	create	publics	that	"can	afford	sex	and	intimacy	in	sustained,unchastening	ways,"	as	Lauren	Berlant	and	Michael	Warner	write	in	a	specialissue	of	PMLA	devoted	to	Queer	Theory.A	"queer	public"	includes	self-identified	gays,	lesbians,
bisexuals,	and	the	transgendered.	At	the	same	time,	this	public	has	"different	understandings	of	membership	at	different	times."	The	word	queerwas	chosenboth	becauseof	its	shock	value	and	because	of	its	playfulness,	its	"wrenching	senseof	recontextualization"	(343-45).	With	a	commitment	only	to	pleasure,"quee{'rejects	the	conventions	of	Western
sexual	mores.	This	rejection	resemblesthe	late	nineteenth-centuryaesthete'sembraceof	the	notion	of	"	art	for	art's	sake."	(Indeed	late	nineteenth-century	figures	such	as	Oscar	Wilde	are	important	sourcesfor	Queer	Theory.)Instead,	the	queer	celebrates	desire,	what	Donald	Morton	calls	"the	unruly	and	uncontainableexcessthat	accompaniesthe
production	of	meaning.	.	.	.	The	excessproduced	at	the	moment	of	the	human	subject's	entry	into	the	codes	and	conventions	of	culture."	Desire	is	an	autonomous	entity	outside	history,	"uncap-	to	Literature	240	*	A	Handbookof	CriticalApproaches	turable"	and	"inexpressible."	Morton	identifies	Queer	Theory's	roots	in	the	anarchic	skepticism	of
Friedrich	Nietzsche	(370-71).Queer	commentary	has	produced	analyses	of	such	narrative	featuresas	"the	pleasureof	unruly	subplots;vernacular	idioms	and	private	knowledge;	voicing	strategies;gossip;	elision	and	euphemism;jokes;identification	and	other	readerly	reactionsto	texts	and	discourse"	(Berlant	and	Warner	34549).	They	read	the	normless
Internet	as	"queer"	becauseit	is	unpredictable	and	endlessly	transforming.	Critics	such	as	Alan	Sinfield	have	offered	startling	new	readings	of	Shakespeare,while	others	have	returned	to	such	homosexualwriters	asWalt	\Atrhitman	with	better	clues	as	to	embeddedsexualmeaningsand	the	role	of	desire	in	reading	the	text.	Increasingly	in	the	last	few
years,gay	characters,themes,and	programs	now	appear	on	all	major	television	channels	and	are	the	subjectsof	Hollywood	films.	Gay	marriage	remains	in	the	headlines	as	a	controversial	issue,but	it	seemsclear	that	the	queer	or	gay	aesthetichas	fully	enteredmainstream	American	culture.	lN	PRACTICE	w	lV.	FEMINISMS	A.	The	Marble	Vault	The
Mistressin	"To	His	Coy	Mistress"	Addressing	himself	to	a	coy	or	putatively	unwilling	woman/	the	speakerinAndrew	Marvell's	poem	pleads	for	sexusing	the	logical	argument	that	since	they	have	not	"world	enougtL	and	time"	to	delay	pleasure,the	couple	should	proceed	with	haste.	But	the	poem's	supposed	logic	and	its	borrowing	from	traditional	love
poetry	only	thinly	veil	darker	psychosexual	matters.	What	is	most	arresting	about	the	address	is	its	shocking	attack	upon	the	female	body.	The	woman	in	"To	His	Coy	Mistress"	not	only	is	unwilling	to	acceptthe	speakerbut	also	is	obviously	quite	intelligent;	otherwise,	he	would	not	bother	with	such	high-flown	metaphysics.	Yet	the	speaker	seeks	to
frighten	her	into	sexual	compliance	when	his	fancy	philosophy	does	not	seempersuasiveenough.	His	use	of	such	force	is	clearestin	his	violent	and	grotesque	descriptionsof	her	body.	Her	body	is	indeed	the	focus,not	his	nor	theirs	together.Following	a	series	of	exotic	settings	and	referencesto	times	past	and	present,	the	speakeroffers	the	traditional
adoration	of	the	Feminisms	and	GenderStudies*	241	female	body	derived	from	the	Petrarchansonnet,but	he	effectively	dismembers	her	identity	into	discrete	sexual	objects,	including	her	eyes,	her	forehead,	her	breasts,	"the	rest,'	and	"every	part,"	culminating	in	a	wish	for	her	to	"show"	her	heart.	(Suchmaneuversremind	us	of	Freud's	and
Lacan'sdiscussions	of	the	Oedipal	malels	objectification	of	the	mother.)	This	last	image,	showing	the	heart,	moves	in	the	direction	of	more	invasive	probings	of	her	body	and	soul.	In	the	center	of	the	poem	the	lady's	body	is	next	compared	to	a	"marble	vault."	The	speaker's	problem	is	that	despite	the	woman's	charms,	her	vault	is	coldly	closed	to	him.
He	deftly	uses	this	refusal	as	a	means	to	advance	his	assault,	however,	sincethe	word	vault	(a	tomb)	points	toward	her	death	(not	his,	however).	He	clinchesthe	attack	with	the	next	image,	the	most	horrifying	one	in	the	poem.	If	she	refuses	him,	"then	worms	shall	trylThat	long	preservedvirginity."	Returning	to	more	traditional	overtures,	the
speakerpraises	her	"youthful	hue"	and	dewy	skin,	from	which,	through	"every	pote,"	he	urges	her	"willing	soul"	to	catch	fire.	These	pores	though	minute	are	more	openingsinto	her	body;	the	connection	with	penetrating	worms	from	the	lines	before	is	in	the	wish	to	ignite	her	very	soul.	Attack	upon	the	woman	as	fortressand	the	use	of	fire	to
suggestarousalwere	common	tropes	in	sixteenthcentury	love	sonnets,but	Marvell's	adaptation	of	them	has	a	grotesque,literal	feel	more	aligned	with	seventeenth-century	Metaphysical	poems,	with	their	strange	juxtapositions.	The	speaker's	violence	at	the	woman	is,	howeveq,expanded	to	include	himself,	when	he	envisions	the	two	of	them	as	"amorous
birds	of	prey"	who	may	"devour"	time,	not	"languish	in	his	slow-chappedpower"	("to	chap"	meaning	"to	chew").	It	is	significant	that	he	doesnot	foreseehis	own	body	moldering	in	the	tomb,	like	hers,	invaded	by	worms;	he	does	admit	that	one	day	his	lust	will	be	turned	to	ashes,but	that	is	a	very	different	image	from	worms.	He	does	not	seemto
seehimself	paying	the	same	penaltiesthat	shewill.	The	closing	vision	of	how	they	will	"tear	our	pleasureswith	rough	strife/Thorough	the	iron	gatesof	life,,	returns	to	the	languageof	assaulton	her	body.	All	in	all,	the	lady	of	the	poem	is	subjectto	being	torn,	opened	up,	or	devoured	by	her	admirer.	Perhaps	a	deep	irony	resides	in	the	fact	that	he	is
absolutely	right	in	suggesting	she	will	pay	more	penalties	for	sexthan	he	will.	242	*	A	Handbookof	CriticalApproaches	to	Literature	It	would	be	a	mistake	to	see	"To	His	Coy	Mistress"	as	belittling	women,	however.	If	there	were	no	power	in	the	feminine,	especially	the	mother,	there	would	be	no	male	identity	crisis;	the	woman's	silencing	in	such	a	text
as	this	emphasizesnot	her	helplessnessbut	her	power.	The	woman	addressedis	goddesslike:	capricious	and	possibly	cruel,	she	is	one	who	must	be	complained	to	and	served.	Both	the	speaker's	flattery	and	his	verbal	attacks	mask	his	fear	of	her.	To	him	the	feminine	is	enclosedand	unattainable-tomblike	aswell	aswomblike.	The	speaker'sgracefulnessof
proposition,	through	the	courtly	love	tradition,	gives	way	to	his	crude	imagery	as	his	exasperation	builds;	her	power	lies	in	her	continued	refusal	(it	is	evident	that	she	has	alreadysaid	no	to	him).	The	feminine	is	portrayed	here	as	a	negatiaestate:that	is,	she	does	not	assent;she	is	not	in	the	poem;	and	the	final	decision	is	not	stated.	It	is	a	poem	about
power,	and	the	power	lies	with	the	silent	female,with	the	vault	or	womb-the	negative	spaceof	the	feminine.	However,	as	the	speaker'slogic	makes	clear,her	reservehas	a	price:	shewill	not	live	as	fully	as	she	might,	especiallyas	a	sexualbeing.	As	distinct	from	his	speaker,Marvell	offers	a	portrayal	of	male	and	female	roles	of	his	day	that	celebratestheir
various	positions	while	sharply	indicating	their	limitations.	It	is	a	positive	and	negative	evaluation.	On	the	one	hand,	it	is	a	poem	about	youth	and	passion	for	life,	both	intellectual	and	physical.	It	gives	us	a	picture	of	the	lives	of	sophisticatedmen	and	women	during	the	time,	people	who	enjoy	sexfor	pleasureand	who	are	not	abovemaking	witty	jokes
and	having	fun	arguing.	No	mention	is	made	of	procreation	in	the	poem,	nor	marriage,	nor	even	love.	It	is	about	sex.The	poem	is	so	sophisticatedthat	instead	of	merely	restating	the	courtly	love	tradition,	it	parodies	it.	Yet	on	the	other	hand	as	the	male	speakersatirizeshis	lady's	coyness/	he	is	also	satirizing	himself	in	his	outrageousimagistic	attempts
to	scare	her	into	sex	with	him.	The	repellent	quality	of	his	imagesof	women,	like	a	bad	dream,	haunts	us	long	after	his	artful	invention	and	his	own	coy	senseof	humor	fade.	B.	Frailty,Thy	Name	ls	Hamlet	Hamlet	and	Women	The	hero	of	Hamletis	afflicted,	as	we	pointed	out	in	chapter	6,	with	the	world's	most	famous	Oedipus	complex,	next	to	that	of
Feminisms	and	GenderStudies*	243	its	namesake.The	death	of	his	father	and	the	"o'erhas$r	marriage"	of	his	mother	to	his	uncle	so	threaten	Hamlet's	ego	that	he	finds	himself	splintered,	driven	to	action	even	as	he	resists	action	with	doubts	and	delays.He	is	a	son	who	must	act	against	his	"parents,"	Gertrude	and	Claudius,	in	order	to	avenge	his
father	and	alleviate	his	own	psychic	injury,	a	symbolic	castration.	But	becausehis	conflict	is	driven	by	two	irreconcilable	father-images,Hamlet	directshis	fury	toward	his	mother-and,	to	a	lesserdegree,toward	his	beloved	Ophelia-even	ashe	fails	in	his	attempts	to	engagethe	father(s).A	Freudian	critic	would	point	out	that	the	two	fathers	in	the	play
represent	the	two	images	of	the	father	any	boy	has:	one	powerful	and	good	and	one	powerful	and	bad,	that	is,	sleepingwith	the	adored	mother.	Hamlet's	irresolvable	polarity	of	father	images	createsa	male	femaletension	that	is	likewise	unannealed.The	question	of	how	to	account	for	Hamlet's	delay	in	avenging	his	father	has	occupied	generationsof
critics.	A	feminist	reading	indicates	a	solution:	for	Hamlet,	delaying	and	attacking	the	feminine	is	a	handy	substitute	for	avoiding	Claudius.	Several	times	Hamlet's	speechsignals	his	perhaps	unconscious	thought	that	it	is	his	mother's	fault	for	being	an	object	of	competing	male	desires,	whether	she	actually	had	a	hand	in	the	elder	Hamlet's	murder	or
not.	The	feminist	reading	that	follows	is	basedupon	Hamlet's	loathing	of	his	mother	and	of	all	feminine	subjects	as	well,	including	at	times	his	own	(feminized)	self.	His	fear	and	hatred	of	woman	tum	inwardly	and	destroy	him;	Claudius's	death	at	the	end	is	accompanied	by	the	deaths	of	Hamlet,	Gertrude,	Laertes-all	of	whom	join	Ophelia,	who	has	died
earlier.	Hamlet	contendswith	a	woman's	body,	his	mother's,	and	he	finds	its	sexual	proclivities	disgusting,	as	he	rails	at	her	in	her	chamber.He	loathes	himself	for	being	born	out	of	the	female	body;	his	own	sexual	conflicts	and	confused	desires	threaten	him	from	the	unconscious.He	condemnshis	mother's	incestuousunionwith	Claudiusbutmirrors	the
incestinhis	own	Oedipal	desire	for	Gertrude.	The	world	of	Hamlet	is	riven	by	such	struggles,and	the	play's	psychological	themes	are	made	more	powerful	by	their	contactwith	the	other	major	thematic	pattern	in	the	play,	politics.	As	Shakespearewas	writing	his	play,	perhaps	the	advancing	age	of	Queen	Elizabeth	I	and	the	precariousnessof	the
succession-always	with	the	accompanyingdan-	244	*	A	Handbook	of	Critical	Approachesto	Literature	ger	of	war	at	home	and	abroad-were	elements	in	the	dramatist's	conjoining	a	man's	relations	with	women	to	his	relations	with	political	power.	The	play	gives	us	a	picture	of	the	role	of	women	inElizabethan	society,	from	the	way	Ophelia	must	obey	her
father	without	question,	to	the	dangers	maidens	face	from	young	male	courtiers,	to	the	inappropriateness	of	Queen	Gertrude's	sexual	desires.	But	although	cultural	roles	of	such	women	of	the	court	are	not	applicable	to	women	of	all	classesin	Elizabethan	times	or	our	own,	what	women	stand	for	psychologically	and	sexually	inHamlet	is	more	universal
than	not.	The	emphasis	upon	family	relationships	and	specifically	the	politics	of	sex	from	the	beginning	of	the	play	is	accompanied	by	an	emphasis	upon	political	matters	of	the	realm	at	large.	Lr	this	sense,	it	is	about	the	politics	of	masculinity	and	femininity	in	addition	to	the	politics	of	Denmark,	Elsinore	Castle,	and	the	larger	world.	The	night	from
which	the	Ghost	initially	emerges	is	described	in	female	terms,	compounding	the	fear	of	unrest	in	general	with	fear	of	the	feminine:	the	Ghost	lies	in	the	"womb	of	earth"	and	walks	in	an	unwholesome	night	in	which	a	"witch	has	power	to	charm,"	banished	only	by	a	male	figure,	the	crowing	"cock"	(I.i).	Claudius	has	taken	as	his	wife	"our	sometime
sister,	now	our	queen.	.	.	With	mirth	in	funeral,	and	with	dirge	in	marriage"	(I.ii).	The	father-son	images	in	Claudius's	description	of	matters	between	Denmark	and	Norway	are	followed	by	Claudius's	fatherly	behavior	to	young	Laertes	and	then	by	the	first	appearance	of	Hamlet,	whose	first	words	are	directed	to	his	mother	in	response	to	Claudius's
greeting;	when	Claudius	goes	so	far	as	to	call	Hamlet	"my	son,"	Hamlet	mutters,	"A	little	more	than	kin,	and	less	than	kind"	(I.ii).	Gertrude	pleads	with	Hamlet	to	stop	mourning	his	father,	and	Claudius	asks	him	to	think	of	him	as	a	new	father.	What	follows	is	the	first	of	his	many	soul-searching	monologues.	When	Hamlet	thinks	of	himself,	he	thinks
first	of	"this	too	too	sallied	flesh"	(for	which	alternate	readings	have	suggested	"sullied"	and	"solid"	for	"sallied"),	which	he	would	destroy	had	"the	Everlasting	not	fix'd/His	canon'gainst	selfslaughter."	If	his	flesh	is	sullied,	his	mother's	is	polluted:	in	the	monologue	he	blames	his	mother's	"frailty"	for	exchanging	"H;rperion"	for	a	"sa$rr."	She	is
"unrighteous"	in	her	lust	(I.ii).	Feminisms	andGenderStudies"	245	Hamlet	is	interrupted	by	the	news	that	guards	have	sighted	his	father,	and	he	is	eagerfor	the	night	to	come	again	so	he	can	discover	the	meaning	of	the	portent.	Hamlet's	meditation	upon	his	mother's	faults	and	his	later	assault	upon	her	are	keys	to	understanding	his	torment,	but	while
many	critics	have	been	content	to	move	through	the	play	seeing	Gertrude	only	through	her	son's	angry	eyes,	Carollm	Heilbrun	has	provided	an	important	feminist	revision	of	Gertrude.	hrstead	of	a	"well-meaning	but	shallow"	Gertrude,	Heilbrun	finds	her	queen-like	in	her	pointed	speech"and	a	little	courageous."	Gertrude	expressesherself	well
throughout	the	play.	Sheis	solicitous	of	Hamlet,	asking	him	to	sit	near	her	to	give	him	a	senseof	belonging	to	the	new	court,	and	her	speechto	Laertesupon	Ophelia's	death	is	a	model	of	decorum	and	sensitivity,	one	instance	in	which	her	usual	direchress	would	not	be	appropriate.	If	there	is	one	quality	that	characterizes	her	speeches,it	is	her	"ability	to
seereality	clearly,	and	to	expressit,"	even	when	turned	upon	herself.	As	Hamlet	rails	against	his	mother	and	even	violently	seizesher	in	Act	III	(she	cries	out	in	fear,	"Thou	wilt	not	murder	me?"),	she	betrays	no	knowledge	of	the	murder.	"What	have	I	done,	that	thou	dar'st	wag	thy	tongue/In	noise	so	rude	againstme?"	she	asks.Hamlet	denouncesher
sexual	passion,	and	she	responds:"O	Hamlet,	speak	no	more!/Thou	turn'st	mine	eyes	into	my	very	soul,/And	there	I	seesuch	black	and	grained	spots/As	will	not	leave	their	tinct"	(III.iv).	She	admits	her	lust	and	seesit	as	sinful,	but	this	is	different	from	being	an	accomplice	to	murder.	She	thinks	Hamlet	mad	and	promises	she	will	not	betray	him,	and	she
does	not.	In	the	end,	Heilbrun	sums	up	Gertrude:	'.	.	.	iI	she	is	lustful,	[she]	is	also	intelligent,	penetrating,	and	gifted"	(I-17).	We	do	not	know	her	motives	for	marrying	Claudius-perhaps	she	feared	for	her	life	and	really	did	not	have	a	choice-but	she	is	honest	enough	to	admit	that	sexhad	something	to	do	with	it.	Hamlet	is	not	able	to	face	such	a	thing
honestly.	It	is	interesting	that	he	assumesshe	had	a	choice	in	marrying	Claudius;	perhaps	he	seesher	as	much	more	powerful	than	she	really	is	in	the	situation.	Let	us	contrast	the	distorted	image	of	the	mother	Hamlet	projects	upon	Gertrude	with	these	evident	dimensions	of	her	character.Their	relationship	is	most	significant	for	a	feminist	to
Literature	246	*	A	Handbookof	CriticalApproaches	reading,	since	Gertrude's	body	is	the	literal	and	symbolic	ground	of	all	the	conflicts	in	the	play;	her	body	and	soul	are	contestedby	her	son,	husbands,and	courtiers.	\A/hen	the	Ghost	of	Hamlet's	father	addressesGertrude's	sin-//O	Hamlet,	what	a	falling-off	was	there"-he	falls	short	of	condemning	her,
but	condemns	her	choice	(I.v).	He	identifies	his	own	body	with	the	temple	and	the	city	("And	in	the	porches	of	my	ears	did	pour/The	leprous	distilment"),	while	connecting	Claudius	with	leprosy	and	filth	and	Gertrude	with	thorny	vegetation.	Though	the	Ghost's	narrative	of	what	happened	to	him	leaves	ambiguous	the	exact	order	of	events	(did	Claudius
seduce	her	before	or	after	the	murder?),	he	warns	Hamlet	against	taking	revengeupon	his	mother:	"Leave	her	to	Heaven"	(Lv).	The	elder	Hamlet's	willingness	to	do	that	and	not	to	cry	for	his	son	to	take	revengefor	the	perceived	unfaithfulness	of	his	spouse	is	a	sign	of	his	true	nobility	and	perhaps	Gertrude's	innocence.	The	Ghost's	desire	for	leniency
with	his	wife	is	not	matched	by	similar	sentiments	of	other	male	charactersin	the	play.	For	example,	there	are	the	crude	sex	jokes	of	Rosencrantz	and	Guildenstern,	who	characterizefirst	the	earth	and	then	fortune	as	whores.	And	when	Laertes	warns	Ophelia	about	Hamlet's	intentions,	she	jibes	him	about	his	own	sexual	escapadeswith	women,	and
Polonius	pays	Reynaldo	to	spy	on	Laertesand	see	whether	he	is	whoring.	Ophelia	is	a	more	sympathetic-and	more	reliable-character	compared	to	her	hypocritical	brother	and	scheming	father.	She	also	seems	to	be	a	better	judge	of	Hamlet's	strange	behavior.	Polonius	puts	it	down	merely	to	lovesickness.	\A/hena	troupe	of	players	comes	to	the
castle,Hamlet	asks	one	of	them	to	repeat	Aeneas'sspeechto	Dido	on	the	death	of	King	Priam,	a	doubly	appropriate	scenario	in	that	Aeneas	abandonsDido	in	order	to	pursue	political	greatness.Hamlet	and	the	players	speak	of	the	"strumpet"	Fortune,	but	Hamlet	also	mentions	Flecuba,the	wife	of	Priam,	who	mourns	for	her	lost	children	(the	opposite	of
Hamlet's	mother,	whose	child	mourns	for	her).	Hamlet	thinks	of	his	own	genuine	grief	in	contrast	to	the	players'	pretended	grief,	and	he	calls	himself	"whote"	arrd	"dtab"	who	must	only	"unpack"	his	heart	with	Feminisms	and	GenderStudies*	247	words	instead	of	actions	(II.ii).	Claudius	too	uses	the	whore	image,	as	he	calls	himself	in	an	aside,	a
"harlot's	cheek,beautied	with	plast'ring	art"	([I.i).	("Plast'ring"	refers	to	the	practice	of	covering	syphilitic	facial	scarswith	paint,	alluding	again	to	the	diseasemetaphor	used	for	Claudius).	The	Queen's	halfhearted	questions	to	Hamlet	evince	her	growing	despair	at	his	behavior,	and	she	appearsnot	whorish	in	the	least,but	merely	sad	and	resigned.	We
must	contrast	her	behavior	with	that	of	her	husband,	as	he	drinks	and	carousesloudly	into	the	night.	Hamlet's	famous	"To	be	or	not	to	be"	speech	(III.i)	follows	these	shifting	scenesof	falsehood	and	betrayal.	Ophelia	interrupts	him	and	is	greetedas	"nymph";	Hamlet	asksher	to	pray	for	him,	but	then	begins	to	berateher	savagely,the	first	time	he	has
really	let	his	emotions	go	in	front	of	someone	else.	He	demands	to	know	whether	she	is	"honest"	as	well	as	"fair,"	and	his	demands	escalateinto	his	shouting,	"Get	thee	to	a	nunnery"	(nunnery	being	Elizabethan	slang	for	brothel),and	his	words	recall	the	advice	about	young	men	she	has	heard	from	her	father	and	brother.	Hamlet	ends	by	accusing	her
and	all	women	of	making	monsters	of	men.	Lr	a	classiccaseof	repression	and	projection,	he	takes	out	his	anger	on	her	instead	of	its	real	object,Claudius.	"Heavenly	powers,	restorehim!"	Ophelia	prays	after	he	leaves,	adding:	"O,	what	a	noble	mind	is	here	o'erthrown,"	echoing	Gertrude's	fears	for	his	sanity.	Hamlet	was	the	model	for	young	manhood,
"Th'	expectationand	rose	of	the	fair	state,,/Theglass	of	fashion	and	the	mould	of	fotrn"	(I[.i).	Calling	Hamlet	a	"rose"	feminizes	him	to	some	degree	(and	recalls	the	Ghost's	mention	of	"those	thorns"	that	lie	in	Gertrude's	"bosomy	lodge	to	prick	and	sting	her"	[I.v]).	The	metaphor	perhaps	points	toward	his	denial	of	unconscious	drives	and	aspects,and
her	speechemphasizeshis	"feminine"	traits	of	gentleness,a	forgiving	heart,	stability,	caught	as	he	is	in	the	throes	of	his	genderedego	struggle.	Shepities	and	loves	him	but	is	herself	much	"o'erthrown"	by	his	poisonous	words.	Lateq,in	the	play-within-the-play,	the	poison	used	to	kill	the	king	is	describedas	"Hecat's	ban	thrice	blasted,thrice	infected"
(ru.ii).	The	witch	Hecate	is	a	dark	feminine	image	from	early	Greek	mythology;	the	words	"blasted"	and	"infected"	invoke	venereal	diseaseagain.	The	diseasemetaphors	attached	to	the	248	*	A	Handbookof	CriticalApproaches	to	Literature	murderous	Claudius	and	to	"whores"	point	both	toward	his	incestuoussin	and	to	his	own	"whoredom":	he	marries
to	gain	the	kingdom.	Everything	points	to	the	"sins"	of	sexuality.	We	sensethat	the	scenebetween	Hamlet	and	his	mother	has	been	put	off	as	long	as	it	can	when	he	bursts	into	her	chamber	and	attacksher	verbally	and	physically.	But	typical	of	the	misdirected	passions	of	Hamlet,	he	accidentally	kills	Polonius,	who	is	hiding	behind	the	curtains.	(We
must	pause	to	note	a	certain	voyeuristic	quality	to	Polonius	that	would	make	an	interesting	analysisin	the	context	of	sexuality	tnHamlet.)Again	another	person	has	stood	in	for	Hamlet's	real	opponent,	himself.	Fittingly,	when	Laertes	hears	of	his	father's	murdeq,	he	expresseshimself	in	images	derived	from	adultery:	"That	drop	of	blood	that's	calm
proclaims	me	bastard,/Cries	cuckold	to	my	father,	brands	ttre	harlot/Even	here	between	the	chaste	unsmirched	brow/Of	my	true	mother"	(IV.v),lines	which	seem	to	mean	that	if	Laertesdoesnot	avengehis	father,	he	is	the	son	of	a	whore.	(Comparethis	to	Hamlet's	dilemma.)	Ophelia,	now	mad	with	grief	at	her	father's	death,	sings	a	mock	dirge	for	all
women	and	perhaps	for	their	sons	too:	"Good	night,	ladies,	good	night.	Sweetladies,	good	night,	good	night"	(IV.v).	The	final	act	begins	with	Hamlet	and	Laertes	fighting	in	Ophelia's	newly	dug	grave	(a	sexualized	metaphor),	after	which	Hamlet	confesseshis	love	for	her,	a	question	that	has	been	left	hanging	until	now.	Perhapsher	death	has	awakened
in	him	his	true	nature	as	a	lover	of	women	instead	of	a	victim	of	them,	but	we	must	remember	it	was	his	habit	of	misdirected	anger	that	led	to	her	despair	and	suicide.	Laertes-as	a	foil	or	double	of	Hamlet	and	now	the	gentleman's	model	instead	of	Hamlet-has	also	taken	Ham1et's	aggressive,	provoking,	revenge-seekingplace.	When	they	fight	in	the
last	act,	each	is	wounded	with	the	poisoned	sword.	Laertes	had	provided	the	poison	(IV.vii),	but	it	was	the	father-king,	Claudius,	who	had	suggestedthe	fencing	match	with	one	sword	"uttbaIed,"	a	fittingly	diseasedphallic	weapon	to	use	against	two	sons.	The	queen	drinks	a	poisoned	cup,	saying	she	"carouses"	to	Hamlet's	"fortune"	(finally	smiling	upon
him?).	She	calls,	"Here,	Hamlet,	take	my	napkin,	and	rub	thy	brows,"	just	as	any	proud	and	loving	mother	would	(V.i|.	Dyi.g,	Hamlet	forcesClaudius	to	drink	from	the	cup	he	poisoned	for	Hamlet,	but	it	is	all	too	Feminisms	and	GenderStudies*	249	late,	too	late,	even	for	revenge,and	it	is	left	for	Horatio	to	tell	Hamlet's	tale.	Hamlet	and	the	two	women
he	loved	join	his	two	fathers	and	Laertes	in	death.	Political	stability	is	restored	by	Fortinbras	of	Norway	with	a	manly	flourislu	but	at	the	price	of	Denmark's	independence.The	crisis	of	fathers	and	sons	and	sonsand	mothers	is	over,	and	the	world	of	male	political	power	is	restored.	C.	"The	Workshopof	Filthy	Creation":	Men	and	Women	in	Frankenstein
As	they	sift	through	the	artifacts	of	the	early	twenfy-first	century,	surely	archaeologistsin	the	distant	future	will	speculate	on	what	sorts	of	gods	were	most	widely	worshipped	around	the	world	in	our	times,	and	they	may	very	well	conclude	that	one	god	had	the	face	of	Boris	Karloff	as	the	Creature	in	the	Hammer	Studios	films	of	the	1930s,later
portrayed	in	every	conceivablemedium	from	coffeemugs	to	billboards	to	T-shirts,	consigning	Batman	and	Elvis	and	Jackoto	the	footnotes.Considering	the	deterrents	nineteenth-century	women	authors	faced,it	is	a	surprising	fact	that	the	world's	most	widely	recognized	fictional	character,Frankenstein'sCreature,	was	created	by	a	teenagedgirl	nearly
two	hundred	years	ago.	But	as	many	critics	have	noted,	despite	its	huge	popular	successand	mass	commercialization,	Mary	Shelley's	L8L8novel	presentsa	startling	array	of	interpretive	questions,including	questions	concerning	the	women	of	Shelley'sgeneration.	Understanding	Frankensteinrneansunderstanding	the	gendered	psychology	of	its	creator.
