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1. Unit 1- Eastern Literary Theories

1.1 <hTIcT&IU™H Definition of Poetry

FJ AU TOEHTEE:  dedfd aviafa ar sfd sgemenm
ATHRAVHTHY:  Hid ST | 3T Fal: Iq cAlloheh 1 aq
AT 3l HIIHHIAIIH | FEAHT HATTER - "FHHTEHS 1!
TTE: ALUM:", AT I THET, TSI T Forerert afereerd
AT | EE AT AT araTaarsied & | 3o
TRTGTHpat: aTeraeh: fafimt ffreeaeeonty wfmfet |
T ohf<Iq Hhad: Y168 T AT hF(d, 3T Iearefl FHIAWd ATHART
T = TaTIe! e i wiehaf=d | T

1. 7TsE U ShTeaH, Seae WaTh —
a. RIS Srefuraret EfaruroT |
ATASHRLTRA <Ta 1ok FIeIRTSGHT || S F5IeiIoh )
b. THUfrwfaTash: ¥Teq: e | (TOSTUSTSHT-TERT TTSTTEN )
2. UETEEA T, FeAe WATH —
a. HEITE ArRITET ST gaTEe |
Tl TG IR eS| (ST
b. YRR drafesrderaf=a— uerdet | (SfUeT: HeamesT)
3. vreaTelf sHTea, e WAt —
a. YTeATYT WA 1o | (VTR hIATIShN)
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b. FATERISH TUCHREERTEl:  IEaEE:  Fdd | (A

FIATAG AN )

c. 7 IsaT I | (FECE THITASHN )
d. reaTell = YRITEIET H1eAE | (35U
e. TeRTA T T | (TSIGRE HTTHHIEmRT )
f. TR STl SITafSldl | (FeHame:)
g. YTeaT Afed! dshehfTIRIMIA |
S SATEA 1o AISETRIGHTII || (FrIohet TshifchsiTTod)
h. eI IreRT FUTEAR! I FY | (FRTEET SIS

i reered fEhdt @ty ErEeERt we | (e
HTSATITE)

Te ThNOT Jfordy fafmey Srsarelt shrea 3fer 3 ferwama: S
STTYRT: GUI | I I -

3T ST  I6GHd HEehILT |
AATSTY SToTohEds TEhINGAT H: ||
TSaTRRIT: HHA: HISATHIC | STt TGN, IETTEY =1ef 3icl
ST | ST GUel 3178 -
IR drafesrderafsa—r uaree |
AT T HRE eI YT fuld | efdua
FHGTTETY: WeaTIRR qTa hieaq 3fd TR eareiy: SAfdieh
TSI HTHT A | oA IRFHSTT T 'oh: HATeAT 3fet 7 e e |

TR STCHT AT ML : "oh: HTeaed HTHT 3h Tavahasigd & Seqad
| T ferrenT e sf fmred dfoma srreareear st | s
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At wErRd  Acilide WS | I RIeeTealsy
TUTRREHA: YRS, HeFeT q TSITHTH! Taid |

IELISTY TUMTARRAT: FHEqv ey Reerfc Tl | ¥5e: wrearelt
Fe 3fd ifieuq wI veardEmEd Ffdufa | STMRadET:
HIRATHT AT o FHHTAYS:' 3id SATE, EafHe HIeaeATeedor
mﬁ|m@mmm;@%| WQﬁ

mmwgwaaﬁ% \ cazlsr T JATAT 3 °h;°<4 W <H|c*-|c0H-;
w‘mﬁﬁmﬂaﬁ Fieh: "AShITh: FHTSASToa 3T |TEART | 3=4d = oF-

TeRTelt Higet Teh-hideATI R A |
T8 FATEAT I ATeaTR R I
Age ety sifac sweashfaay sfi et | sh T -
HTITAHg N {3 frzamyforaor: |
T Sffaauitfae fafamenfs 7 g |
SOESEINSENEEIN ];WT[QET‘;WTF HaT |
Fifocd witee feud shere sfifaa 11
T T ATARIHEE &0 T TsRd 385 BRI S -
"qEaTNT STl AUTTEAg S I: T |

TG HAE  TEY Al Feeatd | A
FIANTAIALOTHAG, ATEea TR | 3T qatemd: wfiehd srearefiiaw
[Eeg JUEATEd | HE YHENSHT HEwHd wlisRad | e
SChEAITARIVTR SFTLAT T | "SRl T F SeaTethrRIoT Tores)
SR | dewEsTy T FeaEEtd: | SETHAIARI S Ay
Al T JE STHETHRITITEI | ST SHeals Y HTeATRIe-
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TR HHETTH shieaareume ffdera - afart st srereehit =
ITeaTe ST |

e fargeTerR anfgcaetve: seerav SR fagfs: e -
"SR TETCHe: 1oAY | T8 TaTeHT SREaT SHTaHTETRIeR! 6 | O fomr aer
FAEWERE  Yquifeded | WId 3 W@ 3 SgeafhEnmg
TIAGTHTETEAIS T T |

37 eafehit: FfaaTiedr weafte sieree wifrad | STfguorshy
T AE W - SR E sty @ Tar Sffay | sargead Afe
g e Yadd' | G femd = afe Je ag faerae gete:
gl HTeaE WTcHcsl ¥ faurfead | dfedafafs @ o : 3fa s
THEYT ITqUTerd, qesTTHETeca ShIeIHTY TETcHeh IS | 'TErd STTEaTd 3fd
;' 31T TR, HTER A HIeH ARETEH R Hd | G fopaere
Ao 3ferd e |

THTGTER:  UUSAUSORTTRANY  Heqteil  Sgawias
HIEUEIE = - TofrelfadTash: ¥oq: Hq | FATIH: TE=I, 6
ot UREAITR = Ui Sh1eaed HeAdl Sshad | SRT=rell THufiareitaaesh
TToHT I HId, F AT | TEHIG AU FHTAevRTy
Yree-fsdaifar sfa Sumetdr o YeeRd wredcd TiduTRId | T8 SRRl
AT ITRTLAT: e HTHR, HHE TR T IeaH aehTeacaaatot
gehreieh fafeny 3fer |

TGV FEHAT AFHACIH | el HAE e fgaTef s
= ST WIS 7= | S rerTIieea HeaeeTeo e, guaTeiaar
W g 9 T, i FAUeE FeIee diaa
ST FATfereTreft |
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1.2 Eié;ai;ﬁiiﬁ Purpose of Poetry

FERMEHN: @Y FARRSH g fafawn e
sfoonfedmfea | T HRaafa aq TSR 7S T yada 369
3 FHTAESIEGR SATTHET Rl SIS forT sheatara it Sraifer: Famrera
RS 7 T FIHAY SAEeTerdey foEaar sfosfa | gart
TSN T TG R IR A AT |

SE: A0 Hreasisy a9q1 — Frartared et
FRUST A || 7T erafelrmTeeae aq qree ded ATy | IR
WAT: Sh1sd g -3t -Sffg wlhuast = fergerreftfr sfcramfeda =rerm -

ERCICEIPEICEIMICAN ISR IISE i)
ferenfrasie et TTezmdsfasafd |
TATRUGEISIH ATCIHAS T ||

TTRHTETHU AT SRS RN e JASHIT 3th Id -
eTefeRTAHIENY SFereTve ety o |
T shifet Sfifaeer ATyt faram ||

