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A CONVERSATION BETWEEN
AUTHOR AND READER

At the very beginning of this book, it is helpful to know some-
thing about the different attitudes towards a flower, in order to un-
derstand “common readers’ ” attitudes towards the study of litera-
ture.

When we are appreciating a pot flower, we usually appraise its
shape, height, color, vitality, even we know nothing about plant
and even have never looked at flowers. If we are familiar with
plant, maybe we can talk a little about its genus, especially when it
happens to be a kind of plant on the verge of extinction. We seldom
think about where it comes from, who planted it, how and why it is
planted, and so on. Only when the flower is very demanding to cli-
mate and weather, do we think about its origination and difficulties
to raise it, in this case, we might introduce the owner (and/or
planter) of the flower—to show his enthusiasm and energy in taking
care of plants. As for the purpose of the planter, it is the last thing
appearing in our mind. It would be thought ridiculous to ask who
planted the flower before talking about the beauty of the flower it-
self. No one would value the beauty according to the owner or plant-
er of the flower. Nevertheless, one is always willing, sometimes e-
ven eager to express his idea about a ﬂox\ver, no matter positive or

negative.
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On the contrary, when we read a piece of literature work, un-
fortunately, the first thing appearing in our mind might well be:
what is it talking about? I don’t understand it. It’ s too difficult;
let me ask a critic (or teacher of literature). If’ we must give a
comment on the work, we immediately think about the author (
flower-planter) , his life, his time, the time when he wrote, his
reason or purpose to write, what in reality the art work is reflecting,
etc. Most of the time, we judge the art work according to its reflec-
tion of the author’ s time and life. Besides, for us “common read-
ers” , the name of the author can influence our evaluation of an art
work. For example, it is difficult to claim that a poem is not good if
we know the writer is thought to be Shakespeare, even though the
poem is really not good or, even worse, a forgery. This is because
no one is willing to be found unable to see the “King’ s New
Dress”. The word “ Shakespeare” makes people think the poem
must be a good art work. People no longer have the confidence and
attitudes he has when facing the flower.

“Mirror” theory can best explain this approach. From as early
as ancient Greece, when Aristotle started literary criticism, critics
have been treating art work as a “mirror” of the world in which peo-
ple live. The best works are those that best reflect the reality which
stands in front of this special mirror—literature. Since then, al-
though there appeared many different schools of literary creation and
critics in the long history, they unexceptionally followed the princi-
ples of “mirror” theory.

In the 20" century, there appeared many approaches to litera-

ture. In criticizing tradition, some of them go to extreme. New Crit-
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icism, for example, draws the readers’ attention to the text only.
These approaches emphasize that literature work has its own beauty
which is not influenced by any other factors. So while appreciating
the text, one should not think about its writer, time, or any other
background no matter how helpful the might be.

However, no matter what approaches they might be, all critics
in the world agree that there are six levels of understanding a text.

1. The response demonstrates no evidence of critical reading
skills, and the reader does not engage in a thoughtful analysis of the
text. The response reflects an unquestioned acceptance or rejection
of the author’ s craft or text’ s message(s) without comment or ex-
planation.

2. The response demonstrates a superficial, confused, or un-
founded analysis of the author’ s ideas and craft. The response indi-
cates a lack of awareness of the author’ s purpose or stylistic deci-
sions. There may even be an apparent lack of awareness of the
author’s voice (i.e. , the reader may seem to have difficulty distin-
guishing author from narrator or character in the selection). Basing
on a literary text, the reader does not use literary concepts or terms
(e.g., character, plot, symbol, metaphor) to analyze the effec-
tiveness of the selection; or the reader makes a judgment about the
author’ s craft or message(s) , but provides no textual support.

3. The response demonstrates an incomplete analysis of an au-
thor’ s ideas and craft; evaluations are simplistic or unsupported.
The response shows limited identification and analysis of the au-
thor’ s purpose and begins to analyze how stylistic decisions (e. g. ,

structure, point of view, word choice) contribute to achieving that
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purpose; basing on a literary text, the reader gives unsupported or
simplistic explanations of how literary elements or devices contribute
to the effectiveness of the selection and uses limited evidence from
the text to form opinions about the author’s craft or messages.