In	Frankensteinfemininity	embraceslife	and	regeneration,whereas	masculinity	murders	and	turns	suicidally	upon	itself.	Victor	is	alienated	from	the	domestic	sphere	in	his	masculine	quest	for	scientific	glory,	and	as	Mary	Poovey	observes,"the	monster	he	createscompletes	his	alienation	by	virtually	wiping	out	his	famTly"	(16).	Kate	Ellis	finds
thatFrankensteincritiqtes	"a	bifurcated	social	order"	that	separates"the	masculine	sphereof	discovery	and	the	feminine	sphereof	domesticity"	(124).Victor's	sin	of	expropriating	the	function	of	the	female	by	giving	"birIh"	to	a	child	would	seem	to	be	a	bridging	of	the	two	spheres.But	though	he	sees	himself	aspromoting	social	good	in	his	unselfish
desireto	right	250	*	A	Handbookof	CriticalApproaches	to	Literature	the	wrongs	of	material	life	(including	its	usual	meansof	reproduction),	the	unnaturalnessof	his	ambition	to	attain	immortality	is	related	to	his	forswearing	normal	relations	with	womery	with	his	family	and	friends,	and	with	his	own	"	chJld."	How	fitting	that	people	have	confused
Frankensteinwith	his	creature,	calling	both	"Frankenstein":	Victor,	the	creator	who	erasesothers'identities,	has	been	partially	erasedby	his	Creature.	1.	Mary	and	Percy,Author	and	Editor	Death	and	birth	were	"hideously	mixed"	in	the	life	of	Mary	Shelley,notes	Ellen	Moers,	just	as	they	were	in	Victor's	"workshop	of	filthy	creation"	(227).Mary
experiencednot	only	the	untimely	deathsof	three	childrery	two	asinfants,	but	also	other	violent	deaths	in	her	family.	Her	journal	describesthe	loss	of	her	first	baby	at	age	seventeen	and	the	dreams	she	had	in	which	she	was	able	to	bring	it	back	to	life.	Mary's	bereavements	help	one	understand	the	otherwise	puzzling	compulsion	that	drives	Victor	to
restorelife.	Mary	Shelley's	experience,	Moers	points	out,	was	highly	unusual:	"The	harum-scarum	circumstancessurrounding	her	maternity	have	no	parallel	until	our	own	time.	.	.	.	Mary	Godwin	sailed	into	teenagemotherhood	without	any	of	the	financial	or	social	or	family	supports	that	made	bearing	and	rearing	children	a	relaxed	experience	for	the
normal	middle-class	woman	of	her	day	(as	Jane	Austen,	for	example,	described	her)."	Mary	was	an	unwed	mother,	partly	responsible	for	breaking	up	the	marriage	of	another	young	mother.	Her	adored	father,	philosopher	William	Godwin	(1756-1836),cut	her	off	(for	a	time)	when	she	eloped,	and	of	course	her	own	mother,	Mary	Wollstonecraft	(7759-
97),whose	memory	she	cherished	and	whose	books	she	reread	throughout	her	youth,	died	after	giving	birth	to	Mary	herself.	Thus	it	is	not	difficult	to	explain	her	"fantasy	of	the	newborn	as	at	once	monstrous	agent	of	destruction	and	piteous	victim	of	parental	abandonment."	In	having	her	Creature	cry,	"'I,	the	miserable	and	the	abandoned,	I	am	an
abortion	to	be	spurned	and	kicked,	and	trampled	on.	.	I	have	murdered	the	lovely	and	the	helpless.	.	.	.	I	have	devoted	my	creator	to	misery;	I	have	pursued	him	even	to	that	irremediable	ttti'tl,"'	she	transformed	the	Feminisms	and	GenderStudies"	25L	"standard	Romantic	matter	of	incest,	infanticide,	and	patricide"	into	a	"phantasmagoria	of	the
nursery"	(221-24).	At	the	time	she	began	writing	Frankenstein,Mary	had	been	living	with	Percy	Bysshe	Shelley	(1792-1822)for	two	years;	they	married	halfway	through	the	year	that	she	spent	writing	the	novel	(from	June	1816	to	May	1877),just	weeks	after	his	first	wife	Harriett	Shelley's	suicide	and	two	months	after	the	suicide	of	Mary's	half-sister,
Fanny	Imlay.	As	j.	Paul	Hunter	observes,	"Her	mind	was	full	of	powerful	(and	conflicting)	hopes	and	anxieties;	and	she	often	saw	in	traditional	opposites-birth	and	death,	pleasure	and	pain,	masculinity	and	femininity,	power	andfeat,writing	and	silence,irurovation	and	tradition,	competitivenessand	compliance,	ambition	and	suppression-things	that
overlapped	and	resisted	easy	borders	and	definiti6ns,t	(viii).	Feminists	argue	that	Frankensteinwas	written	as	an	act	of	political	and	artistic	resistanceby	a	woman	burdened	by	her	parents'failures	toward	her,	her	husband's	Promethean	selfabsorption,	and	the	patriarchal	oppressionsof	society	at	large.	Percy	Shelley	plays	the	largest	role	in	their
analyses.Among	other	things,	the	name	"Yictor"	was	one	Percy	took	for	himself	at	times.	His	mother	and	sisterwere	named	Elizabeth.Like	Victor,	Christopher	Small	points	out	Percy	Shelleywas	an	"ardent	and	high-spirited	youth,	of	early	promise	and	'vehement	passions'	"	(206-7).At	the	birth	of	ideasVictor	is	a	poetic	genius;at	the	living	of	life	he	is	a
hopelessfailure.	Mary	Shelley's	name	did	not	appear	on	the	title	page	of	the	in	18L8;rumors	were	that	it	had	first	publication	of	Frankenstein	been	authored	by	PercyShelley,who	did	sign	the	preface.It	was	not	unusual	in	that	time	for	femalewriters	to	use	male	pseudonyms	for	publication	or	to	omit	their	names.But	in	the	1831revision	of	Frankenstein,
Mary	not	only	signed	her	name	but	wrote	an	introduction	that	provides	commentary	on	the	genesisand	evolution	of	the	book.	For	a	time,	family	caresand	her	senseof	being	too	"common-place"	to	live	up	to	Percy's"far	more	cultivated	mind"	held	her	back,	she	recalls.But,	as	Betty	T.	Bennett	notes,Mary	also	had	a	clear	sensethat	"Percy	had	helped	her
to	fulfill	the	promise	of	her	literary	heritage:	Wollstonecraft's	'greatnessof	soul'	and	Godwin's	'high	talents,'	Mary	told	a	252	*	A	Handbookof	CriticalApproaches	to	Literature	friend	inl827,	'perpetually	reminded	me	that	I	ought	to	degenerateas	little	as	I	could'from	them,	and	Percyhad	'fosteredthis	ambition'	"	(Vol.2,	Ch.	4).	Yetasshenotesher	husband's
encouragement,shealso	remarks	that	"I	certainly	did	not	owe	the	suggestionof	one	incident,	nor	scarcelyyet	of	one	train	of	feeling,to	my	husband"	(in	Smith,	l'Introduction"	2115).	Percy	Shelley's	role	in	the	preparation	of	Frankensteinfor	publication	has	been	overstated	in	the	past.	"Mary	undoubtedly	received	more	than	she	gave,"	according	to	a
patronizing	entry	in	the	Dictionary	of	National	Biography(1897)."Nothing	but	an	absolute	magnetising	of	her	brain	by	[Percy]	Shelley's	can	accountfor	her	having	risen	so	far	aboveher	usual	self	as	in	'Frankenstein"'	(52:29).Feminist	critics	have	sought	to	reclaim	the	genius	of	the	novel	for	its	author.	fust	how	much	did	Percy	edit	and	revise,	and	what
effect	have	his	emendations	had	upon	subsequentversions?	In	her	important	essay	"Choosing	a	Text	of	Frankensteinto	Teach,"	Anne	Mellor	reports	her	close	examination	of	fragments	of	Mary's	manuscript,	noting	an	"eerie	appropriateness"	in	the	fact	that	the	story	has	been	so	overtaken	by	adaptations	that	"Mary	Shelley	has	seldom	gotten	full	credit
for	her	originality	and	creativity.	.	.	.	[S]hehasremained	in	the	shadow	of	what	she	cteated."	Percy's	contributions	were	in	the	end	fairly	minor,	though	they	do	reveal	thathe	misunderstood	Mary's	inientions,	especially	as	he	made	the	Creature	more	horrific	and	less	human	and	Victor	less	to	blame	for	his	transgressions.He	also	changed	Mary's	simpler
Anglo-Saxon	vocabulary	into	a	"stilted,	ornate,	putatively	Ciceronian	prose	style	about	which	so	many	students	complain,"	says	Mellor,	with	its	learned,	polysyllabic	terms	instead	of	her	more	sentimental	descriptions:	"I	want	to	claim	not	that	Mary	Shelleyis	a	greatprosestylist	but	only	that	her	language,despite	its	tendency	toward	the
abstract,sentimental,	and	even	banal,	is	more	direct	and	forceful	than	her	husband's"	(in	Hunter	162-64).	Similarly,	feminist	readersprefer	the	1818edition	to	the	1831.	As	we	noted	in	chapter	2,	there	are	significant	differencesbetween	the	original	book	publication	and	Mary	Shelley's	1831	revision.	Mellor	finds	the	earlier	version	truer	to	the	author's
feelings	and	ideas	when	she	wrote	it;	it	has	a	"greater	philosophical	coherence"	clearly	related	to	its	historical	context	in	Feminisms	and	GenderStudies*	253	the	yearsjust	after	the	FrenchRevolution.	It	portrays	how	male	egotism	can	destroy	families.	It	is	also	closer	to	the	biographical	facts	of	the	death	of	Mary's	first	baby	and	her	knowledge	of
scientific	breakthroughs	such	as	galvanism	(in	Hunter	160,	764-65).	2.	Masculinityand	Femininityin	the	Frankenstein	Family	All	three	narrators	are	male,	Walton,	Victor,	and	the	Creature,	and	all	are	autobiographical.	Barbara	Johnson	describesthem	as	attempts	at	"masculine	persuasion"i	"The	teller	in	eachcase	is	speaking	into	a	mirror	of	his	own
transgression"	(2-3).	Indeed	within	the	Frankenstein	family,	gender	and	parental	roles	are	ambiguous	and	transgressive.Alphonse	Frankenstein	is	a	rather	feminine	patriarch.	His	wife	Caroline,	who	is	of	a	noble	family,	dies	early	on,	a	great	loss	in	the	family;	however,	right	away	a	substitute	mother	is	conveniently	available	in	Elizabeth,	a	cousin
raised	in	the	family.	Henry	Clerval	furnishes	further	gender	blending	as	"a	model	of	internalized	complementaity,	of	conjoined	masculine	and	feminine	ttaits,"	as	Smith	describeshim.	With	all	of	thesepositive,	androgynous	domestic	forces	around	him,	Victor	strays	at	his	first	opportunity.	Victor's	straying	is	a	man's	prerogative.	As	we	see	in	Elizabeth's
substituting	for	Caroline,	and	later	in	justine's	imitations	of	Caroline	and	in	her	death	as	Elizabeth's	precursor,	the	Frankenstein	family	tends	to	reproduce	itself	incestuously,	Smith	observes,	in	an	"insistent	replication	of	the	domestic	icon,"	causing	a	destructive	pattern	of	indebtedness	that	characterizes"the	Frankenstein	definition	of	femininity"
("'Cooped	Up'"	3L7-18,321).GeorgeLevine	stresses	the	claustrophobic	nature	of	the	Frankensteinfamily:	"Within	the	novel,	almost	all	relations	have	the	texture	of	blood	kin,"	in	contrastto	the	Creature,who	has	no	kin.	As	the	story	and	its	charactersare	doubled	and	redoubled,	Levine	notes	the	appearanceof	the	incest	theme,	one	of	Percy
Shelley'sfavorites	(212-13).	Walton's	first	letter	to	his	sister	begins:	"You	will	rejoice	to	hear	that	no	disaster	has	accompaniedthe	commencementof	an	enterprisewhich	you	have	regarded	with	such	evil	forebodings,"	a	passagethat	might	be	read	as	an	attempt	to	acknowledge	feminine	concernsabout	his	safety,but	is	in	fact	a	denial,	setting	the	tone	for
the	kinds	of	denials	Victor	will	utter.	]ust	254	*	A	Handbook	of	Critical	Approachesto	Literature	before	he	discovers	Victor	on	the	arctic	ice,	Walton's	second	letter	confides	his	deep	desire	for	a	friend.	\A/hen	his	"friend"	appears,	he	seems	to	understand	what	Walton	is	about:	"You	seek	for	knowledge	and	wisdom,	as	I	once	did:	and	I	ardently	hope	that
the	gratification	of	your	wishes	may	not	be	a	serpent	to	sting	you/	as	mine	has	been."	Nevertheless,	Victor	casts	the	blame	for	his	own	miseducation	upon	Cornelius	Agrippa,	Paracelsus,	and	Albertus	Magnus	(all	favorites	with	Percy	Shelley),	but	even	more	upon	his	father,	who	only	"looked	carelessly	at	the	title-page"	of	Agrippa,	and	said,	"'Ah!
