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	6. About the Authors
M.  H. Abrams, Class of 1916 Professor of English at Cornell University, Emeritus,
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nineteenth-century literature, literary theory and criticism, European Romanticism,
and Western intellectual history. His A Glossary of Literary Terms is a series of succinct
essays on the chief terms and concepts used in discussing literature, literary history
and movements, and literary criticism. Since first published in 1957, the Glossary has
become an indispensable handbook for all students of English and other literatures.
Geoffrey Galt Harpham is president and director of the National Humanities
Center in North Carolina. He has written extensively in the fields of intellectual his-
tory and critical theory, and on the work of Joseph Conrad. Among his books are
The Character of Criticism, Shadows of Ethics: Criticism and the Just Society, and Language
Alone: The Critical Fetish of Modernity.
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	10. Preface
This book defines  and discusses terms, critical theories, and points of view that are
commonly applied in classifying, analyzing, interpreting, and writing the history of
works of literature. The component entries, together with the guides to further read-
ing included in most of them, are oriented especially toward undergraduate students
of English, American, and other literatures. Over the decades, however, the book has
proved to be a useful and popular work of reference for advanced students, as well as
for the general reader with literary interests.
A Glossary of Literary Terms consists of succinct essays in the alphabetic order of
the title word or phrase. Terms that are related but subsidiary, or that designate sub-
classes, are discussed under the title heading of the primary or generic term; in addi-
tion, words that are often used in conjunction, or as mutually defining contraries, are
discussed in the same essay. The alternative organization of a literary handbook as a
dictionary of terms, defined singly, makes dull reading and requires excessive repeti-
tion and cross-indexing. It may also be misleading, because the application of many
terms becomes clear only in the context of other terms and concepts to which they
are related, subordinated, or opposed. The essay form also makes it feasible to sup-
plement the definition of a literary term with indications of its changes in meaning
over time, and of its diversity of meanings in current usage, in order to help readers
steer their way through the shifting references and submerged ambiguities of its var-
ied applications. In addition, the discursive treatment of literary terms provides an
opportunity to write entries that are not only informative, but pleasurable to read.
In each entry, boldface identifies terms for which the entry provides the principal
discussion, and italics indicate terms that are discussed more fully elsewhere in the
Glossary.
The purpose of this new edition is to keep the entries current with innovations
in critical views and methods, to take into account important new publications in
literature, criticism, and scholarship, and also to take advantage of suggestions for im-
provements and additions, some solicited by the publisher and others volunteered by
users of the Glossary. All the entries have been reviewed, and most of them have
ix
✵
 


	11. been revised in  order to clarify or add verve to the exposition, but above all, to bring
the entries up to date in their substance, their references, and their lists of suggested
readings. Books originally published in languages other than English are listed in their
English translation.
Mainly in response to requests by readers, 24 terms have been added in this edi-
tion of the Glossary. Especially notable are substantial new essays on the book, book
history studies, Darwinian literary studies, and the concept of the fine arts. The book
now encompasses discussions of more than 1,150 literary terms.
The aim of this new version of the Glossary remains the one announced by its
author in the first edition: to produce the kind of handbook he would have found
most valuable when, as an undergraduate, he was an eager but sometimes bewildered
student of literature and literary criticism.
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	12. Acknowledgments
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usefulness of the Glossary to the broad range of courses in American, English, and
other literatures. The following teachers, at the request of the publisher, made
many useful proposals for improvements:
Michael Sharp, Binghamton University
Roxanne Eberle, The University of Georgia
Richard Frost, State University College, Oneonta, NY
Norbert Schürer, California State University, Long Beach
John H. O’Neill, Hamilton College
Jonathan Gross, DePaul University
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recting, and recording the text of the Glossary. Michael Rosenberg, Publisher at
Cengage Learning, continues to be an enthusiastic supporter of each new edition.
Karen Judd has helped tremendously in her role as Managing Development Editor,
Jessica Rasile ensured that the production process went smoothly, and Sharon Grant
performed her usual professional job of copyediting the manuscript.
xi
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	13. How to Use  This Glossary
To expedite reference to a literary term, this edition has merged the former Index of
Terms with the entries that make up the text of the book. The reader will now find,
in a single alphabetic listing, all the terms discussed in the Glossary. Each term that is
not itself the subject of the entry it identifies is followed, in boldface, by the number
of the page in which it is defined and discussed. This is followed by the page
numbers, in italics, of the occurrences of the term in other entries, in contexts that
clarify its significance and illustrate how it is used in critical discourse; in the text of
these entries, the term itself is italicized.
Some of the listed terms are supplemented by references to a number of closely
related terms. These references expedite for a student the fuller exploration of a liter-
ary topic, and make it easier for a teacher to locate entries that serve the needs of a
particular subject of study. For example, supplementary references list entries that
identify the various types and movements of literary criticism, the terms most relevant
to the analysis of style, the entries that define and exemplify the various literary genres,
and the many entries that deal with the forms, component features, history, and crit-
ical discussions of the drama, lyric, and novel.
Those terms, mainly of foreign origin, that are most likely to be mispronounced
by a student are followed (in parentheses) by a simplified guide to pronunciation.
The following vowel markings are used:
Authors and their works that are discussed in the Glossary are listed in an Index of Authors
at the end of this volume. To make it easy to locate, the outer edges of the Index are
colored gray.

a (fate)
a
 (pat)
ä (father)

e (meet)

e (get)

 (pine)

 (pin)

o (rope)

o (pot)
oo (food)

u (cut)
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	16. Literary Terms
abstract (language):  54.
absurd, literature of the: The term is applied to a number of works in drama and
prose fiction which have in common the view that the human condition is essen-
tially absurd, and that this condition can be adequately represented only in works
of literature that are themselves absurd. Both the mood and dramaturgy of absurd-
ity were anticipated as early as 1896 in Alfred Jarry’s French play Ubu roi (Ubu the
King). The literature has its roots also in the movements of expressionism and surre-
alism, as well as in the fiction, written in the 1920s, of Franz Kafka (The Trial,
Metamorphosis). The current movement, however, emerged in France after the
horrors of World War II (1939–45) as a rebellion against basic beliefs and values
in traditional culture and literature. This tradition had included the assumptions
that human beings are fairly rational creatures who live in an at least partially in-
telligible universe, that they are part of an ordered social structure, and that they
may be capable of heroism and dignity even in defeat. After the 1940s, however,
there was a widespread tendency, especially prominent in the existential philosophy
of men of letters such as Jean-Paul Sartre and Albert Camus, to view a human
being as an isolated existent who is cast into an alien universe; to conceive the
human world as possessing no inherent truth, value, or meaning; and to represent
human life—in its fruitless search for purpose and significance, as it moves from
the nothingness whence it came toward the nothingness where it must end—as
an existence which is both anguished and absurd. As Camus said in The Myth of
Sisyphus (1942),
In a universe that is suddenly deprived of illusions and of light, man
feels a stranger. His is an irremediable exile. . . . This divorce between
man and his life, the actor and his setting, truly constitutes the feeling
of Absurdity.
Or as Eugène Ionesco, French author of The Bald Soprano (1949), The Lesson
(1951), and other plays in the theater of the absurd, has put it: “Cut off from
1
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	17. his religious, metaphysical,  and transcendental roots, man is lost; all his actions
become senseless, absurd, useless.” Ionesco also said, in commenting on the mix-
ture of moods in the literature of the absurd: “People drowning in meaningless-
ness can only be grotesque, their sufferings can only appear tragic by derision.”
Samuel Beckett (1906–89), the most eminent and influential writer in this
mode, both in drama and in prose fiction, was an Irishman living in Paris who
often wrote in French and then translated his works into English. His plays, such
as Waiting for Godot (1954) and Endgame (1958), project the irrationalism, helpless-
ness, and absurdity of life in dramatic forms that reject realistic settings, logical rea-
soning, or a coherently evolving plot. Waiting for Godot presents two tramps in a
waste place, fruitlessly and all but hopelessly waiting for an unidentified person,
Godot, who may or may not exist and with whom they sometimes think they
remember that they may have an appointment; as one of them remarks,
“Nothing happens, nobody comes, nobody goes, it’s awful.” Like most works in
this mode, the play is absurd in the double sense that it is grotesquely comic and
also irrational and nonconsequential; it is a parody not only of the traditional as-
sumptions of Western culture, but of the conventions and generic forms of tradi-
tional drama, and even of its own inescapable participation in the dramatic me-
dium. The lucid but eddying and pointless dialogue is often funny, and pratfalls
and other modes of slapstick are used to give a comic cast to the alienation and
anguish of human existence. Beckett’s prose fiction, such as Malone Dies (1958)
and The Unnamable (1960), presents an antihero who plays out the absurd moves
of the end game of civilization in a nonwork which tends to undermine the co-
herence of its medium, language itself. But typically Beckett’s characters carry on,
even if in a life without purpose, trying to make sense of the senseless and to com-
municate the uncommunicable.
Another French playwright of the absurd was Jean Genet (who combined ab-
surdism and diabolism); some of the early dramatic works of the Englishman
Harold Pinter and the American Edward Albee are written in a similar mode.
The early plays of Tom Stoppard, such as Rosencrantz and Guildenstern Are Dead
(1966) and Travesties (1974), exploit the devices of absurdist theater more for
comic than philosophical ends. There are also affinities with this movement in
the numerous recent works which exploit black comedy or black humor: bale-
ful, naive, or inept characters in a fantastic or nightmarish modern world play out
their roles in what Ionesco called a “tragic farce,” in which the events are often
simultaneously comic, horrifying, and absurd. Examples are Joseph Heller’s Catch-
22 (1961), Thomas Pynchon’s V (1963), John Irving’s The World According to Garp
(1978), and some of the novels by the German Günter Grass and the Americans
Kurt Vonnegut, Jr., and John Barth. Stanley Kubrick’s Dr. Strangelove (1964) is an
example of black comedy in the cinema. Some playwrights living in totalitarian
regimes used absurdist techniques to register social and political protest. See, for
example, Largo Desolato (1987) by the Czech Vaclav Havel and The Island (1973),
a collaboration by the South African writers Athol Fugard, John Kani, and
Winston Ntshona.
See also wit, humor, and the comic, and refer to: Martin Esslin, The Theatre of the
Absurd (rev. 1968); David Grossvogel, The Blasphemers: The Theatre of Brecht,
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	18. Ionesco, Beckett, Genet  (1965); Arnold P. Hinchliffe, The Absurd (1969); Max F.
Schultz, Black Humor Fiction of the Sixties (1980); and Enoch Brater and Ruby
Cohn, eds., Around the Absurd: Essays on Modern and Postmodern Drama (1990).
