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, i_ijs vjorld, that was successfully defended in 1946 but not published
.. w68‘and The Dialogic Imagination: Four Essays by M. M. Bakhtin (edited,
Unts|ated, and published in 1981). Since Bakhtin's death in 1975, many other
tran* bes and essays have been translated and published, but the core of his
sPe* istic and literary theories can be discovered in the earlier works.
'“Central to Bakhtin's critical theory is the concept of the dialogic.
rding to Bakhtin, all language is a dialogue in which a speaker and a

ACCer form a relationship. Language is always the product of at least
listeneople in a dialogue, not a monologue. And it is language that defines
tW° Pindividuals. Our personal consciousness consists of the inner con-
us as . we have only in our heads, conversations with a variety of
VefSa that are significant for us. Each of these voices can respond in new
Vdexciting ways, developing who we are and continually helping shape
an we become. In one very real sense, no individual can ever be
" mpletely understood or fully known. That any person always has the
Cpabiiity to change or never fully be known in this world Bakhtin labels
unfinalizability.

Because Bakhtin posits that all language isa dlalogue not monologic, he

,  the term heteroglossia (a translation of the Russian word raznorecie,
Waning "other or different tongues” or "multiianguagedness") 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. For
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
adialogic 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. He believes that the novel is characterized by
dialogued heteroglossia. Within the novel, multiple world views and a va-
riety of experiences are continually dialoguing with each other, resulting in
rmulnple imeractions, some of which are real and others of which are imag-

comment °UF 1 6 cBaracters utterances are indeed important, it is the

important FoTthm” h utterances, Bakhtin asserts, that are the most
relationships form m t. eSe utterances- Averse voices and interactions and
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Process Bakhtin calls hybridization

‘We different languages clash,
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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 Tame'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

historical artifact. In the years that follow Arnold and James, no
author or a
sinele, 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
firstappeared in the 1980s and continues to develop its underlying assump-
tions and methodologies, argues that most critics' historical consciousness
must be reawakened because, in reality, the fictional text and its historical
and cultural milieu are amazingly similar. For these critics, a reader can
never fully discern the truth about a historical or a literary text since truth
itself is perceived differently from one era to another. For those who espouse
the principles of Cultural Poetics, the text-only criticism of the early and
mid-twentieth century appears biased and incomplete.

Inthe remaining chapters of this book, we will examine the most promi-
ofl

,°1S°f twfnheth~and twenty-first-century interpretation. For each
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critics who articulate clearly our analyses
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practitioners such members ns Roman Jnkobson, Jan Mukarovsky, Peter
Bogatyrev, and G. O. Vinokur. The following year in Petrograd, the Society
for the Study of Poetic Language (OPOYAZ) was formed, including in its
membership Victor Shklovsky, Boris Hichenbaum, 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
awork'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; | 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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Literature is not'thev declared, the vision of an author or authorial intat
Using linguistic principles, the Formalists asserted that literature, like al si-
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As a group, the Russian Formalists were suppressed and disbanded n
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 thewak
of the Prague Linguistic Circle (founded in 1926, its leading figure keirg
Roman Jakobson) and through the work of the Russian folktale scholar
WVladimir Propp. Fortunately for the advancement of literary theory and ait-

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
unigue 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
« foregrounding of literary language
« defamiliarization.

Early Spring Aubade

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 lifeon earth are erased in this quivering

grace that works its lacy way through its own
curious birth. This is the one appointed hour



valid criticisms of Hawthorne's text, J ey ha(f ov«rl™ kledl  cha"ge that
takes place in Goodman Brown himself. After the events of that fateful night

in the forest-cither 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 livinga
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 tositin
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

aww fmm mO;r ... FANiving different impressions, and coming
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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
acontinuum 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.