3 AT HTHE: TRV HIeAe TS aquaaee Tt |
HTE HYHIATA [ HEaT: aﬁmﬁmwﬁ%@mﬁlﬁaﬁaﬁ
Tﬁawﬁéaamamﬁaﬁ ?reﬁa—cr AT X T
I AN, T E AR T |

SIS A e SIS I%T: WAl | dHIHH-
AT SFEETSTS 7 T w9t 0l . |l
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AT FAISTHE e SIS i SR | THTe -
THH TH: ek STRIG ol
IS STeaTgd SAfCrEaR = e ||
TSR feramTas! ITe ATSH |
ERIEEIEBIEMEE RS AR oIl

SETATHR Tl UGN - HIvad - Frfeard hiedl heddead Faor
TR 2Tl | 7T -

AR e Isae |
T AP HEUTETATEH: |

HTEARIETHAA FHATASHREAT (T T-: forferd: | o ez
TRITSHYEE o TaH 3 -

1 T gersgere sfifehidadead |
St hredar-ere Fer: Tt farg: |

3T ITHARIAM! o TS T Heahid: 37T Taeh: T shact
TSGR THM-ERATAI g famet awn: doemee |: @t
TN |

ST TCHTEATIT: GRS |
FHIITS ST BATRIEHT: ||
TR e Hled SHaRTii™: |
R TATRRTHTRE T TeIca T ||
T AT shv dTgat |
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HIATRHATA SRR o= ||
TP SIqeTTe AT hTeared St ek |
T AT FETE S |

TSI TqEd dekaed fFeed I

yftgausSTTemRed: weaed A g gea—fifd:
TGRS SATITETETEhYAIS T8 Heqe” | §ea hifd:, THBIE:,
TERISIQATITEIRTES : TITo |

ARG SRR TH-=IEH! add | dHIth eSS

e FIH SR RIS Rreaerad |
T A HIE AR TaRTS ||

EAINEEIEEEC) 9T, RS IECICCAMEEE] ¥,
REIICIECISIEEEITE EIHCICEPNEEIEEIERIECIUR
REERIEELISIE G R 1 MG Gt el ﬁ“ﬁﬂé@]’l?ﬂ'ﬂﬂﬁ
mm&q?m—dsr%méa’rﬁrméw mﬁmﬁaﬁrﬁamﬂﬂn’qﬁﬁ%’r@ws
WW@W%@WW@@W@T&W
Wﬁﬁﬁﬁﬁ%ﬁﬂﬁﬁqﬁn@wmﬁaﬁwwmﬁaﬁaﬁﬂ
T I Fl: WawﬁaﬁﬁaﬁmaﬂaﬂﬂW|

AR Heae TASHET Jermorsqor fars . |
TEIARYT  AXMIATERIAHTANARONGT:  HleA  MUESHI |
@m@ﬁu@qﬁmﬁl

1.3 hTsAhUH- Cause of Poetry

A SIS SR YEHTaeht hedeq Tty FHIHT |
HTEARTT YT HTeRq (AT ETSHIET G qeafid Jefen faw

|
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- __________________________________________________________________________|
TER AANSISEAEEON, | SRR SO I
FIA ARl fafed: -

TECRTEE T STSRRISHH |

T q ST ST AT SRTe: ||

NToaRDRISIHETTT SIqRTETET: e |

AT feh: TSIt e FeaRrT ||

TISQTIEr R el AfggaTE |
[EQIERIRIEERIE ko DEEIC I E It
STYTHHINHILNTS Hredadead ST, eaierarEsl Tgehiadr:|

Sl HisHeRIR IR RuTcHT R | fediashTiimat sheatemm
DRIATHMCITETT  AThITERE  holl a1y WHufed o oF

TR SRS ohdl | AR IR aTa  ITeaTeq,
IR fauRe FwewvRe yaafasRfd wee o

SFEISHITEET Fgohd: Yo gf ach rid |
UL TR AARThR SRR AT RIS T
TGRS Rl o SHedvIa: SR Hd-
fireht = wfawr 21 = s |
SRR SHI R0} HITHFIE: |

IR HdfaRTead Sqedfe:, SRR o ATAEISHNE 3id
Ve JTq YT | STheRTEhTAT UM Seha=STIT apHA e
I AUS! FHIAHI0 SfrHTE T e (AfFAfor) BqcaHaTgIied | afie:
FATHEHAIHS T A SR STTESTY 2 (o), Feid (AR
JTATE) = Hiared fafeg: T
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7 ferera =i qefememT st |
A T = IR 8 e FHHATIEH ||
U] ARSI AT ST S 13 (4, AT ) GRSy A=t et
T TR | WS e afveT feremsty sfast fomm 7 arq v |
A U FESlaNErfEEe S gohETe 9 o oy
TeaTedf~—a Aead |

T FHACSHIG  Fleded  oRe fommias | o
FIALTRCEE FHIATSRIE: Teh: | T SAfOT shreargmf wf-a-

AT foreT JehIvTo=I el RIS |

TG <reh:, form wehiof =iqord seedeauant=d | ltree |
TATRSG TR AT

"EAeha Ih: | T1oh: TTRSIGITHTCHT | T8 ad- it ||

foremmers SrsaEAfd:  (SToQTIRIERH), AT (eIHI:),
Tl (@RwEn),  FanTe (g ke aeReTE),
HTHITEH, U (hifecaxfaareemen) =farsmar:-

(Frm) |

Tt i wefid aeee wafa | weeegaRig
ST, TTeaR[[GHdld | SATHUFHT Hid: Tehied HRIear, YAl
ameAfa | YUFRNTa:  (eehNTd:) gerdIeRy wafa, AT
GHIIRTH frarg Tl | gohforeae i e, aisT st
TR EYET SR | qfae (SRReTY) e e NS |
FATTAIAH HTed HeTTare TR TR T SRS HeTTITas e
AU | FHORE U EERER A" SEEeE: |
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glufpefcgoet AT TS e |
Wmﬁwmwﬁqumﬁ?mﬁﬁﬁmﬁ
(FIIME) JT FIEAET AR | Wwwﬁﬁﬂﬁ'—r
TR e Afer=t HFTerd |

JIARd T S AEIFEHNRN: | JEEET, 3T,
ST, Sfaumed qRTva | SRIfRIHaeRsy Tl deasa=ad |
FHATARATIGT  HIAGHE  ARhsad | A= d &
SEAISRRIT S=ord | | ( AT Hfacicrd faum | et dar
Fa@arsiee | qq: Freafumr oo weRgfmet: @) vt |
FHTA = SugHIGHL BEE B IR ER SR CE [DIHE]
m@zﬁﬁﬁaﬁmmlﬁwmqﬁmﬁ(m
fown) SR | wiacasiongd Ifas RS TaE e RS R
TJEATTAT hredt 7 fewera oo o greamend wafd |

foresmarsaty sTendfafreus wew | sTafaweiiEnt
%ﬂuﬁqqawahigwﬁawﬁ|amwﬁwaw®%wm)
freitaemg  wegdveEEEa] W | SRR SETee
Afrrfd foes wemed W | a?lsq%@%m% A
FIEIH AR | FiaW (AT ) Hforcsfisicad  #=AEIST |
HATEE TSI~ e R = qaTd AT Jehivn
TTTUET | TRORA: HISTHT HeaHTaeTashea s | Td G s
mw%(wmﬁ)mwwﬁaﬁﬁamﬁl