Cornelius	Agrippa!	My	dear	Victor,	do	notwaste	your	time	upon	this;	it	is	sad	trash.'	If,	instead	of	this	remark,	my	father	had	taken	the	pains	to	explain	to	me,	that	the	principles	of	Agrippa	had	been	entirely	exploded,	and	that	a	modern	system	of	science	had	been	introduced,	which	possessed	much	greater	powers	than	the	ancient,	because	the	powers
of	the	latter	were	chimerical,	while	those	of	the	former	were	real	and	practical;	under	such	circumstances,	I	should	certainly	have	thrown	Agrippa	aside	and	turned	to	modern	chemistry."	Not	Agrippa	but	his	father's	cursoriness	was	the	"fatal	impulse."	Victor's	blaming	behavior	parallels	Walton's	excuses	to	his	sister,	and	the	two	men	bond.	In	his
attempt	to	circumvent	his	Oedipal	drama,	Victor	says	he	wanted	to	create	a	"new	species	[that]	would	bless	me	as	its	creator	and	source.	.	.	.	No	father	could	claim	the	gratitude	of	his	child	so	completely	as	I	should	deserve	their's."	Reflecting	his	aspiration	to	be	the	ideal	parent,	he	describes	his	labors	in	terms	of	giving	birth:	My	cheek	had	grown
pale	with	study,	and	my	person	had	become	emaciatedwlth	confinement.	Sometimes,on	theoerybrink	of	certainty,I	failed;yet	still	I	clung	to	the	hope	which	the	next	day	or	the	next	hour	might	realise.	One	secretwhich	I	alone	possessedwas	the	hope	to	which	I	had	dedicated	myself;	and	the	moon	gazed	on	my	midnight	labours,while,	with	unrelaxedand
breathless	eagerness,I	pursued	nature	to	her	hiding-places..	.	.	My	limbs	now	tremble	and	my	eyes	swim	with	the	remembrance;	but	then	a	resistless,	and	almostfrantic,	impulseurgedmeforward;	I	seemedto	have	lost	all	soul	or	sensationbut	for	this	one	purwerestartingfrom	their	sockets	lnattending	suit.	.	.	.	lMly	eye-balts	to	the	details	of	my
employment.	.	.	.	whilst,	still	urged	onby	an	eagerness	rahichperpetuallyincreased,	I	brought	my	work	near	to	a	conclusion.[emphasesours]	Feminismsand	GenderStudies*	255	But	though	he	next	compares	himself	with	the	world's	great	conquerors,	the	reality	of	what	he	has	produced	panics	him:	Great	God!	His	yellow	skin	scarcelycovered	the	work	of
muscles	and	arteries	beneath;	his	hair	was	of	lustrous	black,	and	flowing;	his	teeth	of	a	pearly	whiteness;	but	these	luxuriances	only	formed	a	more	horrid	contrast	with	his	watery	eyes,	that	seemedalmost	of	the	same	colour	as	the	dun	white	socketsin	which	they	were	set,	his	shriveled	complexion,	and	straight	black	lips.	.	.	.	[N]ow	that	I	had	finished,
the	beauty	of	the	dream	vanished,	and	breathless	horror	and	disgust	filled	my	heart.	Unable	to	endure	the	aspectof	the	being	I	had	created,I	rushed	out	of	the	room.	.	.	.	The	Creature	is	conveniently	nowhere	to	be	found	upon	his	return.	In	a	panic	Victor	regresses	to	his	bed	and	dreams	of	embracing	Elizabeth,	but	embraces	instead	the	worm-ridden
corpse	of	his	mother.	As	he	awakens,	he	sees	the	terrible	image	of	his	own	self:	".	.	.by	the	dim	and	yellow	light	of	the	moon,	.	.	.	I	beheld	the	wretch-the	miserable	monster	whom	I	had	created,"	a	monstrous	baby	who	mutters	"some	inarticulate	sounds,	while	a	grin	wrinkled	his	cheeks."	3.	"l	Am	Thy	Creature	.	.	."	Feminist	readers	lay	more	blame
upon	Victor	for	his	abandonment	of	his	creation	than	for	his	hubris	in	having	first	created	him:	the	Creature	demands,	"How	dare	you	sport	thus	with	life?	Oh,	Frankensteiry	be	not	equitable	to	every	other,	and	trample	upon	me	alone,	to	whom	thy	justice,	and	even	thy	clemency	and	affection,	is	most	due.	Remember	that	I	am	thy	creature:	I	ought	to
be	thy	Adam;	but	I	am	rather	the	fallen	angel,	whom	thou	drivest	from	joy	for	no	misdeed."	Victor's	response	is	an	angry	shout:	"Begone!	I	will	not	hear	you.	There	can	be	no	community	between	you	and	mei	we	are	enemies."	But	the	Creature's	story	is	the	story,	the	story	of	a	community,	and	the	novel's	longest	single	section	is	narrated	by	the
Creature,	who	tells	of	his	education	hiding	in	the	De	Lacys'	cottage	storeroom,	observing	them	as	"a	vision	of	a	social	group	based	on	justice,	equality,	and	mutual	affection,"	as	Mellor	notes	in	"Possessing	Natute"	(in	Hunter	277).The	De	Lacys	and	Safie	challenge	the	Frankenstein	family's	artificial	reproduction	of	256	"	A	Handbookof
CriticalApproaches	to	Literature	domesticity	as	well	as	Victor's	refusal	to	parent.	The	Creature	learnseagerlyfrom	Safie:"Safiewas	always	gay	and	happy,:she	and	I	improved	rapidly	in	the	knowledge	of	language,so	that	in	two	months	I	began	to	comprehend	most	of	the	words	uttered	by	my	protectors."	Safie's	Christian-Arab	mother	had	been
enslavedby	the	Turks	but	escaped:"She	instructed	her	daughter	in	the	tenetsof	her	religion,	and	taught	her	to	aspireto	higher	powers	of	intellect,	and	an	independenceof	spirit,	forbidden	to	the	female	followers	of	Mahomet."	Safie	is	an	,,incarnation	of	Mary	Wollstonecraft,"	Mellor	notes	(in	Hunter	2g6).	Typically,	Victor	procrastinatesover	making	a
bride	for	the	Creature.	\A/hatif	she	has	desiresand	opinions	that	he	cannot	control,	what	if	she	procreates,what	if	she	is	so	ugly	the	Creature	rejects	her,	what	if	she	rejects	the	Creature	and	seeks	a	human	mate?	The	most	fearful	risks	to	him	are	her	possible	reproductive	powers.	He	passionatelytears	her	to	pieies.	One	wonders	whether	Victor	fearshis
own	bride,s	sexuality,sincehe	sendsher	into	their	wedding	chamber	alone.	Victor,s	careless-	As	Smith	observes,"LikeElizabeth's,	the	monsterette,screation	and	destruction	dramatize	how	women	function	not	in	their	own	right	but	rather	assigns	of	and	conduits	for	men,srelations	with	other	men,	simply'counters'in	the	strugglebetweenVictor	and	the
monster	in	himself"	("Introduction,,	100-102).	Yet	there	must	also	have	been	a	great	deal	of	Mary	Shelleyin	Victor	Frankenstein:she	endows	him	with	a	fine	mind,	an	inquiring	spirit,	and	the	urge	to	create.She	gives	him	voice	to	explain	himself,	and	he	is	in	certain	ways	honest	with	himself.	Why	doesVictor	tum	upon	all	that	he	loves?perhaps
articulating	conflicting	ideas	of	her	own	identity,	Mary	Shelley	fer	speaks	both	through	Victor's	struggles	and	the	words	of	his	Creature,an	articulate	if	abandonedchild.	The	last	words	of	the	text,	in	which	the	Creature	is	,,lost	in	darknessand	distance,"	arenot	necessarilythe	ending:	we	do	not	know	what	becomesof	the	Creature,and	there	is	someone
and	CenderStudies*	257	Feminisms	whose	responsehas	not	yet	been	heard.	The	ending	takes	us	into	a	realm	that	may	be	read	as	a	feminine	use	of	ambiguity,	what	Gayatri	Chakravorty	Spivak	calls	"an	existential	temporality."	Margaret	Saville,Walton's	sister	and	the	recipient	of	his	letters,	is,	Spivak	says,	"the	occasion,if	not	the	protagonist	of	the
novel.	She	is	the	feminine	subiect,"	an	imagined	female	reader	who	must	"intercept"	the	text	and	read	its	letters	so	that	it	may	exist.	The	reader	is	thus	encouragedto	read	the	text	as	the	skeptical	Margaret:	"Within	the	allegory	of	our	reading,	the	place	of	both	the	English	lady	and	the	unnamable	monster	are	left	open"	.	.	.	("Three	Women's	Texts"
267-68).	D.	Men,	Women,and	the	Lossof	Faith	in	"YoungGoodmanBrown"	Nathaniel	Hawthorne's	portraits	of	women	go	againstthe	literary	conventionsof	his	day.	Despite	his	remark	that	he	was	tired	of	competing	with	the	"mob	of	scribbling	women"	novelists,he	generally	portrayed	women	not	just	as	symbols	of	goodness(as	in	the	"Cult	of	True
Womanhood"	tradition),	but	as	possessing	knowledge	that	surpassesthat	of	the	male	charactersand	approaches	that	of	the	author	and	narrator.	Hawthome	treated	women	with	more	realism	and	depth	than	did	most	other	writers,especiallymale	writers,	paving	the	way	for	the	development	of	realism	and	naturalism	at	the	closeof	the	century	in	the
works	of	Henry	James,William	Dean	Howells,	Edith	Wharton,	and	TheodoreDreiser;all	of	thesewriters	portray	women	asPowerful	moral	agentsrather	than	one-dimensionalmor	al	objects.	Hawthorne's	most	interesting	women	characters	include	Hester	of	The	ScarletLetter,Zenobia	of	TheBlithedaleRomance,	Hepzibah	of	TheHouseof	theSeaen
Gables,Miriam	of	TheMarble	Faun,	and	such	short	story	charactersas	Beatricein	"Rappaccini's	Daughter"	and	Georgiana	of	"The	Birthmark."	All	of	thesewomen	engagein	conflict	with	the	men	in	their	lives,	and	all	of	them	have	the	sympathy	of	the	author.	Hester	is	Hawthorne's	greatestcharacter,male	or	female,	and	from	the	lips	of	the	magnificent
Zenobia,	modeled	in	part	on	the	feminist	and	author	Margaret	Fulle+	Hawthorne	gives	us	as	eloquent	a	speechon	women's	rights	asany	he	may	have	heard	in	his	time.	258	*	A	Handbook	of	CriticatApproachesto	Literature	misconstrued	masculinity	of	her	rigid	husband,	whose	failure	is	his	rejection	of	his	wife's	sexuality	for	some	unstated	but	sexually
appalling	ritual	in	the	forest.	Brown	gives	up	his	adult	sexuality	and	regresses	to	the	infantile	fear	of	his	fither	in	his	pre-Oedipal	period.	Feminismsand	GenderStudies"	259	on	horseback	whom	Brown	overhears	say	they	are	there	for	the	women.	The	Devil's	snaky	staff	is	an	appropriate	phallic	symbol,	and	the	symbols	included	at	the	altar	of	unholy
communion	include	a	bloody	basin.	The	tone	is	hardly	celebratory	of	sexuality;	it	is	more	directed	toward	cruelty	and	especially	the	victimization	of	women.	The	Devil	refers	to	Btown's	grandfather,	whom	he	helped	to	persecute	Quaker	women.	At	the	end,	Brown,	having	himself	become	the	most	"frightful"	figure	in	the	forest,	returns	home	not	to
repent	of	his	ways	but	to	rebuke	his	wife.	We	are	told	that	at	the	end	of	his	life	his	"hoary	corpse"	is	carried	to	the	grave	followed	by	his	wife,	children,	and	grandchildren;	and	instead	of	shuddering	at	his	gloomy	death,	one	shudders	instead	to	think	that	Faith	and	her	children	have	had	to	live	all	those	empty	years	with	his	blighted	self,	a	failed
husband,	father,	and	human	being.	E.	Women	and	"sivilization"	in	Huckleberry	Finn	The	sexuality	inherent	in	Goodman	Brown,s	forest	meeting	is	reinforced	by	the	repeated	mention	of	the	women	who	will	be	there,	from	Goody	Cloyse	and	the	governor,s	wife	to	the	most	spent	of	prostitutes.	Brown	learned	his	catechism	from	For	a	boy's	book,
Aduentures	of	Huckleberry	Finn	is	oddly	full	of	women;	for	a	book	primarily	about	race	in	America,	it	is	also	often	about	gender.	The	overall	theme	of	freedom,	of	the	individual	against	the	oppressive	society	around	him,	is	connected	to	the	feminine	in	important	ways.	On	the	one	hand,	the	feminine	appears	to	be	what	Huck	is	running	away	from-
"sivilization"	as	defined	by	the	Widow	Douglas	and	Miss	Watson.	But	on	the	other	hand,	the	novel	satirizes	rigid	gender	lines	just	as	it	does	racial	divisions.	And	satire	of	gender	roles	is	tlpical	of	TWain,	as	also	appears	in	such	characters	as	Eve	in	Letters	of	from	the	Earth,Roxy	inPudd'nhead	Wilson,	and	perhaps	most	all	in	his	beloved	joan	of	Arc.
There	have	been	several	important	studies	of	TWain	and	women,	including	that	of	Shelley	Fisher	Fishkin,	who	notes	how	TWain	scholars	have	assumed	that	women	were	"bad"	for	TWain,	and	TWain	"bad"	for	women.	Biographers	such	as	Van	Wyck	Brooks	and	]ustin	Kaplan	seem	to	feel	that	TWain's	wife,	Olivia	Langdon	Clemens,	sometimes
emasculated	his	authorial	power	with	her	pious	Presbyterian	conventionality,	and	even	TWain's	early	admirers,	such	as	the	influential	editor	of	the	Atlantic	Monthly,	William	Dean	Howells,	complained	of	the	thinness	of	his	female	characters.	Fishkin	urges	a	"more	nu-	260	*	A	Handbook	of	Critical	Approachesto	Literature	anced"	perspective	on	the
subject,	for	she	sees	women	as	essential	to	TWain's	creative	process,	including	Olivia,	and	points	out	that	his	audience	was	largely	female	("Mark	Twain	and	Women,"	53-54,67-69).	A	more	extreme	stance	is	that	of	Laura	Skandera-Trombley,	who	argues	that	TWain	existed	in	a	sort	of	"charmed	circle"	of	women	who	read	drafts,	heard	him	read
passages	aloud,	offered	commentary,	and	even	acted	as	editors.	Skandera-Trombley's	notion	that	Oiivia	and	TWain,s	daughters	were	his	"collaborators"	(59,731,	168)	has	been	critrcizedby	other	scholars	as	overstating	the	feminine	influence.	Still,	femininity	in	TWain	is	probably	neglected	by	most	of	his	critics.	The	most	positive	figure	in	the	story,	the
runaway	slave	Jim,	is	a	happily	married	man	who	in	the	end	is	to	be	reunited	with	his	family.	Jim's	tenderness	and	care	of	Huck	seem	to	be	the	book,s	most	positive	feminine	traits,	almost	entirely	absent	from	anv	of	the	other	men	Huck	encounters.	Jim	makes	fires,	washes	pots,	shows	hospitality	to	guests,	and	generally	mothers	and	protects	Huck,
whose	father	Jim	knows	to	have	been	murdered.	But	most	importantly,	Jim	is	the	moral	touchstone	of	the	book.	Through	him,	Nancy	Walker	has	noted,	Huck	begins	to	develop	the	virtues	of	"honesty,	compassion,	a	sense	of	duty,,,which	are	defined	in	the	novel	as	"female	virtues"	about	which	the	Widow	and	Miss	Watson	lecture	Huck	without	much
effect,	for	in	the	end	Huck	must	identify	with	a	man	instead	of	a	woman	(48g).	The	novel	could	be	viewed	as	a	quest	for	contact	with	the	feminine	in	some	abstract	sense	even	as	it	is	a	flight	from	the	conventional	feminine.	The	archetypal	American	Bildungsroman,	Huckleberry	Finn	may	be	better	understood	not	merely	as	a	flight	from	"sivilization"
and	all	it	represents	(including	the	feminine	proprieties	the	Widow,	Miss	Watson,	and	later	Aunt	Sally	Phelps	would	administer),	but	rather	as	a	flight	from	masculine	authority	to	seek	out	alternatives.	In	Huck,s	frequent	lies,	his	"family"	usually	contains	a	dead	mother	and	a	threatened	sister	or	female	family	friend	(such	as	,,Miss	Flooke1,"	the	name
of	one	of	Olivia's	friends,	Alice	Hooker	Day,	a	niece	of	Henry	Ward	Beecher).	Instead	of	only	undergoing	a	rite	de	pqssngeto	prepare	him	for	manhood	in	the	traditional	sense/	in	his	lying	for	survival	Huck	seems	to	be	searching	the	flowing	river	for	an	archetype	of	the	mother.	Feminismsand	CenderStudies*	26'1.	The	Judith	Loftus	scene	early	in	the
novel,	in	which	Huck	poses	as	a	girl,	"Sarah	Mary	Williams,"	in	order	to	glean	information	about	his	"	death"	and	Jim's	flight,	calls	the	fixity	of	gender	roles	into	question.	Mrs.	Loftus	is	quite	schooled	in	the	appearanceof	gender;	after	she	finds	Huck	out,	she	gives	him	a	list	of	how	he	ought	to	do	things	if	he	poses	again	as	a	girl.	Her	list	points	not	to
the	inalterability	of	male	and	female	behavior,	but	to	the	fact	that	behavior	is	just	behavior,	and	sexescan	be	put	on	or	taken	off	through	behavior.	For	example,	she	tells	him,	"When	you	set	out	to	thread	a	needle,	don't	hold	the	thread	and	fetch	the	needle	up	to	it;	hold	the	needle	still	and	poke	the	thread	at	it-that's	the	way	a	woman	most	always	does;
but	a	man	always	does	it	t'othet	way."	(In	Chapter	13	of	The	Prince	and	the	Pauper,TWain	has	Miles	Hendon	do	it	exactly	opposite:	"He	did	as	men	have	always	done,	and	probably	always	will	do,	to	the	end	of	time-held	the	needle	still,	and	tried	to	thrust	the	thread	through	the	eye,	which	is	the	opposite	of	a	woman's	way."	That	Twain	seems	unsure	of
women's	and	men's	true	ways	heightens	ambivalence	about	fixed	gender	roles	in	his	work.)	The	notion	that	femininity	is	a	role	is	important	to	Fluck's	growing	awareness	of	many	social	conventions;	if	it	is	only	a	role,	then	perhaps	racial	roles	are	only	just	roles.	As	Quentin	Compson	in	Faulkner's	The	Sound	and	the	Fury	observes,	"Anigger	is	not	a
person	so	much	as	a	form	of	behaviour;	a	sort	of	obverse	reflection	of	the	white	people	he	lives	among."	And	Mrs.	Loftus	is	no	ordinary	housewife:	one	gets	the	feeling	that	she	is	somewhat	bored	and	likes	the	diversion	Huck	provides.	She	is	far	from	the	arid	disciplinarian	Miss	Watson.	Her	sagacity,	kindness,	and	willingness	to	playact	with	Huck	set
the	stage	for	Huck's	own	lies	and	performances	throughout	the	novel	in	the	various	disguises	he	dons	to	protect	himself	and	Jim.	The	Judith	Loftus	episode	is	the	most	important	interrogation	of	sex	roles	in	the	novel,	but	women's	roles	continue	to	be	important	throughout.	Though	women,	like	the	men	Huck	and	jim	encounter,	are	frequently	satirized,
and	though	they	often	seem	reduced	to	their	titles	("Widow"	Douglas	or	"Sis"	Hotchkiss),	they	also	promote	the	values	of	nurturing	and	moral	stability,	especially	as	mothers.	Huck's	own	mother	is	barely	men-	262	*	A	Handbook	of	Critical	Approachesto	Literature	tioned;	but	when	she	is,	it	is	to	oppose	pap	Finn's	lawlessness	and	degeneration.	Pap
invades	the	home	of	Huck's	foster	mother,	the	Widow	Douglas,	to	insist	that	Huck	stop	going	to	school	because	"Your	mother	couldn't	read,	and	she	couldn't	write,	nuther,	before	she	died.	None	of	the	family	could	before	they	died.	I	can't;	and	you're	a-swelling	yourself	up	like	this."	Huck	notes	that	he	didn't	want	to	go	to	school	before,	"But	I	reckoned
I'd	go	now	to	spitepap,"	even	though	he	is	"thrashed"	by	pup	for	doing	so.	The	Widow	Douglas,	kind	and	motherly	but	ultimately	ineffectual,	is	both	the	one	from	whom	Huck	runs	and	the	one	whom	he	consistently	reveres.	She	seems,	like	Aunt	Sally,	to	understand	and	love	children,	and	she	encourages	him	to	develop	a	conscience:	"She	said	she
warn't	ashamed	of	me."	Huck	thus	finds	himself	torn	between	his	desire	to	draw	near	to	the	Widow	and	his	rebellion	against	the	enforced	identity	she	and	Miss	Watson	propose	for	him.	As	Nancy	Walker	points	out,	it	was	the	Widow	who	taught	Huck	to	care	about	others,	as	is	later	evidenced	in	his	concern	for	Jim's	"essential	humanity"	(496).	Miss
Watson	is	the	worst	of	feminized	"sivilization":	hypocritical,	self-righteous,	repressed.	And	yet	it	is	she	who	frees	Jim	in	the	end.	One	wonders	if	she	too	comes	to	protest	the	proslavery	male	authority	figures	she	has	formerly	revered,	or	at	least	to	feel	guilty	about	her	dominion	over	Jim.	At	the	Phelps	farm,	gender	roles	along	with	racial	roles	return	to
the	conventional,	after	the	long	idyll	on	the	river.	Huck	says	he	feels	"	rrrean"	and	ashamed	of	his	bad	behavior	at	Aunt	Sally's	place;	but	at	the	same	time	the	comedy	of	the	last	chapters	hinges	upon	her	overreactions	to	the	boys'	pranks.	But	when	she	voices	her	plan	to	adopt	and	civilize	Huck,	he	heads	for	the	Territory.	A	final	mother	figure	is	Aunt
Polly,	who	appears	llke	a	des	ex	machina	in	the	conclusion;	she	is	severe	to	the	boys,	but	tender	to	a	fault	in	her	concern	for	Tom.	Younger	women	generally	represent	greater	possibilities	than	the	older	women;	the	exception	is	Emmeline	Grangerford,	whose	poetry	evinces	the	worst	of	ignorant	sentimentality	that	underlies	slavery	and	other	social	ills
along	the	journey.	Her	shallow,	anemic	romanticism	is	wasted	on	Huck,	yet	she	also	references	important	feminine	characterizations	of	the	times	that	Twain	satirizes,	especially	the	idea	that	well-bred	women	Feminismsand	CenderStudies*	263	should	be	idle	and	even	hysterical.	She	may	be	overly	sentimental,	but	on	the	other	hand,	she	also	reveals
in	her	gloomy	paintings	a	realistic	sense	of	the	climate	of	darkness	around	her	as	the	murderous	feuds	are	enacted	year	after	year.	Sophia	Grangerford	is	a	welcome	contrast,	a	beautiful	and	courageous	young	womary	the	eternal	bride.	Through	her	friendship	with	Huck	she	is	able	to	escape	her	fear-ridden	world.	The	"Harelip,"	whom	Huck	meets	at
the	Wilks	home,	is	a	humorous	diversion	between	dangers:	she	wryly	sees	through	Huck's	ridiculous	lies	about	life	in	England,	made	to	impress	her.	Sober,	serious-minded,	and	shrewd,	she	unveils	Huck,	just	as	Mrs.	Loftus	did,	but	also	like	her	she	does	not	tell	on	him.	Mary	]ane	Wilks	is	like	Sophia,	but	wiser	and	calmer,	and	like	the	Harelip,	only
more	attractive.	Mary	Jane	appeals	to	Huck	because,	as	Mark	Altschuler	notes,	she	"embodies	mother,	victhree	most	powerful	images	for	Huck."	tim,	and	orphan-the	"unearned	nurturing"	is	akey	to	his	ultimate	moral	develHer	opment	for	she	is	the	only	mother	figure	in	the	text	he	does	not	reject.	Her	friendship	allows	Huck	to	save	her	and	her	family
from	the	evil	machinations	of	the	King	and	the	Duke.	Huck	respects	this	down-to-earth	woman,	and	though	one	continues	naively	to	follow	his	"betters,"	including	Tom,	one	wishes	he	had	been	able	to	substitute	his	blind	faith	in	Tom	for	a	relationship	with	Mary	]ane.	Perhaps	she	will	grow	up	to	be	a	woman	like	the	Widow,	only	with	a	little	more	of
Huck's	flexibility	and	pragmatism.	As	he	helps	her	become	a	bride,	she	brings	out	Huck's	masculinity	in	a	positive	way	that	allows	both	himself	and	others	to	grow	and	maintain	human	dignity.	That	he	does	not	ultimately	mature	in	the	novel	is	not	her	fault;	perhaps	it	is	a	larger	statement	about	the	"ineffectuality	of	women	in	his	society,"	as	Walker
surmises	(499).	AlthoughHuckleberry	Finn	does	seem	to	want	to	turn	women	into	mothers,	keep	sex	out	of	the	picture,	use	women	for	the	most	part	as	spnbols	of	undesirable	cultural	conventionality,	and	defeat	the	realm	of	women	in	the	end,	its	variety	of	female	characters	offers	an	enriching	dimension	to	the	novel	and	continually	emphasizes	the
importance	of	nurturing.	And	let	us	remember:	not	only	Huck	and	jim	journey	downriver	all	the	way	to	Arkansas.	The	redoubtable	Aunt	Polly	also	travels	the	same	hundreds	of	miles	to	see	to	the	safety	of	her	264	-	A	Handbook	of	Critical	Approachesto	Literature	Tom,	and	by	chance,	also	to	that	of	America's	most	famous	orphan.	F.	"ln	RealLife":
Recoveringthe	Femininepast	in	//EverydayUse"	Whose	story	is	this?	"For	your	grandmarrra."	For	your	mama,	sister,daughter,friend.	For	you,	girl,	no	matter	where	you	are	or	who	you	are-for	you.	Are	you	like	scarredand	scaredMaggie,	afraid	to	be	anything	more?	Or	are	you	like	Dee,	with	your	grandiose	design	for	your	future	and	your	college-
educated	contempt	of	your	family	heritage?Are	you	like	the	mother	of	thesetwo	sisters,whose	rough	work	"does	not	show	on	television,"	but	who	knows	when	an	insight	hits	her	on	top	of	her	head	"just	like	when	I'm	in	church"?Are	your	hands	quick	with	the	needle,	piecing	Lone	Star	and	Walk	Around	the	Mountain	with	scrapsof	old	dresses?Or	maybe
Afroed	and	art-historied	and	aware?Or	perhaps	you	live	in	"real	life,"	living	your	heritage	in	the	here	and	now,	sitting	sometimes"	justenjoying,,?	"Everyday	IJse"	is	about	the	everyday	lives	of	women	past	and	present,	encircled	by	family	and	culture,	and	especially	about	the	contemporary	experiencesof	different	generationsof	African	American	women.