For references to the literature of the absurd in other entries, see pages 14, 44,
166, 203.
absurd, theater of the: 1; 373.
accent (in meter): 194.
accentual meter: 194.
accentual-syllabic meter: 194.
accentual verse: 198.
accidie (ak0
sid
e): 330.
act and scene: An act is a major division in the action of a play. In England this
division was introduced by Elizabethan dramatists, who imitated ancient Roman
plays by structuring the action into five acts. Late in the nineteenth century a
number of writers followed the example of Chekhov and Ibsen by constructing
plays in four acts. In the twentieth century the most common form for traditional
nonmusical dramas has been three acts.
Acts are often subdivided into scenes, which in modern plays usually consist
of units of action in which there is no change of place or break in the continuity
of time. (Some recent plays dispense with the division into acts and are structured
as a sequence of scenes, or episodes.) In the conventional theater with a prosce-
nium arch that frames the front of the stage, the end of a scene is usually indi-
cated by a dropped curtain or a dimming of the lights, and the end of an act by a
dropped curtain and an intermission.
action: 42.
adversarius (adversär0 
ıus): 320.
aesthetic distance: 83; 210. See also empathy and sympathy.
Aesthetic ideology: Aesthetic ideology was a term applied by the deconstructive
theorist Paul de Man, in his later writings, to describe the “seductive” appeal of
aesthetic experience, in which, he claimed, form and meaning, perception and un-
derstanding, and cognition and desire are misleadingly, and sometimes danger-
ously, conflated. Such a conflation, he held, is manifested in some formulations
of Nazi politics as an artful remaking of the state. In de Man’s view, the concept
of the aesthetic came to stand for all organicist approaches not only to art, but to
politics and culture as well. The experience of literature, he argued, minimizes the
temptation of aesthetic ideology to confuse sensory experience with understand-
ing, since literature represents the world in such a way that neither meaning nor
sense-experience is directly perceptible. (See Marc Redfield, Phantom Formations:
Aesthetic Ideology and the Bildungsroman, 1996.)
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	19. In The Ideology  of the Aesthetic (1990), the Marxist theorist Terry Eagleton pre-
sented a history and critique of “the aesthetic,” noting the many “ideological” per-
versions and distortions of the concept. Originally articulated in terms of freedom
and pleasure, and therefore possessing an “emancipatory” potential for human-
kind, the aesthetic has often been appropriated by the political right so as to rep-
resent the essence of a reactionary ideology, which works most efficiently when it
seems not to be working at all. (See ideology under Marxist criticism, and for essays
on this subject, refer to George Levine, ed., Aesthetics and Ideology, 1994.)
aesthetic movement: 4.
Aestheticism: In his Latin treatise entitled Aesthetica (1750), the German philoso-
pher Alexander Baumgarten applied the term “aesthetica” to the arts, of which
“the aesthetic end is the perfection of sensuous cognition, as such; this is
beauty.” In present usage, aesthetics (from the Greek, “pertaining to sense per-
ception”) designates the systematic study of all the fine arts, as well as of the nature
of beauty in any object, whether natural or artificial.
Aestheticism, or alternatively the aesthetic movement, was a European
phenomenon during the latter part of the nineteenth century that had its chief
headquarters in France. In opposition to the dominance of scientific thinking,
and in defiance of the widespread indifference or hostility of the middle-class so-
ciety of their time to any art that was not useful or did not teach moral values,
French writers developed the view that a work of art is the supreme value among
human products precisely because it is self-sufficient and has no use or moral aim
outside its own being. The end of a work of art is simply to exist in its formal
perfection; that is, to be beautiful and to be contemplated as an end in itself.
A rallying cry of Aestheticism became the phrase “l’art pour l’art”—art for art’s
sake.
The historical roots of Aestheticism are in the views proposed by the German
philosopher Immanuel Kant in his Critique of Judgment (1790), that the “pure” aes-
thetic experience consists of a “disinterested” contemplation of an object that
“pleases for its own sake,” without reference to reality or to the “external” ends
of utility or morality. As a self-conscious movement, however, French
Aestheticism is often said to date from Théophile Gautier’s witty defense of his
assertion that art is useless (preface to Mademoiselle de Maupin, 1835). Aestheticism
was developed by Baudelaire, who was greatly influenced by Edgar Allan Poe’s
claim (in “The Poetic Principle,” 1850) that the supreme work is a “poem
per se,” a “poem written solely for the poem’s sake”; it was later taken up by
Flaubert, Mallarmé, and many other writers. In its extreme form, the aesthetic
doctrine of art for art’s sake veered into the moral and quasi-religious doctrine of
life for art’s sake, or of life conducted as a work of art, with the artist represented
as a priest who renounces the practical concerns of worldly existence in the service
of what Flaubert and others called “the religion of beauty.”
The views of French Aestheticism were introduced into Victorian England by
Walter Pater, with his emphasis on high artifice and stylistic subtlety, his recom-
mendation to crowd one’s life with exquisite sensations, and his advocacy of the
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	20. supreme value of  beauty and of “the love of art for its own sake.” (See his
Conclusion to The Renaissance, 1873.) The artistic and moral views of
Aestheticism were also expressed by Algernon Charles Swinburne and by English
writers of the 1890s such as Oscar Wilde, Arthur Symons, and Lionel Johnson, as
well as by the artists J. M. Whistler and Aubrey Beardsley. The influence of ideas
stressed in Aestheticism—especially the view of the “autonomy” (self-sufficiency)
of a work of art, the emphasis on craft and artistry, and the concept of a poem or
novel as an end in itself, or as invested with “intrinsic” values—has been impor-
tant in the writings of prominent twentieth-century authors such as W. B. Yeats,
T. E. Hulme, and T. S. Eliot, as well as in the literary theory of the New Critics.
For related developments, see aesthetic ideology, decadence, fine arts, and ivory
tower. Refer to: William Gaunt, The Aesthetic Adventure (1945, reprinted 1975);
Frank Kermode, Romantic Image (1957); Enid Starkie, From Gautier to Eliot
(1960); R. V. Johnson, Aestheticism (1969). For the intellectual and social condi-
tions during the eighteenth century that fostered the theory, derived from theol-
ogy, that a work of art is an end in itself, see M. H. Abrams, “Art-as-Such: The
Sociology of Modern Aesthetics,” in Doing Things with Texts: Essays in Criticism
and Critical Theory (1989). Useful collections of writings in the Aesthetic
Movement are Eric Warner and Graham Hough, eds., Strangeness and Beauty: An
Anthology of Aesthetic Criticism 1848–1910 (2 vols., 1983); Sally Ledger and Roger
Luckhurst, eds., The Fin de Siècle: A Reader in Cultural History, c. 1880–1900
(2000). A useful descriptive guide to books on the subject is Linda C. Dowling,
Aestheticism and Decadence: A Selective Annotated Bibliography (1977). In recent years,
the concepts of the aesthetic and of beauty have been revisited, often in a spirit of
renewed appreciation, by philosophers and literary critics alike. See George
Levine, ed., Aesthetics and Ideology (1994); Elaine Scarry, On Beauty and Being Just
(1999); Arthur C. Danto, The Abuse of Beauty: Aesthetics and the Concept of Art
(2003); Jonathan Loesberg, A Return to Aesthetics: Autonomy, Indifference, and
Postmodernism (2005); Denis Donoghue, Speaking of Beauty (2003); John
Armstrong, The Secret Power of Beauty (2004); and Susan Stewart, The Open
Studio: Essays on Art and Aesthetics (2005). Berys Gaut and Dominic McIver Lopes,
eds., The Routledge Companion to Aesthetics (2d ed., 2005) is a useful collection of
historical and descriptive essays on the aesthetic. A comprehensive reference work
is Michael Kelly, ed., Encyclopedia of Aesthetics, 4 vols. (1998).
For references to Aestheticism in other entries, see pages 68, 83, 123, 169, 183.
aesthetics: 4; 83.
affective fallacy: In an essay published in 1946, W. K. Wimsatt and Monroe C.
Beardsley defined the affective fallacy as the error of evaluating a poem by its ef-
fects—especially its emotional effects—upon the reader. As a result of this fallacy
“the poem itself, as an object of specifically critical judgment, tends to disappear,”
so that criticism “ends in impressionism and relativism.” The two critics wrote in
direct reaction to the view of I. A. Richards, in his influential Principles of Literary
Criticism (1923), that the value of a poem can be measured by the psychological
responses it incites in its readers. Beardsley later modified the earlier claim by the
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	21. admission that “it  does not appear that critical evaluation can be done at all except
in relation to certain types of effect that aesthetic objects have upon their
perceivers.” So altered, the doctrine becomes a claim for objective criticism, in which
the critic, instead of describing the effects of a work, focuses on the features, de-
vices, and form of the work by which such effects are achieved. An extreme reac-
tion against the doctrine of the affective fallacy was manifested during the 1970s in
the development of reader-response criticism.
Refer to: Wimsatt and Beardsley, “The Affective Fallacy,” reprinted in W. K.
Wimsatt, The Verbal Icon (1954); and Monroe C. Beardsley, Aesthetics: Problems in
the Philosophy of Criticism (1958), p. 491 and chapter 11. See also Wimsatt and
Beardsley’s related concept of the intentional fallacy.
affective stylistics: 301.
African-American writers: 246; 27, 223, 247, 250. See Black Arts Movement;
Harlem Renaissance; performance poetry; slave narratives; spirituals.
Age of Johnson: 254.
Age of Sensibility: 254.
Age of Transcendentalism: 246.
Agrarians: 249.
agroikos (a
groi0
k
os): 343.
alazon (a
l0
a
z
on): 343; 165.
Alexandrine (alexan0
dr
ın): 196; 342.
alienation effect: In his epic theater of the 1920s and later, the German dramatist
Bertolt Brecht adapted the Russian formalist concept of “defamiliarization” into
what he called the “alienation effect” (Verfremdungseffekt). The German term is
also translated as estrangement effect or distancing effect; the last is closest to
Brecht’s notion, in that it avoids the negative connotations of jadedness, incapacity
to feel, and social apathy that the word “alienation” has acquired in English. This
effect, Brecht said, is used by the dramatist to make familiar aspects of the present
social reality seem strange, so as to prevent the emotional identification or in-
volvement of the audience with the characters and their actions in a play. His
aim was instead to evoke a critical distance and attitude in the spectators, in order
to arouse them to take action against, rather than simply to accept, the state of
society and behavior represented on the stage.
On Brecht, refer to Marxist criticism; for a related aesthetic concept, see distance
and involvement.
allegorical imagery: 7.
allegorical interpretation (of the Bible): 163.
