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gaikhtin Circle. By 1924, the group 
had moved to Leningrad. Here Bakhtin 

struggled financially as his illness (osteomyelitis in his leg) and his lack of 
proper political credentials prevented him from finding work. In 1929 h

e  

was arrested for supposedly participating in the underground Russian 
Orthodox Church. Sentenced to exile isi Siberia for ten years, he appealed his 

sentence 

because of his weakening physical condition and was then sen-

tenced to six years of internal exile in Kazakhstan. 
Throughout the 19305, Bakhtin worked 

as 
Saransk, 

a bookkeeper th oeftenn as to a 

teacher at Mordovia State Teachers College in 
	 moving  

escape  further imprisonment during various political purges. In 1938 his os 

tromyelitis advanced, causing his, right leg to he amputated. Although he 
was plagued with pain for the rest of his life, his scholarly work dramatically 

improved after the amputation. In 
16:46 

he successfully defended Iii dor-

trral dissertation on Rabelais and his world. And from the late 1940s until 

his retirement in 1961, Bakhtin taught at me Mordov l'edagogical Institute, 
how the University of Saransk. In the latter part of the 195Cla, Russian acade-

mics and scholars were once again interested in his work and 
were more 

than surprised to discover that he was still alive. Producing a new edition or 
%is 1929 study of Dostoevsky along with additional works on Rabelais 

and the Renaissance culture, Bakhtin quickly became the "poster scholar 
for Russian scholarship. After his death in 1075, a variety of his manuslirs 
became available, few being edited by the author himself. By the l9K

5  

and '90s, Bakhtin was regarded as one of the most profound scholarsoi 0 

twentieth century.
on, 

pvrrAd 

His most renowned academic writings include his first work
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aia' His World, that was successfully defended in 1946 but not published 

until 1968; and 
The Dialogic Imagination: Four Essays by M. M. Bakhtin (edited, 

translated, and published in 1981). Since Bakhtin's death in 1975, many other 
speaches and essays have been translated and published, but the core of his 

ifn
rastic and literary theories can be discovered in the earlier works. 
Central to Bakhtin's critical theory is the concept of the dialogic. 

According to Bakhtin, all language is a dialogue in which a speaker and a 
listener form a relationship. Language is always the product of at least 
two people in a dialogue, not a monologue. And it is language that defines 
us as individuals. Our personal consciousness consists of the inner con-

versations we have only in our heads, conversations with a variety of 

voices that are significant for us. Each of these voices can respond in new 
and exciting ways, developing who we are and continually helping shape 

who we 
become. In one very real sense, no individual can ever be 

completely understood or fully known. That any person always has the 

capability to change or never fully be known in this world Bakhtin labels 

unfinalizability. 
Because Bakhtin posits that all language is a dialogue, not monologic, he 

employs the term heteroglossia (a translation of the Russian word raznorecie, 
meaning "other or different tongues" or "multilanguagedness") to demon-
strate the multiplicity of languages that operate in any given culture. 
Bakhtin thus expands the traditional definition of the word language from 
being defined only as the spoken tongue of a given, cultural people. tor 
Bakhtin, all forms of social speech that people use in their daily activities 
constitute heteroglossia. Professors speak one way while lecturing to their 

classes, another to their spouses, another to their friends, another to the clerk 
at the store, another to the server at a restaurant, and another to the police of-

ficer who gives the professor a speeding ticket. Each individual speech act is 
a dialogic utterance that is oriented toward a particular listener or audience, 
demonstrating the relationship that exists between the speaker and listener. 

In his essay "Discourse in the Novel" (1935), Bakhtin applies his ideas 

directly to the novel. le believes that the novel is characterized by 
dialogized heteroglossia. Within the novel, multiple world views and a va-
riety of experiences are continually dialoguing with each other, resulting in 
multiple interactions, some of which are real and others of which are imag-
ined. 