Its	quilt	is	an	emblem	of	American	women's	culture,	as	it	is	an	object	of	communal	construction	and	female	harmony.	The	quilt	warms	and	protects	our	bodies;	it	is	passed	down	like	mother's	wisdom	from	generation	to	generation;its	designsmirror	the	most	everyday	but	profound	concernsof	all	women-marriage,	family,	children,	love.	Like	much	of
women's	art	it	is	nonlinear,	nonhierarchical,intimate.	The	story	itself	reservesjudgment	as	something	not	needed,	though	it	doesnot	shy	away	from	conflict.	It	is	about	bondingdaughter-mother,	woman-womary	domestic-aesthetic,and	so	on,	recalling	the	psychoanalytic	notion	of	the	feminine	as	the	nonbinary	describedby	Lacan,Cixous,and	lrigaray.	As
Barbara	Christian	notes,Alice	Walker	"is	drawn	to	the	integral	and	economical	processof	quilt	making	as	a	model	for	her	owrrcraft,,,	for	it	helps	her	answer	the	writer's	eternal	question,	,,From	whence	do	I	come?"	(BlackFeministCriticismsl).	Walker	identifies	the	quilt	as	one	of	the	traditional	art	forms	of	African	American	women,	along	with	gospel
singing	and	Feminisms	and	GenderStudies*	265	gardening,	that	"kept	alive"	the	creativity	of	black	women	"century	after	century."	African	American	women	slaveswere	"the	mule[s]	of	the	world,"	but	also	"creators	.	.	.	rich	in	spirituality"	(In	Search233).	Like	Virginia	Woolf	in	A	Roomof	One's	Own,Walker	searchesfor	her	artistic	foremothers,noting
how	"we	have	constantly	looked	high,	when	we	should	have	looked	low."	In	her	poem	"Women,"	Walker	praisesthe	"Headragged	Generals"	of	her	mother's	generation,	who,	through	manual	labor,	"battered	down/Doors"	for	their	children	"To	discover	books"	while	".	.	.	they	knew	what	we/Must	know/	PeWithout	knowing	a	p	age/	Of	itl	Themselves"
(Reaolutionary	tunias5).	In	"Everyday	IJse"	Walker	poses	problems	of	heritage	in	responseto	the	black	power	movements	of	the	1960sin	which	she	grew	up,	especially	the	kind	of	cultural	nationalism	that	demanded	imitation	of	featuresof	the	African	past.	Walker	critiques	the	short-sightednessof	radicals	who	would	have	seen	the	narrator,	the	mother,
as	what	Barbara	Christian	calls	"that	supposedly	backward	Southern	ancestorthe	cultural	nationalists	of	the	North	probably	visited	during	the	summers	of	their	youth	and	probably	considered	behind	the	times."	Walker	"gives	voice	to	an	entire	maternal	history	often	silencedby	the	political	rhetoric	of	the	period,"	het	way	of	"breaking	silences	and
stereotypes	about	her	grandmothers',	mothers',	sisters'	lives"	("EtserydayUse":Alice	Walker10-11).	In	a	1973interview	with	Mary	Helen	Washington,asreported	by	Christian,	Walker	identifies	three	cycles	of	historical	black	women	characterswho	she	feels	are	missing	from	contemporary	writing.	First	are	those"who	were	cruelly	exploited,	spirits	and
bodies	mutilated,	relegatedto	the	most	narrow	and	confining	lives,	sometimes	driven	to	madness,"	shown	in	her	novel	TheThird	Lifeof	GrangeCopeland(1970)and	in	the	short	storiesof	In	Loae	and	Trouble(1973),	including	"Everyday	Use."	The	women	in	Walker's	secondcycleare	thosewho	are	not	so	much	physically	as	psychically	abused,	a	result	of
wanting	desperately	to	participate	in	mainstream	American	life.	In	the	third	cycleare	thoseblack	women	who	have	gained	a	new	consciousness	and	pride,	what	Christian	calls	"their	right	to	be	themselvesandto	shapetheworld,"	asinWalker'sheroinesof	Meridian	(1976),The	Color	Purple,	and	You	Cnn't	Keepa	GoodWomqn	265	*	A	Handbook	of	Critical
Approachesto	Literature	Down	(7987)	("	Eaeryday	Use":	Alice	Walker	3-7).	By	the	end	of	the	century,	other	African	American	writers,	most	notably	Toni	Morrison,	filled	in	many	characters	Walker	only	sketches.	"Everyday	IJse"	contains	women	of	all	three	cycles	of	history.	Maggie	does	not	know	her	worth;	her	mother	says	she	walks	like	"a	lame
animal,	perhaps	a	dog	run	over	by	some	careless	person	rich	enough	to	own	a	caL"	Dee	inhabits	the	second	cycle:	though	she	seems	to	reject	white	society,	she	fails	to	appreciate	her	own	heritage	until	it	becomes	fashionable	to	do	so.	Though	her	mother	applauds	Dee's	personal	strength,	she	is	saddened	by	her	embarrassment	at	Maggie,	at	herself,
and	at	her	home.	The	mother,	though	ironically	the	oldest	person	in	the	story,	prefigures	the	women	of	Walker's	third	cycle	in	her	self-reliance	and	firm	sense	of	corrrectedness	to	her	past.	As	an	older	woman,	she	is	in	a	position	within	her	little	community	to	pass	along	her	wisdom	to	Maggie	and	Dee,	women	of	the	first	and	second	cycles,	and	in
being	such	a	person	she	seems	fresh,	modern,	and	believable.	\A/hen	she	suddenly	snatches	the	disputed	quilt	away	from	Dee	and	gives	it	to	Maggie,	she	rejects	Dee's	stereotypes	and	reaffirms	her	own	identity	(Christian,	"Eueryday	Use":	Alice	Walker	9,12).	Walker	has	made	a	conscious	choice	in	this	story	to	use	only	women;	all	the	men	are	dead,
absent,	unnamed	(we	never	do	find	out	what	Dee's	boyfriend	is	really	named).	Houston	A.	Bake1,jr.,	and	Charlotte	Pierce-Baker	see	Maggie	as	the	"arisen	goddess	of	Walker's	story;	she	is	the	sacred	figure	who	bears	the	scarifications	of	experience	and	knows	how	to	convert	patches	into	robustly	patterned	and	beautifully	quilted	wholes"	(162),
connecting	Maggie's	understated	feminine	power	with	that	of	African	goddesses	of	creativity	and	regeneration.	Maggie's	humility	and	sense	of	beauty	("just	enjoying")	make	her	the	innocent	in	the	story;	her	quiet	femininity	is	upheld	in	the	end	when	her	mother	takes	her	side.	She	will	marry	John	Thomas	and	live	with	him,	her	quilts,	and	presumably
the	children	begotten	in	their	bed,	and	she	will	become	an	adult	woman	with	her	own	life	and	traditions;	but	she	would	not	have	passed	the	point	of	fearing	life	if	her	mother	had	not	helped	her.	Walker,	herself	scarred	in	a	childhood	accident	to	one	of	her	eyes,	presents	Maggie	with	great	tenderness	and	hope.	Feminisms	and	CenderStudies*	267	But
Walker	is	part	of	Dee,	too.	Dee	tells	her	mother	that	she	just	"doesn't	understand,"	but	shecomesoff	to	most	readersas	the	one	who	fails	to	understand.	Dee	is	very	bossy,afactwhich	helps	reveal	her	hypocrisy,	and	there	is	a	hint	that	she	may	have	been	the	one	who	set	the	house	on	fire	when	Maggie	was	burned.	At	the	least,	Dee	is	selfish	and
pretentious.	But	we	must	also	recognizeher	as	an	example	of	what	most	of	the	girls	who	grew	up	with	her	could	only	dream	of:	she	is	the	black	feminist's	ideal-a	woman	who	makes	a	successof	herself	despite	enormous	odds.	She	has	managed	to	move	to	the	city,	get	an	education,	and	get	a	good	job.	Sheis	politically	involved.	She	has	many	friends.
She	is	the	future.	Walker's	feelings	toward	Dee	are	mixed,	as	they	were	with	Maggie.	Dee	is	based	not	only	upon	Walker	but	also	upon	her	sister,Molly,	who	is	also	the	subject	of	the	bittersweet	poem,	"For	My	Sister	Molly	\AtrhoIn	the	Fifties."	In	an	interview	Walker	confided	that	when	her	sisteq,who	had	gone	away	to	be	educated,cameback	home	to
visit	the	family	in	Georgia,	.	.	.	it	was-at	first-like	having	Christmas	with	us	all	during	her	vacation.	She	loved	to	read	and	tell	stories;	she	taught	me	African	songs	and	dances;	she	cooked	fanciful	dishes	that	looked	like	anything	but	plain	old	sharecropper	food.	I	loved	her	so	much	it	came	as	a	great	shock-and	a	shock	I	don't	expect	to	recover	from-to
leam	that	she	was	ashamed	of	us.	We	were	so	poor/	dusty,	and	sunburnt.	We	talked	wrong.	We	didn't	know	how	to	dress,	or	use	the	right	eating	utensils.	And	so,	she	drifted	away,	and	I	did	not	understand	it.	("Interview	with	Alice	Walker,"	in	Christian	"Eaeryday	Use":	Alice	Walker	79-80)	At	the	end	of	"Everyday	IJse,"	Dee	has	accepted	the	things	but
not	the	spirit	of	heritage.	She	has	allowed	heritage	to	become,as	Christian	points	ou!	an	"abstraction	rather	than	a	living	idea,"	has	subordinated	people	to	artifacts,	and	has	elevated	culture	above	community	("EoerydayUse":Alice	Walker	130).Dee	is	defeated,but	to	assertonly	that	would	be	to	miss	the	deeper	point	of	the	story,	which	is	to	redefine
black	feminism	in	terms	that	will	reconcile	Dee's	aspiration	with	Maggie's	traditionalism:	their	mother	is	the	bridge	that	connects	past	and	future,	and	they	must	both	enter	and	emerge	from	268	*	A	Handbook	of	Critical	Approachesto	Literature	what	the	psychoanalytic	critics	call	the	Realm	of	the	Mother	to	become	fully	themselves.	The	narrator	of



the	story	is	the	sort	of	woman	who	brings	to	mind	what	Walker	has	elsewhere	called	Womanism	as	opposed	to	Feminism.In	an	epigraphto	In	Searchof	Our	Mothers'	Gardens,	Walker	offers	four	definitions	of	Womanist	First,	it	is	"a	black	feminist	or	feminist	of	color."	She	explains	the	derivation	from	womanish,	a	black	folk	expression	mothers	might
use	to	warn	female	children	who	are	"outrageous,	audacious,	or	willful,"	who	want	to	know	more	than	what	is	good	for	them	or	want	to	grow	up	too	soon.	Second,	the	term	refers	to	"a	woman	who	loves	other	women/	sexually	and/or	nonsexually,"	w]no	"appreciates	and	prefers	women's	culture,	.	.	.	women's	emotional	flexibility,.	.	.	and	women's
strength."	Third,	the	Womanist	"Loves	music.	Loves	dance.	Loves	the	moon.	Loaes	the	Spirit.	Loves	love	and	food	and	roundness.	Loves	struggle.	Loaes	the	Folk.	Loves	herself.	Regardless."And,	finally,	"Womanist	is	to	feminist	as	purple	is	to	lavender."	s::rV.	THE	FUTUREOF	FEMINISTIITERARYSTUDTES	A	N	D	G	E	N	D	E	RS	T	U	D	I	E	SS	:	O	M	EP	R
O	B	T	E	M	S	AND	LIMITATIONS	Given	the	proliferation	of	the	many	feminisms	and	areas	of	gender	studies	we	have	been	discussing	in	this	chapter,	it	is	hard	to	imagine	limits.	By	way	of	illustration,	\	/e	note	that	when	the	second	edition	(not	even	the	first!)	of	this	Handbook	came	out	in	7979,	in	our	classes	we	taught	very	few	women	writers.	In
American	literature,	for	example,	we	might	teach	only	Dickinson,	Wharton,	and	perhaps	Chopin,	who	was	arriving	on	the	scene	just	then.	The	evolution	of	this	book	and	of	our	teaching	now	reflects	the	massive	changes	brought	to	literary	criticism	by	feminism	and	related	fields.	Many	ongoing	issues	generated	in	the	various	feminisms	and	gender
studies	are	yet	to	be	resolved.	Opponents	to	Showalter,s	linguistic	model	of	difference,	for	example,	argue	that	there	is	not	and	never	will	be	a	separate	women's	language.	Feminisms	and	gender	studies	will	continue	to	challenge	long-held	beliefs	and	practices	in	Western	culture	and	around	the	world,	but	they	will	also	continue	to	draw	fire	for	their
tendencv	(shared	witir	Feminismsand	GenderStudies	*	269	Marxism	and	certain	Cultural	Studies	approaches)	to	politicize	the	art	right	out	of	literature.	Myra	Jehlen	asks	us	to	remember	that	art	can	contain	good	ideas	as	well	as	bad	ones,	but	that	these	do	not	determine	literary	value.	The	reductiveness	of	some	feminist	theory	indicates	the	radical's
dislike	of	compromise;	this	tendency	has	both	attracted	and	alienated	potential	followers.	"Where	is	beauty?"	one	might	ask.	Surely	somewhere	other	than	in	"political	correctness."	Arrd,	in	turn,	feminists	such	as	Showalter	and	Kolodny	criticize	each	other	for	overly	theorizing	feminism	to	the	point	of	losing	sight	of	its	social	roots	and	practical
applications.	Helen	Vendler's	criticisms	of	feminism's	political	biases,	especially	those	of	Gilbert	and	Gubar,	promoted	lively	debate	in	the	academy.	Vendler	finds	feminist	critics'versions	of	female	characters	in	male-authored	novels	naive,	in	seeing	them	as	"real"	people	who	should	be	treated	accordingly.	She	disputes	the	idea	of	a	"female"	language
or	way	of	writing.	She	does	not	believe	special	virtue	should	be	ascribed	to	women.	Such	a	view	is	merely	sentimental,	"that	men,	as	a	class/	are	base	and	women	are	moral."	If	feminism	is	to	succeed	it	must	de-idealize	women	(19-22).	\Mhat	to	do	with	male	feminists?	Unlike	male	practitioners	of	other	approaches,	male	feminist	critics	have	a	hard
time	of	it.	Some	feminists	believe	that	they	are	impostors;	no	man	can	possibly	speak,	write,	or	teach	as	a	woman/	because	he	can	escape,	as	Maggie	Humm	notes,	into	the	patriarchy	at	any	point	(13-14).	Toril	Moi	even	advises	the	would-be	male	feminist	critic	to	ask	himself	"whether	he	as	a	male	is	really	doing	feminism	a	service	in	our	present
situation	by	muscling	in	on	the	one	cultural	and	intellectual	space	women	have	created	for	male-dominated	discipline"	(208).	themselves	within'his'	But	as	many	influential	male	feminist	critics,	including	Houston	A.	Baker,	Jr.,	and	Paul	Lauter,	demonstrate,	male	critics	have	brilliantly	explicated	women's	issues	in	the	critical	and	artistic	discourse	of
our	times.	Today	one	hears	that	young	women	who	have	benefited	from	the	dramatic	struggles	and	sacrifices	of	their	foremothers	decline	to	use	the	terrnfeminist	to	describe	themselves.	We	read	of	a	backlash	against	feminism,	particularly	on	the	political	right.	But	surely	the	self-consciousness	about	gender	roles	gen-	270	*	A	Handbook	of	Critical
Approachesto	Literature	erated	by	feminism	from	its	earliest	days	will	continue	to	inspire	new	adaptations	by	women	and	men	entering	the	new	millennium	of	literary	investigations	in	feminisms,	gender	studies,	and	elsewhere.	QUrCKREFERENCE	Althusser,	Louis.	For	Marx.	Ttans.Ben	Brewster.New	York:	Pantheon	Books,1969.	Altschuler,	Mark.
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collegeclasson	the	American	novel	is	reading	Alice	Walker's	TheColorPurple	(1982).The	professor	identifies	African	American	literary	and	cultural	sourcesand	describesthe	book's	multilayered	narrative	structure,	moving	on	to	a	brief	review	of	its	feminist	critique	of	American	gender	and	racial	attitudes.	Students	and	professor	discussthesevarious
approaches,analyzing	key	passagesin	the	novel.	A	student	raises	her	hand	and	recalls	that	the	Steven	Spielberg	film	version	(1985)	drew	angry	responses	from	many	African	American	viewers.	The	discussion	takes	off:	Did	Alice	Walker	"betray"	African	Americans	with	her	harsh	depiction	of	black	men?	Did	Spielberg	enhancethis	feature	of	the	book	or
play	it	down?	Another	hand	goes	up:	"But	s}:rewaspromoting	lesbianism."	"Spielberg	reallyplayed	that	down!"	the	professor	replies.	A	contentious	voice	in	the	back	of	the	room:	"Well,	I	just	want	to	know	what	a	serious	film	was	doing	with	Oprah	Winfrey	in	it.l'	This	is	quickly	answeredby	another	student,	"Dude,	she	does	have	a	book	chtb	on	her
show!"	Class	members	respond	to	these	points,	examining	interrelationships	among	race,	gender,	popular	culture,	the	media,	and	literature.	They	question	cultural	conventions-both	historical	and	contemporary-that	operatewithin	novels,	onThe	OprahWinfreyShow,in	275	to	Literature	276	,,	A	Handbookof	CriticalApproaches	Hollywood	films.	They
conclude	the	classby	trying	to	identify	the	most	important	conventions	Walker	portrays	in	constructing	her	charactersand	communities	in	TheColorPurple.	This	classis	practicingculturalstudies.	Becausethe	word	"culture"	itself	is	so	difficult	to	pin	down,	"cultural	studies"	is	hard	to	define.As	was	also	the	casein	chapter	8	with	Elaine	Showalter's
"crtltlJraI"	model	of	feminine	difference,"cultural	studies"	is	not	so	much	a	discreteapproachat	all,	but	rather	a	set	of	practices.	As	Patrick	Brantlinger	has	pointed	out,	cultural	studies	is	not	"a	tightly	coherent,unified	movement	with	a	fixed	agenda,"but	a	"loosely	coherentgroup	of	tendencies,	issues,	and	questions"	(ix).	Arising	from	the	social	turmoil
of	the	7960s,cultural	studies	is	composedof	elements	of	Marxism,	poststructuralism	and	postmodernism,	feminism,	gender	studies,	anthropology,	sociology,race	and	ethnic	studies,	film	theory,	urban	studies,	public	policy,	popular	culture	studies,	and	postcolonial	studies:	those	fields	that	concentrate	on	social	and	cultural	forcesthat	either
createcommunity	or	cause	division	and	alienation.	For	example,	drawing	from	Roland	Bartheson	the	nature	of	literary	language	and	Claude	L6vi-Strausson	anthropology,	cultural	studies	was	influenced	by	structuralism	and	poststructuralism.	facques	Derrida's	"deconstruction"	of	the	world/text	distinction,	like	all	his	deconstructions	of	hierarchical
oppositions,	has	urged-or	enabled-cultural	critics	"to	erasethe	boundariesbetween	high	and	low	culture,	classicand	popular	literary	texts,and	literature	and	other	cultural	discoursesthat,	following	Derrida,	may	be	seenasmanifestationsof	the	sametextuality."	The	discipline	of	psychology	has	also	enteredthe	field	of	cultural	studies.For
example,JacquesLacan'spsychoanalytic	theory	of	the	unconscious	structured	as	a	language	promoted	emphasisupon	language	and	power	as	symbolicsystems.From	Michel	Foucaultcamethe	notion	thatpower	is	a	whole	complex	of	forces;it	is	that	which	produces	what	happens.A	tyrannical	aristocrat	does	not	just	independently	wield	power	but	is
empowered	by	"discoursgs//-46gspted	ways	of	thinking,	writing,	and	speaking-and	practices	that	embody,	exercise,and	amount	to	power.	From	punishment	to	sexualmores,Foucault's	"genealogy"	of	topics	includes	many	things	excluded	by	traditional	historians,	from	architectural	blueprints	for	prisons	to	a	277	Cultural51ucljss	memoirs	of	"deviants."