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	22. allegory: An allegory  is a narrative, whether in prose or verse, in which the agents
and actions, and sometimes the setting as well, are contrived by the author to
make coherent sense on the “literal,” or primary, level of signification, and at
the same time to communicate a second, correlated order of signification.
We can distinguish two main types: (1) Historical and political allegory, in
which the characters and actions that are signified literally in their turn represent,
or “allegorize,” historical personages and events. So in John Dryden’s Absalom and
Achitophel (1681), the biblical King David represents Charles II of England,
Absalom represents his natural son the Duke of Monmouth, and the biblical story
of Absalom’s rebellion against his father (2 Samuel 13–18) allegorizes the rebellion
of Monmouth against King Charles. (2) The allegory of ideas, in which the literal
characters represent concepts and the plot allegorizes an abstract doctrine or thesis.
Both types of allegory may either be sustained throughout a work, as in Absalom
and Achitophel and John Bunyan’s The Pilgrim’s Progress (1678), or else serve merely
as an episode in a nonallegorical work. A famed example of episodic allegory is
the encounter of Satan with his daughter Sin, as well as with Death—who is re-
presented allegorically as the son born of their incestuous relationship—in John
Milton’s Paradise Lost, Book II (1667).
In the second type, the sustained allegory of ideas, the central device is the
personification of abstract entities such as virtues, vices, states of mind, modes of
life, and types of character. In explicit allegories, such reference is specified by
the names given to characters and places. Thus Bunyan’s The Pilgrim’s Progress al-
legorizes the Christian doctrine of salvation by telling how the character named
Christian, warned by Evangelist, flees the City of Destruction and makes his way
laboriously to the Celestial City; en route he encounters characters with names
like Faithful, Hopeful, and the Giant Despair, and passes through places like the
Slough of Despond, the Valley of the Shadow of Death, and Vanity Fair. A pas-
sage from this work indicates the nature of an explicit allegorical narrative:
Now as Christian was walking solitary by himself, he espied one afar
off come crossing over the field to meet him; and their hap was to
meet just as they were crossing the way of each other. The
Gentleman’s name was Mr. Worldly-Wiseman; he dwelt in the Town
of Carnal-Policy, a very great Town, and also hard by from whence
Christian came.
Works which are primarily nonallegorical may introduce allegorical imag-
ery (the personification of abstract entities who perform a brief allegorical action)
in short passages. Familiar instances are the opening lines of Milton’s L’Allegro and
Il Penseroso (1645). This device was exploited especially in the poetic diction of
authors in the mid-eighteenth century. An example—so brief that it presents an
allegoric tableau rather than an action—is the passage in Thomas Gray’s “Elegy
Written in a Country Churchyard” (1751):
Can Honour’s voice provoke the silent dust,
Or Flatt’ry soothe the dull cold ear of Death?
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	23. Allegory is a  narrative strategy which may be employed in any literary form
or genre. The early sixteenth-century Everyman is an allegory in the form of a
morality play. The Pilgrim’s Progress is a moral and religious allegory in a prose nar-
rative; Edmund Spenser’s The Faerie Queene (1590–96) fuses moral, religious, his-
torical, and political allegory in a verse romance; the third book of Jonathan
Swift’s Gulliver’s Travels, the voyage to Laputa and Lagado (1726), is an allegori-
cal satire directed mainly against philosophical and scientific pedantry; and
William Collins’ “Ode on the Poetical Character” (1747) is a lyric poem which
allegorizes a topic in literary criticism—the nature, sources, and power of the
poet’s creative imagination. John Keats makes a subtle use of allegory throughout
his ode “To Autumn” (1820), most explicitly in the second stanza, which perso-
nifies the autumnal season as a female figure amid the scenes and activities of the
harvest.
Sustained allegory was a favorite form in the Middle Ages, when it produced
masterpieces, especially in the verse-narrative mode of the dream vision, in which
the narrator falls asleep and experiences an allegoric dream; this mode includes, in
the fourteenth century, Dante’s Divine Comedy, the French Roman de la Rose,
Chaucer’s House of Fame, and William Langland’s Piers Plowman. But sustained al-
legory has been written in all literary periods, and is the form of such major
nineteenth-century dramas in verse as Goethe’s Faust, Part II; Shelley’s Prometheus
Unbound; and Thomas Hardy’s The Dynasts. In the twentieth century, the stories
and novels of Franz Kafka can be considered instances of implicit allegory.
Allegory was on the whole devalued during the twentieth century, but has
been reinvested with positive values by some recent theorists. The Marxist critic
Fredric Jameson uses the term to signify the relation of a literary text to its histori-
cal subtext, its “political unconscious.” (See Jameson, under Marxist criticism.) And
Paul de Man elevates allegory, because it candidly manifests its artifice, over what
he calls the more “mystified” concept of the symbol, which seems to promise,
falsely, a unity of form and content, thought and expression. (See de Man, under
deconstruction.)
A variety of literary genres may be classified as species of allegory in that they
all narrate one coherent set of circumstances which are intended to signify a sec-
ond order of correlated meanings:
A fable (also called an apologue) is a short narrative, in prose or verse, that
exemplifies an abstract moral thesis or principle of human behavior; usually, at its
conclusion, either the narrator or one of the characters states the moral in the
form of an epigram. Most common is the beast fable, in which animals talk and
act like the human types they represent. In the familiar fable of the fox and the
grapes, the fox—after exerting all his wiles to get the grapes hanging beyond his
reach, but in vain—concludes that they are probably sour anyway: the express
moral is that human beings belittle what they cannot get. (The modern expression
“sour grapes” derives from this fable.) The beast fable is a very ancient form that
existed in Egypt, India, and Greece. The fables in Western cultures derive mainly
from the stories that were, probably mistakenly, attributed to Aesop, a Greek slave
of the sixth century BC. In the seventeenth century a Frenchman, Jean de la
Fontaine, wrote a set of witty fables in verse which are the classics of this literary
8 ALLEGORY
 


	24. kind. Chaucer’s “The  Nun’s Priest’s Tale,” the story of the cock and the fox, is a
beast fable. The American Joel Chandler Harris wrote many Uncle Remus stories
that are beast fables, told in southern African-American dialect, whose origins have
been traced to folktales in the oral literature of West Africa that feature a trickster
like Uncle Remus’ Brer Rabbit. (A trickster is a character in a story who persis-
tently uses his wiliness, and gift of gab, to achieve his ends by outmaneuvering or
outwitting other characters.) A counterpart in many Native American cultures are
the beast fables that feature Coyote as the central trickster. James Thurber’s Fables
for Our Time (1940) is a recent set of short fables; and in Animal Farm (1945)
George Orwell expanded the beast fable into a sustained satire on Russian totali-
tarianism under Stalin in the mid-twentieth century.
A parable is a very short narrative about human beings presented so as to
stress the tacit analogy, or parallel, with a general thesis or lesson that the narrator
is trying to bring home to his audience. The parable was one of Jesus’ favorite
devices as a teacher; examples are his parables of the good Samaritan and of the
prodigal son. Here is his terse parable of the fig tree, Luke 13:6–9:
He spake also this parable: A certain man had a fig tree planted in his
vineyard; and he came and sought fruit thereon, and found none.
Then said he unto the dresser of his vineyard, “Behold, these three
years I come seeking fruit on this fig tree, and find none: cut it down;
why cumbereth it the ground?” And he answering said unto him,
“Lord, let it alone this year also, till I shall dig about it, and dung it.
And if it bears fruit, well: and if not, then after that thou shalt cut it
down.”
Mark Turner, in a greatly extended use, employs “parable” to signify any “projec-
tion of one story onto another,” or onto many others, whether the projection is
intentional or not. He proposes that, in this extended sense, parable is not merely
a literary or didactic device, but “a basic cognitive principle” that comes into
play in interpreting “every level of our experience” and that “shows up every-
where, from simple actions like telling time to complex literary creations like
Proust’s A la recherche du temps perdu.” (Mark Turner, The Literary Mind, New
York, 1996.)
An exemplum is a story told as a particular instance of the general theme in a
religious sermon. The device was popular in the Middle Ages, when extensive
collections of exempla, some historical and some legendary, were prepared for
use by preachers. In Chaucer’s “The Pardoner’s Tale,” the Pardoner, preaching
on the theme, “Greed is the root of all evil,” incorporates as an exemplum the
tale of the three drunken revelers who set out to find and defy Death and find a
heap of gold instead, only to find Death after all, when they kill one another in
the attempt to gain sole possession of the treasure. By extension the term “exem-
plum” is also applied to tales used in a formal, though nonreligious, exhortation.
Thus Chaucer’s Chanticleer, in “The Nun’s Priest’s Tale,” borrows the preacher’s
technique in the ten exempla he tells in a vain effort to persuade his skeptical wife,
Dame Pertelote the hen, that bad dreams forebode disaster. See G. R. Owst,
Literature and the Pulpit in Medieval England (2d ed., 1961, chapter 4).
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	25. Many proverbs (short,  pithy statements of widely accepted truths about ev-
eryday life) are allegorical in that the explicit statement is meant to have, by anal-
ogy or by extended reference, a general application: “a stitch in time saves nine”;
“people in glass houses should not throw stones.” Refer to The Oxford Dictionary
of English Proverbs, ed. W. G. Smith and F. P. Wilson (1970).
See didactic, symbol (for the distinction between allegory and symbol), and (on
the fourfold allegorical interpretation of the Bible) interpretation: typological and alle-
gorical. On allegory in general, consult C. S. Lewis, The Allegory of Love (1936),
chapter 2; Edwin Honig, Dark Conceit: The Making of Allegory (1959); Angus
Fletcher, Allegory: The Theory of a Symbolic Mode (1964); Rosemund Tuve,
Allegorical Imagery (1966); Michael Murrin, The Veil of Allegory (1969); Maureen
Quilligan, The Language of Allegory (1979).
For references to allegory in other entries, see pages 80, 86, 186, 201.
alliteration: Alliteration is the repetition of a speech sound in a sequence of nearby
words. Usually the term is applied only to consonants, and only when the recur-
rent sound is made emphatic because it begins a word or a stressed syllable within
a word. In Old English alliterative meter, alliteration is the principal organizing
device of the verse line: the verse is unrhymed; each line is divided into two half-
lines of two strong stresses by a decisive pause, or caesura; and at least one, and
usually both, of the two stressed syllables in the first half-line alliterate with the first
stressed syllable of the second half-line. (In this type of versification a vowel was
considered to alliterate with any other vowel.) A number of Middle English poems,
such as William Langland’s Piers Plowman and the romance Sir Gawain and the Green
Knight, both written in the fourteenth century, continued to use and play variations
upon the old alliterative meter. (See strong-stress meters.) In the opening line of Piers
Plowman, for example, all four of the stressed syllables alliterate:
In a sómer séson, when sóft was the sónne. . . .