EATAHHNTT ST T FHIAST(HRT 7 Feeqey &
THTIUT SHiTc (-THT0T ST HEgTTeRicad | ea=aTat it =il 3qaid
wfvmfeas F fam @ Ferfa o= sfowmnsia wfaomd af,
HIAH AT | &I | i, SRR ECEEIERIEREEE]
TIHT RIS FHUT | wﬁ@ﬂﬂwuﬁﬂmﬁmaﬁﬁ EEt
| TR h1ed faarfig e -
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T e fori s afe wrestasmor: |

AT AR TS ATe TR | dRAcaEfd 7 fohfseaa
FATEAT | GAATATHE A1 3BT TBRIRRTAIT DR AR
ORI I Ieh: (TTAWTET: ) Scaiel =IAATET: ShARI AIvgd e | e
AT sTeaftieRal fadi sEeamTichepa: T T2 &T: STareT (S )
Hagar = et faeterdieeg e e T |

HTARITFH HTTTHRIS THHICATY FHleded (T farar foremr
forfee: | srreeqHTeTed @ Herfd--

IRRIHTUTAT AR TEHTEATEI T |
FTCAT TG 31 SqRgsd ||

Hlq ek, fqurn, srvames swerede anf | it saTearar
A=A T=STeh: Hfcasiioiey: HERTIaRNISR, I e T 4, di
(1Teh) TorTT =ISemRIa AvafTeaTg SRameaeHa |

"STTeh: ShfeTcarelored: HEhRIeRINT AT forT sh1et = e, g a1 SugeH &
I |

T Fgeafa Feafthaar g e fmfd eRd | iReee
wom  foifod w1 FRMSHAEEd A | AEEeNfiuTaa
wiitheEdIs-ar=rifimdr fadd | wfth sicasisredatder marere
STETRIHATST TR |

fadrare aereTfima: SRt fqurar | fqurdn geredsgeafaiita
e e e I R E LIS IR L (IS SN HEERIEE IR L
FINHEAT AR Tad ARSI auuedd  Sefd 9o

SATHIRTE, SRR hINgFe:, e fidTiaed STSehators=ehT
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HIATE, WL = TUIESTEAeUH I e Hieqded
TR eI ShISATH, TGRS e & [T Seh =T TRHT: |

T R FREEE TR T s |
ArswrEr Bl IE AN EE R IR T
AT AT OTSa TR SMd qT e =HivRded AT |
TETHA AT FATOT QAT SHeA-HTOEfT ¥ TfeaEate sraasatd
SUSTSHIICATI HiPATaeUole Sqcauant=d, 7 q qUIRiHU-=Re T
HTSHAT | BT SN T8 THTTTA TR -

" WHEAT 7 J SRATE IR 34  8ad: |

ool HHHe: Rfch (HOUIaT srarers=if o sheaed H=Id dom dHd
(FANSTY e ) HreAT=mioT At i feTaeudie aqar i |

TASE T FEAGHOT YT U SRR | dd
TFFATIAT TR I | 37 Shefel TN T H1eThH0Ted THI=AH |
SECATTIOATHS TRT: (NTTWHRIT:) TEhReh! &: | FTATT: 3THTe e vare!
mw#ﬂ?ﬁﬂﬂﬁm@%gl

TRIT TEaHERIICHT ST | 3T HeaRE YO RO |
SCTATE!  TITWRIT UF HEhIeh! J83d | 37 T A el ATaTTehnof
sfosiieRton g o g & sfoarder faeet e | amd
gfevmm: degd wafq- gest fufieh o | a7 wfavmiegas wEaEfy
TR | TEf ¥ Iiwme ed: SeaERT AR, 0 o
uﬁﬂmﬂﬁqﬁmﬁmﬁmﬁ WEY YR | ?r%%n“(
W@Hﬁmwﬁﬁ?ﬁaﬁ

"TAHRITETHIAY YT ST |

TR TATha ITEIIG SATRIUTRITEITGRHSIH | Tl IR
(TR = 787 SRIATHI0 IR IR Ja e A Sy AT TR -

AT oD e I7: T4 Fam: |
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T et o T A AT 3 A AT
FEIUVALUEAT FIAR TR JIR: | STeeEehdr o i
FHTAHARTATHAN |
IR WA e TOHT FARRU WSId | S RATEe
TTTaT: ST &
TfcrHa = et TR R |
ST T U HEREh! ||
TSGR, SRS ST Hieeqaanetiige aafd g
SCTAVATET AT ST T TSI T AT S frehTraT qTerd:
ST SfaTeTeE et <hferd Sfd |
SHEHERgE ST ||
TIUSASISHTTeHATTET ST hafet e f-HIUTRT RO -
T = T HIATAT eyt JfaT |
T A AT geRTsaT e fte Shvsh |

T T FHIATIHRISET R | JOSarS ST oy
ﬁéﬁﬁwﬁlwﬁwm|mnﬁw
Tt () et = afeTva | 3TgY SRR TSETaT ST afd |
sl q fafedres | aftemsiisgrer afaernq sfowrn sift afaet
Teftepd-

i)

EEICEERIEREERRIEIEE ucte T
[EREMREIREIRER I
ATV 7 fferaeshmorest wfawt wfd | ot ( oot )
[EEINEEEREERE REICEE RN
“T TS | ST TSt sheerHeTgeETeTaly Sfasiea: |
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TSRIELT S TG e iayamTge famei fafeq: | i
¥ HEAEld AWl OREIeReHeded SRR A, T
mmwmwma
Wmﬁsﬁamwﬁ*—hﬁ%ﬁﬁ

rfersTeReaet forer: wHaT e 3t |
i ca TS hidT: AN, | Aleh: ot Heed:|

TIkAHT  HEE YU SRR A @ HTOESTESe
THEREHG  ARd | AAE I SEeRegead | @
wﬁuaﬁmmww@wsﬁlmuwﬁml
uﬁwﬂm%ww&‘%u@mﬁwﬁamﬁmﬁmwmaﬁ%l
mmmﬁ@%wmﬁmﬁwsgﬂﬁmﬁ-

"HE TEHIIAT G TR SR STEReav e | arTery
wiegemea: | foomay @ fowegato=m | wfeeges
uﬁwﬂmﬁsﬁﬁvﬁlwuﬁﬂﬁmamﬁrl

TSTIRER SATHE 9 % T STeheatahssl Sfawmne Efiamst vt forerm
U] HISIHIHTETET: q?ﬁaaﬁww%%wﬁam%ﬁmﬁaﬁéﬁ
sarwﬁr sﬁwwﬁwmsﬁﬂwmwﬁﬁ uﬁqﬁaﬁﬁ*gﬁr
Wmﬁﬁﬁm‘ﬂﬁmﬁ srﬁ‘aﬂuamaﬁvrrmﬁﬁrmﬁl

TSRIETAATIER T Yoqaied,  SAIaHEHAShIRRITET ThrT
wmﬁmmuﬁﬂmﬁwqﬁﬁﬁﬁwﬁmﬁﬁmw
RIS EITHE T STasTed: TARORAAISTY Seaet SaTHId -