Psychoanalytic,structuralist,	and	poststructuralist	approachesare	treated	elsewherein	this	Handbook;	in	the	present	chapter,we	review	cultural	studies'	connections	with	Marxism,	the	new	historicism,	multiculturalism,	postmodernism,	popular	culture,	and	postcolonial	studies	before	moving	on	to	our	group	of	six	literary	works.	Cultural	studies
upprou.n"l	*""*"U,	sharefour	goals.	theconfinesof	a	particulardisciFirst,	cultural	studiestranscends	pline	suchas	literary	criticism	or	history.Practiced	in	such	journals	as	Critical	Inquiry,	Representations,	anrdboundary2,	cultural	studies	involves	scrutinizing	the	cultural	phenomenon	of	a	text-for	example,	Italian	opera,	a	Latino	telenooela,	the
architectural	styles	of	prisons,	body	piercing-and	drawing	conclusions	about	the	changes	in	textual	phenomena	over	time.	Cultural	studies	is	not	necessarilyabout	literature	in	the	traditional	senseor	even	about	"art."	In	their	introduction	to	Cultural	Studies,editors	Lawrence	Crossberg,	Cary	Nelson,	and	Paula	Treichler	emphasize	that	the	intellectual
promise	of	cultural	studies	lies	in	its	attempts	to	"ct)t	across	diverse	social	and	political	interests	and	address	many	of	the	struggles	within	the	current	scene"	(1-3).	Intellectual	works	are	not	limited	by	their	own	"bordets"	as	single	texts,	historical	problems,	or	disciplines,	and	the	critic's	own	personal	connections	to	what	is	being	analyzed	rnay	also	be
described.	Henry	Giroux	and	others	write	in	thefuDalhousieReaiewmanifesto	that	cultural	studies	practitioners	are	"resisting	intellectuals"	who	see	what	they	do	as	"an	emancipatory	project"	becauseit	erodes	the	traditional	disciplinary	divisions	in	most	institutions	of	higher	education	(478-80).For	students,this	sometimesmeans	that	a	professormight
make	his	or	her	own	political	views	part	of	the	instruction,	which,	of	course,can	lead	to	problems.	But	this	kind	of	criticism,	like	feminism,	is	an	engagedrather	than	a	detachedactivity.	Second,cultural	studiesis	politically	engaged.Cultural	critics	see	themselves	as	"oppositional,"	not	only	within	their	own	disciplines	but	to	many	of	the	power	structures
of	society	at	large.	They	question	inequalities	within	power	structures	and	seekto	discover	models	for	restructuring	relationships	among	278	*	A	Handbookof	CriticalApproaches	to	Literature	dominant	and	"minority"	or	"subaltern"	discourses.Because	meaning	and	individual	subjectivity	are	culturally	constructed,	they	can	thus	be	reconstructed.Such	a
notiory	taken	to	a	philosophical	extreme,	denies	the	autonomy	of	the	individual,	whether	an	actual	person	or	a	characterin	literature,	a	rebuttal	of	the	traditional	humanistic	"Great	Man"	or	"GreatBook"	theory,	and	a	relocation	of	aestheticsand	culture	from	the	ideal	realms	of	taste	and	sensibility,	into	the	arena	of	a	whole	society's	everyday	life	as	it	is
constructed.	Third,	cultural	studiesdeniesthe	separationof	"high'	and	"lo?D"	or	elite	and	popularculture.You	might	hear	someoneremark	at	the	symphony	or	at	an	art	museum:	"I	came	here	to	get	a	little	cultute."	Being	a	"cttlttJred"	person	used	to	mean	being	acquainted	with	"highbrow"	att	and	intellectual	pursuits.	But	isn't	culturealso	to	be	found
with	a	pair	of	tickets	to	a	rock	concert?	Cultural	crifics	today	work	to	transfer	the	term	cultureto	include	massculture,whether	popular,	folk,	or	urban.	Following	theorists	Jean	Baudrillard	and	Andreas	Huyssery	cultural	critics	argue	that	after	World	War	II	the	distinctions	among	high,	low,	and	massculture	collapsed,and	they	cite	other	theorists	such
as	Pierre	Bourdieu	and	Dick	Hebdige	on	how	"good	taste"	often	only	reflectsprevailing	social,economic,and	political	power	bases.For	example,	the	images	of	India	that	were	circulated	during	the	colonial	rule	of	the	British	rajby	writers	like	Rudyard	Kipling	seeminnocent,	but	reveal	an	entrenched	imperialist	argument	for	white	superiority	and
worldwide	domination	of	other	races,	especially	Asians.	But	race	alone	was	not	the	issuefor	the	British	raj:	money	was	also	a	deciding	factor.	Thus,	drawing	also	upon	the	ideas	of	French	historian	Michel	de	Certeau,	cultural	critics	examine	"the	practice	of	everyday	life,"	studying	literature	as	an	anthropologist	would,	as	a	phenomenonof	culture,
including	a	culture's	economy.	Rather	than	determining	which	are	the	"best"	works	produced,	cultural	critics	describewhnt	is	produced	and	how	various	productions	relate	to	one	another.They	aim	to	reveal	the	political,	economicreasonswhy	a	certainculfural	product	is	more	valued	at	certain	times	than	others.	tansgressing	of	boundaries	among
disciplines	high	and	low	can	make	cultural	studies	just	plain	fun.	Think,	for	example,	of	a	possible	cultural	studies	researchpaper	with	the	fol-	CulturalStudies*	279	lowing	title:	"The	Birth	of	Captain	Jack	Sparrow:	An	Analysis."	For	sourcesof	]ohnny	Depp's	funky	performance	in	Disney's	Piratesof	the	Caribbean:TheCurseof	the	BlsckPearl(2003),	you
could	research	cultural	topics	ranging	from	the	trade	economiesof	the	seatwo	hundred	years	ago,	to	real	pirates	of	the	Caribbean	such	as	Blackbeardand	Henry	Morgan,	then	on	to	Robert	Louis	Stevenson'sLong	John	Silver	in	Treasure	lsland	(1881),Errol	Flynn's	and	Robert	Morgan's	memorable	screen	pirates,	John	Cleese'srendition	of	Long	John
Silver	on	Monty	Python's	Flying	Circus,	and,	of	course,	Keith	Richards's	eye	makeup.	You'd	read	interviews	with	Depp	on	his	view	of	the	character	and,	of	course,	check	out	the	extra	features	on	the	DVD	for	background	(did	you	know	Depp	is	a	book	collector?).	And	you	wouldn't	want	to	neglect	the	galaxy	of	web	sites	devoted	to	the	movie	and	to	all
topics	Pirate.	Finally,	cultural	studiesanalyzesnot	only	the	cultural	work,	but	alsothemeansof	production.Marxist	critics	have	long	recognized	the	importance	of	such	paraliterary	questions	as	these:	Who	supports	a	given	artist?	\A/hopublishes	his	or	her	books,	and	how	are	these	books	distributed?	Who	buys	books?	For	that	matter,	who	is	literate	and
who	is	not?	A	well-known	analysis	of	literary	production	is	Janice	Radway's	study	of	the	American	romance	novel	and	its	readers,	Reading	the	Romance:	Women,Patriarchyand	PopularLiterature,which	demonstrates	the	textual	effectsof	the	publishing	industry's	decisionsabout	books	that	will	minimize	its	financial	risks.	Another	contribution	is	the
collection	Reading	in	America,	edited	by	Cuthy	N.	Davidson,	which	includes	essayson	literacy	and	gender	in	colonial	New	England;	urban	magazine	audiences	in	eighteenth-centuryNew	York	City;	the	impact	upon	reading	of	such	technical	innovations	as	cheaper	eyeglasses,electric	lights,	and	trains;	the	Book-of-the-Month	Club;	and	how	writers	and
texts	go	through	fluctuations	of	popularity	and	canonicity.	These	studies	help	us	recognize	that	literature	does	not	occur	in	a	spaceseparatefrom	other	concernsof	our	lives.	Cultural	studies	thus	joins	subjectiuity-that	is,	culture	in	relation	to	individual	lives-with	engngement,	a	direct	approach	to	attacking	social	ills.	Though	cultural	studies
practitioners	deny	"humanism"	or	"the	humanities"	as	universal	categories,	they	strive	for	what	they	might	call	"social	reason,"	which	280	"	A	Handbookof	CriticalApproaches	to	Literature	often	(closely)	resemblesthe	goals	and	values	of	humanistic	and	democratic	ideals.	\A/hat	difference	does	a	cultural	studies	approach	make	for	the	student?	First	of
all,	it	is	increasingly	clear	that	by	the	year	2050the	United	Stateswill	be	what	demographers	call	a	"majority-minority"	population;	that	is,	the	present	numerical	majority	of	"white,"	"Caucasian,"and	"Anglo"-Americans	will	be	the	minority,	particularly	with	the	dramatically	increasing	numbers	of	Latina/o	residents,mostly	Mexican	Americans.	As	Gerald
Graff	and	fames	Phelanobserve,"It	is	a	common	prediction	that	the	culture	of	the	next	century	will	put	a	premium	on	people's	ability	to	deal	productively	with	conflict	and	cultural	difference.	Learning	by	controversy	is	sound	training	for	citizenship	in	that	future"	(v).	To	the	question	"Why	teachthe	controversy?"	they	note	that	today	a	student	can	go
from	one	class	in	which	the	values	of	Westernculture	are	never	questionedto	the	next	classwhere	Westernculture	is	portrayed	as	hopelessly	compromised	by	racism,	sexism,	and	homophobia:	professors	can	acknowledge	these	differencesand	encouragestudents	to	construct	a	conversation	for	themselvesas	"the	most	exciting	part	of	ltheir]	education"
(8).	il.	FIVETYPES	OF	CUTTURAL	STUDIES	A.	BritishCulturalMaterialism	Cultural	studies	is	referred	to	as	"cultural	materialism"	in	Britain,	and	it	has	a	long	tradition.	In	the	later	nineteenth	century	Matthew	Arnold	sought	to	redefine	the	"givens"	of	British	culture.	Edward	Burnett	Tylor's	pioneering	anthropological	study	Primitiae	Culture
(1877)argued	that	"Culture	or	civilization,	taken	in	its	widest	ethnographic	sense,is	a	complex	whole	which	includes	knowledge,	belief,	art,	morals,	law,	custom,	and	any	other	capabilities	and	habits	acquired	by	man	as	a	member	of	society"	(1).	Claude	L6vi-Strauss'sinfluence	moved	British	thinkers	to	assign	"culture"	to	primitive	peoples,	and	thery
with	the	work	of	British	scholarslike	Raymond	Williams,	to	attribute	culture	to	the	working	class	as	well	as	the	elite.	As	Williams	memorably	states:	"There	are	CulturalStudies"	281,	no	masses;there	are	only	ways	of	seeing	[other]	people	as	masses"(300).	To	appreciatethe	importance	of	this	revision	of	"culture"	we	must	situate	it	within	the	controlling
myth	of	social	and	political	reality	of	the	British	Empire	upon	which	the	sun	nevet	set,	an	ideology	left	over	from	the	previous	century.	In	modern	Britain	two	trajectoriesfor	"culture"	developed:one	led	back	to	the	past	and	the	feudal	hierarchiesthat	ordered	community	in	the	past;	here,	culture	acted	in	its	sacredfunction	as	preserver	of	the	past.	The
other	trajectory	led	toward	a	future,	socialist	utopia	that	would	annul	the	distinction	between	labor	and	leisure	classesand	make	transformation	of	status,not	fixity,	the	norm.	This	cultural	materialism	furnished	a	leftist	orientation	"critical	of	the	aestheticism,formalism,	antihistoricism,	and	apoliticism	common	among	the	dominant	postwar	methods	of
academic	literary	criticism";	such	was	the	description	in	the	JohnsHopkinsGuideto	LiteraryTheoryand	Criticism	(Groden	and	Krieswirth	L80).	Cultural	materialism	began	in	earnest	in	the	1950swith	the	work	of	F.	R.	Leavis,	heavily	influenced	by	Matthew	Arnold's	analysesof	bourgeois	culture.	Leavis	sought	to	use	the	educational	systemto	distribute
literary	knowledge	and	appreciation	more	widely;	Leavisites	promoted	the	"great	tradition"	of	Shakespeareand	Milton	to	improve	the	moral	sensibilitiesof	a	wider	range	of	readersthan	just	the	elite.	Ironically	the	threat	to	their	project	was	rr.assculture.	Raymond	Williams	applauded	the	richnessof	canonicaltexts	such	as	Leavis	promoted,	but	also
found	they	could	seem	to	erase	certain	communal	forms	of	life.	Inspired	by	Karl	Marx,	British	theorists	were	also	influenced	by	Gyorgy	Luk6cs,	Theodor	Adorno,	Louis	Althusser,	Max	Horkheimer,	Mikhail	Bakhtin,	and	Antonio	Gramsci.	They	were	especiallyinterestedin	problems	of	cultural	hegemony	and	in	the	many	systemsof	domination	related	to
literature.	From	Gramsci,	an	Italian	Marxist,	for	example,they	got	the	conceptof	cultural	"hegefirorrf,"	referring	to	relations	of	domination	not	always	visible	as	such.	Williams	noted	that	hegemony	was	"a	sense	of	reality	for	most	people.	.	.beyond	which	it	is	very	difficult	for	most	membersof	societyto	move"	(MarxismandLiteratureL10).But	the	people
are	282	.	A	Handbook	of	Critical	Approachesto	Literature	not	always	victims	of	hegemon!;	they	sometimes	possess	the	power	to	change	it.	Althusser	insisted	that	ideology	was	ultimately	in	control	of	the	people,	that	"the	main	function	of	ideology	is	to	reproduce	the	society's	existing	relations	of	production,	and	that	that	function	is	even	carried	out	in
literary	texts."	Ideology	must	maintain	this	state	of	affairs	if	the	state	and	capitalism	can	continue	to	reproduce	themselves	without	fear	of	revolution.	Althusser	saw	popular	literature	as	merely	"carrying	the	baggage	of	a	culture's	ideology,"	whereas	"higlrr"	literature	retained	more	autonomy	and	hence	had	more	power	(233).	Walter	Benjamin
attacked	fascism	by	questioning	the	value	of	what	he	called	the	"	artta"	of	culture.	Benjamin	helps	explain	the	frightening	cultural	context	for	a	film	such	as	Leni	Riefenstahl's	Triumph	of	the	Wiil	(1935).	Lukdcs	developed	what	he	called	a	"reflection	theory,"	in	which	he	stressed	literature's	reflection,	conscious	or	unconscious,	of	the	social	reality
surrounding	itnot	just	a	flood	of	realistic	detail	but	a	reflection	of	the	essenceof	a	society.	Fiction	formed	without	a	sense	of	such	reflection	can	never	fully	show	the	meaning	of	a	given	society.	Cultural	materialists	also	turned	to	the	more	humanistic	and	even	spiritual	insights	of	the	great	student	of	Rabelais	and	Dostoevsky,	Russian	Formalist	Bakhtin,
especially	his	amplification	of	the	dialogic	form	of	meaning	within	narrative	and	class	struggle,	at	once	conflictual	and	communal,	individual	and	social.	Feminism	was	also	important	for	cultural	materialists	in	recognizing	how	seemingly	"disinterested"	thought	is	shaped	by	power	structures	such	as	patriarchy.	B.	New	Historicism	Laputn-"the	whore."
What	did	Jonathan	Swift	mean	when	he	gave	that	name	to	the	flying	island	in	the	third	voyage	of	GuIliaer's	Traaels?It	is	a	question	that	has	tantalized	readers	since	the	eighteenth	century.	The	science	fiction	aspect	of	that	island	still	amuses	us,	but	why	"the	whore"?	There	may	be	an	answer,	and	as	we	will	show	later,	new	historicism	is	the	right
approach	to	answer	this	question.	"If	the	1970s	could	be	called	the	Age	of	Deconstruction,"	writes	foseph	Litvak,	"some	hypothetical	survey	of	late	Cultural	Studies..	283	twentieth-century	criticism	might	well	characterize	the	1980s	as	marking	the	Return	to	History,	or	perhaps	the	Recovery	of	the	Referent"	(120).	Michael	Warner	phrases	new
historicism's	motto	as,	"The	text	is	historical,	and	history	is	textual"	(5).	Frederic	|ameson	insisted,	"Always	historicize!"	(The	Political	Llnconscious9).	As	a	return	to	historical	scholarship,	new	historicism	concerns	itself	with	extraliterary	matters-letters,	to	reveal	diaries,	films,	paintings,	medical	treatises-looking	opposing	historical	tensions	in	a	text.
New	historicists	seek	"surprising	coincidences"	that	may	cross	generic,	historical,	and	cultural	lines	in	borrowings	of	metaphor,	ceremony,	or	popular	culture	(Veeser	xii).	New	historians	see	such	crosscultural	phenomena	as	texts	in	themselves.	From	Hayden	\Atrhite,cultural	studies	practitioners	learned	how	figural	relationships	between	present	and
past	troPes	are	shaped	by	historical	discourses.	From	Clifford	Geertz,	they	derived	the	importance	of	immersion	in	a	culture	to	understand	its	"deep"	ways,	as	opposed	to	distanced	observation.	Carolyn	Porter	credits	the	emergence	of	American	Studies,	Women's	Studies,	and	Afro-American	Studies	on	college	and	university	campuses	for	ushering	in
new	historicism	as	a	volatile	new	presence	in	literary	criticism	(74349).	New	historicism	versus	old	historicism:	the	latter,	says	Porter,	saw	history	as	"world	views	magisterially	unfolding	as	a	series	of	tableaux	in	a	film	called	Progress,"	as	though	all	Elizabethans,	for	example,	held	views	in	common.	The	new	historicism	rejects	this	periodization	of
history	in	favor	of	ordering	history	only	through	the	interplay	of	forms	of	power	(765).	Stephen	Greenblatt,	a	Renaissance	scholar	and	founding	editor	of	the	journalRepresentations,may	be	credited	with	the	coining	of	the	term	"new	historicism."	Greenblatt	identifies	major	influence	on	his	thought	from	]ameson,	Foucault,	and	JeanFrangois	Lyotard,	all
of	whom	raise	the	question	of	art	and	society	as	related	to	institutionalized	practices.	Jameson	blames	capitalism	for	perpetrating	a	false	distinction	between	the	public	and	the	private,	and	Lyotard	argues	that	capitalism	has	forced	a	false	integration	of	these	worlds.	New	historicism	exists,	Veeser	explains,	between	these	two	poles	in	an	attempt	to
work	with	the	"apparently	contradictory	historical	effects	of	284	*	A	Handbook	of	Critical	Approachesto	Literature	capitalism"	without	insisting	upon	an	inflexible	historical	and	economic	theory	(1-6).	From	Foucault,	new	historicists	developed	the	idea	of	a	broad	"totalizing"	function	of	culture	observable	in	its	literary	texts,	which	Foucault	called	the
epistDme.For	Foucault	history	was	not	the	working	out	of	"universal"	ideas:	because	we	cannot	know	the	governing	ideas	of	the	past	or	the	present,	we	should	not	imagine	that	"we"	even	have	a	"certter"	for	mappingthe	"teal."	Furthermore,	history	itself	is	a	form	of	social	oppression,	told	in	a	series	of	ruptures	with	previous	ages;	it	is	more	accurately
described	as	discontinuous,	riven	by	"fault	lines"	that	must	be	integrated	into	succeeding	cultures	by	the	epistdmesof	power	and	knowledge.	Methods	of	expression	can	also	be	methods	of	oppression;	even	though	the	modern	age	is	governed	by	a	complex	master	narrative,	it	may	still	be	seen	as	only	a	narrative	to	succeed	those	of	earlier	generations.
A	new	1pistbme	will	render	obsolete	our	ways	of	organtzingknowledge	and	telling	history.	New	historicism	frequently	borrows	terminology	from	the	marketplace:	exchnnge,negotiation,	and	circulation	of	ideas	are	described.	H.	Aram	Veeser	calls	"the	moment	of	exchange"	the	most	interesting	to	new	historicists,	since	social	symbolic	capital	may	be
found	in	literary	texts:	"the	critic's	role	is	to	dismantle	the	dichotomy	of	the	economic	and	the	non-economic,	to	show	that	the	most	purportedly	disinterested	and	self-sacrificing	practices,	including	art,	aim	to	maximize	personal	or	symbolic	profit"	(xiv).	Greenblatt	adds	that	"contemporary	theory	must	situate	itself	.	.	.	in	the	hidden	places	of
negotiation	and	exchange"	("Towards	a	Poetics	of	Culture"	13).	Bourdieu's	insights	are	again	a	resource,	especially	his	definition	of	tllte	habitus,	a	"system	of	dispositions"	comparable	to	what	linguists	analyze	as	the	sum	of	tacit	knowledge	one	has	to	know	to	speak	a	given	language.	What	about	Laputa?	How	can	new	historicism	help	us	answer	the
question	raised	a	few	pages	ago?	In	"The	Flying	Island	and	Female	Anatomy:	Gynaecology	and	Power	in	Gulliaer's	TrarJels,"Susan	Bruce	offers	a	reading	of	Book	III	that	makes	some	new	historicist	sense	out	of	Swift's	use	of	Laputa.	Bruce	ties	together	some	seemingly	disparate	events	of	the	year	1727,	soon	after	the	book	was	published,	including
relations	between	eighteenth-century	midwives	and	Cultural	Studies*	285	physicians	and	a	famous	scandal	involving	a	"monstrous	birth"	that	rocked	the	Royal	Court.	Bruce	examines	a	four-volume	commentary	on	Gullioer's	Traaelsby	one	Corolini	di	Marco,	in	which	the	author	gives	a	fairly	dry	account	of	his	observations	until	he	gets	to	the	episode	in
Book	IV,	"AVoyage	to	the	Houyhnhnms,"	in	which	Gulliver	captures	rabbits	for	food.	At	that	point,	di	Marco	launches	into	a	tirade:	But	here	I	must	observe	to	you,	Mr.	Dean,	en	passant,that	Mr'	Gulliver's	Rabbits	were	wild	Coneys,	not	tame	Gutless	ones,	such	as	the	consummate	native	effronterie	of	St.	Andr6	has	paulmed	upon	the	publick	to	be
generated	in	the	Body	of	the	Woman	at	Godalming	in	Surrey.	St.	Andr6	having,	by	I	know	not	what	kind	of	fatallty,	insinuated	himself	among	the	foreigners,	obtained	the	post	of	Anatomist-Royal.	Di	Marco	was	referring	to	a	scandal	involving	the	royal	physician	St.	Andr6	and	the	so-called	rabbet-woman	of	Surrey,	Mary	Toft,	who	managed	to	convince
prominent	members	of	the	medical	profession	in	1727	thatshe	had	givenbirth	to	a	number	of	rabbits,	which	she	had	actually	inserted	into	her	vagina	and	then	"labored"	to	produce.	Bruce	asks	why	di	Marco	felt	it	necessary	to	allude	to	this	event.	By	researching	records	of	Toft's	trial	and	the	ultimate	ruin	of	St.	Andr6,	she	illuminates	the	depiction	of
the	female	body	as	island	in	Book	III	of	Gulliaer's	Traaelsand	elsewhere.	Bruce	describes	the	trend	toward	the	education	of	midwives	and	the	medical	profession's	desire	to	stamP	them	out.	Examining	books	published	for	literate	midwives	during	this	period	and	testimony	from	Mary	Toft's	trial	allows	Bruce	to	describe	the	hostility	not	only	toward	the
midwife	who	collaborated	with	Toft	in	the	hoax	but	toward	women	in	general.	Bruce	then	connects	the	male	establishment's	outrage	at	the	female	Power	expressed	in	the	hoax	to	Gulliver's	observations	on	women/	especially	his	nauseating	description	of	the	Queen	of	Brobdingnag	at	the	table	or	his	seeing	another	Brobdingnagian	woman	with	a	breast
tumor	with	holes	so	large	that	he	"could	have	easily	crept"	into	one.	The	implication	is	that	under	the	male	gaze,	the	magnification	of	the	female	body	leads	not	to	enhanced	286	*	A	Handbookof	CriticalApproaches	to	Literature	appreciation	but	rather	to	horror	and	disgust.	Bruce	connects	Gulliver's	anxious	fixation	on	the	female	body	to	the	anxieties
of	his	age	involving	the	rise	of	scienceand	the	changing	role	of	women.	Laputa	is	a	gigantic	trope	of	the	female	body:	the	circular	island	with	a	round	chasm	at	the	center,	through	which	the	astronomers	of	the	island	descendto	a	domelike	structure	of	the	"Flandona	Gagnole,"	ot	"asttonomer's	cave."	Laputa	has	at	its	center	a	giant	lodestone	on	which
the	movement	of	the	island	depends.	The	floating	physical	structure	of	Laputa	is	like	a	uterus	and	vagina;	Gulliver	and	the	Laputians	are	able	to	enter	this	cavity	at	will	and	control	not	only	the	movements	of	the	lodestone	and	island,	but	also	the	entire	society.As	Bruce	remarks,	"It	is	this	which	engendersthe	name	of	the	island:	in	a	paradigmatic
instance	of	misogyny,	the	achievement	of	male	control	over	female	body	itself	renders	that	body	the	whore:	la	puta"	(71).	But	eventually	the	control	over	the	feminine	that	drives	Laputa	becomesits	own	undoing,	for	the	more	the	men	of	the	island	try	to	restrict	their	women	from	traveling	below	to	Balnibarbi	(where	they	engage	in	sexual	adventures
with	Balnibarbian	men),	the	more	male	impotence	threatens	Laputian	society.Gulliver	notes	the	men's	ineffectuality	in	several	ways,	abstracted	as	they	are	in	their	foolish	"science";	they	are	so	absent-mindedthey	must	have	an	attendant	called	a	"Flappe{'	who	constantly	must	slap	them	out	of	their	reveries.	The	women/	on	the	other	hand,	have	an
"Abundance	of	Vivacity;	they	condemn	their	Husbands,	and	are	exceedingly	fond	of	Strangers..	.	.	Mistress	and	Lover	may	proceed	to	the	greatest	Familiarities	before	[the	husband's]	Face,if	he	be	but	provided	with	Paper	and	implements,	and	without	his	Flapperby	his	side."	Bruce	connectsthe	men's	"doomed	attempt	of	various	types	of	scienceto
control	the	woman's	body"	to	the	debate	about	language	in	Book	III.	While	the	men	invent	the	"Engine	for	Improving	Speculative	Knowledge"	that	produces	only	broken	sentences,the	women	and	other	cofiunonersclamor	"to	speak	with	their	own	Tongues,after	the	Manner	of	their	Forefathers."	Thus	in	"A	Voyage	toLaputa,"	control	of	women	has	to
mean	control	of	their	discourse	as	well	as	their	sexuality,	reflecting	the	contemporary	debatesof	Swift's	day.	One	final	CulturalStudies*	287	historical	note:	a	pamphlet	published	n7727	was	purportedly	written	by	"Lemuel	Gullive+	Surgeon	and	Anatomist	to	the	Kings	of	Lilliput	and	Blefescu,and	Fellow	of	the	Academy	of	or	Sciencesin	Balnibarbi."	It	is
entitled	TheAnatomistDissected:	theMsn-Midwifefinally	broughtto	Bed.Its	subject	is	Mary	Toft,	the	"rabbet-\	/oman."	C.	AmericanMulticulturalism	In	1965	the	Watts	race	riots	drew	worldwide	attention.	The	Civil	Rights	Act	had	passedin1964,	and	the	backlashwas	well	under	way	in	1965:murders	and	other	atrocities	attended	the	civil	rights	march
from	Selma	to	Montgomery.	President	Lyndon	fohnson	signed	the	Voting	Rights	Act.	The	"long,	hot	summer"	of	1966	saw	violent	insurrections	in	Newark,	Detroit,	Cleveland,	Chicago,	Milwaukee,	Atlanta,	San	Francisco-the	very	television	seemed	ablaze.The	Black	Panther	Party	was	founded.	JamesMeredith,	the	first	African	American	student	to	enroll
at	the	University	of	Mississippi,	was	wounded	by	a	white	segregationist.Julian	Bond,	duly	electedStateRepresentative,	was	denied	his	seat	in	the	Georgia	House.	Nearly	all	African	American	students	in	the	South	attended	segregated	schools,	and	discrimination	was	still	unquestioned	in	most	industries.	Interracial	marriage	was	still	illegal	in	many
states.	Now,	nearly	a	half	century	later,	evolving	identities	of	racial	and	ethnic	groups	have	not	only	claimed	a	place	in	the	mainstreamof	American	life,	but	have	challengedthe	very	notion	of	"tace,"	more	and	more	seenby	social	scientists	as	a	construct	invented	by	whites	to	assign	social	status	and	privilege,	without	scientific	relevance.Unlike	sex,for
which	there	are	X	and	Y	chromosomes,race	has	no	geneticmarkers.	In	fact,	a1972Harvard	University	study	by	the	geneticist	Richard	Lewontin	found	that	most	genetic	differenceswere	within	racial	groups,	notbetween	them	(NezuYorkTimes,2}JuIy1996,A7,A7).In	the	new	century,	if	interracial	trends	continue,	Americans	will	be	puzzled	by	race
distinctions	from	the	past	since	children	of	multiracial	backgrounds	may	be	the	norm	rather	than	the	exception.	And	given	the	huge	influx	of	Mexican	Americans	into	the	United	Statesover	the	last	fifty	years/immigration	patterns	indicate	that	by	the	year	2050Anglo-Americans	will	no	288	*	A	Handbookof	CriticalApproaches	to	Literature	longer	be	the
majority,	nor	English	necessarilythe	most	widely	spoken	language.	Administrators	of	the	2000	Census	faced	multiple	problems	with	its	assignmentof	racial	categories,for	many	biracial	or	multiracial	people	did	not	identify	with	any	of	them.	Henry	Louis	Gates,fr.,	usesthe	word"race,,	only	inquotation	marks,	for	it	"pretends	to	be	an	objectiveterm	of
classihcaion,"	but	it	is	a	"dangerous	trope	.	.	.	of	ultimate,	irreducible	difference	between	cultures,	linguistic	groups,	or	adherents	of	specific	belief	systemswhich-more	often	than	not-also	have	fundamentally	opposed	economic	interests."	Without	biological	criteria	"race"	is	arbitrary:	"Yet	we	carelesslyuse	language	in	such	a	way	as	to	will	this	senseof
naturaldifferenceinto	oui	formulations.	To	do	so	is	a	pernicious	act	of	language,	one	which	exacerbatesthe	complex	problem	of	cultural	or	ethnic	difference,rather	than	to	assuageor	redressit"	(',Race,,4-5).	,,Race,,is	still	a	critical	feature	of	American	life,	full	of	contradictions	and	ambiguities;it	is	at	oncethe	greatestsourceof	socialconflict	and	the
richest	sourceof	cultural	development	in	America.	Questions	of	ethnicity	and	race	pervade	the	current	interest	in	multicultural	literary	studies:I4/hich	cultures	should	be	canonized?	Who	decides?I4trhatconstitutes	a	culture?	Is	culture	one	reads	Thucydides	on	the	subject	of	being	a	member	of	a	seafaring,	global	power,	one	should	also	read	Bernal
Diaz,s	account	of	the	conquest	of	Mexico.	"Every	American	should	understand	Mexico	from	the	point	of	view	of	the	observersof	the	conquest	and	of	the	history	before	the	conquest..	.	.	No	American	should	graduate	from	college	without	a	framework	CulturalStudies"	289	of	knowledge	that	includes	at	leastsomeconstruct	of	Asian	history,of	Latin-
American	history,	of	African	history"	(in	Sill	35).	1.	AfricanAmericanWriters	African	American	studies	is	widely	pursued	in	American	literary	criticism,	from	the	recovery	of	eighteenth-century	poets	suchasPhillis	\A/heatleytothe	experimentalnovelsof	Toni	Morrison.	In	Shadowand	Act	(1964)novelist	Ralph	Ellison	argued	that	any	"viable	theory	of	Negro
American	culture	obligatesus	to	fashion	a	more	adequate	theory	of	American	culture	as	a	whole"	(253).This	seemstoo	obvious	even	to	mention	today,	when	American	arts,	fashion,	music,	and	so	much	besides	is	baseduponAfricanAmerican	culture,	from	Oprah	to	Usher.But	in	Ellison's	day,	the	1950s,such	an	argument	was	considered	radical.	African
American	writing	often	displays	a	folkloric	conception	of	humankind;	a	"double	consciousness,"as	W.	E.	B.	DuBois	called	it,	arising	from	bicultural	identity;	irony,	parody,	tragedy,	and	bitter	comedy	in	negotiating	this	ambivalence;	atticks	upon	presumedwhite	cultural	superiority;	a	naturalistic	focus	on	survival;	and	inventive	reframings	of	language
itself,	19).Ellison	urged	black	writers	to	trust	their	own	experiences	and	definitions	of	reality.	He	also	upheld	folklore	as	a	sourceof	creativity;	itwas	what	"black	people	hadbefore	theyknew	there	was	such	a	thing	as	arl"	(Ellison	173).This	elevation	of	black	folk	culture	to	art	is	important,	and	it	led	to	divisions	among	black	artists:	for
example,ZoraNeale	Hurston's	relianceupon	folklore	and	dialect	annoyed	some	of	her	fellow	artists	of	the	Harlem	Renaissance,such	as	Langston	Hughes,	who	wished	to	distance	themselves	from	such	"tools!'	and	embrace	the	new	international	forms	availablein	literary	modernism.	Bernard	Bell	reviews	some	primary	features	of	African	American
writing	and	comparesvalue	systems:	Traditional	white	American	values	emanate	from	a	providential	vision	of	history	and	of	Euro-Americans	as	a	chosen	people,	a	290	.	A	Handbook	of	Critical	Approachesto	Literature	Cultural	Studies	,	291.	The	Harlem	Renaissance	(191'8-1937)	signaled	a	tremendous	upsurge	in	black	culture,	with	an	especial	interest
in	primitivist	art.	The	so-called	New	Negroes,	whom	Hurston	sarcastically	dubbed	the	"Niggerati"	(in	Epstein),	celebrated	black	culture.	Nathan	Eugene	"!eart"	Toomer	combined	African	spiritualism	and	Christianity	with	modern	experimental	prose	in	his	novel	Cnne	(1923).	Flurston,	Hughes,	and	others	including	Countee	Cullen	were	the	center	of
literary	life	and	black	culture	in	the	New	York	of	the	Roaring	TWenties.	AfricanAmerican	writing	continued	to	enter	the	mainstream	with	the	protest	novels	of	the	1940s.Spurred	by	the	Depression	and	the	failures	of	Jim	Crow	in	the	South,	Naturalist	author	Richard	Wright	furiously	attacked	white	American	society	at	the	start	of	the	Civil	Rights
movement	in	works	such	as	Natiae	Son	(1938)	andBlnckBoy	Q9afl.	Bigger	Thomas,	the	antihero	of	Natiae	Son,	is	the	archetypal"Bad	Nigger"	feared	by	whites:	a	murderous	rebel	in	a	mindless,	exploitative	society.	Ralph	Ellison	was	influenced	by	Naturalism	but	even	more	by	African	American	traditions	such	as	the	Trickster,	jazz,	blues,	"signifying,"
andpolitical	activism.	He	also	sought	to	connect	his	reading	in	the	European	and	American	traditions	of	Conrad,loyce,	Eliot,	Dostoyevsky,	]ames,	and	Faulkner,	as	he	discusses	at	length	in	the	preface	to	Inuisible	Man	(1949).	This	novel	of	a	physical	and	spiritual	odyssey	by	a	black	man	who	moves	forward	in	time	and	north	in	direction,	then	finally
underground	for	enlightenment,	is	a	journey	to	reclaim	himself	and	his	culture.	Inaisible	Mnn	seerned	to	speak	for	his	generation	of	young	black	intellectuals.	The	1960s	brought	Black	Power	and	the	Black	Arts	Movement,	proposing	a	separate	identification	and	symbology.	Major	figures	were	Amiri	Baraka	(previously	known	as	LeRoi	jones),	Margaret
Abigail	Walker,	Ernest	Gaines,	John	Edgar	Wideman,	and	Ishmael	Reed;	in	related	arts,	for	example,	music,	the	big	names	were	Chuck	Berry,	B.	B.	King,	Aretha	Franklin,	Stevie	Wonder,	and	]imi	Hendrix.	"Black"	culture	had	"crossed	over."	Today,	Toni	Morrison	shows	irritation	when	she	is	constantly	discussed	as	a	"Black	Writer"	instead	of	merely	a
writer.	Nevertheless,	Morrison's	works	such	as	The	Bluest	Eye	(1970),	Song	of	Solomon	(7977),	and	Beloaed	(1987)	give	readers	292	,,	A	Handbook	of	Critical	Approachesto	Literature	riveting	insights	into	the	painful	lives	of	her	black	protagonists	as	they	confront	racism	in	all	its	forms	inAmerican	society.	2.	Latina/o	Writers	Latina	/	o.	Hispanic.
