1- Arnold
T. S. Eliot praised Arnold's objective approach to critical evaluation, particularly his tools of comparison and analysis, and Allen Tate in his essay Tension in Poetry imitates Arnold's touchstone method to discover 'tension', or the proper balance between connotation and denotation, in poetry. These new critics have come a long way from the Romantic approach to poetry, and this change in attitude could be attributed to Arnold, who comes midway between the two schools. To Arnold a critic is a social benefactor. In his view the creative artist, no matter how much of a genius, would cut a sorry figure without the critic to come to his aid. Before Arnold a literary critic cared only for the beauties and defects of works of art, but Arnold the critic chose to be the educator and guardian of public opinion and propagator of the best ideas.
Cultural and critical values seem to be synonymous for Arnold. Scott James, comparing him to Aristotle, says that where Aristotle analyses the work of art, Arnold analyses the role of the critic. The one gives us the principles which govern the making of a poem, the other the principles by which the best poems should be selected and made known. Aristotle's critic owes allegiance to the artist, but Arnold's critic has a duty to society
As a critic Arnold is essentially a moralist, and has very definite ideas about what poetry should and should not be. A poetry of revolt against moral ideas, he says, is a poetry of revolt against life, and a poetry of indifference to moral ideas is a poetry of indifference to life.
Return to Classical values
Arnold believed that a modern writer should be aware that contemporary literature is built on the foundations of the past, and should contribute to the future by continuing a firm tradition . if concerned with scientific materialism, cannot provide noble characters such as those found in Classical literature.
He urged modern poets to look to the ancients and their great characters and themes for guidance and inspiration. Classical literature, in his view, possess pathos, moral profundity and noble simplicity, while modern themes, arising from an age of spiritual weakness, are suitable for only comic and lighter kinds of poetry, and don't possess the loftiness to support epic or heroic poetry. 
Arnold turns his back on the prevailing Romantic view of poetry and seeks to revive the Classical values of objectivity, urbanity, and architectonics. He denounces the Romantics for ignoring the Classical writers for the sake of novelty, and for their allusive (Arnold uses the word 'suggestive') writing which defies easy comprehension
The Function of Criticism
It is in his The Function of Criticism at the Present Time (1864) that Arnold says that criticism should be a 'dissemination of ideas, a disinterested endeavour to learn and propagate the best that is known and thought in the world'. He says that when evaluating a work the aim is 'to see the object as in itself it really is'. Psychological, historical and sociological background are irrelevant, and to dwell on such aspects is mere dilettantism. This stance was very influential with later critics. 
Arnold also believed that in his quest for the best a critic should not confine himself to the literature of his own country, but should draw substantially on foreign literature and ideas, because the propagation of ideas should be an objective endeavour.
Arnold's limitations
For all his championing of disinterestedness, Arnold was unable to practise disinterestedness in all his essays. In his essay on Shelley particularly he displayed a lamentable lack of disinterestedness. Shelley's moral views were too much for the Victorian Arnold. In his essay on Keats too Arnold failed to be disinterested. The sentimental letters of Keats to Fanny Brawne were too much for him.
Arnold sometimes became a satirist, and as a satirical critic saw things too quickly, too summarily. In spite of their charm, the essays are characterised by egotism and, as Tilotson says, 'the attention is directed, not on his object but on himself and his objects together'.
Arnold makes clear his disapproval of the vagaries of some of the Romantic poets. Perhaps he would have agreed with Goethe, who saw Romanticism as disease and Classicism as health. But Arnold occasionally looked at things with jaundiced eyes, and he overlooked the positive features of Romanticism which posterity will not willingly let die, such as its humanitarianism, love of nature, love of childhood, a sense of mysticism, faith in man with all his imperfections, and faith in man's unconquerable mind.
Arnold's inordinate love of classicism made him blind to the beauty of lyricism. He ignored the importance of lyrical poems, which are subjective and which express the sentiments and the personality of the poet. Judged by Arnold's standards, a large number of poets both ancient and modern are dismissed because they sang with 'Profuse strains of unpremeditated art'.