In later English versification, however, alliteration is used only for special stylistic
effects, such as to reinforce the meaning, to link related words, or to provide tone
color and enhance the palpability of enunciating the words. An example is the
repetition of the s, th, and w consonants in Shakespeare’s Sonnet 30:
When to the sessions of sweet silent thought
I summon up remembrance of things past,
I sigh the lack of many a thing I sought
And with old woes new wail my dear time’s waste. . . .
Various other repetitions of speech sounds are identified by special terms:
Consonance is the repetition of a sequence of two or more consonants, but
with a change in the intervening vowel: live-love, lean-alone, pitter-patter. W. H.
Auden’s poem of the 1930s, “‘O where are you going?’ said reader to rider,”
makes prominent use of this device; the last stanza reads:
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	26. Assonance is the  repetition of identical or similar vowels—especially in
stressed syllables—in a sequence of nearby words. Note the recurrent long i in
the opening lines of Keats’ “Ode on a Grecian Urn” (1820):
Thou still unravished bride of quietness,
Thou foster child of silence and slow time. . . .
The richly assonantal effect at the beginning of William Collins’ “Ode to
Evening” (1747) is achieved by a patterned sequence of changing vowels:
If aught of oaten stop or pastoral song,
May hope, chaste Eve, to soothe thy pensive ear. . . .
For a special case of the repetition of vowels and consonants in combination,
see rhyme. For references to alliteration in other entries, see pages 106, 127, 198.
alliterative meter: 10; 198, 252.
allusion: Allusion is a passing reference, without explicit identification, to a literary
or historical person, place, or event, or to another literary work or passage. In the
Elizabethan Thomas Nashe’s “Litany in Time of Plague,”
Brightness falls from the air,
Queens have died young and fair,
Dust hath closed Helen’s eye,
the unidentified “Helen” in the last line alludes to Helen of Troy. Most allusions
serve to illustrate or expand upon or enhance a subject, but some are used in order
to undercut it ironically by the discrepancy between the subject and the allusion.
In the lines from T. S. Eliot’s The Waste Land (1922) describing a woman at her
modern dressing table,
the ironic allusion, achieved by echoing Shakespeare’s phrasing, is to the descrip-
tion of Cleopatra’s magnificent barge in Antony and Cleopatra (II. ii. 196ff.):
The barge she sat in, like a burnish’d throne,
Burn’d on the water.
ALLUSION 11
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	27. For discussion of  a poet who makes persistent and complex use of this device,
see Reuben A. Brower, Alexander Pope: The Poetry of Allusion (1959); see also John
Hollander, The Figure of Echo: A Mode of Allusion in Milton and After (1981); Edwin
Stein, Wordsworth’s Art of Allusion (1988); Christopher Ricks, Allusion to the Poets (2002).
Since allusions are not explicitly identified, they imply a fund of knowledge
that is shared by an author and the audience for whom the author writes. Most
literary allusions are intended to be recognized by the generally educated readers
of the author’s time, but some are aimed at a special coterie. For example, in
Astrophel and Stella, the Elizabethan sonnet sequence, Sir Philip Sidney’s punning al-
lusions to Lord Robert Rich, who had married the Stella of the sonnets, were
identifiable only by intimates of the people concerned. (See Sonnets 24 and 37.)
Some modern authors, including Joyce, Pound, and Eliot, include allusions that
are very specialized, or else drawn from the author’s private reading and experi-
ence, in the awareness that few if any readers will recognize them prior to the
detective work of scholarly annotators. The current term intertextuality includes
literary echoes and allusions as one of the many ways in which any text is inter-
woven with other texts. See Joseph Pucci, The Full-Knowing Reader: Allusion and
the Power of the Reader in Western Literary Tradition (1998); and Gregory Machacek,
“Allusion,” PMLA, Vol. 122 (2007).
ambiance: (a
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ambiguity: In ordinary usage “ambiguity” is applied to a fault in style; that is, the
use of a vague or equivocal expression when what is wanted is precision and par-
ticularity of reference. Since William Empson published Seven Types of Ambiguity
(1930), however, the term has been widely used in criticism to identify a deliber-
ate poetic device: the use of a single word or expression to signify two or more
distinct references, or to express two or more diverse attitudes or feelings.
Multiple meaning and plurisignation are alternative terms for this use of lan-
guage; they have the advantage of avoiding the pejorative association with the
word “ambiguity.”
When Shakespeare’s Cleopatra, exciting the asp to a frenzy, says (Antony and
Cleopatra, V. ii. 306ff.),
Come, thou mortal wretch,
With thy sharp teeth this knot intrinsicate
Of life at once untie. Poor venomous fool,
Be angry, and dispatch,
her speech is richly multiple in significance. For example, “mortal” means “fatal”
or “death-dealing,” and at the same time may signify that the asp is itself mortal,
or subject to death. “Wretch” in this context serves to express both contempt and
pity (Cleopatra goes on to refer to the asp as “my baby at my breast, / That sucks
the nurse asleep”). And the two meanings of “dispatch”—“make haste” and
“kill”—are equally relevant.
A special type of multiple meaning is conveyed by the portmanteau word.
“Portmanteau” designates a large suitcase that opens into two equal compart-
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	28. ments, and was  introduced into literary criticism by Humpty Dumpty, the expert
on semantics in Lewis Carroll’s Through the Looking Glass (1871). He is explicating
to Alice the meaning of the opening lines of “Jabberwocky”:
’Twas brillig, and the slithy toves
Did gyre and gimble in the wabe.
“Slithy,” Humpty Dumpty explained, “means ‘lithe and slimy’. . . . You see it’s
like a portmanteau—there are two meanings packed up into one word.” James
Joyce exploited this device—the fusion of two or more existing words—in order
to sustain the multiple levels of meaning throughout his long dream narrative
Finnegans Wake (1939). An example is his comment on girls who are “yung and
easily freudened”; “freudened” combines “frightened” and “Freud,” while “yung”
combines “young” and Sigmund Freud’s rival in depth psychology, Carl Jung.
(Compare pun.) “Différance,” a key analytic term of the philosopher of language
Jacques Derrida, is a portmanteau noun which he describes as combining two
diverse meanings of the French verb “différer”: “to differ” and “to defer.” (See
deconstruction.)
By his analysis of ambiguity, William Empson helped make current a mode of
explication developed especially by exponents of the New Criticism, which greatly
expanded awareness of the complexity and richness of poetic language. The risk
is that the quest for ambiguities will result in over-reading: ingenious, over-
drawn, and sometimes contradictory explications of a literary word or passage.
For related terms see connotation and denotation and pun. For critiques of
Empson’s theory and practice, refer to Elder Olson, “William Empson,
Contemporary Criticism and Poetic Diction,” in Critics and Criticism, ed. R. S.
Crane (1952). For references to ambiguity in other entries, see page 71.
American literature, periods of: 245.
American Renaissance: 246.
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ıs): 268; 372.
anapestic (anap
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tik): 195; 171.
anaphora (ana
0
fora): 313.
anatomy (in satire): 321.
anecdote: 331; 125.
Anglo-Norman Period: 251.
anglophone authors: 257.
Anglo-Saxon Period: 251.
annals: 47.
antagonist (in a plot): 265.
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	29. anthropocentric: 88.
anticlimax: 24.
antifoundationalism:  279.
antihero: The chief person in a modern novel or play whose character is widely
discrepant from that of the traditional protagonist, or hero, of a serious literary
work. Instead of manifesting largeness, dignity, power, or heroism, the antihero
is petty, ignominious, passive, clownish, or dishonest. The use of nonheroic pro-
tagonists occurs as early as the picaresque novel of the sixteenth century, and the
heroine of Defoe’s Moll Flanders (1722) is a thief and a prostitute. The term “anti-
hero,” however, is usually applied to writings in the period of disillusion after the
Second World War, beginning with such lowly protagonists as we find in John
Wain’s Hurry on Down (1953) and Kingsley Amis’ Lucky Jim (1954). Notable later
instances in the novel are Yossarian in Joseph Heller’s Catch-22 (1961), Humbert
Humbert in Vladimir Nabokov’s Lolita (1955), and Tyrone Slothrop in Thomas
Pynchon’s Gravity’s Rainbow (1973). The antihero is especially conspicuous in dra-
matic tragedy, in which the traditional protagonist had usually been of high estate,
possessing dignity and courage (see tragedy). Extreme instances are the characters
who people a world stripped of certainties, values, or even meaning in Samuel
Beckett’s dramas—the tramps Vladimir and Estragon in Waiting for Godot (1952) or
the blind and paralyzed old man, Hamm, who is the protagonist in Endgame (1958).
See literature of the absurd and black comedy, and refer to Ihab Hassan,
“The Antihero in Modern British and American Fiction,” in Rumors of Change
(1995).
antimasque: 188.
antinovel: 231; 268.
antipathy: 95.
antistrophe (ant
ıs0
tr
of
e): 235.
antithesis: Antithesis is a contrast or opposition in the meanings of contiguous
phrases or clauses that manifest parallelism—that is, a similar word order and
structure—in their syntax. An example is Alexander Pope’s description of Atticus
in his Epistle to Dr. Arbuthnot (1735), “Willing to wound, and yet afraid to strike.”
In the antithesis in the second line of Pope’s description of the Baron’s designs
against Belinda, in The Rape of the Lock (1714), the parallelism in the syntax is
made prominent by alliteration in the antithetic nouns:
Resolved to win, he meditates the way,
By force to ravish, or by fraud betray.
In a sentence from Samuel Johnson’s prose fiction Rasselas (1759), chapter 26, the
antithesis is similarly heightened by alliteration in the contrasted nouns: “Marriage
has many pains, but celibacy has no pleasures.”
For references to antithesis in other entries, see page 142.
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	30. antithetical criticism: 156.
antitype:  162.
anxiety of influence: 155; 113, 293, 301.
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applied criticism: 62.
appropriation (in reading): 222.
Arcadia (ark
a0
dia): 240.
archaism: The literary use of words and expressions that have become obsolete in
the common speech of an era. Spenser in The Faerie Queene (1590–96) deliberately
employed archaisms (many of them derived from Chaucer’s medieval English) in
order to achieve a poetic style appropriate to his revival of the medieval chivalric
romance. The translators of the King James Version of the Bible (1611) gave
weight, dignity, and sonority to their prose by a sustained use of archaic revivals.