Mexican	American.	Puerto	Rican.	Nuyorican.	Chicano.	Or	maybe	Huichol	or	Maya.	\Alhich	names	to	use?	The	choice	often	has	political	implications.	We	will	use	the	term	"Latina/	o"	to	indicate	a	broad	sense	of	ethnicity	among	Spanish-speaking	people	in	the	United	States.	Mexican	Americans	are	the	largest	and	most	influential	group	of	Latina/o
ethnicities	in	the	United	States.	Though	there	is	of	course	no	one	culture	that	can	accurately	be	described	as	Latina	/o,	the	diversity	of	Spanish-speaking	peoples-with	different	origins,	nationalities,	religions,	skin	colors,	class	identifications,	politics,	and	varying	names	for	themselves-has	had	an	enormous	impact	upon	"American,,	culture	since	its
beginnings.	These	characteristics	are	now	rapidly	entering	the	mainstream	of	everyday	life,	so	that	,,Ameiican	Literature"	and	"American	Studies"	are	now	referred	to	as	"Literatures	of	the	Americas"	or	"studies	of	the	Arnericas.,,	Republicans	and	Democrats	vigorously	court	the	"Hispanic	vote"	like	never	before,	and	Latina/os	are	reflected	at	an
unprecedented	rate	in	the	arts,	broadcasting,	and	entertainment.	This	is	also	true	of	literature	and	film,	as	the	phenomenal	careers	of	Sandra	Cisneros	and	Robert	Rodriguez,	show.	Cisneros,	of	San	Antonio,	rose	to	national	fame	with	her	first	book,	The	House	on	Mango	Street	(1984),	the	story	of	a	young	girl	growing	up	in	a	Chicago	barrio.	Mango
Street	was	published	by	a	then	relatively	obscure	press	in	Houston	called	Arte	priblico,	now	a	major	publisher	of	Latina/o	books.	Rodriguez,	an	Austin,	Texas,	resident,	has	made	award-winning	films	from	E/	Mariachi	to	Spy	Kids.	The	history	of	the	indigenous	cultures	of	the	New	World	is	punctuated	by	conquests	by	Indian	nations;	European	countries,
especially	Spain,	Portugal,	France,	and	England;	then	by	the	United	States.	Over	time,	there	emerged	in	former	Spanisl	possessionsamestizo	(mixed	blood)	literary	culture	in	addition	to	the	colonial	and	native	cultures.	What	would	become	Mexican	American	literatures	developed	through	combinations	of	Spanish	with	indigenous	art	CulturalStudies	"'
293	forms	to	create	new	folk	cultures	and	literatures.	The	turning	point	came	in	1848	when	the	Treaty	of	Guadalupe	Hidalgo	ended	two	years	of	warfare	between	Mexico	and	the	United	States	and	ratified	the	relinquishment	of	nearly	half	of	Mexico's	territory,	including	the	present	states	of	California,	New	Mexico,	and	Arizona,	and	parts	of	several
others.	The	majority	of	Mexican	residents	stayed	in	place,	transformed	into	Mexican	Americans	with	a	stroke	of	the	pen.	The	trajectory	of	Mexican	culture	in	the	southwest	shifted	toward	the	newly	expanded	United	States.	Not	surprisingly,	one	of	the	primary	tropes	in	Latina/	o	studies	has	to	do	with	the	entire	concept	of	bordersborders	between
nations,	between	cultures,	and	within	cultures.	In	Borderlands/LaFrontera:	The	New	Mestiza,	Gloria	Anzaldria	demonstrates	how	Latinas	live	between-between	two	countries,	between	two	languages,	between	two	cultures;	she	describes	this	another	way	in	her	poem,	"To	Live	in	the	Borderlands	Means	You."	As	a	lesbian	Latina	critic,	Anzaldria	calls
her	ownliminal,	or	border	space,a	challenge	to	live	"on	the	borders	and	in	margins,	[where]	keeping	intact	one's	shifting	and	multiple	identity	and	integrity	is	like	trying	to	swim	in	a	new	element	an'alien'	element"	(L).	"Code-switching"	is	a	border	phenomenon	studied	by	linguists.	Speakers	who	code-switch	move	back	and	forth	between	Spanish	and
English,	for	instance,	or	resort	to	the	"Spanglish"	of	border	towns;	linguists	note	why	and	when	certain	words	are	uttered	in	one	language	or	another.	They	note	that	among	code-switchers	words	that	have	to	do	with	home	or	family	or	church	are	always	in	Spanish,	whereas	more	institutional	terms	especially	relating	to	authority	are	in	English.
Liminality,	or	"between-ness,"	is	characteristic	of	postmodern	experience	but	also	has	special	connotations	for	Latina/os.	Juan	Flores	and	George	Yudice	write	that	since	the	"discovery"	of	America	transformed	the	ocean	into	a	frontier	that	Europeans	might	cross	to	get	to	a	New	World,	today	the	map	for	Latina/os	is	a	"cultural	map	which	is	all	border."
They	define	"America"	as	a	"living	bordeg"	a	site	of	"continual	crossover"	of	languages,	identities,	space,	and	political	boundaries,	a	"trans-creation"	that	allows	us	to	understand	"the	ultimate	arbitrariness	of	the	border	itself,	of	forced	separations	and	inferiorizations."	For	them,	"the	search	for'America,'	the	inclusive,	294	,'	A	Handbook	of	Critical
Approachesto	Literature	multicultural	society	of	the	continent,	has	to	do	with	nothing	less	than	the	imaginative	ethos	of	remapping	and	renaming	in	the	service	not	only	of	Latinos	but	of	all	claimants"	(80).	Thus,	in	many	"immigrarrt"	literatures	one	notes	the	frequency	of	autobiographical	tropes	of	crossing	over,	of	being	in	cultural	hiding,	of
alienation	within	mainstream	culture,	of	creating	new	identities.	The	Chicano	Movement	of	the	1960s	and	1970s	meant	renewed	Mexican	American	political	awareness	and	artistic	production.	World	War	II	had	greatly	accelerated	the	process	of	Mexican	American	acculturation.	Rudolfo	Anaya's	Bless	Me,	Ultima	(1973),	perhaps	the	best-known	Latino
novel,	focuses	on	the	impact	of	World	War	II	on	a	small	community	in	New	Mexico.	With	their	academic	training	in	Spanish	and	Latin	American	literatures,	Rolando	Hinojosa-Smith	and	Tom6s	Rivera	wrote	primarily	in	Spanish	and	frequently	in	estampas,	or	sketches,	sometimes	only	a	few	paragraphs	in	length.	Two	other	key	contributors	to	Latino
fiction	are	Oscar	Zeta	Acosta,	author	of	The	Reaolt	of	the	CockroachPeople	(1973),	and	Richard	Rodriguez,	author	of	the	memoh	Hunger	of	Memory	(1981),	and	more	recently	a	commentator	on	PBS's	Nerls	Hour	rnith	lim	Lehrer.	Some	Latinas,	such	as	MariaAmparo	Ruiz	de	Burtory	author	of	the	1885	novel	of	California,	The	Squatter	and	the	Don,
were	among	the	early	writers;	Josephina	Niggli's	1945	novel	Mexican	Village	was	the	first	literary	work	by	a	Mexican	American	to	reach	a	general	American	audience.	Yet	until	the	1970s	only	male	authors	were	usually	recognized.	Latinas	have	the	task	of	redefining	not	only	ethnicity	but	also	gender	roles	and	histories	different	from	their	men.	They
provide	insight	into	the	machismo	of	Mexican	culture,	call	for	liberation	of	women	from	abusive	and	exploitative	relationships,	and	celebrate	the	newly	heard	voices	of	Mexican	American	women	writers.	Three	cultural	archetypes	have	been	central	to	Latina	identity:	La	Malinche,	La	Virgen	de	Guadalupe,	and	La	Llorona,	but	these	are	being	newly
interrogated	today.	Together	they	offer	a	range	of	Latina	themes	and	concerns.	Malinche	is	the	name	given	to	an	Aztec	woman	sold	into	slavery	by	her	parents,	who	eventually	became	the	aide	and	lover	of	Hernan	de	Cort6s	following	his	conquest	of	Mexico	and	his	settlement	in	Veracruz.	Cultural	Studies*	295	She	bore	him	a	son,	but	he	later	married
a	Spanish	noblewoman.	Malinche's	name	has	been	slmonymous	with	betrayal,	but	her	son	was	the	first	mestizo.	Latina	critics	have	sought	to	revise	the	prevailing	view	of	Malinche	by	dramatizing	her	victimization	and	her	mothering	of	the	new	mestizo	race.	The	Virgin	of	Guadalupe	is	the	patron	saint	of	Mexico,	appearing	everywhere,	from	churches
to	charms	dangling	from	taxicab	mirrors.	She	was	originally	a	Spanish	saint	of	seafarers,	but	when	transferred	to	the	Americas	she	also	took	on	the	role	of	the	indigenous	brown	mother	goddess,	mother,	protector,	nurturer;	she	may	be	seen	as	a	descendant	of	Tonantzin,	an	Aztec	goddess	of	fertility,	on	whose	horned	moon	she	is	portrayed.	Guadalupe
is	another	mother	of	the	mestizo	racet	symbolizing	flre	essence	of	virtue,	self-sacrifice,	and	humility	before	God.	La	Llorona	originates	in	Indian	folklore.	She	is	said	to	have	been	a	woman	who	murdered	her	children	after	discovering	her	husband	was	unfaithful,	and	according	to	legend	she	was	condemned	to	an	eternal	penance	of	sorrow	She
wanders	the	roads	at	night	crying	for	her	lost	children.	Like	the	other	female	figures,	she	stands	for	a	combination	of	the	extremes	of	purity	and	guilt.	"Chicanas	are	Malinches	all,"	write	Tey	Diana	era,	"for	they,	too,	are	translators"	Rebolledo	and	Eliana	S.	(33).	And	there	are	of	course	more:	Latina	writers	are	some	of	the	most	energetically	studied
writers	today.	3.	American	Indian	Literatures	In	predominantly	oral	cultures,	storytelling	passes	on	religious	beliefs,	moral	values,	political	codes,	and	practical	lessons	of	everyday	life.	For	American	lndians,	stories	are	a	source	of	strength	in	the	face	of	centuries	of	silencing	by	EuroAmericans.	Again,	a	word	on	names:	Natiae	American	seems	to	be
the	term	preferred	by	most	academics	and	many	tribal	members,	who	find	the	term	lndian	a	misnomer	and	stereotype-as	in	helped	whites	"cowboys	and	Indians"	or	"Indian	giver"-that	And	yet	peoples.	indigenous	away	from	wrest	the	continent	"Native	Indians	over	by	is	preferred	Indian"	often	"American	such	otganizain	the	names	of	demonstrated
American,"	as	tions	as	the	American	Indian	Movement	(AIM)	or	the	Association	for	the	Study	of	American	Indian	Literatures	(ASAIL),	as	to	Literature	296	*	A	Handbookof	CriticalApproaches	Alan	R.	Velie	notes	(3).	The	best	names	to	use	would	be	those	of	the	hundreds	of	tribes,	with	an	awarenessof	their	differing	languages,beliefs,	and	customs,
confusingly	lumped	together	as	"Indian."	Just	as	most	Europeans	identify	themselves	as	French	or	Dutch	or	Basquerather	than	"European,"	so	too	American	Indian	identities	are	tribal.	TWotypes	of	Indian	literature	have	evolved	asfields	of	study.	TraditionalIndian	literature	includes	tales,	songs,	and	oratory	that	have	existed	on	the	North	American
continent	for	centuries,	composed	in	tribal	languagesand	performed	for	tribal	audiences,	such	as	the	widely	studied	Winnebago	Tiickster	Cycle.	Today,traditional	literatures	are	composedin	English	as	welL	MainstreamIndian	literaturerefersto	works	written	by	Indians	in	English	in	the	traditional	gerues	of	fiction,	poetry,	and	autobiography.
Traditional	literature	was	and	is	oral;	because	the	Indian	tribes	did	not	have	written	languages,	European	newcomers	assumed	they	had	no	literature,	but	as	Velie	observes,this	would	be	like	assuming	that	the	Greeks	of	the	lliad	had	no	literature	either.Far	from	the	stereotype	andthe"Odyssey	of	the	mute	Indian,	American	Indians	createdthe	first
American	literatures	(9).	Traditional	Indian	literature	is	not	especially	accessiblefor	the	averagereader,and	it	is	not	easyto	translatefrom	Cherokee	into	English.	Contextual	frames	do	not	translate	well,	nor	does	the	oral/performative/sacred	function	of	traditional	literature.	Furthermore,	Indians	do	not	separateliterature	from	everyday	life	as	a
specialcategoryto	be	enjoyed	in	leisure	time.	All	members	of	the	tribe	listen	to	songs	and	chants	with	no	distinction	between	high	and	low	culture.	A	tribe's	myths	and	stories	are	designed	to	perpetuate	their	heritage	and	instruct	the	young,	cure	illnesses,ensurevictory	in	battle,	or	securefertile	fields.	It	is	a	literature	that	is	practical.	The	earliest
mainstream	Indian	author	in	the	anthologies	is	Samson	Occom,	a	Mohegan	schoolmaster,who	published	as	early	as	1772.Later	writers	of	the	nineteenth	and	early	twentieth	centuries,such	as	William	Apess,	Yellow	Bird	(fohn	Rollin	Ridge),	Simon	Pokagnon,	Sara	Winnemucca	Hopkins,	D'Arcy	McNickle,	and	Mourning	Dove	(Humishuma),	dealt	with
native	rights,	the	duplicities	of	U.S.	government	and	military	leaders,	racial	ambivalence,	creation	myths,	trickster	humor,	CulturalStudies"	297	and	tribal	constancyin	the	face	of	repeated	assaults.Of	particular	interest	to	later	generations	was	early	twentieth-century	writer	Gertrude	Bonnin.	better	known	bv	her	Dakota	Sioux	name	Zitkala-Sa,	who
compiled	a	collection	of	trickster	tales	from	her	girlhood	and	wrote	movingly	of	the	experience	of	being	sent	to	a	white	boarding	school	off	the	reservation.	Yet	it	was	not	until	the	1960sthat	the	American	reading	public	at	large	becameaware	of	works	by	American	Indian	writers,	especially	after	the	publication	of	Kiowa	writer	M.	Scott	Momaday's
HouseMadeof	Dawn	(1968),which	won	the	Pulitzer	Prize,	and	his	memoir,	TheWayto	RainyMountain	(1969),beginning	a	renaissanceof	Indian	fiction	and	poetry.	Louise	Erdrich,	Joy	Harjo,	and	others	became	major	literary	figures,	making	little-known	but	historically	rich	sectionsof	the	country	speak	of	their	Indian	past	and	present.Erdrich's	novels
LoaeMedicine	(1984),TheBeetQueen(1986),and	Tracks(1988)follow	the	fortunes	of	several	North	Dakota	Indian	families	in	an	epic	unsparing	in	its	satiric	revelations	of	their	venality,	libidinousness,and	grotesquerie.From	her	competing	narrators	emerges	a	unified	story	of	a	community	under	siege	by	the	outside	world.	Creek	Indian	Joy	Harjo
transforms	traditional	Indian	poetic	cadencesinto	the	hypnotic	poetry	of	SheHad	SomeHorses	(1983),where	her	lyrics	tell	"the	fantastic	and	terrible	story	of	our	survival"	through	metaphors	of	landscapeand	the	body.	4.	AsianAmerican	Writers	Asian	American	literature	is	written	by	people	of	Asian	descent	in	the	United	States,addressing	the
experienceof	living	in	a	society	that	views	them	as	alien.	Asian	immigrants	were	denied	citizenship	as	late	as	the	1950s.Edward	Said	has	written	of	orientalism,or	the	tendency	to	objectify	and	exoticizeAsians,	and	their	work	has	sought	to	respond	to	such	stereotyping.	Asian	American	writers	include	Chinese,	Japanese,Korean,	Filipino,
Vietnamese,Malaysian,	Polynesian,	and	many	other	peoplesof	Asia,	the	Lrdian	subcontinent,and	the	Pacific.These	cultures	present	a	bewildering	arcay	of	languages,	religions,	social	structures,	and	skin	colors,	and	so	the	category	is	even	more	broad	and	artificial	than	Latina/o	or	American	Indian.	Furthermore,	some	Asian	American	writers	are
relatively	new	arrivals	in	the	United	States,while	others	trace	their	American	CulturalStudies*	299	298	*	A	Handbookof	Critical	Approachesto	Literature	forebears	for	generations,	as	Mexican	Americans	do.	Names	can	get	tricky	here	too:	people	with	the	same	record	of	residence	and	family	in	the	United	States	might	call	themselves	Chinese,	Chinese
American,	Amer-Asian,	or	none	of	the	above.	In	Hawaii	the	important	distinction	is	not	so	much	ethnicity	as	being	"local"	versus	haole	(white).	Asian	American	literature	can	be	said	to	have	begun	around	the	turn	of	the	twentieth	century,	primarily	with	autobiographical	"paper	son"	stories	and	"confessions."	Paper	son	stories	were	carefully	fabricated
for	Chinese	immigrant	men	to	make	the	authorities	believe	that	their	New	World	sponsors	were	really	their	fathers.	Each	tale	had	to	provide	consistent	information	on	details	of	their	fictitious	village	life	together.	Confessions	were	elicited	from	Chinese	women	rescued	by	missionaries	from	prostitution	in	California's	booming	mining	towns	and
migrant	labor	camps.	A	later	form	of	this	was	the	"picture	bride"	story,	written	by	Asian	women	seeking	American	husbands.	Asian	American	autobiography	inherited	these	descriptive	strategies,	as	Maxine	Hong	Kingston's	The	Woman	Warrior:	Memoirs	of	a	Girlhood	Among	Ghosts	(7976)	illustrates.	This	book	at	first	caused	confusion	in	the	Chinese
American	literary	community:	was	it	a	subtle	critique	of	its	narrator,	or	an	unapologetic	description	of	what	it	feels	like	for	her	to	grow	up	a	Chinese	American	woman?	The	fact	that	it	was	sold	as	nonfiction	supported	the	latter	notion.	The	liminality	of	genre	here	is	significant.	Identity	may	be	individually	known	within	but	is	not	always	at	home	in	the
oufward	community.	Chinese	women	make	up	the	largest	and	most	influential	group	of	Asian	American	writers.	Ironically,	given	the	frequent	cultural	silencing	of	Asian	women,	they	have	produced	an	astonishing	array	of	literary	works,	far	outdistancing	Asian	men.	The	first	to	become	known	in	the	West	tended	to	be	daughters	of	diplomats	or
scholars	or	those	educated	in	Western	mission	schools;	two	Eurasian	sisters,	Edith	and	Winnifred	Eaton,	were	typical.	They	emigrated	with	their	parents	to	the	United	States,	and	while	Edith	published	stories	of	realistic	Chinese	people	in	Mrs.	Spring	Fragrance(7972),	Winnifred,	who	adopted	the	]apanese	pen	name	"Onoto	Watanna,"	was	the	author
of	"fapanese"	novels	of	a	highly	sentimentalized	na-	ture,	full	of	moonlit	bamboo	groves,cherry	blossoms,and	dolllike	heroines	in	delicate	kimonos.	A	second	family	of	sisters	became	popular	just	before	World	War	II:	Adet,	Anoq,	and	Meimei	Lin,	whose	best-known	work	was	their	reminiscence	DausnooerChunking(1947),a	firsthand	experienceof	war
written	by	a	seventeen-year-old,a	fourteen-year-old,	and	a	tenyear-old,	an	unflinching	portrayal	of	the	horrifying	sights	of	rotting	corpses,burning	houses,abandonedchildren.	Anor	Lin	later	took	the	name	Lin	Tay-yi	and	published	a	second	novel,	War	Tide(L943),about	the	Japaneseinvasion	of	Hangchow.	Jade	Snow	Wong's	female	Bildungsromanwas
called	Fifth	ChineseDaughter.A	story	of	growing	up	in	SanFrancisco'sChinatown,	it	strikes	a	different	note	than	the	war	novels.	The	heroine	is	tormented	by	a	white	child	in	a	schoolyardwho	calls	her	"Chinky,	Chinky,	Chinaman."	She	does	not	react	to	him	becauseshe	is	astonishedby	his	behavior:	Jade	Snow	thought	that	he	was	tiresome	and	ignorant.