0 NP R IR EE G LN RN L G qufaemieget
uﬁwmﬁwuﬁﬁmm&rwwﬁmﬁ et 39, SferTad: TIawist
Waw|m%%m$@ﬁwmﬁﬁalwmﬁnhm
Sh R e | sRrRE afqwrsi Srfsrer-aes, stemf, sfuefimeh = | wgst
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T SFHTREERITSSIRIG | STERT = SHEehrgaed | e =
TG Welfel | ShIrrsAT: Sfcrvra: ﬁaﬁwwmﬁm
wﬁrw wmﬁiw efITehy -

a1 = fafera- R TraRe = | Feruspaton s, @y i
eSS SERTIRRTERT =1 | SFHREERRIE TSl | 38 SFehr e
| HEAC-TEIIaRTSWAT TRt | Ufgeh foprdit Seerier Sromt af wesif
FfeRfed | Tear TREr | il s o v 3w @
GERIHTA: | 90 TSI e - ST, ATTeh:, SR Tehe | Yiaehey
(STTARE) I e Sioiead, 7oig T Niasam ST
(IT3F:) FRAUE g T9afa, a1 9EREl gfewm | e 3 gfasEr
HITITIET FaT: Befd | Tat foHT Hreagear s=eat Tesf|

RIS W | 1 & o et = Jreaf | a@ g
HieTd: FHASATITE: | T ATSTRIT I |

1.4 Rasa School — TIE:

TERAATITT HERAeRTeARTER STaH AT TR TR |
IR RS i wide R desTe et |
EFIWT%} HTST T FHTATASHIIET TAT: ohrae | uaeated
T FIRTERATTTTR 64 STT=m: TRt AT FIATagHR ST
| STASHRITEE JEATT ST WTHE: TIHIE AT HTATAGHT FIHTHI,
FELISTY TR o TCHoR T T-2e ATH HATASHNEREIE: JIRI
| FEEATSTY AT TTTARE T-2 AT HTATAGHI AT | AR S
Eica e Xt ArehiSRIaTeTd TETEad HTeaTeTg - IeaeTTe - TR
- HTleca TG R E G RIS -Sh i ATH Y HHAH AT
THTGAHV | TS STEToie qeaTdTed S | T A
ITHTOT HeTGT T J1 qrei HiorqHe  ATaee HIeIRIE J1H | awd |
WA TEEG:, AHee AAgHRISG:, SUed: Ug:, JHe
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AfaRrgT:, A<aeTe SaHHET:, Faehed Tohlhagr:, AeHTEe
TG, A sHfacfage wafq e Tefrgr: |
TN STEHT FRIERIHT He SETE: FasTe: Tatd EEwE: |
TR e S WA foerd | aefy s
m@wwﬁwwﬁmﬁqﬁﬁm g gfasTaes: aﬁél

Pre qﬁ%ﬂa@ FMU oo A wdesd: | 3
wwﬁmmﬁwwwmwﬁﬁmzmzqaww
gfasTaeh: sfd a=rd |

AT ATHATCHT TR T2Tad Ha=rT 3. THv: SEhawTyaf
AEH: WA TR | TAHAE ACANTERET UgAhehdl SIS
T | UEARE T qIHHETR HHETEl JHrrad | AfmHEer
TR ATHTRRE TeHTSRTE: TIqe $o o Hd, STaT e Aeqaentiershal
R A ISR UaTaureiaieas TeiHadi et |
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Unit II- Western Literary Theories

An Introduction to Western Literary Criticism

Criticism can be described as a “discourse about
literature,” in a general way. The study, discussion, evaluation,
and interpretation of literature is the discourse which is called
literary criticism. This act of study, discussion, evaluation, and
interpretation of literature is often guided by literary theory.
Literary theory is the philosophical discussion of the methods and
aims of literary criticism and each literary theory gives its own
special way of looking at a piece of literature. The two - literary
criticism and literary theory - perform interrelated tasks. Any
school of literary theory concerns itself with literary texts and thus
with the act of criticism.

Literary theory as the two words suggest, conjoins
literature with the theory or philosophy about literature. Such a
theory based interpretation of literature is the activity of literary
criticism. So it is not really possible to separate the concerns of
literary theory from literary criticism. It goes without saying
therefore that there could be two or more ways of reading a piece
of literature depending upon which literary theory is taken as the
window through which the literary text is read. So the two
activities, i.e. literary criticism and literary theory are closely
related.

2.1 Aristotle (384BCE-322BCE)

Aristotle lived form 384 BCE and he was the most
distinguished disciple of Plato. He is believed to have written
nearly half a dozen critical treatises, of which only two are extant-
Poetics and Rhetoric, the former dealing with the art of poetry and
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the latter with the art of speaking. Poetics, however, deals with
many more problems of literature than Rhetoric, and has therefore
attracted greater attention than the latter.

Poetics is a treatise of about fifty pages, containing twenty
six small chapters. It is believed to be a summary of his lectures
to his pupils, written either by them or by himself. It is believed
to have had a second part, which is lost. The first four chapters
and the twenty-fifth are devoted to poetry, the fifth in a general
way to comedy, epic, and tragedy, the following fourteen
exclusively to tragedy, the next three to poetic diction, the next
two to epic poetry, and the last to a comparison of epic poetry and
tragedy.

Aristotle’s main concern, thus, appears to be tragedy,
which in his day was considered to be the most developed form
of poetry. Poetry, comedy, and epic come in for consideration
because a discussion of tragedy would not be complete without
some reference to the other forms of literature.

A poet or an artist is just a grown-up child indulging in
imitation for the pleasure it affords. There is also another natural
instinct, helping to make him a poet-the instinct for harmony and
rhythm, manifesting itself in metrical composition. It is no less
pleasing than the first. But the Poet’s imitations or pictures of life
are not unreal-‘twice removed from reality’-as Plato declared. On
the contrary, they reveal truths of a permanent or universal kind.
To prove this, Aristotle institutes a comparison between poetry
and history.

According to him, the function of the poet is to relate not
what has happened as history does, but what may happen
according to the law of probability or necessity. The poet and the
historian differ not merely because one writes in verse and the
other in prose. The true difference between them lies in the fact
that one relates what has happened, the other what may happen.
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Poetry, therefore, is a more philosophical and a higher than
history. Finally poetry expresses the universal, history the
particular.

Aristotle's states in his Poetics that it is a natural human
inclination to imitate. This characteristic is inherent in man from
his earliest days. Man differs from other animals in that he is the
most imitative of all creatures and he learns his earliest lessons by
imitation. Also inborn in man is the instinct to enjoy works of
imitation. Therefore on the strength of these arguments, Aristotle
concludes that mimesis is to man, and the arts and media are
natural expressions of human faculties. This is in contradiction to
Plato who held that a perception of mimesis and representation is
opposed to truth, because it takes man away from real. Aristotle
views mimesis and mediation as fundamental expressions of our
human experience within the world. Art is a means of learning
about nature. Through the imitative experience we get closer to
the real, not away from it.

Works of art are encoded in such a way that humans are
not duped into believing that they are reality. We recognize
features from our own experience of the world within the work of
art and this causes the representations to seem valid and
acceptable. Mimesis not only functions to re-create existing
objects or elements of nature, but also beautifies, improves upon,
and universalizes them. Mimesis creates a fictional world of
representation. Aristotle views mimesis as something that nature
and humans have in common, as natural to the creative process
and human nature. Two instincts, the instinct for imitation and the
instinct for harmony and rhythm are natural to man and he
indulges in them for the pleasure they give.

Aristotle’s argument is that art is not an illusory copy of
life or thrice removed from reality but an imaginative version of
it, seeing the universal in the particular whether the form be the
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comedy, tragedy or epic. The truths of literature therefore are of
a high order, relating literature with life. Thus the artist shows the
permanent features of life in the ephemeral, through the work of
art. Aristotelian criticism focuses on the form and logical
structure of a work, apart from its historical or social context, in
contrast to Platonic Criticism, which stresses the usefulness of art.