Although the characters' u tterancesa re indeed important, it is 

ati 	o  sf  

commenting narrator's dialogic utterances, 	khtin asserts, that are the mostB.3 	
the 
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ficer who gives the professor a speeding ticket. Each individual speech act is 
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equals in creating the novel's "truth," for truth requires a plurality of 

C0115C 
tor Bakhtin, the polyphonic nature of the novel implies that there 

are 

1
i1Usnetitieti.  

!flatly 

truths, not just one. Each character speaks and thinks his or her own 
truth. Although one truth may be preterred to others by a character, a reader, 

Of 

the author, no truth is particularly certain. Readers watch as one character 

influences another, and featiers listen to the multitude of voices heard Ix 

each character as these vo4o.”. Ishare those who hear,. 
them. What develops, 

says Bakhtin, is a carnival istic atmosphere, a sense of joyful relativity. Teas 

sense c it carnival is one ot liakhtin's most significant contributions to literary 
theory and helps describe the novel's polyphonic style, especially the novels 

of Dostoevsky. Polyphonic novels, asserts Bakhtin, have a carnival sense of 

the world, a sense of joyful abandonment where many voices are simultane

-

ously heard and directly influence their hearers. Each participant tests both 

the ideas and the lives of other participants, creating a somewhat seriocomic 

Bakhtin's interest in language, culture, literature, religion, and politirsen env ironment• 

compasses much of contemporary literary theory and criticism. His ideas 

have become starting points for conversations and dialogues among compet-

ing and often conflicting voices in various contemporary cultural theories. 

diversified, with no one voice speaking ex cathedra or no one theory tena- 
ciously held by all. At the end of the nineteenth century, most critics empha- 
sized either a biographical or a historical approach to texts. Using Taine's 

historical interests in a text and Henry James's newly articulated theory of 
the novel, many critics investigated a text as if it were the embodiment of its 
author or a historical artifact. In the years that follow Arnold and James, no 
single, universally recognized voice dominates literary theory. Instead, 
many distinctive literary voices give rise to a host of differing and exciting 

ways to examine a text. 
What follows in the twentieth and twenty-first centuries is a variety of 

schools of criticism, with each school asking legitimate and relevant but dif-
ferent questions about a text. Most of these schools abandon the holistic 
approach to literary study, which investigates, analyzes, and interprets all 

elements of the artistic situation in favor of concentrating on one or more 
specific aspects. For example, modernism (and, in particular, the New 
Criticism, the first critical movement of the twentieth century) wishes to 

break from the past, deemphasizing the cultural and historical influences 

that may affect a work of literature. The text, these critics declare, will inter-
pret the text. On the other hand, Cultural Poetics, a school of criticism that 

first appeared in the 1980s and continues to develop its underlying assump-

tions and methodologies, argues that most critics' historical consciousness 
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practitioners such members as Roman Jakobson, Jan Mukarovsky, Peter 
Hogatyrev, and G. 0. Vinokur. The following year in Petrograd, the Society 
for the Study of Poetic Language (OPOYAZ) was formed, including in its 
membership Victor Shklovsky, Boris Eichenbaum, and Victor Vinogradov. 
Although the adherents of both groups often disagreed concerning the prin-
ciples of literary interpretation, they were united in their rejection of many 
nineteenth-century assumptions of textual analysis, especially the belief that 
a work of literature was the expression of the author's worldview and their 
dismissal of psychological and biographical criticism as being irrelevant 
to interpretation. These Russian scholars boldly declared the autonomy of 
literature and poetic language, advocating a scientific approach to literary 
interpretation. Literature, they believed, should be investigated as its own 
discipline, not merely as a platform for discussing religious, political, socio-
logical, or philosophical ideas. By radically divorcing themselves from previ-
ous literary approaches and advocating new principles of hermeneutics, 
these members of the Moscow Linguistic Circle and of the Society for the 
Study of Poetic Language are considered the founders of modern literary 
criticism, establishing what is known as Russian Formalism. 