It was also unfair of Arnold to compare the classical works in which figure the classical quartet, namely Achilles, Prometheus, Clytemnestra and Dido with Heamann and Dorothea, Childe Harold, Jocelyn, and 'The Excursion'. Even the strongest advocates of Arnold would agree that it is not always profitable for poets to draw upon the past. Literature expresses the zeitgeist, the spirit of the contemporary age. Writers must choose subjects from the world of their own experience. What is ancient Greece to many of us? Historians and archaeologists are familiar with it, but the common readers delight justifiably in modern themes. To be in the company of Achilles, Prometheus, Clytemnestra and Dido is not always a pleasant experience. What a reader wants is variety, which classical mythology with all its tradition and richness cannot provide. An excessive fondness for Greek and Latin classics produces a literary diet without variety, while modern poetry and drama have branched out in innumerable directions.
As we have seen, as a classicist Arnold upheld the supreme importance of the architectonic faculty, then later shifted his ground. In the lectures On Translating Homer, On the Study of Celtic Literature, and The Study of Poetry, he himself tested the greatness of poetry by single lines. Arnold the classicist presumably realised towards the end of his life that classicism was not the last word in literature.
Arnold's lack of historic sense was another major failing. While he spoke authoritatively on his own century, he was sometimes groping in the dark in his assessment of earlier centuries. He used to speak at times as if ex cathedra, and this pontifical solemnity vitiated his criticism. 
As we have seen, later critics praise Arnold, but it is only a qualified praise. Oliver Elton calls him a 'bad great critic'. T. S. Eliot said that Arnold is a 'Propagandist and not a creator of ideas'. According to Walter Raleigh, Arnold's method is like that of a man who took a brick to the market to give the buyers an impression of the building.
Arnold's legacy
In spite of his faults, Arnold's position as an eminent critic is secure. Douglas Bush says that the breadth and depth of Arnold's influence cannot be measured or even guessed at because, from his own time onward, so much of his thought and outlook became part of the general educated consciousness. He was one of those critics who, as Eliot said, arrive from time to time to set the literary house in order. Eliot named Dryden, Johnson and Arnold as some of the greatest critics of the English language.
Arnold united active independent insight with the authority of the humanistic tradition. He carried on, in his more sophisticated way, the Renaissance humanistic faith in good letters as the teachers of wisdom, and in the virtue of great literature, and above all, great poetry. He saw poetry as a supremely illuminating, animating, and fortifying aid in the difficult endeavour to become or remain fully human.
Arnold's method of criticism is comparative. Steeped in classical poetry, and thoroughly acquainted with continental literature, he compares English literature to French and German literature, adopting the disinterested approach he had learned from Sainte-Beuve.
Arnold's objective approach to criticism and his view that historical and biographical study are unnecessary was very influential on the new criticism. His emphasis on the importance of tradition also influenced F. R. Leavis, and T. S. Eliot.
Eliot is also indebted to Arnold for his classicism, and for his objective approach which paved the way for Eliot to say that poetry is not an expression of personality but an escape from personality, because it is not an expression of emotions but an escape from emotions.
Although Arnold disapproved of the Romantics' approach to poetry, their propensity for allusiveness and symbolism, he also shows his appreciation the Romantics in his Essays in Criticism. He praises Wordsworth thus: 'Nature herself took the pen out of his hand and wrote with a bare, sheer penetrating power'. Arnold also valued poetry for its strong ideas, which he found to be the chief merit of Wordsworth's poetry. About Shelley he says that Shelley is 'A beautiful but ineffectual angel beating in a void his luminous wings in vain'.
In an age when cheap literature caters to the taste of the common man, one might fear that the classics will fade into insignificance. But Arnold is sure that the currency and the supremacy of the classics will be preserved in the modern age, not because of conscious effort on the part of the readers, but because of the human instinct of self-preservation. 
In the present day with the literary tradition over-burdened with imagery, myth, symbol and abstract jargon, it is refreshing to come back to Arnold and his like to encounter central questions about literature and life as they are perceived by a mature and civilized mind.