Emotional appeal of poetry (Catharsis)

Catharsis is one of the most celebrated terms in the field
of literary criticism. Though this term appears only once in
Aristotle’s Poetics and without any definite meaning or
explanation, but it has still been one of the most popular and
sought after concept among scholars. On the basis of
understanding its usage in Aristotle’s Poetics and his other works,
such as Politics and Ethics, critics have attempted to explain this
term. They have advanced three different meanings to the term
‘Catharsis’: ‘purgation’ or “purification’ or ‘clarification’.

Taking tragedy as the highest form of poetry, Aristotle
says that it arouses the emotions of pity and fear- pity at the
undeserved sufferings of the hero and fear of the worst that may
befall him. These emotions are aroused with a view to their proper
purgation (purification) or catharsis. Everybody has occasions of
fear and pity in life. If they go on accumulating, by exceeding
their normal proportions it will affect the health. In tragedy where
sufferings we witness are not our own, these emotions find a full
and free outlet. Thus, viewed in this light, tragedy is an art that
transmutes these emotions and it is really health giving and
artistically satisfying.

Tragedy

Poetry being an imitative art, it can imitate two things of
actions: the noble actions of good men or the mean actions of the
bad men. From the former was born the epic and from the latter
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the satire. From these in turn arose tragedy and comedy
respectively. The epic and tragedy being imitations of the noble
actions of the noble men are superior to the satire and comedy,
which concern with the mean actions of the low men. Being more
compact in design and having all the epic elements in a shorter
compass, tragedy is superior to the epic.

"Tragedy is an imitation of an action that is serious,
complete and of a certain magnitude; in language embellished
with each kind of artistic ornaments, the several being found in
separate parts of the play, in the form of action, not of narrative,
through pity and fear effecting the proper purgation of these
emotious”.

By serious action Aristotle means a tale of suffering
exciting pity and fear. Action comprises all human activities,
including deeds, thoughts and feelings. It should be complete or
self-contained with a beginning, middle and an end.
Completeness implies organic unity or a natural sequence of
events that cannot be disturbed. The plot should be of a length,
which can be easily embraced by the memory. Artistic ornaments
mean rhythm, harmony and song, which are employed as
occasion demands.

Parts of Tragedy

Aristotle speaks of six constituent parts in tragedy. They
are (1) plot, (2) Character, (3) thought, (4) diction, (5) song and
(6) spectacle. The former three, viz. plot, character and thought
are the objects of poetic imitation whereas diction and song are
the medium it employs to imitate these objects and spectacle
which is its manner of imitating them.

The plot or the arrangement of the incidents is the chief
part of tragedy. Tragedy is not an imitation of man but of actions.
Without action there cannot be a tragedy, there may be without
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character. Characters determine man's qualities but it is by their
actions that they are happy or the reverse. Actions are issued from
characters; hence character is next in importance to plot. Then
follows thought or what a character thinks or feels during his
career in the play. It revels itself in speech. All these three
constitute the poet's objects of imitation in a tragedy. To
accomplish them the poet employs the medium of diction or
words embellished with each kind of artistic ornament. Song is a
part of the diction. By these five the literary part of the work is
over. Spectacle means the stage representation. It constitutes the
manner in which tragedy is presented to the public.

Three Unities

The plot is the soul of the tragedy. Hence the artistic
arrangement of its incidents is of the prime importance. It should
have unity of action, and of time and also of place. Plot should
have the unity of action, only those actions which are intimately
connected with one another and appear as one whole. Therefore
the events comprising the plot will concern only one man and not
more. Hence episodic plots are not good for tragedy.

Avristotle has mentioned about the unity of time only once.
He says: tragedy endeavors to confine itself to a single revolution
of the Sun or slightly to exceed this limit, while the epic action
has no limits of time. The unity of place is not mentioned at all by
Aristotle.

It is necessary for a good tragic plot to arouse the emotion
of pity and fear in the spectator or the reader, pity for the
undeserved sufferings of the hero and fear of the worst that may
happen to him. The unhappy ending is the only right ending for it
is the most tragic in its effect.
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Two kinds of Actions

The plot is divisible into two parts- complication and its
unraveling or denouement. Complication ties the events into a
tangled knot the latter unties it. The complication includes all the
actions from the beginning to the point where it takes a turn for
good or ill; the denouement extends from the turning point to the
end. The first is commonly called rising action and the second
falling action. The plot may be simple or complex. If there is no
puzzling situation, it is called simple plot. But there are reversals
of the situations and recognitions or discoveries, it is ¢ complex
plot.

A hero in a tragedy is a man who is not eminently good
and just, yet whose misfortune is brought about not by vice or
depravity, but by some error or fraility. His misfortune excites
pity because it is out of all proportion to his error of judgment,
and his overall goodness excites fear for his doom.

Hamartia, Peripeteia and anagnorisis

Hamartia means an unskillful but not morally culpable
act. Itis even as an erroneous act. Peripeteia (sudden reversal) and
anagnorisis (recognition) are the central points of the complex
action in a tragedy. They are a formal necessity in the well
developed whole of a certain size, the action with a beginning,
middle and end. At the same time peripeteia and anagnorisis are
key incidents in the serious story of the upright protagonist (hero),
his hamartia and his sufferings. Peripeteia is the change from
good to bad, i.e, the reversal of the expected. A modern scholar
termed it as a kind of irony of action. Anagnorisis is the hero's
realization of the truth, the full meaning of the deed done in error.
Both peripeteia and anagnorisis are the due developments and
complements of hamartia.
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2.2 Longinus

Longinus is the name associated with the Latin treatise
commonly known as "On the Sublime, " one of the most
influential and perceptive works of literary criticism ever written.
There has been considerable dispute as to the author of On the
Sublime. One Cassius Longinus, born about 210, was a critic,
scholar, and teacher of rhetoric in the 3rd century and a friend and
teacher of Porphyry, the pupil of Plotinus and author of many
literary works. He also earned a reputation as the most famous
scholar of his time. Educated at Alexandria, he probably taught at
Athens and then traveled to Asia Minor as a minister of Queen
Zenobia of Palmyra. Along with Zenobia he is reported to have
been executed by the Roman emperor Aurelian in 273 on charges
of conspiring against the Roman state.

Before Longinus the admitted function of poetry was ‘to
instruct and to delight’, and the object of the orator or prose writer
was ‘to persuade’. But Longinus discovered the true function of
literature. He found that the highest type of poetry, which is lofty
and sublime, has by effect not of mere pleasure, or instruction or
persuasion, but of ecstasy, and transport. He defines sublimity as
‘the sublime consists in a certain loftiness and consummateness
of language, and it is by this and this only the greatest poets and
prose writers have won pre-eminence and lasting fame’.

The word sublime also means height or elevation. To be
sublime is the ultimate justification and function of literature. a
great and gifted writer, who is endowed with the nobility of soul,
can create sublime effect. Longinus says ‘Sublimity is the echo of
a great soul” Homer’s epics are conspicuous for sublimity.
Explaining the nature of the sublime Longinus compared the true
sublime with the false sublime. The sublime is characterized by
timidity or bombast of language. It is characterized by puerile,
tawdry and frigid expressions. The false sublime results when
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there is a cheap display of passion. The literature of the age of
Longinus was falsely sublime. The true sublime, on the other
hand consists in a certain distinction and elevation of expression.

The Sources of Sublime.