Coined by opponents of the movement to deprecate Russian 
Formalism's supposedly strict methodological approach to literary interpre-
tation, the terms Formalism and Formalist were first rejected by the Russian 
Formalists themselves, for they believed that their approach to literature was 
both dynamic and evolutionary, not a "formal" or dogmatic one. 
Nevertheless, the terms ultimately became the battle cry for the establish-
ment of what they dubbed a science of literature. 

The first task of the Russian Formalists was to define their new science. 
Framing their theory on the work of Ferdinand de Saussure, the French lin-
guist and founder of modern linguistics, the Formalists emphasized the au-
tonomous nature of literature. The proper study of literature, they declared, is 
literature itself. To study literature is to study poetics, which is an analysis of 
a work's constituent parts—its linguistic and structural features—or its form. 
Form, they asserted, included the internal mechanics of the work itself, espe-
cially its poetic language. It is these internal mechanics or what the Formalists 
called devices that compose the artfulness and literariness of any given text, 
not a work's subject matter or content. Each device or compositional feature 
possesses peculiar properties that can, as in any science, be analyzed. For the 
Formalists, this new science of literature became an analysis of the literary 
and artistic devices that the writer manipulates in creating a text. 

The Formalists' chief focus of literary analysis was the examination of a 
text's literariness, the language employed in the actual text. Literary lan-
guage, they asserted, is different from everyday language. Unlike everyday 
speech, literary language foregrounds itself, shouting, "Look at me; I am 
special; I am unique." Through structure, imagery, syntax, rhyme scheme, 
paradox and a host of other devices, literary language identifies itself as 
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What Russian Formalism contributed to the study of literature and liter-

ary theory is a reevaluation of the text itself. Bringing a scientific approach in  
literary studies, the Formalists redefined a text to mean a unified collection 
of various literary devices and conventions that can he objectively analyzed 
Literature is not, they declared, the vision of an author or authorial intent 
Using linguistic principles, the Formalists asserted that literature, like all sci-
ences, is a self-enclosed, law-governed system. To study literature is to stuck: 
a text's form and only incidentally its content. For the Formalists, form is su-
perior to content. 

As a group, the Russian Formalists were suppressed and disbanded in 
1930 by the Soviet government because they were unwilling to view litera-
ture through the Stalinist regime's political and ideological perspective. 
Their influence did continue to flourish in Czechoslovakia through the work 
of the Prague Linguistic Circle (founded in 1926, its leadingfigurebeing  
Roman Jakobson) and through thework  
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BRIDGING THE GAP BETWEEN RUSSIAN FORMALISM 

AND NEW CRITICISM 

Russian Formalism is sometimes paired with the first modern school of 
Anglo-American criticism: the New Criticism. Dominating both American 

and British criticism from the 1930s to the 1950s, New Criticism can be con-

sidered a second cousin of Russian Formalism. Although both schools em-
ploy some similar terminology and are identified as types of Formalism, 

there exists no direct relation between them. New Criticism has its own 
unique history and development in Great Britain and the United States. 
Interestingly, in the 1940s, two leading Russian Formalists, Roman Jakobson 
and Rene Wellek, came to the United States and actively participated in the 
scholarly discussions of the New Critics. The interaction of these Russian 
Formalists with the New Critics does evidence itself in some of Russian 
Formalism's ideas being mirrored in New Critical principles. 

APPLYING RUSSIAN FORMALISM TO A LITERARY TEXT 

Read carefully the following poem by the contemporary American essayist, 
poet, scholar, and editor Mary M. Brown. After reading the text several times, 
be able to apply, discuss, and demonstrate how the following terms from 
Russian Formalism can be used in developing an interpretation of this text: 

• poetics 
• form 
• devices 
• literariness 
• foregrounchng of literary language 
• defamiliariza lion. 