Both Spenser and the King James Bible have in their turn been major sources of
archaisms for Milton and many later authors. When Keats, for example, in his ode
(1820) described the Grecian urn as “with brede / Of marble men and maidens
overwrought,” he used archaic words for “braid” and “worked [that is, ornamented]
all over.” Abraham Lincoln achieved a ritual solemnity by biblical archaisms in his
“Gettysburg Address,” which begins, “Fourscore and seven years ago.”
Archaism has been a standard resort for poetic diction. Through the nineteenth
century, for example, many poets continued to use “I ween,” “methought,”
“steed,” “taper” (for candle), and “morn,” but only in their verses, not their
everyday speech.
archetypal criticism: In literary criticism the term archetype denotes recurrent
narrative designs, patterns of action, character types, themes, and images which
are identifiable in a wide variety of works of literature, as well as in myths, dreams,
and even social rituals. Such recurrent items are usually held to be the result of
elemental and universal patterns in the human psyche, whose effective embodi-
ment in a literary work evokes a profound response from the attentive reader, be-
cause he or she shares the psychic archetypes expressed by the author. An impor-
tant antecedent of the literary theory of the archetype was the treatment of myth
by a group of comparative anthropologists at Cambridge University, especially
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	31. James G. Frazer,  whose The Golden Bough (1890–1915) identified elemental pat-
terns of myth and ritual that, he claimed, recur in the legends and ceremonials of
diverse and far-flung cultures and religions. An even more important antecedent
was the depth psychology of Carl G. Jung (1875–1961), who applied the term
“archetype” to what he called “primordial images,” the “psychic residue” of re-
peated patterns of experience in our very ancient ancestors which, he maintained,
survive in the “collective unconscious” of the human race and are expressed in
myths, religion, dreams, and private fantasies, as well as in works of literature.
See Jungian criticism, under psychoanalytic criticism.
Archetypal literary criticism was given impetus by Maud Bodkin’s Archetypal
Patterns in Poetry (1934) and flourished especially during the 1950s and 1960s.
Some archetypal critics dropped Jung’s theory of the collective unconscious as
the deep source of these patterns; in the words of Northrop Frye, this theory is
“an unnecessary hypothesis,” and the recurrent archetypes are simply there, “how-
ever they got there.”
Among the prominent practitioners of various modes of archetypal criti-
cism, in addition to Maud Bodkin, were G. Wilson Knight, Robert Graves,
Philip Wheelwright, Richard Chase, Leslie Fiedler, and Joseph Campbell. These
critics tended to emphasize the persistence of mythical patterns in literature, on
the assumption that myths are closer to the elemental archetype than the artful
manipulations of sophisticated writers (see myth critics). The death/rebirth theme
was often said to be the archetype of archetypes, and was held to be grounded
in the cycle of the seasons and the organic cycle of human life; this archetype, it
was claimed, occurs in primitive rituals of the king who is annually sacrificed, in
widespread myths of gods who die to be reborn, and in a multitude of diverse
texts, including the Bible, Dante’s Divine Comedy in the early fourteenth century,
and Samuel Taylor Coleridge’s “Rime of the Ancient Mariner” in 1798. Among
the other archetypal themes, images, and characters frequently traced in literature
were the journey underground, the heavenly ascent, the search for the father, the
Paradise/Hades dichotomy, the Promethean rebel-hero, the scapegoat, the earth
goddess, and the fatal woman.
In his remarkable and influential book Anatomy of Criticism (1957), Northrop
Frye developed the archetypal approach—which he combined with the typological
interpretation of the Bible and the conception of the imagination in the writings of
the poet and painter William Blake (1757–1827)—into a radical and comprehen-
sive revision of traditional grounds in both the theory of literature and the practice
of literary criticism. Frye proposed that the totality of literary works constitute a
“self-contained literary universe” which has been created over the ages by the hu-
man imagination so as to assimilate the alien and indifferent world of nature into
archetypal forms that satisfy enduring human desires and needs. In this literary
universe, four radical mythoi (that is, plot forms, or organizing structural princi-
ples), correspondent to the four seasons in the cycle of the natural world, are in-
corporated in the four major genres of comedy (spring), romance (summer), trag-
edy (autumn), and satire (winter). Within the archetypal mythos of each of these
genres, individual works of literature also play variations upon a number of more
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	32. limited archetypes—that is,  conventional patterns and types that literature shares
with social rituals as well as with theology, history, law, and, in fact, all “discursive
verbal structures.” Viewed archetypally, Frye asserted, literature turns out to play
an essential role in refashioning the impersonal material universe into an alterna-
tive verbal universe that is humanly intelligible and viable, because it is adapted to
universal human needs and concerns. Frye continued, in a long series of later writ-
ings, to expand his archetypal theory, to make a place in its overall scope and on
different levels for including many traditional critical concepts and procedures, and
to apply the theory both to everyday social practices and to the elucidation of
writings ranging from the Bible to contemporary poets and novelists. See A. C.
Hamilton, Northrop Frye: Anatomy of His Criticism (1990).
In addition to the works mentioned above, consult: C. G. Jung, “On the
Relation of Analytical Psychology to Poetic Art” (1922), in Contributions to
Analytical Psychology (1928), and “Psychology and Literature,” in Modern Man in
Search of a Soul (1933); G. Wilson Knight, The Starlit Dome (1941); Robert
Graves, The White Goddess (rev. 1961); Richard Chase, The Quest for Myth
(1949); Francis Fergusson, The Idea of a Theater (1949); Philip Wheelwright, The
Burning Fountain (rev. 1968); Northrop Frye, “The Archetypes of Literature,” in
Fables of Identity (1963); Joseph Campbell, The Hero with a Thousand Faces (2d ed.,
1968). In the 1980s, feminist critics developed forms of archetypal criticism that re-
vised the male bases and biases of Jung and other archetypists. See Annis Pratt,
Archetypal Patterns in Woman’s Fiction (1981), and Estella Lauter and Carol
Schreier Rupprecht, Feminist Archetypal Theory: Interdisciplinary Re-Visions of
Jungian Thought (1985).
For discussions and critiques of archetypal theory and practice, see Murray
Krieger, ed., Northrop Frye in Modern Criticism (1966); Robert Denham, Northrop
Frye and Critical Method (1978); Frank Lentricchia, After the New Criticism (1980),
chapter 1. For references to archetypal criticism in other entries, see pages 49, 205,
207, 268, 293.
archetype (ar0
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ıp): 15; 126, 135, 209, 345.
argument (in narrative forms): 98.
art for art’s sake: 4; 63.
article: 103.
aside, the: 335; 58.
assonance (a
 s
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ns): 11; 106.
atmosphere: Atmosphere is the emotional tone pervading a section or the whole of
a literary work, which fosters in the reader expectations as to the course of events,
whether happy or (more commonly) terrifying or disastrous. Shakespeare estab-
lishes the tense and fearful atmosphere at the beginning of Hamlet by the terse
and nervous dialogue of the sentinels as they anticipate a reappearance of the
ghost; Coleridge engenders a compound of religious and superstitious terror by
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	33. his description of  the initial scene in the narrative poem Christabel (1816); and
Hardy in his novel The Return of the Native (1878) makes Egdon Heath a brooding
presence that reduces to pettiness and futility the human struggle for happiness for
which it is the setting. Alternative terms frequently used for atmosphere are mood
and the French word ambiance.
For references to atmosphere in other entries, see pages 137, 152, 330.
aubade (
o bäd0
): 205.
Augustan Age (awg
us0
tan): 254.
author and authorship: The conception of an author in ordinary literary discourse
might be summarized as follows: Authors are individuals who, by their intellec-
tual and imaginative powers, purposefully create from their experience and read-
ing a literary work which is distinctively their own. The work itself, as distin-
guished from the written or printed texts that instantiate the work, remains a
product accredited to the author as its originator, even if he or she turns over
the rights to publish and profit from the texts to someone else. And insofar as
the literary work turns out to be great and original, the author who has composed
that work is deservedly accorded high cultural status and achieves lasting fame.
Since the 1960s this way of conceiving an author has been put to radical
question by a number of structural and poststructural theorists, who posit the hu-
man subject not as an originator and shaper of a work, but as a “space” in which
conventions, codes, and circulating locutions precipitate into a particular text, or
else as a “site” wherein there converge, and are recorded, the cultural constructs,
discursive formations, and configurations of power prevalent in a given cultural
era. The author is said to be the product rather than the producer of a text, or is
redescribed as an “effect” or “function” engendered by the internal play of textual
language. Famously, in 1968 Roland Barthes proclaimed and celebrated “The
Death of the Author,” whom he described as a figure invented by critical dis-
course in order to set limits to the inherent free play of the meanings in reading
a literary text. (See under structuralist criticism and poststructuralism.)
In an influential essay “What Is an Author?” written in 1969, Michel Foucault
raised the question of the historical “coming into being of the notion of ‘au-
thor’”—that is, of the emergence and evolution of the “author function” within
the discourse of our culture. The investigation would include such inquiries as
“how the author became individualized,” “what status he has been given,” what
“system of valorization” involves the author, and how the fundamental category
of “‘the-man-and-his-work criticism’ began.” Foucault’s essay and example gave
impetus to a number of studies which reject the notion that the prevailing concept
of authorship (the set of attributes possessed by an author) is either natural or
necessitated by the way things are. Instead, historicists conceive authorship to be
a cultural construct that emerged and changed, in accordance with changing eco-
nomic conditions, social circumstances, and institutional arrangements for the
writing and distribution of books, over many centuries in the Western world.
(See new historicism.)
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	34. Cultural historians have  emphasized the important role, in constructing and
reconstructing the concept of an author, of such historical developments as:
1. The shift from an oral to a literate culture. In the former, the identity of an
author presumably was not inquired after, since the individual bard or minstrel
improvised by reference to inherited subject matter, forms, and literary formu-
lae. (See oral poetry.) In a culture where at least a substantial segment of the
population can read, the production of enduring texts in the form of written
scrolls and manuscripts generated increasing interest in the individual responsi-
ble for producing the work that was thus recorded. Many works in manuscript,
however, circulated freely, and were often altered in transcriptions, with little
regard to the intentions or formulations of the originator of the work.
2. The shift, in the course of the fifteenth and sixteenth centuries, from a primar-
ily manuscript culture to a primarily print culture. (See book.) The invention of
printing greatly expedited the manufacture and dissemination of printed texts,
and so multiplied the number of producers of literary works, and made finan-
cially important the specification of the identity and ability of an individual
writer, in order to invite support for that individual by the contemporary sys-
tem of aristocratic and noble patronage. Foucault, in addition, proposed the
importance of a punitive function in fostering the concept of an author’s re-
sponsibility in originating a work, which served the interests of the state in af-
fixing on a particular individual the blame for transgressive or subversive ideas.