Both nature and art contribute to sublimity in literature.
Longinus says: art is perfect when it seems to be nature and nature
hits the mark she contains art hidden within her. With this as his
premise, Longinus finds five principles sources of the sublime.
The first of them are the gifts of nature and the remaining three
the gifts of art. (1) Grandeur of thought, (2) capacity for strong
emotion, (3) appropriate use of figures, (4) nobility of diction, and
(5) dignity of composition or a happy synthesis of all the
preceding ones.

1. Grandeur of thought: Nobody can produce a sublime work
unless his thoughts are sublime. Sublimity is the echo of the
soul. Stately thoughts belong to the loftiest mind. Mostly,
they are innate, a natural condition of the writers minds and
heart, but they can also be acquired by a proper discipline.

2. Capacity for strong emotions: According to Longinus
nothing makes so much for grandeur as true emotion in the
right place, for it inspires even the words. Like stately
thoughts, stately emotions also belong to the loftiest mind.
While Aristotle had justified emotions by their cathartic
effect, which is moral than an aesthetic consideration, the
loftiness values them primarily for the aesthetic transport
they cause, though this transport may ultimately be found to
be morally uplifting.

3. Appropriate use of figures: Of the artistic aids to sublimity
the figures of speech occupy an important place. A figure is
effective only when it appears in disguise, i.e, when it is
shaded by the brilliance of style. The main figures that make
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for sublimity are rhetorical question, asyndeton, hyperbaton
and periphrasis. Asyndeton is a speech in which words or
clauses are left unconnected. Hyperbaton is an inversion of
the normal order of words to express the emotional strain.
Periphrasis is a roundabout way of speaking.

4. Nobility of diction: Diction comprises of the proper choice
of words and the use of metaphors and ornamented language.
Words, when suitable and striking have a moving and
seductive effect. The words properly used give breathe even
to the dead things. Among the ornaments of speech, Longinus
considers metaphor and hyperbole.

5. Dignity of composition: By dignity of composition the
arrangement of words is meant. It should be one that blends
thought, emotions, and figures and words themselves into a
harmonious whole.

Longinus pleads for a purely aesthetic appreciation of
literature. He admires the great classics as they excite, move,
transport and elevate the reader. And any art does so is sublime.
Longinus is a classicist in taste, a romanticist in temper and
idealist at heart.

2.3 S. T. Coleridge (1772-1834)

Samuel Taylor Coleridge (S. T. Coleridge) is the first
English critic to base his literary criticism on philosophical
principles. While critics before him had been content to turn a
poem inside out and to discourse on its excellences and defects,
he busied himself with the basic question of how it came to be
there at all. He was more interested in the creative process that
made it what it was than in the finished product. In his own words,
he endeavoured ‘to establish the principles of writing rather than
to furnish rules how to pass judgement on what has been written
by others’. These he sought to discover in 'the nature of man' - the
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faculty or faculties of the human soul that gave it birth. But his
critical works suffer from a woeful lack of system, His
Biographia Literaria, the greatest of them, is ill-planned and
incomplete: his Lectures on Shakespeare, next only in importance
to the Biographia, are disjointed and ill-reported; and his other
prose-writings- The Friend, The Table Talk, the contributions to
Southey's Omniana, the Letters, the posthumous Anima Poetat
contain but fragments of criticism. Even so, there is enough in
him to mark him out as ‘one of the very greatest critics of the
world’. Rene Wellek cites evidence to show that he borrowed
freely from the German philosophers Lessing, Kant, Schelling,
Schiller, the Schlegels, and others, but it is undeniable too that his
principal critical theses ultimately bear his own special stamp: not
unoften they flow from his own experience as a poet.

Coleridge examines the very nature and genesis of
imagination. He finds two forms of imagination - the primary and
the Secondary. The primary imagination is simply the power of
seeing the objects of sense - persons, places, things - in their parts
and as wholes. The mind thereby forms a clear picture of the
object seen by the sense. The secondary imagination is the
conscious use of this power, a composite faculty of the soul. It is
more effective than the primary imagination. The secondary
imagination dissolves, diffuses, dissipates in order to recreate, so
imagination is a unifying power. It unifies the faculties of the
soul, identifies the mind with matter and matter with the mind.
The secondary works more powerful than primary. In the
conception of imagination Wordsworth and Coleridge shares
almost the same view. Wordsworth was concerned with practice
and Coleridge with theory.

According to Coleridge fancy is not a creative power. It
just combines the things into pleasing shapes. The original
materials are offered in a new combination by fancy. Coleridge is
one of the greatest critics of Shakespeare. He delivered periodic
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lectures on Shakespeare and other poets. He revolutionised the
whole concept of Shakespearian criticism. He revealed the
immense range of Shakespeare's genius. He denounced the
classical doctrines and stressed the organic unity of Shakespeare's
plays. He proved that Shakespeare is not only a poet but also the
greatest poet the world has ever produced. His lectures are
impressionistic romantic criticism of the highest order and hailed
Shakespeare as a born genius. Coleridge could be rightly called
as the ancestor of critics like A. C. Bradley and Wilson Knight

A considerable portion of Coleridge's Biographia
Literaria' is devoted to the criticism of Wordsworth's theory of
poetry as expounded in his preface to the Lyrical Ballads. His
idea was to explain and justify his own style and practice of
poetry, art, fancy and imagination. Wordsworth argues in the
‘preface’ that poetry should be written in the real language of men;
carrying all the emotion the words are meant to carry and the
subject matter should be from the incidents and situations from
common life. The real spirit behind the 'preface’ was Coleridge,
Later he differed from Wordsworth on his subject. When the
‘preface’ published Coleridge wanted to change the popular
impression that the language of the 'preface’ represented his views
too. He expressed his views in 'Biographia Literaria’.

While discussing, the origin and genesis of ‘Lyrical
Ballads' Coleridge used the expression Willing Suspension of
disbelief. He and Wordsworth were to compose two different
sorts of poems. In the one, the incidents and agency were
practically supernatural. For the second the subjects were to be
chosen from ordinary life. Wordsworth was to give the charm of
novelty and Coleridge was to deal with persons and characters
supernatural and make them appear credible. The expression
indicates the nature of dramatic illusion. It sums up Coleridge's
view of how fiction poetic or dramatic pleases the reader. In order
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to enjoy it, the reader or spectator willingly suspends his disbelief
in it.

Coleridge has his own views against Wordsworth's poetic
theories. Regarding Wordsworth's choice of rustic characters and
life, Coleridge observes that Wordsworth himself has not selected
them properly. They are neither low nor rustic in the real sense.
Their language and sentiments are not from their living
environment.

Coleridge disagrees with Wordsworth again on the
language. He said that the vocabulary of the rustics is very poor
and are able to express only the barest facts of nature. For him the
best form of language derives from education. Regarding poetic
diction, he disagrees with his friend's view that the language of
poetry is the very language of men and language of Prose and
poetry is one: Coleridge refutes this, saying that everyman's
language differs, depending on his knowledge, individual
peculiarities and the qualities proper to the class he belongs etc.
In the same way the language of the prose and poetry are not one
but of two different type just as reading differs from talking, the
language of prose needs to be different from the language of
conversation.

Coleridge, of whom Wordsworth remarked, 'the only
wonderful man I ever met was indeed one of the most original
minds of the 19" century. His concept of organic imagination
influenced the New critics to a great extent and his approach to
Shakespeare led to the Bradleyan school of Shakespeare criticism
in the modern century.’