Early Spring Anbade 

The branches outside this office window 
too often block the light, but today the early 

morning sun wavers, then prevails, stippling 
this space with a tentative dawn that crawls 

toward an even more fragile day. All the failures 
of my life on earth are erased in this quivering 

grace that works its lacy way through its own 
curious birth. This is the one appointed hour 
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As a group, the Russian Formalists were suppressed and disbanded in 
1930 by the Soviet government because they were unwilling to view litera
ture through the Stalinist regime's political and ideological perspectives. 
Their influence did continue to flourish in Czechoslovakia through the work 
of the Prague Linguistic Circle (founded in 1926, its leading figure being 
Roman Jakobson) and through the work of the Russian folktale scholar 
Vladimir Propp. Fortunately for the advancement of literary theory and crit
icism, Russian Formalism resurfaces in the 1960s in French and American 
structuralism (see Chapter 5).
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BRIDGING THE GAP BETWEEN RUSSIAN FORMALISM 
AND NEW CRITICISM

Russian Formalism is sometimes paired with the first modern school of 
Anglo-American criticism: the New Criticism. Dominating both American 
and British criticism from the 1930s to the 1950s, New Criticism can be con
sidered a second cousin of Russian Formalism. Although both schools em
ploy some similar terminology and are identified as types of Formalism, 
there exists no direct relation between them. New Criticism has its own 
unique history and development in Great Britain and the United States. 
Interestingly, in the 1940s, two leading Russian Formalists, Roman Jakobson 
and Rene Wellek, came to the United States and actively participated in the 
scholarly discussions of the New Critics. The interaction of these Russian 
Formalists with the New Critics does evidence itself in some of Russian 
Formalism's ideas being mirrored in New Critical principles.

APPLYING RUSSIAN FORMALISM TO A LITERARY TEXT

Read carefully the following poem by the contemporary American essayist, 
poet, scholar, and editor Mary M. Brown. After reading the text several times, 
be able to apply, discuss, and demonstrate how the following terms from 
Russian Formalism can be used in developing an interpretation of this text:

• poetics
• form
• dev ices
• literariness
• foregrounding of literary language
• defamiliarization.
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The branches outside this office window  
too often block the light, but today the early
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Student C affirms that although both Student A and Student B have made 

 valid criticisms of Hawthorne's text, they have overlooked the change that  
takes place in Goodman Brown himself. After the events of that fateful night  
in the forest—either real or imagined—no longer do we see a Goodman  
Brown who trusts in the goodness of humanity. We now have a character 
whose entire life—his thoughts and actions—is one of despair, a life that sees 
no good in anyone. Everyone in the Salem village, Brown believes, is living a  
lie because all are hypocrites. And for the rest of his life he remains a solemn  
person who casts suspicious and supposedly knowing glances at his peers 
and his wife, all of whom, he believes, have pledged their allegiance to 
evil. And thus Brown's "dying hour was gloom," just like his life after the 
forest scene. 

With a quiver in her voice, Student D remarks that Goodman Brown re-
minds her of her friend Rita. Whenever Rita's husband meets her in public—
at the mall, grocery store, or McDonald's—he gives her a quick stare then 
looks the other way. Even when they are at home together, he prefers to sit in 
his study watching a movie on his computer than sitting with her and their 
two children in the family room watching one of the children's favorite 
movies. Like Faith Brown, says Student D, Rita has no idea what she has 
done to distance herself from her husband. Nightly she cries herself to sleep, 
wishing her husband would hold her. In "Young Goodman Brown," asserts 
Student D, Hawthorne has successfully captured the predicament of some 
twenty-first-century wives, women whose lives are filled with despair and 
they know not why. 

Each of these four students sees something slightly different in 
Hawthorne's passage, peeking into the text from different windows and, 
thus, seeing different scenes, receiving different impressions, and coming 
away from their readings with different interpretations. Consciously or un-
consciously, each of their interpretations rests upon different theoretical as-
sumptions with their corresponding interpretative methodologies. 
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For Rosenblatt, readers can and do read in one of two ways: efferentlu or 
aesthetically. When we read for information—for example, when we read the 
directions for heating a can of soup—we are engaging in efferent reading 
(from the Latin effere "to carry away"). During this process, we are interested 
only in newly gained information that we can "carry away" from the text, 
not in the actual words as words themselves. When we read efferently, we 
are motivated by a specific need to acquire information. When we engage in 
aesthetic reading, we experience the text. We note its every word, its sounds, 
its patterns, and so on. In essence, we live through the transactional experi-
ence of creating the poem. Of primary importance is our engagement or our 
unique "lived-through" experience with the text. Rosenblatt adds that at any 
given moment in the reading process a reader may shift back and forth along 
a continuum between an efferent and an aesthetic mode of reading. 