Everybody	knew	that	the	Chinese	people	had	a	superior	culture.	Her	ancestors	had	created	a	great	art	heritage	and	made	inventions	important	to	world	civilization.	.	.	.	She	had	often	heard	Chinese	people	discuss	the	foreigners	and	their	strange	ways,	but	she	would	never	have	thought	of	running	after	one	of	them	and	screaming	with	pointed	finger,
"Hair	on	your	chest!"	(68)	|ade	Snow	and	her	family	pursue	the	American	Dream	but	remain	proudly	Chinese.	More	recently	Amy	Thn	is	perhaps	best	known.	}{.et	loy	Luck	Club	(7989)	is	still	a	popular	read	and	was	made	into	a	successful	film.	Tan	traces	the	lives	of	four	Chinese	women	immigrants	starting	in7949,	when	they	form	their	mah-jongg
club	and	swap	stories	of	life	in	China;	these	mothers'vignettes	alternate	with	their	daughters'	stories.	Increasing	attention	in	Asian	American	studies	has	been	focused	on	writers	from	Hawaii,	Guam,	and	the	Philippines,	including	Hawaiian	writers	Carolyn	Lei-lanilau,	author	of	Ono	Ono	Girl's	HuIa	(1997),	and	Lois-Ann	Yamanaka,	author	of	WiId	Meat
and	the	Bully	Burgers	(1997).	Works	written	about	the	Pacific	by	Anglo-American	authors	such	as	Herman	Melville's	Typee	$8aQ,	Robert	Louis	Stevenson's	Treasurelsland	(1883),	300	*	A	Handbookof	CriticalApproaches	to	Literature	]ack	London's	TheHouseof	Pride	(1912),and	JamesMichener's	Hnwaii	(1959)are	now	read	in	opposition	to	works	by
"Iocal"	writers.	For	example,	London's	story	"Koolau	the	Leper"	(1908),Piilani	Kaluaikoolau'sTheTrueStoryof	Kaluaikoolau:	As	Toldby	His	Wife,Piilnni	(1906,translated	by	FrancesN.	Frazier	in	2001),and	W.	S.	Merwin's	epic	poem	The	Folding	CIffi:	A	Narratiae	(2000)	provide	three	different	versions	of	Kauai's	most	celebratedhero.	D.	Postmodernism
and	PopularCulture	1.	Postmodernism	Postmodernism,like	poststructuralism	and	deconstruction,is	a	critique	of	the	aestheticsof	the	preceding	age,but	besidesmere	critique,	postmodernism	celebratesthe	very	act	of	dismembering	tradition.	Postmodernism	questions	everything	rationalist	European	philosophy	held	to	be	true,	arguing	that	it	is	all
contingent	and	that	most	cultural	constructions	have	served	the	function	of	empowering	members	of	a	dominant	social	group	at	the	expenseof	"others."	Beginning	in	the	mid-1980s,postmodernism	emergedin	art,	architecture,music,	film,	literature,	sociology,communications,	fashion,	and	other	fields.	Modernist	literature	rejected	the	Victorian
aesthetic	of	prescriptive	morality	(famously	argued	by	Henry	Jamesin	"The	Art	of	Fiction")	and,	using	new	techniques	drawn	from	psychology,	experimented	with	point	of	view,	time,	space,	and	stream-of-consciousness	writing.	Major	figures	of	"high	modernism"	who	radically	redefined	poetry	and	fiction	included	Virginia	Woolf,	james	foyce,	Ezra
Pound,	T.	S.	Eliot,	Wallace	Stevens,Marcel	Proust,	Franz	Kafka,	and	William	Faulkner.	Modernism	typically	displayed	an	emphasison	impressionism	and	subjectivity,on	how	subjectivity	takesplace,rather	than	on	what	is	perceived.	Modernists	deployed	fragmented	forms,	discontinuous	narratives,	and	pastiche	as	in	Faulkner's	The	Soundand	the	Fury
$929).	Often	narratives	were	sparse,even	minimal,	as	in	Stevens'spoetry.	Modernist	novels	sought	to	be	metafictive,	or	self-referentialabout	their	status	as	texts,	their	production	as	art,	and	their	reception.	Postmodernism	borrows	from	modernism	disillusionment	with	the	givens	of	society;	a	penchant	for	irony;	the	self-	CulturalStudies*	301	conscious
"pIuy"	within	the	work	of	art;	fragmentation	and	ambiguity;	and	a	destructured,	decentered,	dehumanized	subject.	But	while	modernism	presented	a	fragmented	view	of	human	history	(as	in	Eliot's	The	Waste	Land	119251),this	fragmentation	was	seen	as	tragic.	Despite	their	pessimism,	modernist	works	still	hope,	following	Matthew	Arnold	a
generation	before,	that	art	may	be	able	to	provide	the	unity,	coherence,	and	meaning	that	has	been	lost	in	most	of	modern	life,	as	church	and	nation	have	failed	to	do.	One	can	locate	this	hope,	faint	as	it	sometimes	is,	in	such	memorable	passages	as	the	Molly	Bloom	section	that	closes	]oyce's	Ulysses	(1922).In	contrast,	postmodernism	not	only	does
not	mourn	the	loss	of	meaning,	but	celebrates	the	activity	of	fragmentation.	Whereas	modernism	still	seeks	a	rational	meaning	in	a	work	of	art,	postmodemism	explores	the	provisionality	and	irrationality	of	art.	Frederic	Jameson	sees	artistic	movements	like	modernism	and	postmodernism	as	cultural	formations	that	accompany	particular	stages	of
capitalism	and	are	to	some	extent	constructed	by	it.	Realism	was	the	predominant	style	within	eighteenth-	and	nineteenth-century	market	capitalism,	with	its	new	technologies	such	as	the	stream	engine	that	transformed	everyday	life.	From	the	late	nineteenth	century	through	World	War	II,	modernism	ruled	the	arts	within	monopoly	capitalism,
associated	with	electricity	and	internal	combustion.	The	third	phase	is	dominated	by	global	consumer	capitalism,	the	emphasis	placed	on	advertising	and	selling	goods,	now	called	the	InformationAge.	Societies	must	have	order.	Jean-FranEois	Lyotard	argues	that	stability	is	maintained	through	"grand	narratives"	or	"master	narratives,"	stories	a
culture	tells	itself	about	its	practices	and	beliefs	in	order	to	keep	going.	A	grand	narrative	in	American	culture	might	be	the	story	that	democracy	is	the	most	enlightened	or	rational	form	of	government,	and	that	democracy	will	lead	to	universal	human	happiness.	But	postmodernism,	Lyotard	adds,	is	characterized	by	"incredulity	toward
metanarratives"	that	serve	to	mask	the	contradictions	and	instabilities	inherent	i^	aoy	social	organization.	Postmodernism	prefers	"mini-narratives"	of	local	events.	Similarly,	Jean	Baudrillard	describes	the	"simulacra"	of	postmodern	life	which	have	taken	the	place	of	"real"	o$ects.	Think	for	example	of	video	games	or	Cultural	Studles*	303	302	*	A
Handbook	of	Critical	Approachesto	Literature	music	compact	discs,	for	which	there	is	no	original	in	the	way	that	reproductions	are	made	of	original	paintings	or	statues.	Virtual	reality	games	add	another	dimension	to	the	artificiality	of	postmodern	life.	Perhaps	postmodernism	is	best	compared	to	the	emergence	of	computer	technology.	In	the	future,
anything	not	digitizable	may	cease	to	be	knowledge.	For	Baudrillard,	postmodernism	marks	a	culture	composed	"of	disparate	fragmentary	experiences	and	images	that	constantly	bombard	the	individual	in	music,	video,	television,	advertising	and	other	forms	of	electronic	media.	The	speed	and	ease	of	reproduction	of	these	images	mean	that	they	exist
only	as	image,	devoid	of	depth,	coherence,	or	originality"	(in	Childers	and	Hentzi	235).	Postmodernism	thus	reflects	both	the	energy	and	diversity	of	contemporary	life	as	well	as	its	frequent	lack	of	coherence	and	depth.	The	lines	between	reality	and	artifice	can	become	so	blurred	that	reality	TV	is	now	hard	to	distinguish	from	reality-and	from
television	entertainment.	2.	Popular	Culture	There	was	a	time	before	the	1960s	when	popular	culture	was	not	studied	by	academics-when	it	was,	well,	just	popular	culture.	But	within	American	Studies	programs	at	first	and	then	later	in	many	disciplines,	including	semiotics,	rhetoric,	literary	criticism,	film	studies,	anthropology,	history,	women's
studies,	ethnic	studies,	and	psychoanalytic	approaches,	critics	examine	such	cultural	media	as	pulp	fiction,	comic	books,	television,	film,	advertising,	popular	music,	and	computer	cyberculture.	They	assess	how	such	factors	as	ethnicity,	race,	gender,	class,	age,	region,	and	sexuality	are	shaped	by	and	reshaped	in	popular	culture.	There	are	four	main
types	of	popular	culture	analyses:	production	analysis,	textual	analysis,	audience	analysis,	and	historical	analysis.	These	analyses	seek	to	get	beneath	the	surface	(denotative)	meanings	and	examine	more	implicit	(connotative)	social	meanings.	These	approaches	view	culture	as	a	narrative	or	story-telling	process	in	which	particular	texts	or	cultural
artifacts	(i.e.,	a	hit	song	or	a	television	program)	consciously	or	unconsciously	link	themselves	to	larger	stories	at	play	in	the	society.	A	key	here	is	how	texts	create	subject	positions	or	identities	for	those	who	use	them.	Postmodernists	tend	to	speak	more	of	subject	positions	rather	than	the	humanist	notion	of	independent	individuals.	Production



analysis	asks	the	following	kinds	of	questions:Who	owns	the	media?Who	createstexts	and	why?	Under	what	constraints?How	democratic	or	elitist	is	the	production	of	popular	culture?What	about	works	written	only	for	money?	Textuqlanalysisexamines	how	specific	works	of	popular	culture	create	meanings.	Audienceanalysisasks	how	different	groups
of	popular	culture	consumers,or	users,make	similar	or	different	senseof	the	same	texts.	Historical	analysis	investigates	how	these	other	three	dimensions	change	over	time.	As	we	will	demonstrate	in	our	discussion	of	Frankenstein,	sometimespopular	culture	can	so	overtake	and	repackagea	literary	work	that	it	is	impossible	to	read	the	original	text
without	reference	to	the	many	layers	of	popular	culture	that	have	developed	around	it.	As	we	will	also	point	out,	the	popular	culture	reconstructionsof	a	work	llke	Frankensteincanalso	open	it	to	unforeseennew	interpretations.	E.	PostcolonialStudies	refers	to	a	historical	phase	undergone	by	Third	Postcolonialism	World	countries	after	the	decline	of
colonialism:	for	example,	when	countries	in	Asia,	Africa,	Latin	America,	and	the	Caribbean	separated	from	the	European	empires	and	were	left	to	rebuild	themselves.Many	Third	World	writers	focus	on	both	colonialism	and	the	changescreated	in	a	postcolonial	culture.	Among	the	many	challengesfacing	postcolonial	writers	are	the	attempts	both	to
resurrect	their	culture	and	to	combat	the	preconceptionsabout	their	culture.	At	first	glance	postcolonial	studies	would	seemto	be	a	matter	of	history	and	political	science,rather	than	literary	criticism.	However,	we	must	remember	that	English,	as	in	"English	Department"	or	"English	Literature,"	has	been	sincethe	age	of	the	British	Empire	a	global
language	(it	is	today,	for	example,	almost	exclusively	the	language	of	the	internet).	Britain	seemedto	foster	in	its	political	institutions	as	well	as	in	literature	universal	ideals	for	proper	living,	while	at	the	same	time	perpetuating	the	violent	enslavement	of	Africans	and	other	imperialist	cruelties	around	the	world,	causing	untold	misery	304	*	A
Handbookof	CriticalApproaches	to	Literature	and	destroying	millions	of	lives.	Postcolonialliterary	theorists	study	the	English	language	within	this	politicized	context,	especiallythosewritings	that	developed	at	the	colonial"front,"	such	as	works	by	Rudyard	Kipling,	E.	M.	Forster,jean	Rhys,	or	JamaicaKincaid.	Earlier	figures	such	as	Shakespeare'sCaliban
are	re-read	today	in	their	New	World	contexts.Works	such	as	TheEmpireWritesBack,edited	by	Bill	Ashcroft	and	others,	and	TheBlackAtlantic	by	Paul	Gilroy	have	radically	remapped	cultural	criticism.	Said's	concept	of	orientalismwas	an	important	touchstoneto	postcolonial	studies,	as	he	described	the	stereotypical	discourse	about	the	East	as
constructed	by	the	West.	This	discouse/	rather	than	realistically	portraying	Eastern	"others,"	constructsthem	based	upon	Western	anxieties	and	preoccupations.	Said	sharply	critiques	the	Westernimage	of	the	Oriental	as	"irrational,	depraved	(fallen),	child-like,'	differerrt,"'	which	has	allowed	the	West	to	define	itself	as	"rational,	virtuous,
maturer'normal"'	(40).	Frantz	Fanon,	a	French	Caribbean	Marxist,	drew	upon	his	own	horrific	experiences	in	French	Algeria	to	deconstruct	emerging	national	regimes	that	are	basedon	inheritancesfrom	the	imperial	powers,	warning	that	class,not	race,	is	a	greater	factor	in	worldwide	oppression,	and	that	if	new	nations	are	built	in	the	molds	of	their
former	oppressors,then	they	will	perpetuate	the	bourgeois	inequalities	from	the	past.	His	book	TheWretchedof	the	Earth	(1961)has	been	an	important	inspiration	for	postcolonial	cultural	critics	and	literary	critics	who	seek	to	understand	the	decolonizing	project	of	Third	World	writers,	especially	those	interested	in	African	and	African	American	texts.
Homi	K.	Bhabha's	postcolonial	theory	involves	analysis	of	nationality,	ethnicity,	and	politics	with	poststructuralist	ideas	of	identity	and	indeterminacy,	defining	postcolonial	identities	as	shifting,	hybrid	constructions.	Bhabha	critiques	the	presumed	dichotomies	between	center	and	periphery,	colonized	and	colonizer,	self	and	other,	borrowing	from
deconstruction	the	argument	that	theseare	falsebinaries.	He	proposesinstead	a	dialogic	model	of	nationalities,	ethnicities,	and	identities	characterizedby	what	he	calls	lrybridity;that	is,	they	are	some-	CulturalStudies*	305	thing	new,	emerging	from	a	"Third	Space"	to	interrogate	the	givens	of	the	past.	Perhapshis	most	important	contribution	has	been
to	stress	that	colonialism	is	not	a	one-way	street,	that	becauseit	involves	an	interaction	between	colonizer	and	colonized,	the	colonizer	is	as	much	affected	by	its	systems	as	the	colonized.	The	old	distinction	between	"industrialized"	and	"developing"	nations	does	not	hold	true	today,	when	so	many	industrial	jobs	have	been	moved	overseasfrom
countries	like	the	United	Statesto	countries	like	India	and	the	Philippines.	Postcolonialcritics	accordingly	study	diasporic	texts	outside	the	usual	Westerngenres,especiallyproductions	by	aboriginal	authors,	marginalized	ethnicities,	immigrants,	and	refugees.	Postcolonialliteratures	from	emerging	nations	by	such	writers	as	Chinua	Achebe	and	Salman
Rushdie	are	read	alongside	European	responsesto	colonialism	by	writers	such	as	George	Orwell	and	Albert	Camus.	We	can	seesome	powerful	conflicts	arising	from	the	colonial	past	in	Rushdie's	Midnight's	Children	(1,980),for	example,	which	deconstructs	from	a	postcolonial	viewpoint	the	history	of	modern	India.	Among	the	most	important	figures	in
postcolonial	feminism	is	Gayatri	Chakravorty	Spivak,	who	examines	the	effects	of	political	independence	upon	"subaltern"	or	subproletarian	women	in	the	Third	World.	Spivak's	subaltern	studies	reveal	how	female	subjectsare	silencedby	the	dialogue	between	the	male-dominated	West	and	the	male-dominated	East,	offering	little	hope	for	the	subaltern
woman's	voice	to	rise	up	amidst	the	global	social	institutions	that	oppressher.	sx	lll.	CULTURALSTUDIES	lN	PRACTICE	A.	Two	Charactersin	Hamlet:	Marginalizationwith	a	Vengeance	In	severalinstancesearlier	in	this	chapter	we	noted	the	cultural	and	new	historical	emphases	on	power	relationships.	For	example,	we	noted	that	cultural	critics	assume
"oppositional"	roles	in	terms	of	power	structures,	wherever	they	might	be	found.	Veeser,we	pointed	out,	credited	the	new	historicists	with	dealing	with	"questions	of	politics,	power,	indeed	on	all	306	*	A	Handbookof	CriticalApproaches	to	Literature	matters	that	deeply	affect	people's	practical	lives"	(ix).	And	of	course	there	are	the	large	emphaseson
power	in	the	matter	of	fonathan	Swift's	Laputa,	as	previously	noted.	Let	us	now	approach	Shakespeare'sHamlet	with	a	view	to	seeingpower	in	its	cultural	context.	Shortly	after	the	play	within	the	play,	Claudius	is	talking	privately	with	Rosencranttzand	Guildenstern,	Hamlet's	fellow	students	from	Wittenberg	(III.iii).	In	response	to	Claudius's	plan	to
send	Hamlet	to	England,	Rosencrantzdelivers	a	speech	that-if	read	out	of	context-is	both	an	excellent	set	of	metaphors	(almost	in	the	shape	of	a	sonnet)	and	a	summation	of	the	Elizabethanconcept	of	the	role	and	power	of	kingship:	Thesingular	andpeculiar	lifeisbound	Withall	thestrength	andarmorof	themind	Tokeepitselffromnoyance,	butmuchmore
Thatspirituponwhosewealdepends	andrests	Thelivesof	many.Theceaseof	majesty	Diesnotalone,butlikea	gulfdothdraw	What'snearit	withit.	lt	isa	massy	wheel	Fixedon	thesummitof	thehighest	mount,	Towhosehugespokes	tenthousand	lesser	things	Aremortised	andadjoined;	which,whenit	falls,	Eachsmallannexment,	pettyconsequence,	Attends
theboisterous	ruin.Neveralone	DidtheKingsighbutwitha	general	troun.,,,,.,,,,	Takenalone,	the	passageis	a	thoughtful	and	imagistically	successfulpassage,worthy	of	a	wise	and	accomplishedstatesman.	But	how	many	readers	and	viewers	of	the	play	would	rank	this	passage	among	the	best-known	lines	of	the	play-with	Hamlet's	soliloquies,	for	instance,or
with	the	king's	effort	to	pray,	or	even	with	the	aphorisms	addressedby	Polonius	to	his	son	Laertes?We	venture	to	say	that	the	passage,intrinsically	good	if	one	looks	at	it	alone,	is	simply	not	well	known.	why?	Attention	to	the	context	and	to	the	speakergives	the	answer.	Guildenstern	had	just	agreed	that	he	and	Rosencrantzwould	do	the	king's	bidding.
The	agreementis	only	a	reaffirmation	of	what	they	had	told	the	king	when	he	first	received	them	at	CulturalStudies*	307	court	(II.ii).	Both	speechesare	wholly	in	character,for	Rosencrarttz	and	Cuildenstern	are	among	the	jellyfish	of	Shakespeare'scharacters.Easy	it	is	to	forget	which	of	the	two	speaks	which	lines-indeed	easyit	is	to	forget	most	of	their
lines	altogether.The	two	are	distinctly	plot-driven:	empty	of	personality,	sycophantic	in	a	sniveling	waf,	eager	to	curry	favor	with	power	even	if	it	means	spying	on	their	erstwhile	friend.	Weakly	they	admit,	without	much	skill	at	denial,	that	they	"were	sent	for"	(II.ii).	Even	lesssuccessfullythey	try	to	play	on	Hamlet's	metaphorical"pipe,"	to	know	his
"stops,"	when	they	are	forced	to	admit	that	they	could	not	even	handle	the	literal	musical	instrument	that	Hamlet	shows	them	(III.ii).	Still	later	these	nonentities	meet	their	destined	"non-beingness,"	as	it	were,	when	Hamlet,	who	can	play	the	pipe	so	much	more	efficiently,	substitutes	their	names	in	the	death	warrant	intended	for	him.	If	ever	we
wished	to	study	two	characterswho	are	marginalized,	then	let	us	look	upon	Rosencrantzand	Guildenstern.	The	meanings	of	their	nameshardly	match	what	seemsto	be	the	essenceof	their	characters.Murray	J.	Levith,	for	example,	has	written	that	"Rosencrantz	and	Guildenstern	are	from	the	Dutch-German:	literally,	'garland	of	roses'	and	'golden	star.'