2.4 T.S. Eliot (1888-1965)

Thomas Steams Eliot is probably the best known and most
influential English poet of the twentieth century. His work as a
critic is equally significant. T. S.Eliot's critical output was quite
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diverse; he wrote theoretical pieces as well as studies of particular
authors. In "To Criticize the Critic", a lecture delivered at Leeds
University in 1961, Eliot divided his prose writings into three
periods. During the first, he was writing for journals like The
Egoist; the main influences on him were Ezra Pound, and Eliot's
teacher Irving Babbitt, who had introduced him to the philosophy
of Humanism at Harvard. The second period, roughly from 1918
t0 1930, was primarily one of regular contributions to the
Athenaeum and the Times Literary Supplement; the third period
was one of lectures and addresses, after Eliot had established
himself as the leading poet of the age. As he grew older, he
produced a lot of social and religious criticism; books like The
Idea of a Christian Society (1939) shed light on his literary
criticism and poetry.

In the words of George Watson, (he is commenting on
Eliot's two lectures on Milton), "Argument advances crabwise."
His first book, The Sacred Wood: Essays on Poetry and Criticism
(1920), containing seminal essays like "Tradition and the
Individual Talent” and "Hamlet", is central to his achievement as
a critic. It is this early work which influenced the New Critics.

T.S. Eliot is one of the significant figure in the field of
literature. His criticism is significant both for what it is in itself
and for the influence it wields in academic and literary circles. It
is what in Eliot's own words may be called workshop criticism.

Tradition and individual Talent

‘Tradition and individual Talent’ throws light on the kind
of poetry he wrote in the first stage of his poetic development. His
critical views change as he grows and develops. According to him
tradition is not something handed down to be followed by the
succeeding generations but as something of much wider
significance. It lives through individual talent. It is a sense of past
which he calls it the historical sense. Which is a sense of the
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timeless as well as the temporal and of the timeless and temporal
together. Tradition cannot be inherited It has to be acquired with
hard labour with the cultivation of the historical sense.

One who has the historical sense feels that the whole of
the literature of Europe from Homer down to his own day, forms
one continuous literary tradition. The creative artist values both
the temporal and the timeless and this quality makes him really
traditional. Just as the past directs and guides the present, the
present alters and modifies the past. The poet must be aware that
the awareness of tradition sharpens the sensibility which is
important to poetic creation. Shakespeare acquired more essential
history from Plutarch, than most men can from the British
museum. It is by surrendering to the past that the poet can
depersonalise himself. It is in this depersonalization that art may
be said to approach the condition of science,

Impersonality Theory

Eliot tells us how honest criticism and sensitive
appreciation is directed to the poem and not to the poet. His
impersonal theory relates the poem to its author. He opposes the
romantic theory of poetry. He cites an analogy from science.
When oxygen and sulphur dioxide are mixed in the presence of
platinum they form sulphuric acid. This chemical reaction is
possible only in the presence of the catalyst platinum. Even as the
platinum shred brings the chemical change and yet leave no trace
on the compound formed. The poet's mind operates upon the
man's experience and is responsible for the creation of the poem
yet leaves no trace of his own personality on the poem. The poet's
mind is the platinum shred. The elements transformed are
emotions and feelings, may give rise to independence of the poet's
personality or experience.

The poet's mind is a receptacle for seizing and storing up
all kinds of feelings, images etc which remain there, till they unite
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to form a new compound. This leads to Eliot's total condemnation
of Wordsworth's statement that poetry is emotion recollected in
tranquility as inexact. Eliot affirms that poetry is not a turning
loose of emotion but an escape from emotions. It is not expression
of personality but an escape from personality. The individual
talent of the poet is in the deliberate extinction of one's
personality. It is in the technique, the craft with which he
expresses the impersonal artistic emotion which he gets on
submitting himself to tradition and allowing the platinum shred
of his mind to operate on emotions and feelings. The poetic
process demands concentration

Objective correlative

Many of his critical terms have entered, English language
‘Objective correlative' is one among them. He used it while
discussing 'Hamlet' and his problems. Emotion cannot be simply
transmitted from the mind of the poet to the mind of the reader. It
should be turned into something concrete to evoke the same
emotion in the readers. The object in which emotion is thus
bodied forth is its external equivalent or objective correlative. To
convey the full sense of Lady Macbeth's mental malady in the
'sleep-walking scene', Shakespeare merely makes her 'do’ over
again what she had done before. This conscious repetition of her
past actions is the objective correlative of her present mental
agony and the agony is made object here

Dissociation of sensibility

'‘Dissociation of sensibility’ is another phrase used by
Eliot, to point out the fault of the poetry of the later 17" century.
It was used against 'unified sensibility'. Unified sensibility means
a sensuous apprehension of thought or a recreation of thought into
feelings. Thought is transformed into feeling to reach the reader's
heart. The union of the two constitutes unified sensibility. When
the poet is unable to convert thought into feeling, the result is
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dissociation of sensibility. A poet may wish to convey great ideas
but may fail to bring forth as feelings.

2.5 1. A. Richards (1893-1979)

Ivor Armstrong Richards (1. A. Richard) the pioneer of the
new criticism, is one of the major critics of the twentieth century.
He published three volumes of poetry, but he is remembered
primarily as a literary critic and teacher, not as a poet. Richards
was a scholar of semantics, and along with C. K. Ogden,
formulated Basic English. The Meaning of Meaning (1923)
written with C. K. Ogden, is an important contribution to
linguistics. Principles of Literary Criticism published in 1924,
was followed by Science and Poetry (1926), Practical Criticism
(1929), and Coleridge on Imagination (1934). Richards believed
that literary criticism should be objective. He was fascinated by
the newly developing science of psychology, and wanted to
evaluate art in tems of the state of mind induced by it. He
promoted a psychological theory of value. This theory has
become outdated due to later researches in psychology. But his
comments on language, and on the practical analysis of poetry,
are still valid, and have had an enormous influence on Anglo-
American literary criticism in the twentieth century.

Richards was the first critic who realised the importance
of psychology and the impact it made on the reader and society.
He is the first great critic since Coleridge who has formulated a
systematic and complete theory of poetry and his views are highly
original and illuminating. He was a man of wide learning. He was
widely read not only in literature, but also in psychology,
philosophy, aesthetics, the fine arts and the broad principles of
various sciences. He harnessed his stupendous learning for the
compounding of an amazingly new and original theory of poetry.
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The Nature of Poetry

In order to determine the nature of poetry Richards first
examines the working of the human mind, which, according to
him is "a system of impulses”. Impulses may be defined as the
reactions produced in the mind by some stimulus and culminating
in an act. Until the stage of action arrives they pull in different
directions, each pressing the others to act in the way suited to it.
The mind experiences a state of poise only when they organise to
follow a common course. With each new experience, however,
they are disturbed and remain so until they have readjusted
themselves into a new poise, with the result that the mind remains
in a disturbed state, ideal state of poise is one in which all the
impulses are able to satisfy selves to the full when stirred into
activity by some stimulus, but as this is seldom possible, the
maximum satisfaction of the maximum number impulses, with
the minimum frustration to the rest, in all that can be hoped for.
The value of art or poetry is that it enables the mind to achieve
poise or system more quickly and completely than it could do. By
poetry Richards means all imaginative literature Mind organises
or systematizes different impulses.

The conduct of human life is throughout an attempt to
organise impulses "so that success is obtained for the greater
number or mass of them, for the most important and weightiest
set. Richards defines a poem as a collection of experience of an
artist. But no single experience can make a poem. Concerning the
judgment of a poem, Richards says that only that reader can judge
a poem "whose experience approximates in this degree to the
standard experience'.