When reading aesthetically, Rosenblatt maintains that we involve our-
selves in an elaborate give-and-take encounter with the text. Though the text 
may allow for many interpretations by eliciting and highlighting different 
experiences of the reader, it simultaneously limits the valid meanings the 
poem can acquire. For Rosenblatt, a poem's meaning is not a smorgasbord of 
infinite interpretations; rather, it is a transactional experience in which sev-
eral different yet probable meanings emerge in a particular social context 
and thereby create a variety of "poems." 

What differentiates Rosenblatt's and other reader-oriented critics' con-
cerns from other critical approaches (especially New Criticism) is their 
purposive shift in emphasis away from the text, as the sole determiner of 
meaning and toward the significance of the reader as an essential participant 
in the reading process and the creation of meaning. Such a shift negates the 
Formalists' assumption that the text is autonomous and can be scientifically 
analyzed to discover its meaning. No longer is the reader passive, merely ap-
plying a laundry list of learned, poetic devices to a text in the hope of dis-
covering its intricate patterns of paradox and irony, which, in turn, will lead, 
supposedly, to the one correct interpretation. For reader-oriented critics, the 
reader is an active participant along with the text in creating meaning. It is 
from the literacy experience (an event that occurs when a reader and print 
transact), they believe, that meaning evolves. 
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• Using Bleich's subjective criticism, can you state the difference between your re-
sponse to "Young Goodman Brown" and your interpretation? 

• In a classroom setting, develop your class's interpretive strategies for arriving at 
the meaning of "Young Goodman Brown." 

• As you interpret "Young Goodman Brown," can you cite the interpretive com-
munity or communities to which you, the reader, belong? By so doing, you will 
be identifying how this community or communities have influenced your 
interpretation. 

CRITIQUES AND RESPONSES 

Like most schools of criticism that have emerged since the 1960s, reader-
oriented criticism is a collective noun embodying a variety of critical positions. 
Unlike New Criticism's "text and text alone" approach to interpretation 
that claims that the meaning of a text is enclosed in the text itself, reader-
oriented critics emphasize the reader of a text, declaring that the reader is 
just as much (or more) a producer of meaning as is the text itself. To vary-
ing degrees, the reader helps create the meaning of any text. In approach-
ing a work, the reader brings to the interpretive process his or her 
forestructure, one's accrued life experiences, memories, beliefs, values, 
and other characteristics that make an individual unique. In making sense 
of the text—what we call the interpretation—the elements of the reader's 
forestructure interact, transact, or intermingle (depending on the reader's 
theoretical stance), thereby producing the actual interpretation. Because 
reader-oriented critics agree that an individual reader creates the text's 
meaning, reader-orientated criticism declares that there can be no one cor-
rect meaning for any text, but many valid interpretations. What the reading 
process is and how readers read are major concerns for all reader-oriented 
critics. Their answers to these and similar questions, however, are widely 
divergent. 