- 4. The response demonstrates a complete analysis and evalua-
tion of an author’s ideas and craft. The response identifies the au-
thor’ s purpose and analyzes how the author’ s stylistic decisions
(e. g. , structure, point of view, word choice) contribute to achie-
ving that purpose. Basing on a literary text, the reader provides a
basic analysis of how literary elements (e. g. , character, plot, set-
ting, theme) and/or literary devices (e. g. , simile, metaphor,
symbol) contribute to the effectiveness of the selection, using ter-
minology as appropriate; and uses relevant evidence from the text to
make and support reasoned judgments about the author’ s craft or
message(s).

5. The response demonstrates a strong analysis and evaluation
of an author’ s ideas and craft. The response identifies the author’ s
purpose and presents an analysis and evaluation of how some of the
author’s stylistic decisions (e. g. , structure, point of view, word
choice) affect the message and purpose. Basing on a literary text,
the reader identifies and analyzes how selected literary elements
(i.e., character, plot, setting, theme) and/or devices (e. g. ,
simile, metaphor, symbol) contribute to the effectiveness of the se-
lection; and uses specific and relevant evidence from the text to
make and support reasoned judgments about the author’s craft or
message(s).

6. The response demonstrates a thorough and convincing anal-
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ysis and evaluation of an author’s ideas and craft. The response i-
dentifies the author’ s purpose and presents a thorough and insight-
ful analysis and evaluation of how the author’s stylistic decisions
(e. g. , structure, point of view, word choice) affect the message
and purpose. Basing on a literary text, the reader identifies and
skillfully analyzes how literary elements (i. e., character, plot,
setting, theme) and/or devices (e. g. , simile, metaphor, symbol)
contribute to the unity and effectiveness of the selection; and uses
specific and relevant evidence from the text to make and support

reasoned judgments about the author’ s craft or message(s).



CONTENTS

Way to Wittiness

Part One Theoretical Review

Chapter 1 A Review of Western Tradition of Criticism
1.1 Greek&Roman Criticism
1.2 Criticism in the 17th and 18th Centuries
1.3 Criticism in the 19th Century
1.4 Criticism in the 20th Century

Chapter 2 Some Prevailing Approaches
2.1 Traditional Approaches
2.2 New Criticism
2.3 The Linguistic Approaches
2.4 Structuralist Criticism
2.5 Stylistic Approach
2.6 The Rhetorical Approach

2.7 Feminist Criticism

N = -

10

15
15
17
19
21
21
22
23



2

3.1

3.2

4.1

4.2

WAY TO WITTINESS
Part Two Approaches in Practice 25
Chapter 3 Analysis of “To His Coy Mistress” 25
Traditional Approaches 25
3.1.1 .The Genre of the Poem 25
3.1.2 Historical Biographical Considerations 26
3.1.3 Moral-Philosophical Considerations 30
The Exponential Approach in “To His Coy Mistress”
32
3.2.1 From Verbal Pattern to Philosophic Concerns 32
3.2.2 The Conceptualization of Time in To
His Coy Mistress 38
3.2.3 Usé of Sound in “To His Coy Mistress” 41
3.2.4 Sexual Imagery in “To His Coy Mistress” 44
Chapter 4 Analysis of “Hamlet” 59
Traditional Approaches to Hamlet 59
4.1.1 The Text of the Play 59
4.1.2 A Summary of the Play 62
4.1.3 Historical Bibliographical Considerations 64
4.1.4 Moral Philosophical Considerations 69
Exponents in Hamlet 70
4.2.1 From Recurrent Symbol to “Felt Life” 70
4.2.2 Traps and the Motif of Love 72
4.2.3 Traps and the Motif of Reason, Madness,
and Brutishness 76
4.2.4 Traps and the Motif of Thought and Action 79



CONTENTS

4.2.5 Traps and the Dilemmas of Religion

and Culture

Part Three Analysis under Co-influence of both
Tradition and Exponents

Chapter 5 Full Analysis of Jane Eyre
5.1 Plot Review |
5.2 Integrity
5.3 Love
5.4 Social Class
5.5 Style of Narrative in Jane Eyre
5.6 Imagery and Symbolism in Jane Eyre

Chapter 6 Full Analysis of Wuthering Heights

6.1 Plot Summary

6.2 Love

6.3 Symbolism in the Novel

6.4 Contrast Technique in Wuthering Heights
6.4.1 The Contrast between the Wuthering

Heights and the Thrushcross Grange

6.4.2 The Character’ s Disposition, Emotion and

Destiny Contrast

Chapter 7  Full Analysis of Great Expectations
7.1 Plot Summary

7.2 Narrative and Structure

81

85

85
85
88
89
90
93
94

98
98
101
102
106

107

110

121

121
126



4 WAY TO WITTINESS

7.3 Language, Imagery and Symbolism 128
Chapter 8 Illustration of Feminist Approach 131
8.1 An Feminist Reading of Andrew Marvell’ s
“To His Coy Mistress” 131
8.2 Women’s Love and Marriage Pattern and its Cause
in Wuthering Heights 135
Chapter 9 Experiment on Modern Approach 147