Although	of	religious	origin,	both	names	together	sound	singsong	and	odd	to	English	ears.	Their	jingling	gives	them	a	lightness,	and	blurs	the	individuality	of	the	characters	they	label"	(50).	Lightness	to	be	sure.	Harley	Granville-Barker	once	wrote	in	an	offhand	way	of	the	reaction	these	two	roles	call	up	for	actors.	Commenting	on	Solanio	and	Salarino
fuorn	The	Merchantof	Venice,he	noted	that	their	roles	are	"cursed	by	actorsas	the	two	worst	bores	in	the	whole	Shakespeareancanon;	not	excepting,even	those	other	twin	brethren	in	nonentity,	Rosencrantz	and	Guildenstern"	(1:345).	Obvious	too	is	the	fact	that	the	two	would	not	fit	the	social	level	or	have	the	level	of	influence	of	those	whom	Harold
Jenkins	reports	as	historical	personsbearing	thesenames:	"These	splendidly	resounding	names,by	contrast	with	the	unlocalized	classical	ones,	are	evidently	chosen	as	particularly	Danish.	Both	were	common	among	the	most	influential	Danish	families,	and	they	are	often	found	together"	@22).He	cites	various	308	*	A	Handbook	of	Critical	Approachesto
Literature	appearances	of	the	names	among	Danish	nobles,	and	even	notes	the	appearance	of	the	names	as	Wittenberg	students	around	7590	(422).	No,	these	details	do	not	seem	to	fit	the	personalities	and	general	vacuity	of	Shakespeare's	two	incompetents.	So	let	us	look	elsewhere	for	what	these	two	characters	tell	us.	Let	us	review	what	they	do,
and	what	is	done	to	them.	Simply,	they	have	been	students	at	Wittenberg.	They	return	to	Denmark,	apparently	at	the	direct	request	of	Claudius	(II.ii).	They	try	to	pry	from	Hamlet	some	of	his	inner	thoughts,	especially	of	ambition	and	frustration	about	the	crowrl	(ILii).	Hamlet	foils	them.	They	crumble	before	his	own	questioning.	As	noted	above,
Claudius	later	sends	them	on	an	embassy	with	Hamlet,	carrying	a	letter	to	the	King	of	England	that	would	have	Hamlet	summarily	executed.	Though	they	may	not	have	known	the	contents	of	that	"grandcommission,"	Hamlet's	suspicion	of	them	is	enough	for	to	"trust	them	as	adders	him	to	contemplate	their	future-and	fanged":	They	mustsweepmy
way,	And	marshalme	to	knavery.Let	it	work,	For'tisthe	sportto	havethe	engineer	Hoistwith	hisown	petard.And	't	shallgo	hard	But	I	will	delveone	yardbelowtheirmines	And	blow	them	to	the	moon:Oh,	'tis	mostsweet	When	in	one	linetwo	craftsdirectlymeet.	{lll.iv)	In	a	moment	of	utmost	trickery	on	his	own	part,	Hamlet	blithely	substitutes	a	forged
document	bearing	their	names	rather	than	his	as	the	ones	to	be	"put	to	sudden	death,/Not	shriving	time	allowed"	(V.ii).	When	Horatio	responds	laconically	with	"So	Guildenstern	and	Rosencrantz	go	to't,"	Hamlet	is	unmoved:	Why,	man,theydid	makeloveto	thisemployment.	Theirdefeat	Theyarenot	nearmy	conscience.	grow.	Doesby	theirown	insinuation
'Tisdangerouswhen	the	basernaturecomes	points	Betweenthe	passandfell	incensdd	Of	mightyopposites.	Cultural	Studies*	309	And	with	that	Shakespeare-as	well	as	Hamlet-is	done	with	these	two	characters.	"They	are	not	near	[Hamlet's]	conscience."	Again,	why?	For	one	thing,	Hamlet	may	well	see	himself	as	righting	the	moral	order,	not	as	a
murderer,	and	much	has	been	said	on	that	matter.	But	let	us	take	note	of	another	dimension:	the	implications	for	power.	Clearly	Hamlet	makes	reference	in	the	lines	just	noted	to	the	"mighty	opposites"	represented	by	himself	and	Claudius.	Clearly,	too,	the	ones	of	"baser	nature"	who	"[made]	love	to	this	employment"	do	not	matter	much	in	this
struggle	between	powerful	antagonists.	They	are	pawns	for	Claudius	first,	for	Hamlet	second.	It	is	almost	as	if	Hamlet	had	tried	before	the	sea	voyage	to	warn	them	of	their	insignificant	state;	he	calls	Rosencrantz	a	sponge,	provoking	this	exchange:	Hervrsr:	.	.	.	Besides,	to	be	demanded	of	a	sponge!	What	replication	should	be	made	by	the	son	of	a
king?	RosErrrcru.xrz:	Take	you	me	for	a	sponge,	my	lord?	Harvrrr:	Aye,	siq,	that	soaks	up	the	King's	countenance,	his	rewards,	his	authorities.	But	such	officers	do	the	King	best	service	in	the	end.	He	keeps	them,	like	an	ape,	in	the	corner	of	his	jaw,	first	mouthed,	to	be	last	swallowed.	\A/hen	he	needs	what	you	have	gleaned,	it	is	but	squeezing	you
and,	sponge,	you	shall	be	dry	again.	So	they	are	pawns,	or	sponges,	or	monkey	food:	the	message	of	power	keeps	coming	through.	Thus,	they	do	not	merit	a	pang	of	conscience.	True,	there	may	be	some	room	for	believing	that	at	first	they	intended	only	good	for	their	erstwhile	schoolfellow	(see,	for	example,	Bertram	Joseph	76).	But	their	more
constant	motive	is	to	please	the	king,	the	power	that	has	brought	them	here.	Their	fate,	however,	is	to	displease	mightily	the	prince,	who	will	undermine	them	and	"hoist	[them]	with	[their]	own	petard."	For	such	is	power	in	the	world	of	kings	and	princes.	Nor	is	it	merely	a	literary	construct.	England	had	known	the	effects	of	such	power	off	and	on	for
centuries.	Whether	it	was	the	deposing	and	later	execution	of	Richard	II,	or	the	crimes	alleged	of	Richard	III,	or	the	beheading	of	a	Thomas	More	or	of	a	wife	or	to	Literature	3'1,0"	A	Handbookof	CriticalApproaches	two,	or	the	much	more	recent	actions	in	and	around	the	court	of	Elizabeth:	in	all	these	cases,power	served	policy.	Witness	especiallythe
fate	of	the	secondEarl	of	Essex,whose	attempt	at	rebellion	led	to	his	own	executionin	1601,and	even	more	esPecially	the	execution	of	Elizabeth's	telative,	Mary	Queen	of	Scots,who	had	been	imprisoned	by	Elizabeth	for	years	before	Elizabeth	signed	the	death	warrant.	A	generationlater,	another	king,	CharlesI,	would	also	be	beheaded.With	historical
actions	such	as	these,	we	can	understand	why	Shakespeare'swork	incorporates	power	struggles.	(For	instancesof	power	relative	to	the	"other"	during	Elizabeth's	time,	and	for	a	discussion	of	Elizabeth's	actions	relative	to	Essexand	Mary	Queen	of	Scots,	seethe	essayby	StevenMullaney,	"Brothers	and	Others,	or	the	Art	of	Alienation,"	67-89.)	Claudius
was	aware	of	power,	clearly,when	he	observed	of	Hamlet's	apparent	madnessthat	"Madness	in	great	ones	must	not	unwatched	go"	(III.i).	With	equal	truth	Rosencrantzand	Guildenstern	might	have	observed	that	power	in	great	ones	also	must	not	unwatched	go.	To	say,	then,	that	the	mighty	struggle	between	powerful	antagonistsis	the	stuff	of	this	play
is	hardly	original.	But	our	emphasisin	the	present	reading	is	that	one	can	gain	a	further	insight	into	the	play,	and	indeed	into	Shakespeare'sculture,	by	thinking	not	about	kings	and	princes	but	about	the	lesserpersonscaught	up	in	the	massiveoppositions.	It	is	instructive	to	note	that	the	reality	of	power	reflective	of	Shakespeare'stime	might	in	another
time	and	in	another	culture	reflect	a	radically	different	worldview.	Let	us	enrich	our	responseto	Hamletby	looking	at	a	related	cultural	and	philosophical	manifestation	from	the	twentieth	century.In	the	twentieth	century	the	dead,	or	never-living,	Rosencrantzand	Guildenstern	were	resuscitatedby	Tom	Stoppard	in	a	fascinating	re-seeingof	their
existence,or	its	lack.	In	Stoppard's	version,	they	are	even	more	obviously	two	ineffectual	pawns,	seeking	constantly	to	know	who	they	are,	why	they	are	here,	where	they	are	going.	Whether	they	"are"	at	all	may	be	the	ultimate	question	of	this	modern	play.	In	Rosencrantzand	Guildenstetn	Are	Dead,Stoppard	has	given	the	contemporary	audience	a
play	that	examines	existential	questions	in	the	context	of	a	whole	world	that	may	have	no	meaning	at	all.	Although	it	is	not	our	intention	to	examine	that	play	in	great	detail,	suffice	it	CulturalStudies*	311	to	note	that	the	essenceof	marginalization	is	here:	in	this	view,	Rosencrantzand	Guildenstem	are	archetypal	human	beings	caught	up	on	a	ship-
spaceship	Earth	for	the	twentieth	or	the	twenty-first	century-that	leads	nowhere,	except	to	death,	a	death	for	personswho	are	already	dead.	If	thesetwo	characters	were	marginalized	in	Hamlet,	they	are	even	more	so	in	Stoppard's	handling.	If	Shakespearemarginalized	the	powerless	in	his	own	version	of	Rosencrantzand	Guildenstern,	Stoppard	has
marginalized	us	all	in	an	era	when-in	the	eyesof	someall	of	us	are	caught	up	in	forces	beyond	our	control.	In	other	words,	a	cultural	and	historical	view	that	was	Shakespeare'sis	radically	reworked	to	reflect	a	cultural	and	philosophical	view	of	another	time----our	own.	And	if	the	philosophical	view	of	Stoppard	goes	too	far	for	some,	consider	a	much
more	mundane	phenomenon	of	the	later	twentieth	century-and	times	to	come,	we	expect.	We	allude	to	the	Rosencrantzesand	Guildensterns,	the	little	people,	who	have	been	caught	up	in	the	corporate	downsizing	and	mergers	in	recent	decades-the	effectson	theseworkers	when	multinational	companiesmove	factoriesand	officesaround	the	world	like
pawns	on	a	chessboard.Not	Louis	XIV's	"U6tat:	c'estmoi,"	but	"Power:	it	is	capital."	Whether	in	Shakespeare'sversion	or	Stoppard's,	Rosenctantz	and	Guildenstern	are	no	more	than	what	Rosencrantz	called	a	"small	annexment,"	a"petty	consequence,"mere	nothings	for	the	"massy	wheel"	of	kings.	B.	"To	His	Coy	Mistress":lmplied	Culture
VersusHistoricalFact	Andrew	Marvell's	"To	His	Coy	Mistress"	tells	the	reader	a	good	deal	about	the	speaker	of	the	poem,	much	of	which	is	already	clear	from	earlier	comments	in	this	volume,	using	traditional	approaches.We	know	that	the	speaker	is	knowledgeable	about	poems	and	conventionsof	classicGreek	and	Roman	literature,	about	other
conventions	of	love	poetry,	such	as	the	courtly	love	conventions	of	medieval	Europe,	and	about	Biblical	passages.	Lrdeed,	if	one	acceptsthe	close	reading	of	fules	Brody,	the	speaker	shows	possible	awarenessof	the	Provengal	amor	de	Iohn,	neo-Pebrarchan"complaints,"	Aquinas's	concept	of	the	3t2	*	A	Handbook	of	Critical	Approachesto	Literature
triple-leveled	soul,	Biblical	echoes,	a	"Platonico-Christian	corporeal	economy"	(59),	and	the	convention	of	the	blazon.	The	first	stanza,	says	Brody,	shows	"its	insistent,	exaggerated	literariness"	(60).	In	the	second	stanzaBrody	sees	not	only	the	conventional	carpe	diem	theme	from	Horace	but	also	echoes	from	Ovid,	joined	by	other	echoes	from	the	Book
of	Common	Prayer,	from	the	Greek	Anthology,	and	from	"Renaissance	vernacular	and	neo-Latin	poets"	(61,-64).	Brody	posits	the	"implied	1s3dg1//-3s	distinct	from	the	fictive	lady-who	would	"be	able	tosummonup	a	certainnumber	of	earlier	or	contemporaneous	examples	of	this	kind	of	love	poem	and	who	[could]	be	counted	on,	in	short,	to	supply	the
models	which	Marvell	may	variously	have	been	evoking,	imitating,	distorting,	subverting	or	transcending"	(64).	(The	concept	of	the	"implied	reader,"	we	may	note,	bulks	large	in	readerresponse	criticism;	see,	for	example,	the	work	of	Wolfgang	Iser.)	The	speaker	knows	all	of	these	things	well	enough	to	parody	or	at	least	to	echo	them,	for	in	making	his
proposition	to	the	coy	lady,	he	hardly	expects	to	be	taken	seriously	in	his	detailing.	He	knows	that	he	is	echoing	the	conventions	only	in	order	to	satirize	them	and	to	make	light	of	the	real	proposal	at	hand.	He	knows	that	she	knows,	for	she	comes	from	the	same	cultural	milieu	that	he	does.	a	highly	eduIn	other	words,	the	speaker-like	Marvell-is	cated
person,	one	who	is	well	read,	one	whose	natural	flow	of	associated	images	moves	lightly	over	details	and	allusions	that	reflect	who	he	is,	and	he	expects	his	hearer	or	reader	to	respond	in	a	kind	of	harmonic	vibration.	He	thinks	in	terms	of	precious	stones,	of	exotic	and	distant	places,	of	a	milieu	where	eating,	drinking,	and	making	merry	seem	to	be	an
achievable	way	of	life.	Beyond	what	we	know	of	the	speaker	from	his	own	words,	we	are	justified	in	speculating	that	his	coy	lady	is	like	the	implied	reader,	equally	well	educated,	and	therefore	knowledgeable	of	the	conventions	he	uses	in	parody.	He	seems	to	assume	that	she	understands	the	parodic	nature	of	his	comments,	for	by	taking	her	in	on	the
jests	he	appeals	to	her	intellect,	thus	trying	to	throw	her	off	guard	against	his	very	physical	requests.	After	all,	if	the	two	of	them	can	be	on	the	same	plane	in	their	thoughts	and	allusions,	their	smiles	and	jests,	CulturalStudies*	313	then	perhaps	they	can	shortly	be	together	on	a	different-and	literal-plane:	literally	bedded.	Thus	might	appear	to	be	the
culture	and	the	era	of	the	speaker,his	lady-and	his	implied	reader.	But	what	doeshe	not	show?As	he	selectstheserich	and	multifarious	allusions,	what	does	he	ignore	from	his	culture?	He	clearly	does	not	think	of	poverty,	the	demographics	and	socioeconomic	details	of	which	would	show	how	fortunate	his	circumstancesare.For	example,it	has	been
estimated	that	during	this	era	at	least	one	quarter	of	the	European	population	was	below	the	poverty	line.	Nor	does	the	speaker	think	of	disease	as	a	daily	reality	that	he	might	face.	To	be	sure,	in	the	second	and	especiallyin	the	third	stanzahe	alludes	tofuture	death	and	dissolution.	But	wealth	and	leisure	and	sexual	activity	are	his	currency,his	coin	for
present	bliss.	Worms	and	marble	vaults	and	ashesare	not	present,hencenot	yet	real.	Now	consider	historical	reality,	a	dimension	that	the	poem	ignores.Consider	disease-real	and	present	disease-what	has	been	called	the	"chronic	morbidity"	of	the	population.	Although	the	speakerthrusts	diseaseand	death	into	the	future,	we	know	that	syphilis	and
other	sexually	transmitted	diseases	were	just	as	real	a	phenomenon	in	Marvell's	day	as	in	our	era.	Whatwas	the	reality	that	the	speakerchoosesnot	to	think	about,	ashe	pushesoff	death	and	the	"vault"	to	somedistant	time?	Similarly,	one	might	turn	to	a	different	diseasethat	was	in	some	ways	even	more	ominous,	more	wrenching,	in	its	grasp	of	the
mind	andbody	of	the	generalpopulation.	Move	aheada	few	years,	beyond	the	probable	time	of	composition	of	the	poem	in	the	early	1650s:move	to	1.664-65.That	was	when	the	London	populace	was	faced	with	an	old	horror,	one	that	had	ravagedEurope	as	early	as	A.D.542.It	did	it	again	in	its	most	thoroughgoing	way	in	the	middle	of	the	fourteenth
century	(especially1348),killing	millions,	perhaps	25	million	in	Europe	alone.	It	was	ready	to	strike	again.	It	was,	of	course,	a	recurrence	of	the	Black	Death,	in	the	Great	Plague	of	London.	From	|uly	to	October,	it	killed	some	68,000persons/	and	a	total	of	75,000in	the	course	of	the	epidemic.	Had	we	world	enough	and	time,	we	could	present	the	details
of	the	plague	here,	its	physical	manifestations,	its	rapid	spread,	the	quickness	of	death:	but	the	gruesome	horrors	are	available	elsewhere.For	3L4	*	A	Handbook	of	Critical	Approachesto	Literature	example,	the	curious	can	get	a	sense	of	the	lived	experience	by	reading	Daniel	Defoe's	lournal	of	the	Plague	Year	(1722),	an	imaginative	creation	of	what	it
was	like.	So	disease	was	real	in	the	middle	of	the	seventeenth	century.	There	needed	no	ghost	to	come	from	the	world	of	the	dead	to	tell	Marvell's	speaker	about	the	real	world.	Perhaps	the	speakerand	his	lady-knew	it	after	all.	Maybe	too	well.	Maybe	that	is	why	that	real	world	is	so	thoroughly	absent	from	the	poem.	C.	From	Paradise	[ost	to	Frank-N-
Furter:	The	Creature	Lives!	Mary	Shelley's	novel	has	morphed	into	countless	forms	in	both	highbrow	and	popular	culture,	including	the	visual	arts,	fiction	and	nonfiction,	stage	plays,	film,	television,	advertising,	clothing,	jewelry,	toys,	key	chains,	coffee	mugs,	games,	Halloween	costumes,	comic	books,	jokes,	cartoons/	pornography,	academic	study,
fan	clubs,	web	sites,	and	even	food.	(Remember	"Frankenberry"	and	"Count	Chocula"	cereals?)	Shelley's	creation	teaches	us	not	to	underestimate	the	power	of	youth	culture.	1.	Revolutionary	Births	Born	like	its	creator	in	an	age	of	revolution,	Frankenstein	challenged	accepted	ideas	of	its	day.	As	it	has	become	increasingly	commodified	by	modern
consumer	culture,	one	wonders	whether	its	original	revolutionary	spirit	and	its	critique	of	scientific,	philosophical,	political,	and	gender	issues	have	become	obscured,	or	whether	instead	its	continuing	transformation	attests	to	its	essential	oppositional	nature.	Today,	as	George	Levine	remarks,	Frankenstein	is	"a	vital	metaphor,	peculiarly	appropriate
to	a	culture	dominated	by	a	consumer	technology,	neurotically	obsessed	with'getting	in	touch'	with	its	authentic	self	and	frightened	at	what	it	is	discovering"	(Levine	and	Knopelmacher	3-4).	Hardly	a	day	goes	by	without	our	seeing	an	image	or	allusion	to	Frankenstein,	from	CNN	descriptions	of	Saddam	Hussein	as	an	"American-created	Frankenstein"
to	magazine	articles	that	warn	of	genetically	engineered	"Frankenfoods,"	test-tube	babies,	and	cloning.	Below	we	examine	the	political	and	scientific	issues	of	the	novel,	then	survey	its	amazing	career	in	popular	adaptations	in	fiction,	drama,	film,	and	television.	Perhaps	no	other	novel	addresses	such	critical	con-	Cultural	Studies	*	315	temporary
scientific	and	political	concerns	while	at	the	same	time	providing	Saturday	afternoon	entertainment	to	generations.	We	recall	from	earlier	chapa.	The	Creature	as	Proletarian	ters	that	Mary	Shelley	lived	during	times	of	great	upheaval	in	Britain;	not	only	was	her	own	family	full	of	radical	thinkers,	but	she	also	met	many	others	such	as	Thomas	Paine
and	William	Blake.	Percy	Shelley	was	thought	of	as	a	dangerous	radical	bent	on	labor	reform	and	was	spied	upon	by	the	government.	In	Frankenstein,	what	)ohanna	M.	Smith	calls	the	"alternation	between	fear	of	vengeful	revolution	and	sympathy	for	the	suffering	poor"	(14)	illuminates	Mary	Shelley's	own	divisions	between	revolutionary	ardor	and
fear	of	the	masses.	Like	her	father,	who	worried	about	the	mob's	"excess	of	a	virtuous	feeling,"	Iearing	its	"sick	destructiven	ess"	(Letters	2.122;	Smlth	1'5),	Mary	Shelley's	Creature	is	a	political	and	moral	paradox,	both	an	innocent	and	a	cold-blooded	murderer.	Monsters	like	the	Creature	are	indeed	paradoxical.	On	the	one	hand,	they	transgress
against	"the	establishment"	(which	is	often	blamed	for	their	creation);	if	the	monster	survives	he	represents	the	defiance	of	death,	an	image	of	survival,	however	disfigured	(SkaI278).	On	the	other	hand,	we	are	reassured	when	we	see	that	society	can	capture	and	destroy	monsters.	Such	dualism	would	explain	the	great	number	of	Frankenstein-
asmutant	movies	that	appeared	during	the	Cold	War.	But	the	Creature's	rebellious	nature	is	rooted	far	in	the	past.	In	the	De	Lacys'	shed	he	reads	three	books,	beginning	withParadise	Lost.	Not	only	are	the	eternal	questions	about	the	ways	of	God	and	maninParadise	Lost	relevant	to	the	Creature's	predicament,	but	in	Shelley's	time	Milton's	epic	poem
was	seen,	as	Timothy	Morton	puts	it,	as	"a	seminal	work	of	republicanism	and	the	sublime	that	inspired	many	of	the	Romantics."	The	Creature	next	reads	a	volume	fromPlutarch's	Liaes,which	in	the	early	nineteenth	century	was	read	as	"a	classic	republican	text,	admired	in	the	Enlightenment	by	such	writers	as	Rousseau."	Goethe's	The	Sorrows	of
YoungWerther,	the	Creature's	third	book,	is	the	prototypical	rebellious	Romantic	novel.	ln	short,	says	Morton,	"The	creature's	literary	education	is	radical"	(151).	But	the	Creature's	idealistic	education	does	him	little	good,	and	he	has	no	chance	316	"	A	Handbookof	CriticalApproaches	to	Literature	of	reforming	society	so	that	it	will	accepthim.	His	self-
education	is	his	even	more	tragic	secondbirth	into	an	entire	culture	impossible	for	him	to	inhabit,	however	well	he	understands	its	great	writings	about	freedom.	b.	'A	Race	of	Devils"	Frankensteinmay	be	analyzed	in	its	portrayal	of	different	"races."	Though	the	Creature's	skin	is	only	describedas	yellow,	it	has	been	constructed	"out	of	a	cultural
tradition	of	the	threatening	'Other'-whether	troll	or	giant,	gypsy	or	Negro-from	the	dark	inner	recessesof	xenophobic	fear	and	loathing,"	as	H.	L.	Malchow	remarks	(103).	Antislavery	discoursehad	a	powerful	effect	on	the	depiction	of	Africans	in	Shelley's	day,	from	gaudily	dressed	exotics	to	naked	objectsof	pity.	Though	the	abolitionists	wished	to
portray	the	black	man	or	woman	as	brother	or	sistel,	they	also	created	an	image	of	the	African	as	a	childlike,	suffering,	and	degraded	being.	L:r	this	vein,	Victor	could	be	read	as	guilty	slave	master.Interestingly,	one	of	Mary	Shelley's	letters	mentions	an	allusion	to	Frankanstein	made	on	the	floor	of	Parliament	by	Foreign	Secretary	George	Canning
(777V7827),speaking	on	March	L5,7824,	on	the	subjectof	proposed	ameliorations	of	slave	conditions	in	the	West	Indies:	"To	turn	him	[the	slave]	loose	in	the	manhood	of	his	physical	strength,	in	the	maturity	of	his	physical	passion,	but	in	the	infancy	of	his	uninstructed	reasorywould	be	to	raise	up	a	creature	resembling	the	splendid	fiction	of	a	recent
romance"	(in	Malchow	30).Frankenstein'sCreafure	also	recalls	theories	of	polygeny	and	autogenesis(the	idea	that	the	races	were	created	separately)	from	German	race	theorists	of	the	day.	But	Gayatri	Chakravorty	Spivak	describesthe	novel	as	a	critique	of	empire	and	racism,	pointing	out	that	"social	engineering	should	not	be	based	upon	pure,
theoretical,	or	natural-scientificreasonalone.	.	.	."	Frankenstein's"language	of	racism-the	dark	side	of	imperialism	understood	as	social	mission---
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