Reader-oriented criticism has been harshly critiqued by scholars who 
believe that the text, not the reader, creates meaning. If multiple interpreta-
tions of the same text can exist side by side, how can we ever say what a text 
means? Can a text actually mean anything a reader says it means? Are there 
no clearly delineated guidelines for interpretation? Are there no fixed val-
ues in any text? If the reader is the producer of meaning, then the reader's 
physical or mental condition while reading a text will directly influence the 
interpretation, producing an array of bizarre and, more frequently than not, 
misguided and pointless interpretations. In response, reader-oriented critics 
provide a wide range of answers, from Wolfgang Iser's gap theory, to 
Louise Rosenblatt's transactional theory, to Stanley Fish's rather relativistic 
assumption that no text can exist until either the reader or an interpretive 
community creates it. 
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language system and how it operates rather than its evolution, Saussure drew 
attention to the nature and composition of language and its constituent parts. 
For example, along with examining the phonological antecedents of the 
English sound h, as in the word boy (a diachronic analysis), Saussure opened 
a new avenue of investigation, asking how the b sound is related to other 
sounds in use at the same time by speakers of Modern English (a synchronic 
analysis). This new concern necessitated a rethinking of language theory and 
a reevaluation of the aims of language research, and it finally resulted in 
Saussure's articulating the basic principles of modern linguistics. 

Unlike many of his contemporary linguists, Saussure rejected the 
mimetic theory of language structure. In its place, he asserted that language 
is primarily determined by its own internally structured and highly system-
atized rules. These rules govern all aspects of a language, including the 
sounds its speakers will identify as meaningful, the grouping of various 
combinations of these sounds into words, and the process whereby these 
words may be arranged to produce meaningful communication within a 
given language. 

The Structure of Language 

According to Saussure, all languages are governed by their own internal 
rules that do not mirror or imitate the structure of the world. Emphasizing 
the systematized nature of language, Saussure asserts that all languages are 
composed of basic units called emes. The task of a linguist is to identify these 
units (sometimes called paradigms or models) and/or to identify their rela-
tionships among symbols—like the letters of the alphabet, for example—in a 
given language. This task becomes especially difficult when the emes in the 
linguist's native language and those in an unfamiliar language under inves-
tigation differ. According to Saussure, the basic building block or unit of 
language is the phoneme—the smallest meaningful (significant) sound in a 
language. The number of phonemes differs from language to language, with 
the least number of total phonemes for any one language being around 
eleven (Rotokas, a language spoken by approximately four thousand people 
in Bougainville, an island east of New Guinea) and the most being 112, found 
in several tonal languages. American English, for example, consists of ap-
proximately forty-three to forty-five phonemes, depending on the specific 
dialect of American English being spoken. Although native speakers of 
American English are capable of producing phonemes found in other lan-
guages, it is these forty-five distinct sounds that serve as the building blocks 
of American English. For example, the first sound heard in the word pin is 
the /p/ phoneme, the second /1/, and the last /n/. A phoneme is identified 
in writing by enclosing the grapheme—the written symbol that represents 
the phoneme's sound—in virgules or diagonal lines. 
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unconsciously asked to conform to the prescribed hegemony. 
What happens, however, when one's ideas, one's thinking, or one's per-

sonal background does not conform? What happens, for example, when the 
dominant culture consists of white, Anglo-Saxon males and one is a black fe-
male? Or how does one respond to a culture dominated by white males if 
one is a Native American? For people of color living in Africa or in the 
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Americas, for Native Americans, for females, and for gays and lesbians, and 
a host of others, the traditional answer already has been articulated by the 
dominant class and its accompanying hegemony: silence. Live quietly, work 
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quietly, think quietly. The message sent to these "Others" by the dominant 
culture has been clear and consistent—conform and be quiet; deny yourself, 
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and all will be well. 
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(It could no doubt be demonstrated that this ration supplementaire o f sign. f. 

l 
cation is the origin of the ratio itself.) The word reappears a little i 

n  
.rther  - h. 

after Levi-Strauss has mentioned 'this floating signifier, which is the ser u 

tude of all finite thought': 	
' 

In other words—and taking as our guide Mauss's precept that all social phe_ 

nomena can be assimilated to language—we see in mana, Wakau, oranda and  

other notions of the same type, the conscious expression of a semantic function, 
whose role it is to permit symbolic thought to operate in spite of the contradic-
tion which is proper to it. In this way are explained the apparently insoluble 
antinomies attached to this notion. .. . At one and the same time force and ac-
tion, quality and state, noun and verb, abstract and concrete, omnipresent and 
localized—mana is in effect all these things. But is it not precisely because it is  

none of these things that mana is a simple form, or more exactly, a symbol in the  

pure state, and therefore capable of becoming charged with any sort of syrn_ 
bolic content whatever? In the system of symbols constituted by all cosmolo-

gies, mana would simply be a zero symbolic value, that is to say, a sign marking 

the necessity of a symbolic content supplementary [my italics] to that with which 

the signified is already loaded, but which can take on any value required, pro_ 
vided only that this value still remains part of the available reserve and is not, 
as phonologists put it, a group-term. 