ASSUMPTIONS

Similar to most approach.-* to literary analysis, reader-oriented cri.totsm does

provide us with a unified body of theory or a sm,;le n.ethodoloK>cal ap-
proach for textual analysis. What those who call themselves reader-response
C’'hcs, reader-oriented critics, reader cr,tics, or audience-oriented cnt.es
<*\Fis a concern for the reader. llelievin,; that a literary work s interpretation
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= Using Bteich s subjective criticism, can you state the difference between your re-
sponse to Young Goodman Brown" and your interpretation?

= Inaclassroom setting, develop your class's interpretive strategies for arriving at
the meaning of "Young Goodman Brown."

= Asyou 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 b asin the word toy (a diachronic analysis), Saussure opt
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 modem 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 ernes. The task of a linguist is to identify these
units (sometimes called paradigms or models) and/or to identify their rela-
tionships among symbols—Ilike the letters of the alphabet, for example—in a
given language. This task becomes especially difficult when the ernes 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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UC I~ t 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
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
quietly, think quietly. The message sent to these "Others" by the dominant
culture has been clear and consistent—conform and be quiet; deny yourself,
and all will be wvell.

But many have not been quiet. Writers and thinkers, such as Toni
Morrison Alice Walker, Gabriel Garcia Marquez, Carlos Fuentes, Gayatri
Edwar,d Said' Fjantz Fanon, and Judith Butler, to name a few, have
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pure state, and therefore capable of becoming charged with any sort of sym-
bolic content whatever? In the system of symbols constituted by all cosmolo-
gies, mam would simply be a zero symbolic value, that is to say, a sign marking
the necessity of asymbolic 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 | 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. Flis references to all sorts of games, notably to roulette, are
very frequent, especially in his Conversations..., in Race and History,™ 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. | 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



278 Readings on Literary Critici

Veys‘ in West Africa, a little thing

f 'room where on a
and shininB in tire sun; a

N curves ofthe Venus of Milo/
old and yellowing marble; the b kuth_ utter melody, haunting and apPe8'e

phrase of music in the South” and eternity, beneath the moon. P al'
ing, suddenly arising out ot n b its possibility is endless. In norTv?®
Such is Beauty. Its variety is * The world is full of it; and We? ? ? al

* m -
We black folk may help for we have within us as a race new stirring

stirrings of the beginning of a new appreciation of joy, of a new desire to cre-
ate, of a new will to be; as though in this morning o group life we had awak-
ened from some sleep that at once dimly mourns the past and dreams a
splendid future; and there has come the conviction that the Youth that is her

today, the Negro Youth, is a different kind of Youth, because in some n
way it bears this mighty prophecy on its breast, with a new realization
itself, with new determination for all mankind.

What has this Beauty to do with the world? W hat has Beauty to d

Truth and Goodness—with the facts of the world and the rieht art ° Witb
men? "Nothing,"” the artists rush to answer. They may be right lam ~8°f
humbie disdpie of art and cannot presume to say. | am one who tel
truth and exposes evil and seeks with Beauty and for Beauts

o%x

C wu the
N8HRTNatlSOmMehOW' somew here eternal and perfect Beauty sits ah ~

and Right 1 can conceive, but here and now and in the world -1 TrUth
they are for me unseparated and inseparable. d w hlch 1work

apeople.Themhascome”rut-a»*CsTome5™ WC
we are going to honor tonight8_ a realizHo 1 Pec,ally through the man
years we have been ashamed, for whirif f that Past' of which for long
nothing could come out of that nagf u- u"6 bave aP°logized. We thoueht
we wanted to hand tofememb”; S

°Ur own Past as

be proud of°t"w reality' and ir>a half sham

thls same past is taking
dL and lief ~ ~ Umbering tht th n

W*Y We are beg » 8to
with you must h°aten ~ ~ Middle Age-

I?'nance of the world did not
y u must have it here and now and

Y°U Want romance to deal
d m your own hands.

torAfriSn\A°OdSON(187S- 1950)/to >
1916 f°Unde d T e ~

o

loVe 2d c- B-C.E. copy of adthc.