3. The emphasis in recent research on the difficulties in establishing, in various
periods, just who was the originator of what parts of an existing literary text,
which was often, in effect, the product of multiple collaborators, censors, edi-
tors, printers, and publishers, as well as of successive revisions by the reputed
author. See multiple authorship under textual criticism.
4. The proliferation of middle-class readers in the late seventeenth and eighteenth
centuries, and the attendant explosion in the number of literary titles printed,
and in the number of writers required to supply this market. Both Foucault and
Barthes, in the essays cited above, emphasized that the modern figure of an au-
thor as an individual who is the intellectual owner of his or her literary product
was the result of the ideology engendered by the emerging capitalist economy in
this era. Other scholars have stressed the importance of the shift during the
eighteenth century, first in England and then in other European countries,
from a reliance by writers on literary patrons to that of support by payments
from publishers and booksellers. A result of the booming literary market was
the increasingly successful appeal by writers for copyright laws that would in-
vest them, instead of the publisher, with the ownership of the works that they
composed for public sale. These conditions of the literary marketplace fostered
the claims by writers that they possessed originality, creativity, and genius, and
so were able to produce literary works that were entirely new. They made
such claims in order to establish their legal rights, as authors, to ownership of
such productions as their “intellectual property,” in addition to their rights
(which they could sell to others) to the printed texts of their works as “material
property.” Historians of authorship point out that the most emphatic claims
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	35. about the genius,  creativity, and originality of authors, which occurred in the
Romantic Period, coincided with, and was interactive with, the success of authors
in achieving some form of copyright protection of an author’s proprietary
rights to the literary work as the unique product of his or her native powers.
(See Mark Rose, Authors and Owners: The Invention of Copyright, 1993; Martha
Woodmansee, The Author, Art, and the Market: Rereading the History of Aesthetics,
1994; and the essays by various scholars in The Construction of Authorship:
Textual Appropriation in Law and Literature, ed. Martha Woodmansee and Peter
Jaszi, 1994.)
Historicist scholars of authorship have succeeded in demonstrating that there
has been a sustained interplay between the economic circumstances and institu-
tional arrangements for producing and marketing literary texts and details in the
conception of authorship, or in ideas associated with authorship. The radical fur-
ther claim, however, that the modern figure and functions assigned to an author
are in their essentials a recent formation, resulting from the distinctive conditions
of the literary marketplace after the seventeenth century, does not jibe with his-
torical evidence. Some two thousand years ago, for example, the Roman poet
Horace wrote his verse-epistle, the Ars Poetica, at a time when books consisted of
texts copied by hand in rolls of papyrus. (See the entry book.) Horace adverts to a
number of individuals from Homer to his friend Virgil who, he makes clear, as
individuals who conceived and brought their works into being, are responsible
for having achieved their content, form, and quality. A competent literary author
—Horace refers to him variously as scriptor (writer), poeta (maker), and carminis auc-
tor (originator of a poem)—must possess a natural talent or genius (ingenium) as
well as an acquired art, and purposefully designs and orders his poema in such a
way as to evoke the emotions of his audience. The bookseller, Horace indicates,
advertises his commodities locally and also ships them abroad. And if a published
work succeeds in instructing and giving pleasure to a great many readers, it is a
book that not only “makes money for the bookseller,” but also “crosses the sea
and spreads to a distant age the fame of its author.” Clearly, Horace distinguishes
between material and authorial, or intellectual, ownership, in that the author,
even if he has no proprietary interest in a published book, retains the sole respon-
sibility and credit for having accomplished the work that the text incorporates.
(See M. H. Abrams, “What Is a Humanistic Criticism?” in The Emperor
Redressed: Critiquing Critical Theory, ed. Dwight Eddins, 1995.)
Another revealing instance is provided by the publication of the First Folio of
Shakespeare’s plays in 1623. As writings intended for the commercial theater,
Shakespeare’s plays were a collaborative enterprise in which textual changes and
insertions could be made by various hands at all stages of production; the resulting
products were not Shakespeare’s property, but that of his theatrical company.
Furthermore, as Stephen Greenblatt remarks in the Introduction to The Norton
Shakespeare (1997), there is no evidence that Shakespeare himself wanted to have
his plays printed, or that he took any “interest in asserting authorial rights over a
script,” or that he had any legal standing from which to claim such rights.
Nonetheless, as Greenblatt points out, seven years after Shakespeare’s death his
20 AUTHOR AND AUTHORSHIP
 


	36. friends and fellow  actors Heminges and Condell were confident that they could
sell their expensive folio collection of his plays by virtue of the fact, as they claimed
in a preface, that their printed texts were exactly “as he conceived them” and re-
presented what he himself had “thought” and “uttered.” The identity of the con-
ceiver of the plays, serving to attest to the authenticity of the printed versions, is
graphically represented by an engraved portrait of Shakespeare by Martin
Droeshout in the front matter. The First Folio also included a poem by Ben
Jonson, Shakespeare’s friend and dramatic rival, “To the Memory of My
Beloved, The Author Mr. William Shakespeare.” In it Jonson appraised
Shakespeare as the equal of the Greek tragic dramatists Aeschylus, Euripides, and
Sophocles; lauded him as not only “The applause! delight! the wonder of our
stage!” but also as an individual who, by the products of his innate abilities
(“nature”) even more than his “art,” was “not of an age, but for all time!”; and
asserted that his “well-turned” lines reflect the “mind, and manners” of the poet
who had fathered them. It would seem that, in broad outline, the figure and func-
tions of Horace’s “auctor” and of Jonson’s “author” were essentially what they are
at the present time, in ordinary critical discourse.
See the entry sociology of literature. In addition to the items listed above, refer
to Frederick G. Kenyon, Books and Readers in Ancient Rome (1951); A. J. Minnis,
Medieval Theory of Authorship (1984); Wendy Wall, The Imprint of Gender:
Authorship and Publication in the English Renaissance (1993). Roger Chartier, in
“Figures of the Author,” The Order of Books (1994), describes the diverse functions
assigned to an individual author, from the late Middle Ages through the eigh-
teenth century. For references to author and authorship in other entries, see pages
221, 281, 348.
authoritative (narration): 272.
authorship: 18.
autobiography: 26.
automatic writing: 202; 357.
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ballad: A short definition of the popular ballad (also called the folk ballad or tra-
ditional ballad) is that it is a song, transmitted orally, which tells a story. Ballads
are thus the narrative species of folk songs, which originate, and are communicated
orally, among illiterate or only partly literate people. In all probability the initial
version of a ballad was composed by a single author, but he or she is unknown;
and since each singer who learns and repeats an oral ballad is apt to introduce
changes in both the text and the tune, it exists in many variant forms. Typically,
the popular ballad is dramatic, condensed, and impersonal: the narrator begins
with the climactic episode, tells the story tersely in action and dialogue (sometimes
by means of dialogue alone), and tells it without self-reference or the expression
of personal attitudes or feelings.
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	37. The most common  stanza form—called the ballad stanza—is a quatrain in
alternate four- and three-stress lines; usually only the second and fourth lines
rhyme. This is the form of “Sir Patrick Spens”; the first stanza also exemplifies
the abrupt opening of the typical ballad, and the manner of proceeding by third-
person narration, curtly sketched setting and action, sharp transition, and spare
dialogue:
The king sits in Dumferling towne,
Drinking the blude-red wine:
“O whar will I get a guid sailor,
To sail this schip of mine?”
Many ballads employ set formulas (which helped the singer remember the course
of the song) including (1) stock descriptive phrases like “blood-red wine” and
“milk-white steed,” (2) a refrain in each stanza (“Edward,” “Lord Randall”), and
(3) incremental repetition, in which a line or stanza is repeated, but with an
addition that advances the story (“Lord Randall,” “Child Waters”). See oral poetry.
Although many traditional ballads probably originated in the later Middle
Ages, they were not collected and printed until the eighteenth century, first in
England, then in Germany. In 1765 Thomas Percy published his Reliques of
Ancient English Poetry which, although most of the contents had been revised in
the style of Percy’s era, did much to inaugurate widespread interest in folk litera-
ture. The basic modern collection is Francis J. Child’s English and Scottish Popular
Ballads (1882–98), which includes 305 ballads, many of them in variant versions.
Bertrand H. Bronson has edited The Traditional Tunes of the Child Ballads (4 vols.,
1959–72). Popular ballads are still being sung—and collected, now with the help
of a tape recorder—in the British Isles and remote rural areas of America. To the
songs that early settlers brought with them from Great Britain, America has added
native forms of the ballad, such as those sung by lumberjacks, cowboys, laborers,
and social protesters. A number of recent folk singers, including Woody Guthrie,
Bob Dylan, and Joan Baez, themselves compose ballads; most of these, however,
such as “The Ballad of Bonnie and Clyde” (about a notorious gangster and his
moll), are closer to the journalistic “broadside ballad” than to the archaic and he-
roic mode of the popular ballads in the Child collection.
A broadside ballad is a ballad that was printed on one side of a single sheet
(called a “broadside”), dealt with a current event or person or issue, and was sung
to a well-known tune. Beginning with the sixteenth century, these broadsides
were hawked in the streets or at country fairs in Great Britain.
The traditional ballad has greatly influenced the form and style of lyric poetry
in general. It has also engendered the literary ballad, which is a narrative poem
written in deliberate imitation of the form, language, and spirit of the traditional
ballad. In Germany, some major literary ballads were composed in the latter eigh-
teenth century, including G. A. Bürger’s very popular “Lenore” (1774)—which
soon became widely read and influential in an English translation—and Goethe’s
“Erlkönig” (1782). In England, some of the best literary ballads were composed in
the Romantic Period: Coleridge’s “Rime of the Ancient Mariner” (which, how-
ever, is much longer and has a much more elaborate plot than the folk ballad),
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	38. Walter Scott’s “Proud  Maisie,” and Keats’ “La Belle Dame sans Merci.” In his
Lyrical Ballads of 1798, Wordsworth begins “We Are Seven” by introducing a nar-
rator as an agent and first-person teller of the story—“I met a little cottage girl”—
which is probably one reason he called the collection “lyrical ballads.” Coleridge’s
“Ancient Mariner,” on the other hand, of which the first version also appeared in
Lyrical Ballads, opens with the abrupt and impersonal third-person narration of the
traditional ballad:
It is an ancient Mariner
And he stoppeth one of three. . . .