9.1 A Formalistic Reading of “To His Coy Mistress” 147
9.2 Style of Hemingway’ s the Snows of Kilimanjaro 154

Appendix 1 163
To His Coy Mistress 163
Appendix 2 165
Hamlet 165

Bibliography 187



PART ONE

THEORETICAL REVIEW

CHAPTER 1 A REVIEW OF WESTERN
TRADITION OF CRITICISM

1.1 Greek&Roman Criticism

Literary Criticism, discussion of literature, includes descrip-
tion, analysis, interpretation, and evaluation of literary works. Like
literature, criticism is hard to define. Literary criticism deals with
different dimensions of literature as a collection of texts through
which authors evoke more or less fictitious worlds for the imagina-
tion of readers.

We can look at any work of literature by paying special atten-
tion to one of several aspects: its language and structure; its intend-
ed purpose; the information and worldview it conveys; or its effect
on an audience. Most good critics steer clear of exclusive interest in
a single element. In studying a text’ s formal characteristics, for ex-
ample, critics usually recognize the variability of performances of
dramatic works and the variability of readers’ mental interpretations
of texts. In studying an author’s purpose, critics acknowledge that
forces beyond a writer’ s conscious intentions can affect what the
writer actually communicates. In studying what a literary work is a-

bout, critics often explore the complex relationship between truth
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and fiction in various types of storytelling. In studying literature’ s
impact on its audience, critics have been increasingly aware of how
cultural expectations shape experience.

Because works of literature can be studied long after their first
publication, awareness of historical and theoretical context contrib-
utes to our understanding, appreciation, and enjoyment of them.
Historical research relates a work to the life and times of its author.
Attention to the nature, functions, and categories of literature pro-
vides a theoretical framework joining a past text to the experience of
present readers. The tradition of literary criticism surveyed here
combines observations by creative writers, philosophers, and, more
recently, trained specialists in literary, historical, and cultural
studies.

The Western tradition’ s earliest extended instance of literary
criticism occurs in ancient Greece. In a comedy ( The Frogs, 405
BC) by Athenian playwright Aristophanes, two dead masters of
Greek tragedy ( Aeschylus and Euripides) debate a fundamental di-
lemma of all subsequent criticism; Is the writer’ s first commitment
to uphold and promote morality or to represent reality? Is the task of
drama and other forms of literature primarily to improve or primarily
to inform the audience?

Greek philosopher Plato found virtually all creative writers de-
ficient on both counts in his dialogue The Republic ( about 380
BC). Plato felt that stories about misbehaving gods and death-fea-
ring heroes were apt to steer immature people toward frivolous and
unpatriotic conduct. Besides, he argued, poetry tended to arouse

the emotions rather than promote such virtues as temperance and en-
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durance. But even at their moral best, Plato viewed writers—Ilike
painters and sculptors—as mere imitators of actual human beings,
who are themselves very imperfect “copies” or imitations of the e-
ternal idea of Human Being in the divine mind.

Greek philosopher Aristotle produced a strong philosophical
defense against such criticism. His Poetics ( about 330 BC) pres-
ents artistic representation ( mimesis) not as mere copying but as
creative re-presentation with universal significance. For example,
the epic poet and the playwright evoke human beings in action with-
out having to report actual events, because the poetic approach to
human action is more philosophical in nature than a purely histori-
cal approach. Litearature can show the most probable action of a
person of a specific type, rather than what an actual person said or
did on a particular occasion. Even the portrayal of great suffering
and death may thus give pleasure to an audience—the pleasure of
learning something essential about reality.

Aristotle suggested that tragedy cured us of the harmful effects
of excessive pity, fear, and similar emotions by first inducing such
emotions in us, and then pleasurably purging them in the controlled
therapeutic setting of theatrical experience. The precise meaning of
Aristotle’ s concept of catharsis has been debated for many centu-
ries, but most critics of literature and of other arts, such as opera
and cinema, find useful his isolation and analysis of six interacting
aspects of performed drama: plot, character, thought or theme,
diction, music, and spectacle.

Roman poet Horace offered practical advice in The Art of Poet-
ry (about 20 BC). His most influential suggestion was to combine