~ t, Was° A" CP in 1926 awarded the Spingam Medal
°f"egro History. Atncan American educator and historian who in



Readings on Literary Criticism
. aancebsthe self-chosen inscription on Keats's tomb 29

lie* h i\ ~hich
A, otHEipne whose name was writ i,, W,

ilese are some of the comments thatm r
T identify with Keats's idealism, an,/ ',,P < > |,

vitia te their contention that Keats's i/ W"1Pfincip  °«o0,

“h' .inshim a DecoRstruatignist: mn,c °nd s)  qxsiidediiBrory char-
fmike iiriLint here is that these remarks, within m
" TheajSI , be taken to represent Keats's ironican/nT'a bTO M-

nCsh°1l In the strict rhetorical implications of the words ? dd*‘Cal con'
life- They positively point to the facZ/heZzZ |"
JiN'v/ expression as an aesthetic process rather than a finalacumen/
of P f“C”™ had no doubt written mature poetry, but his sense ofaesSc
Byl wiosophic vision was not satisfactory. Nature plays a vital role in the
Phl ding of his aesthetic ambitions and achievements.

tfdefstan .Qy question is, how does Keats's eco-consciousness engender

arid philosophical expression and speculations? Nature is

his aesthV d by Coleridge, for example, from a pantheistic and monistic
apprehende a universal force which sheds light on man's spirituality,

jijnensioir as ™ er WOrds, that the question is examined from an eco-
fhis means, m ngion Becoming can be seen critically as a constructive
metaphys”™l a idealism/ the argument being that the visionary ex-
deferral of sp j jn texts are an indicator of supra-textual readings

~therefore'no”™ dc”sures but dynamic open-endedness. Is this the case

wifh Keats?
Though there are a num

u ffiliate with Coleridge and

b r of characteristic features in Keats's poetry
VVordsworth, his nature-consciousness

Keats's poetry and prose show

Z handle the mater in a

I K - re83ad qually thatbispoetry-dsc”

Itcan be argued equall y* Yet, his eco-p transcendental and,
hire from an orgamcist vie P 2~ the visionarya ~ 2~ m  hatof his
analyse, does not place p N dimension 0 n j wijthin thecon
therefore, the dominant spin ' nature pnm | ntal]y asaun,ve
elder colleagues, for it tend* to ~ over ,t fund sym.
of his aesthetic quest ra j longings- exquisitc-ly P % aSan

forceor the basisofh.sspaf™* * genius a»!® JeHc

itself,
Keats saw the secret of «**e nature and a”™ " wasi ah»P' % iden<
pathy with nature. Appre : momecn' 0 hension- N oremer 5
ever-increasing and with
Keats infused most of hIS P ggS/ worei P

inhis epistolary self-consciou



I Uomrv
2»)2  Readingson

ct on the creative imagina-
Of the breeze and it* 11 t «ev is here evoked. One
The Romantlc sy WorlJsWorth, Coleridge, an gitivity to the way air af-
tmn, commoi

m obviously express” K 0. and psycho-pathology,

which Keats had studied in his . e to the body and soul.
tic or pharmaceutical importance of md

is eco-
connection, but brings to
therapeutic perspective is notjust a Co
mind post-Novalian philosophy. , burg 1772-1801) was very preoc-
Novalis (Friedrich Freiherr von H

of mature in human life, a cele-
cupied with the pharmaceutical ope of man. He adopted a home-
bration of both the psychic and soma cg of natUre and human
opathic tradition to explain is P ~ aceutical principle, a poison
consciousness, stressing that nat N

nuisite for wholeness and the
and a healer. He saw illnessasaP°s,t® P ™~ £ * e pharmaceutical principle
soul aﬁ the embodiment

in this phenomenon.

There is a connection between Novaiis anu isko. r
121 In fa". Keats’s brooding* over nature actually pent to a number of con-
cerns that are intricately related to his study of medical sc.ences and his phi-
losophy of the imagination. The nature of the Romantic imagination here is
its aesthetic implications and how it connects inextricably wit IS 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

itive, 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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