Levi-Strauss adds the note: 
'Linguists have already been led to formulate hypotheses of this type. 

For example: "A zero phoneme is opposed to all the other phonemes in 
French in that it entails no differential characters and no constant phonetic 
value. On the contrary, the proper function of the zero phoneme is to be op-
posed to phoneme absence." (R. Jakobson and J. Lutz, 'Notes on the French 
Phonemic Pattern', Word 5, no. 2 [August 1949]:155). Similarly, if we schema-
tize the conception I am proposing here, it could almost be said that the func-
tion of notions like mana is to be opposed to the absence of signification, 
without entailing by itself any particular signification.'xiv 

The overabundance of the signifier, its supplementary character, is thus the 
result of a finitude, that is to say, the result of a lack which must be 
supplemented. 

It can now be understood why the concept of play is important in 
Levi-Strauss. His references to all sorts of games, notably to roulette, are 
very frequent, especially in his Conversations," in Race and History ,"°i and 
in The Savage Mind. Further, the reference to play is always caught up in 
tension. 

Tension with history, first of all. This is a classical problem, objections 
to which are now well worn. I shall simply indicate what seems to me the 
formality of the problem: by reducing history, Levi-Strauss has treated as it  

deserves a concept which has always been in complicity with a teleological  

and eschatological metaphysics, in other words, paradoxically, in complicity 
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The Romantic symbol of the breeze 
and its impact on the creative imagina- 
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also notit.ses that Keats is obviously expressing and psycho-pathology, 

fects bodily health. It therefore 
connects with physio- 

and points to the therapeu- 

which Keats had studied in his medical training
,  

tic or pharmaceutical importance of nature to the body and 
soul. This eco-

therapeutic perspective is not just a Coleridgean connection, but brings to 

mind post-Novalian philosophy. 
Novalis (Friedrich Freiherr von Hardenburg 1772-4801) was very 

preoc-

cupied with the pharmaceutical operations of nature in 
human life, a cele-

bration of both thepsychic and somatic nature of man. He nature 

consciousness, stressing that nature is a pharmaceutical principle, a 
poison 

and a healer. He saw illness as a positive prerequisite for wholeness 
and the 

soul as the embodiment of the ambivalence of the pharmaceutical principle. 

There is a connection between Novaiis and Keats in this phenomenon. 
121 In fact, Keats's broodings over nature actually point to a number of con- 

cerns that are intricately related to his study of medical sciences 	h.  and Is   phi-

losophy of the imagination. The nature of the Romantic imagination here is 
its aesthetic implications and how it connects inextricably with his progres-
sive philosophy of life. The concern here is not unrelated to Keats's imagina-
tive view of art, expressed in a letter to George and Thomas Keats, dated 
December 21, 1817. 

The excellence of every Art is its intensity, capable of making all disagreeables 
evaporate, from their being in close relationship with Beauty and Truth (John 
Keats: Letters, 370) 

Keats's notion of beauty and truth is highly inclusive. That is, it blends all 
life's experiences or apprehensions, negative or positive, into a holistic 
vision. Art and nature, therefore, are seen as therapeutic in function. 