See W. J. Entwistle, European Balladry (rev. ed., 1951); M. J. C. Hodgart, The
Ballads (2d ed., 1962); John A. and Alan Lomax, American Ballads and Folk Songs
(1934); D. C. Fowler, A Literary History of the Popular Ballad (1968). For the broad-
side ballad see The Common Muse, eds. V. de Sola Pinto and Allan E. Rodway
(1957).
ballad stanza: 22; 341.
baroque: Baroque is a term applied by art historians (at first derogatorily, but now
merely descriptively) to a style of architecture, sculpture, and painting that
emerged in Italy at the beginning of the seventeenth century and then spread to
Germany and other countries in Europe. The style employs the classical forms of
the Renaissance, but breaks them up and intermingles them to achieve elaborate,
grandiose, energetic, and highly dramatic effects. Major examples of baroque art
are the sculptures of Bernini and the architecture of St. Peter’s cathedral in Rome.
The term has been adopted with reference to literature, with a variety of ap-
plications. It may signify any elaborately formal and magniloquent style in verse or
prose—for example, some verse passages in Milton’s Paradise Lost (1667) and
Thomas De Quincey’s prose descriptions of his dreams in Confessions of an
English Opium Eater (1822) have both been called baroque. Occasionally—though
oftener on the Continent than in England—it serves as a period term for post-
Renaissance literature in the seventeenth century. More frequently it is applied
specifically to the elaborate verses and extravagant conceits of the late-sixteenth-
and early-seventeenth-century poets Giambattista Marino in Italy and Luis de
Góngora in Spain. In English literature the metaphysical poems of John Donne
are sometimes described as baroque; but the term is more often, and more appro-
priately, applied to the elaborate style, fantastic conceits, and extreme religious
emotionalism of the poet Richard Crashaw, 1612–49; see under metaphysical con-
ceit. Refer to René Wellek, “The Concept of Baroque in Literary Scholarship,” in
Concepts of Criticism (1963).
The term “baroque” is derived from the Spanish and Portuguese name for a
pearl that is rough and irregular in shape.
bathos and anticlimax: Bathos is Greek for “depth,” and it has been an indis-
pensable term to critics since Alexander Pope, parodying the Greek Longinus’
famous essay On the Sublime (that is, “loftiness”), wrote in 1727 an essay On
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	39. Bathos: Of the  Art of Sinking in Poetry. With mock solemnity Pope assures his read-
ers that he undertakes “to lead them as it were by the hand . . . the gentle down-
hill way to Bathos; the bottom, the end, the central point, the non plus ultra, of true
Modern Poesy!” The word ever since has been used for an unintentional descent
in literature when, straining to be pathetic or passionate or elevated, the writer
overshoots the mark and drops into the trivial or the ridiculous. Among his exam-
ples Pope cites “the modest request of two absent lovers” in a contemporary poem:
Ye Gods! annihilate but Space and Time,
And make two lovers happy.
The slogan “For God, for Country, and for Yale!” is bathetic because it moves to
intended climax (that is, an ascending sequence of importance) in its rhetorical or-
der, but to unintended descent in its reference—at least for someone who is not a
Yale graduate. Even major poets sometimes fall unwittingly into the same rhetorical
figure. In the early version of The Prelude (1805; Book IX), William Wordsworth,
after recounting at length the tale of the star-crossed lovers Vaudracour and Julia,
tells how Julia died, leaving Vaudracour to raise their infant son:
It consoled him here
To attend upon the Orphan and perform
The office of a Nurse to his young Child
Which after a short time by some mistake
Or indiscretion of the Father, died.
The Stuffed Owl: An Anthology of Bad Verse, ed. D. B. Wyndham Lewis and
Charles Lee (rev. 1948), is a rich mine of unintended bathos.
Anticlimax is sometimes employed as an equivalent of bathos; but in a more
useful application, “anticlimax” is non-derogatory, and denotes a writer’s deliber-
ate drop from the serious and elevated to the trivial and lowly in order to achieve
a comic or satiric effect. Thus Thomas Gray in his mock-heroic “Ode on the Death
of a Favorite Cat” (1748)—the cat had drowned when she tried to catch a gold-
fish—gravely inserts this moral observation:
What female heart can gold despise?
What cat’s averse to fish?
And in Don Juan (1819–24; I. ix.) Byron uses anticlimax to deflate the would-be
gallantry of Juan’s father:
A better cavalier ne’er mounted horse,
Or, being mounted, e’er got down again.
battle rapping: 243.
beast fable: 8.
Beat writers: Beat writers identifies a loose-knit group of poets and novelists, in the
second half of the 1950s and early 1960s, who shared a set of social attitudes—
antiestablishment, antipolitical, anti-intellectual, opposed to the prevailing cultural,
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	40. literary, and moral  values, and in favor of unfettered self-realization and self-
expression. The Beat writers often performed in coffeehouses and other public
places, to the accompaniment of drums or jazz music. (See performance poetry.)
“Beat” was used to signify both “beaten down” (that is, by the oppressive culture
of the time) and “beatific” (many of the Beat writers cultivated ecstatic states by
way of Buddhism, Jewish and Christian mysticism, and/or drugs that induced vi-
sionary experiences). The group included such diverse figures as the poets Allen
Ginsberg, Gregory Corso, and Lawrence Ferlinghetti and the novelists William
Burroughs and Jack Kerouac. Ginsberg’s Howl (1956) is a central Beat achieve-
ment in its breathless, chanted celebration of the down-and-out and the subcul-
ture of drug users, social misfits, and compulsive wanderers, as well as in represent-
ing the derangement of the intellect and the senses effected by sexual abandon,
drugged hallucinations, and religious ecstasies. (Compare the vogue of decadence
in the late nineteenth century.) A representative and influential novel of the
movement is Jack Kerouac’s On the Road (1958). While the Beat movement was
short-lived, it left its imprint on the subjects and forms of many writers of the
1960s and 1970s; see counterculture, under Periods of American Literature.
Refer to Lawrence Lipton, The Holy Barbarians (1959); Seymour Krim, ed.,
The Beats (1960); Ann Charters, ed., The Portable Beat Reader (1992). Brenda
Knight, ed., Women of the Beat Generation: The Writers, Artists and Muses at the
Heart of a Revolution (1996); Jonah Raskin, American Scream: Allen Ginsberg’s
“Howl” and the Making of the Beat Generation (2004). Holly George-Warren has
edited a collection of essays, reviews, memoirs, and interviews: Rolling Stone Book
of the Beats: The Beat Generation and American Culture (1999).
For references to Beat Writers in other entries, see pages 69, 249, 287.
beginning (of a plot): 267.
beliefs (in reading literature): 118.
bibliography: 30.
Bildungsroman (b
ıld00
ungsr
omän0
): 229.
binary opposition: 71; 88, 118.
biography: Late in the seventeenth century, John Dryden defined biography neatly
as “the history of particular men’s lives.” The name now connotes a relatively full
account of a particular person’s life, involving the attempt to set forth character,
temperament, and milieu, as well as the subject’s activities and experiences.
Both the ancient Greeks and Romans produced short, formal lives of indivi-
duals. The most famed surviving example is the Parallel Lives of Greek and Roman
notables by the Greek writer Plutarch, c. AD 46–120; in the translation by Sir
Thomas North in 1579, it was the source of Shakespeare’s plays on Roman sub-
jects. Medieval authors wrote generalized chronicles of the deeds of a king, as well
as hagiographies: the stylized lives of Christian saints, often based more on pious
legends than on fact. In England, the fairly detailed secular biography appeared in
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	41. the seventeenth century;  the most distinguished instance is Izaak Walton’s Lives
(including short biographies of the poets John Donne and George Herbert), writ-
ten between 1640 and 1678.
The eighteenth century in England is the age of the emergence of the full-
scale biography, and also of the theory of biography as a special literary genre. It
was the century of Samuel Johnson’s Lives of the English Poets (1779–81) and of
the best known of all English biographies, James Boswell’s Life of Samuel Johnson
(1791). In our own time, biographies of notable women and men have become
one of the most popular of literary forms, and usually there is at least one bio-
graphical title high on the bestseller list.
Autobiography is a biography written by the subject about himself or her-
self. It is to be distinguished from the memoir, in which the emphasis is not on
the author’s developing self but on the people and events that the author has
known or witnessed, and also from the private diary or journal, which is a
day-to-day record of the events in one’s life, written for personal use and satisfac-
tion, with little or no thought of publication. Examples of the latter type are the
seventeenth-century diaries of Samuel Pepys and John Evelyn, the eighteenth-
century journals of James Boswell and Fanny Burney, and Dorothy
Wordsworth’s remarkable Journals, written 1798–1828, but not published until
long after her death. The first fully developed autobiography is also the most in-
fluential: the Confessions of St. Augustine, written in the fourth century. The de-
sign of this profound and subtle spiritual autobiography centers on what be-
came the crucial experience in Christian autobiography: the author’s anguished
mental crisis, and a recovery and conversion in which he discovers his Christian
identity and religious vocation.
Michel de Montaigne’s Essays, published in 1580 and in later expansions,
constitute in their sum the first great instance of autobiographical self-revelation
that is presented for its inherent interest, rather than for religious or didactic pur-
poses. Among later distinguished achievements in secular autobiography are
Rousseau’s Confessions (written 1764–70), Goethe’s Dichtung und Wahrheit
(“Poetry and Truth,” written 1810–31), the autobiographies of Benjamin
Franklin, Henry Adams, Sean O’Casey, Lillian Hellman, and Gertrude Stein (pub-
lished in 1933 under the title The Autobiography of Alice B. Toklas), and The
Autobiography of Malcolm X (1964). Many spiritual histories of the self, however,
like John Bunyan’s Grace Abounding to the Chief of Sinners (1666), followed
Augustine’s example of religious self-revelation centering on a crisis and conver-
sion. An important offshoot of this type are secular autobiographies that represent
a spiritual crisis which is resolved by the author’s discovery of his identity and vo-
cation, not as a Christian, but as a poet or artist; examples are Wordsworth’s auto-
biography in verse, The Prelude (completed 1805, published in revised form 1850),
or the partly autobiographical works of prose fiction such as Marcel Proust’s À la
recherche du temps perdu (1913–27), James Joyce’s Portrait of the Artist as a Young Man
(1915), and Ralph Ellison’s Invisible Man (1965). In recent years, the distinction
between autobiography and fiction has become more and more blurred, as
authors include themselves under their own names in novels, or write autobiogra-
phies in the asserted mode of fiction, or (as in Maxine Hong Kingston’s The
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	42. Woman Warrior, 1975)  mingle fiction and personal experience as a way to get at
one’s essential life story (see the entry novel).