Richards also considers the value of this experience or
state of mind. Experiences are naturally both good and bad. It is
only the good ones that can be said to be valuable. Richards
divides impulses into two kinds "appetencies and aversions”, in
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plain words desires and dislikes. Appetency refers to unconscious
impulse. Richards comes to the conclusion that "anyone will
actually prefer to satisfy a greater number of equal appetencies
rather than a less.

Besides poetry, the great art, according to Richards, is that
which increases men's happiness, to the redemption of the
oppressed, or to the enlargement of our sympathies with each
other, or to vitalise our soul and outlook. Richards also refutes the
Art for Art's sake theory. He remarks that of all the great critical
doctrines, the 'moral theory of art has the most great minds behind
it.

In the Practical Criticism, The Meaning of Meaning and
The Philosophy of Rhetoric I. A Richards reveals his great interest
in textual verbal analysis. Language is made of words, and hence
the study of words is of great importance for understanding the
total meaning of a work of art. Words, according to Richards,
communicate four kinds of ming, or to be more precise, the total
meaning of a word depends upon four factors. These are Sense,
Feeling, Tone and Intention.

I. A. Richards is a unique figure in the field of literary
criticism. He is admired for the originality of ideas. He has made
substantial and lasting contribution to the growth and
development of the new criticism. His famous book The
Principles of Literary Criticism has popularised him as an
eminent psychologist and aesthetician.

2.6 Structuralism

Structuralism is a theory of literature that focuses on the
codes and conventions that undergird all discourse and on the
system of language as a functioning totality. This system
Ferdinand de Saussure calls langue, "the whole set of linguistic
habits which allow an individual to understand and to be
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understood.” Anticausal and antiphilological, structuralism
deliberately ignores the historical origins of the various elements
of language, the external context of linguistic acts, the agents who
use language, and the individual speech acts themselves (parole).
Structuralism sees language as a system of differences without
any positive terms, embraces the arbitrariness and
conventionality of the sign, brackets any consideration of the
referent, and generates a vocabulary of oppositions, all of which
are more or less synonymous: langue and parole, synchrony and
diachrony, system and event, signifier and signified, code and
message, metaphor and metonymy, paradigm and syntagm,
selection and combination, substitution and context, similarity
and contiguity. In each case the first term is privileged.

Although Saussurian linguistics is its paradigm, what is of
interest is how structuralism analogically extends Saussure's
terms into the analysis of literature. Roland Barthes provides a
good example. "Literature"” Barthes writes, "is simply a language,
a system of signs. Its being [étre] is not in its message, but in this
'system.” Similarly, it is not for criticism to reconstitute the
message of a work, but only its system, exactly as the linguist
does not decipher the meaning of a sentence, but establishes the
formal structure which allows the meaning to be conveyed."
Rather than interpreting the meaning or value of a work, the critic
examines the structures that produce meaning. The intentionality
of the author is thereby disregarded; language and structures - not
the consciousness of an author or the willed verbal acts that
eminate from it - generate meaning.

As a consequence, the subject is dissolved into a series of
systems, deprived of its role as a source of meaning, and thereby
decentered. The self is an intersubjective construct, a place where
codes and conventions interact. In addition, the reader is
privileged at the expense of the author, for, as Jonathan Culler
points out, “the text is a kind of formless space whose shape is
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imposed by structured modes of reading." The operative concept
is intertextuality. "We now know," Barthes writes, "that the text
is not a line of words releasing a single 'theological meaning' (the
'message’ of an Author-God) but a multi-dimensional space in
which a variety of writings, none of them original, blend and
clash. The text is a tissue of quotations drawn from innumerable
centers of culture.” Nevertheless, he goes on to say, "there is one
place where this multiplicity is focused and that place is the
reader, not, as was hitherto said, the author. The reader is the
space on which all the quotations that make up a writing are
inscribed .... A text's unity lies not in its origin but in its
destination.” Codes, according to Barthes, equal the already read
(déja Iu]; the reader is the place where the various codes are
located

2.7 Deconstruction

Deconstruction is a method of reading and theory of
language that seeks to subvert. dismantle, and destroy any notion
that a text or signifying system has any boundaries, margins,
coherence, unity, determinate meaning, truth, or identity. Unlike
structuralism,  which  privileges structure over event,
deconstruction insists on the paradox of structure and event.
"Theory." Jonathan Culler writes. "must shift back and forth
between these perspectives,” and this shifting results in "an
irresolvable alternation or aporia.” Associated with the writings
of Jacques Derrida, deconstruction is, in Barbara Johnson's
phrase, a careful teasing out of warring forces of signification
within the text," and because there is no outside the text, once one
is inside the text one is everywhere and nowhere at the same time.
Driven by contradictions and indeterminacies, texts are inherently
heterogeneous, and they inevitably undo the philosophical system
to which they adhere by revealing its rhetorical nature. Because
every term can be read referentially or rhetorically, the reader is
unable to arrive at any ultimate decision and is left in the double
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bind of trying to master a text that has no boundaries and cannot
be totalized. Not only is aporia or undecidability endemic to texts,
it is thematized in them. As J. Hillis Miller puts it, "deconstruction
is not a dismantling of a text but a demonstration that it has
already dismantled itself." According to Culler, "a deconstruction
involves the demonstration that a hierarchical opposition, in
which one term is said to be dependent upon another conceived
as prior, is in fact a rhetorical or metaphysical imposition and that
the hierarchy could well be reversed." Hence the
deconstructionist emphasis is on the marginal and supplementary.

The essential rhetoricity of discourse undoes any
metaphysics of presence or logocentrism, any orientation of
philosophy, in Culler's phrase, "toward an order of meaning --
thought, truth, reason, logic, the Word -- conceived of as existing
in itself, as foundation." Because philosophy, like literature, is but
a mode of discourse, it suffers from the same undecidability that
infects discourse in general.

Deconstruction's central point is that total context is
unmasterable. Though meaning is context-bound, context is
boundless. A double bind is thus produced, for meaning is
contextually determined, on the one hand, and context is infinitely
extendable and thereby indeterminate, on the other. Moreover,
since any signifying system is but a system of differences with no
positive terms, meaning is disseminated rather than conveyed. It
disperses itself throughout the realm of what Derrida calls
différance, the realm of end-less differing and deferral, of
limitless free play. "The absence of a transcendental signified (or
ultimate referent],” he writes, "extends the domain and the play
of signification endlessly."
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2.8 Reader-response criticism

Reader-response criticism is systematic examination of
the aspects of the text that arouse, shape, and guide a reader's
response. According to reader-response criticism, the reader is a
producer rather than a consumer of meanings. In this sense, a
reader is a hypothetical construct of norms and expectations that
can be derived or projected or extrapolated from the work and
may even be said to inhere in the work. Because expectations may
be violated or fulfilled, satisfied or frustrated, and because
reading is a temporal process involving memory, perception, and
anticipation, the charting of reader-response is extremely difficult
and perpetually subject to construction and reconstruction, vision
and revision.

Reader-response criticism, however, does not denote any
specific theory. It can range from the phenomenological theories
of Wolfgang Iser and Roman Ingarden - both of whom argue that
although the reader fills in the gaps, the author's intentional acts
impose restrictions and conditions -- to the relativistic analysis of
Stanley Fish, who argues that the interpretive strategy of the
reader creates the text, there being no text except that which a
reader or an interpretive community of readers creates.

Literary Criticism 57