Keats's views on nature are not to be found only in his poetry but also in 
his letters. Writing to Tom (1818), he associates nature with poetic inspiration 
and expression. In other letters to George and Thomas Keats (1817), he talks 
of the negative capability of the poet that calls for a synaesthetic and em-
pathic vision in life, to Reynolds (1818), he asserts the conviction that all de-
partments of knowledge are to be seen as excellence and calculated towards 
a great whole, to John Taylor (1818), he outlines certain axioms of poetry 
among which is the notion that if poetry comes not naturally as the leaves to 
a tree, it had better not come at all. All these connect the imagination with 
nature-consciousness and demonstrate an affinity with the Plotinist or 
Spinozist monism inherent in Wordsworth and Coleridge. But the major 
issue lies in apprehending nature as part of the creative process rather than 
the poet's adherence to nature's spirituality. 
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iOn the Grasshopper and Cricket' and 'Bright Star, would I were 
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From hedge to hedge about the new-mown mead; 

That is the Grasshopper's—he takes the lead 
In Summer's luxury,---he has never done 
With his delights; for when tired out with fun 

He 
rests at ease beneath some pleasant heed. 

The poetry of earth is ceasing never. 

On 
a lone winter evening, w hen the frost 

Has wrought a silence, from the stove there shrills 
The Cricket's song, in warmth increasing ever, 
And seems to one in drowsiness half lost, 
The Grasshopper's among some grassy hills. 

The poet's ecological assertion that the poetry of earth cannot 
be exhausted is a 

reverberation of the Spinozist idea that 
we cannot 

have enough of the great 

treasures of nature. Poetic composition can be inspired by any season, given the 

apprehension that any season can be 
a generative and creative spring. This re-

current thematic issue, a
lready mentioned above, takes a seemingly simplistic 

di-..nension in this poem. 
 The grasshopper and cricket are nature's elements that 

Spirarisolnand convey  different time axes in terms of the changing 
seasons. In com- 

time an insight to philosophlicalband spiritual dispositions. 

nature,  

and at the same  
to the nig.  htingale poem, one sees tne lend of 

aesthetics and 

inH»on I.jj,.r‘,ry C.ritjt is,,, 297

alm or s s h o p p e r  an d  C rick et' and 'Bright Star, would I were sted-
** 'On the C ra ^ Gf K ea ts 's  sonnets that necessitate critical investiga-

-t as th°u art are to  th e  p resen t d ebate on nature. In the former poem, 
with sta tem en ts th at go beyond the deceptive simplicity of the

!2m 's title:
r f  parth is never dead.

n e  p0euThe birds are faint with the hot sun,
When all tne v i  treeS/ a v o ic e  w ill ru n
And hide in co o  i g  th e  new-mown m ead;

Fr0ffl hehdgG rassh o p p er's-h e  takes the lead 
That is the Gras PP_ hag never done
In Summer s luxu y, tjred out with fun

Wi*h ? a , eeagse  b e n e a th  so m e  p le a sa n t heed .
He rests at ea reasing never.
The poetry of ear when the frost
On a lone winter e v e n in g , ^  gtove there shnUs 
Has w rought a s ile n c  , th  in creasin g  ever,
The C ricket's so n g , i sineSS h a lf lost,
And seem s to  o n e  •" c  g ra ssy  hills.
The G rasshop per s a m o i g

,t ._ t  flao n n p tfV

Andseem s w  ---------
The G rasshopper's among some grassy • ^  ^  exhausted is a

e poet's ecological assertion that the P°*~*P[an n ot  have enough of the great 
^iteration of the Sp in ozist idea that ™ inspired by any season, give" th 
asures of nature. Poetic com position ca  ̂and creative spring-
prehension that any season can be a ge takes a seemingly simf
rrent thematic issue, already mentioned a b o je ,^  are natui*'s e,em ^
tension in this poem. The grasshopper ^  the changing ’ nature,

aland Aifft,rpnt tim e axes m ter  ̂ UK>nd 0f aesthetics a  ̂^

?matic issue, already menuox *•- , . e naturc =>—
in this poem. The grasshopper and season. In com
convey different tim e axes in tenJ? blend 0f aesthetics an> 
the nichtineale poem , one sees . d spiritual dispos 

insight to philosophical and Pto the nightingale 
at the same time an ’n<