On biography: Donald A. Stauffer, English Biography before 1700 (1930) and
The Art of Biography in Eighteenth-Century England (1941); Leon Edel, Literary
Biography (1957); Richard D. Altick, Lives and Letters: A History of Literary
Biography in England and America (1965); David Novarr, The Lines of Life: Theories
of Biography, 1880–1970 (1986); Linda Wagner-Martin, Telling Women’s Lives: The
New Biography (1994). Catherine N. Parke, Biography: Writing Lives (1996), in-
cludes a chapter on “Minority Biography.” On autobiography: Roy Pascal,
Design and Truth in Autobiography (1960); Estelle C. Jelinek, ed., Women’s
Autobiography: Essays in Criticism (1980); and The Tradition of Women’s
Autobiography from Antiquity to the Present (1986). For an extended discussion of
Augustine, Rousseau, and Beckett, see James Olney, Memory and Narrative: The
Weave of Life-Writing (2001). John N. Morris, in Versions of the Self: Studies in
English Autobiography from John Bunyan to John Stuart Mill (1966), deals both with
religious and secular spiritual autobiographies. M. H. Abrams, in Natural
Supernaturalism (1971), describes the wide ramifications of spiritual autobiography
in historical and philosophical as well as literary forms. Paul John Eakin’s How Our
Lives Become Stories: Making Selves (2001) is an account of autobiography that
draws on cognitive science, memory studies, and developmental psychology.
Black Aesthetic: 27.
Black Arts Movement: The Black Arts Movement designates a number of African-
American writers whose work was shaped by the social and political turbulence of
the 1960s—the decade of massive protests against the Vietnam War, demands for
the rights of blacks that led to repeated and sometimes violent confrontations, and
the riots and burnings in Los Angeles, Detroit, New York, Newark, and other
major cities. The literary movement was associated with the Black Power move-
ment in politics, whose spokesmen, including Stokely Carmichael and Malcolm
X, opposed the proponents of integration, and instead advocated black separatism,
black pride, and black solidarity. Representatives of the Black Arts put their liter-
ary writings at the service of these social and political aims. As Larry Neal put it in
his essay “The Black Arts Movement” (1968): “Black Art is the aesthetic and spir-
itual sister of the Black Power Concept. As such it envisions an art that speaks
directly to the needs and aspirations of Black America” and “to the Afro-
American desire for self-determination and nationhood.”
The Black Aesthetic that was voiced or supported by writers in the move-
ment rejected, as aspects of domination by white culture, the “high art” and mod-
ernist forms advocated by Ralph Ellison and other African-American writers in
the 1950s. Instead, the black aesthetic called for the exploitation of the energy
and freshness of the black vernacular, in rhythms and moods emulating jazz and
the blues, dealing especially with the lives and concerns of lower-class blacks,
and addressed to a black mass audience. The most notable and influential practi-
tioner of the Black Arts was Imamu Amiri Baraka (born LeRoi Jones) who, after
an early period in Greenwich Village as an associate of Allen Ginsberg and other
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	43. Beat writers, moved  to Harlem, where he founded the Black Arts Repertory
Theater/School in 1965. Baraka was distinguished as a poet, a dramatist (his play
Dutchman is often considered an exemplary product of the Black Arts achieve-
ment), a political essayist, and a critic both of literature and of jazz music.
Among other writers of the movement were the poets Etheredge Knight, Sonia
Sanchez, Haki Madhubuti, and Nikki Giovanni; the authors of prose fiction John
Alfred Williams, Eldridge Cleaver, and James Alan McPherson; and the play-
wrights Paul Carter Harrison and Ed Bullins.
The revolutionary impetus of the Black Arts Movement had diminished by
the 1970s, and some of its pronouncements and achievements now seem undisci-
plined and crudely propagandistic. But its best writings survive, and their critical
rationale and subject matter have served as models not only to later African-
American writers, but also to Native American, Latino, Asian, and other ethnic
writers in America. For a later emergence, on the popular level, of antiestablish-
ment poetry by African-Americans, see rap under performance poetry.
The Black Aesthetic, ed. Addison Gayle (1971), includes essays that were im-
portant in establishing this mode of criticism by Ron Karenga, Don L. Lee, and
Larry Neal, as well as by Gayle himself. See also Imamu Amiri Baraka, Home:
Social Essays (1966), and editor with Larry Neal of Black Fire: An Anthology of
Afro-American Writing (1968); Stephen Henderson, Understanding the New Black
Poetry (1973); and the text, biographies, and bibliographies for “The Black Arts
Movement: 1960–1970” in The Norton Anthology of African American Literature,
ed. H. L. Gates, Nellie Y. McKay, and others, 1997.
black comedy: 2; 373.
black humor: 2; 322, 382.
Black Mountain poets: 249.
Black writers: 246. See also African-American writers.
blank verse: Blank verse consists of lines of iambic pentameter (five-stress iambic
verse) which are unrhymed—hence the term “blank.” Of all English metrical
forms it is closest to the natural rhythms of English speech, yet flexible and adap-
tive to diverse levels of discourse; as a result it has been more frequently and vari-
ously used than any other form of versification. Soon after blank verse was intro-
duced by the Earl of Surrey in his translations of Books 2 and 4 of Virgil’s The
Aeneid (about 1540), it became the standard meter for Elizabethan and later poetic
drama; a free form of blank verse remained the medium in such twentieth-century
verse plays as those by Maxwell Anderson and T. S. Eliot. John Milton used blank
verse for his epic Paradise Lost (1667), James Thomson for his descriptive and phil-
osophical Seasons (1726–30), William Wordsworth for his autobiographical Prelude
(1805), Alfred, Lord Tennyson for the narrative Idylls of the King (1891), Robert
Browning for The Ring and the Book (1868–69) and many dramatic monologues,
and T. S. Eliot for much of The Waste Land (1922). A large number of meditative
lyrics, from the Romantic Period to the present, have also been written in blank
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	44. verse, including Coleridge’s  “Frost at Midnight,” Wordsworth’s “Tintern Abbey,”
Tennyson’s “Tears, Idle Tears” (in which the blank verse is divided into five-line
stanzas), and Wallace Stevens’ “Sunday Morning.”
Divisions in blank verse poems, used to set off a sustained passage, are called
verse paragraphs. See, for example, the great verse paragraph of twenty-six lines
which initiates Milton’s Paradise Lost, beginning with “Of man’s first disobedi-
ence” and ending with “And justify the ways of God to men”; also, the opening
verse paragraph of twenty-two lines in Wordsworth’s “Tintern Abbey” (1798),
which begins:
Five years have past; five summers, with the length
Of five long winters! and again I hear
These waters, rolling from their mountain-springs
With a soft inland murmur.
See meter, and refer to Moody Prior’s critical study of blank verse in The
Language of Tragedy (1964). For references to blank verse in other entries, see pages
84, 129.
Bloomsbury Group: Bloomsbury Group is the name applied to an informal associ-
ation of writers, artists, and intellectuals, many of whom lived in Bloomsbury, a
residential district in central London. This group of friends began to meet around
1905 for conversations about the arts and issues in philosophy. Its members, who
opposed the narrow post-Victorian restrictions in both the arts and morality, in-
cluded the novelists Virginia Woolf and E. M. Forster, the painters Duncan Grant
and Vanessa Bell (Virginia Woolf’s sister), the influential art critics Clive Bell and
Roger Frye, the iconoclastic biographer of Victorian personages Lytton Strachey,
and the famed economist John Maynard Keynes. Some members were linked not
only by common interests and viewpoints but also by complicated erotic liaisons,
both heterosexual and homosexual. The Bloomsbury Group had an important in-
fluence on innovative literary, artistic, and intellectual developments in the two
decades after the First World War, which ended in 1918. See Leon Edel,
Bloomsbury: A House of Lions (1979); S. P. Rosenbaum, ed., The Bloomsbury Group:
A Collection of Memoirs and Commentary (1995).
Bombast: Bombast denotes a wordy and inflated diction that is patently dispropor-
tionate to the matter that it signifies. The magniloquence of even so fine a poet as
Christopher Marlowe is at times inappropriate to its sense, as when Faustus de-
clares (Dr. Faustus, 1604; III. i. 47ff.):
Now by the kingdoms of infernal rule,
Of Styx, Acheron, and the fiery lake
Of ever-burning Phlegethon I swear
That I do long to see the monuments
And situation of bright-splendent Rome;
which is to say: “By Hades, I’d like to see Rome!” Bombast is a frequent compo-
nent in the heroic drama of the late seventeenth and early eighteenth centuries. The
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	45. pompous language of  that drama is parodied in Henry Fielding’s Tom Thumb the
Great (1731), as in the noted opening of Act II. v., in which the diminutive male
lover cries:
Oh! Huncamunca, Huncamunca, oh!
Thy pouting breasts, like kettle-drums of brass,
Beat everlasting loud alarms of joy;
As bright as brass they are, and oh! as hard;
Oh! Huncamunca, Huncamunca, oh!
Fielding points out in a note that this passage was specifically a parody of James
Thomson’s bombastic lines in The Tragedy of Sophonisba (1730):
Oh! Sophonisba, Sophonisba, oh!
Oh! Narva, Narva, oh!
“Bombast” originally meant “cotton stuffing,” and in Elizabethan times came
to be used as a metaphor for an over-elaborate style.
bomolochos (b
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book: In its inclusive sense, the term designates any written or printed document
which is of considerable length, yet is light and durable enough to be easily por-
table. Studies devoted to the identification of the authorship, dates of issue, edi-
tions, and physical properties of books are called bibliography.
In ancient Greece and Rome the standard form of the book was the double
papyrus roll. Papyrus, which had been developed in Egypt, was made from the
papyrus reed, which grows profusely in the Nile delta; the stems of the reed were
cut into strips, soaked, and impregnated with paste. The texts were manuscripts
(that is, written by hand), and were inscribed in columns; as the reader went
along, he unwound the papyrus from the right-hand roll and wound it on the
left-hand roll.
In a very important change in the form of the book during the fifth century
of the Middle Ages, papyrus rolls were superseded by the parchment or vellum
codex. Parchment was made from the skins of sheep, goats, or calves which
were stretched and scraped clean to serve as a material for writing. Vellum is
sometimes used interchangeably with “parchment,” but is more useful as a term
for an especially fine type of parchment that was prepared from the delicate skin
of a calf or a kid. To make a codex (the plural is “codices”), the parchment was
cut into leaves; as in the modern printed book, the leaves were stitched together
on one side and then bound. The great advantages of the codex over the roll were
that the codex could be opened at any point; the text could be inscribed on both
sides of a leaf; and the resulting book was able to contain a much longer text than
a manuscript roll. In its early era, the codex was used primarily for biblical texts—a
single volume could contain all four Gospels, where a roll had been able to en-
compass only a single Gospel.
In the course of the Middle Ages, many monasteries had scriptoria—rooms
in which scribes copied out texts; often, a number of scribes copied texts that
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