2- Eliot's impersonality
Eliot's claims of himself to be a classicist raised a noisy reaction among his critics and in his emphasis on the 'generalizing power' and 'the critics' need to objectify' in his essay 'The Perfect Critic' gives a clue to his special type of classicism. The concern for the poem as an objective thing is a special highlight of Eliot's classicism and this view of Eliot finds its proper illustration in his essay, 'Tradition and Individual Talent'.
Eliot begins his essay with an attempt to establish poetic objectivity and impersonality on a living tradition. The poet or the artist must surrender his quotidian self or personality to infinity more important than the order of tradition. This sense of impersonality is at the heart of Eliot's advocacy of poetic personality and objectivity through adherence to tradition. Although Eliot has been advocating the elimination of the personal factor as much as possible not only in creative literature but in criticism also, and to him, this progress of the artist is a process of continual self-sacrifice, a continual extinction of personality. It is a process of depersonalization, so that he can serve as a neutral, nondistortive medium for sundry things to be accurately and perfectly recorded. This sort of impersonality is also the basic principle of Eliot's objective theory of criticism. According to him, the critic's personality should be suppressed in such a way that he must not have any other emotions except those immediately evoked by a work of art.
T. S. Eliot (1888-1965) was among the first ones who claimed that poetry stands for its own, and in his essays asked critics to pay attention to the poem, rather than the poet. He believed that “the poet does not influence the poem with his or her personality and emotions, but uses language in such a way as to incorporate within the poem the impersonal feelings and emotions common to all humankind” (Bressler, 57). And as a result, study of poet’s personal life is not useful. 
      Regarding that they wanted to be impersonal,  
  T.S. Eliot 
thought that a good artist should try
 to hide the individual points he has
 in order to
 join the structure 
 the structure of tradition, or the art as perfect.
Another theory is called Objective Correlative was discussed in the essay by Eliot called “Hamlet and His Problems”. Objective Correlative is when we want to express an emotion or a mood by description of what we feel we will not get sympathy because description is not the proper way to express what you actually feel because others will not be able to share that condition. It is only description as description is harmful and not the way that one makes others to have a contact with what he wants them to understand. The best way is to use images and symbols. This is what Eliot was talking about in his discussion of objective correlative. He says that literature a writer should not describe emotions. He must use a tool or medium that would be like a mediator his own feelings or emotions and the reader
 Meaning

Eliot now explains further what he means by a sense of tradition. The sense of tradition does not mean that the poet should try to know the past as a whole, take it to be a lump or mass without any discrimination. Such a course is impossible as well as undesirable. The past must be examined critically and only the significant in it should be acquired. The sense of tradition does not also mean that the poet should know only a few poets whom he admires. This is a sign of immaturity and inexperience. Neither should a poet be content merely to know some particular age or period which he likes. This may be pleasant and delightful, but it will not constitute a sense of tradition. A sense of tradition in the real sense means a consciousness, “of the main current, which does not at all flow invariably through the most distinguished reputations”. In other words, to know the tradition, the poet must judge critically what are the main trends and what are not. He must confine himself to the main trends to the exclusion of all that is incidental or topical.  The poet must possess the critical gift in ample measure. He must also realise that the main literary trends are not determined by the great poets alone. Smaller poets also are significant. They are not to be ignored.



Awareness of the Past: The Poet’s Duty to Acquire It


T.S. Eliot is conscious of the criticism that will be made of his theory of tradition. His view of tradition requires, it will be said, a ridiculous amount of erudition. It will be pointed out that there have been great poets who were not learned, and further that too much learning kills sensibility. However, knowledge does not merely mean bookish knowledge, and the capacity for acquiring knowledge differs from person to person. Some can absorb knowledge easily, while others must sweat for it. Shakespeare, for example, could know more of Roman history from Plutarch than most men can from the British Museum. It is the duty of every poet to acquire, to the best of his ability, this knowledge of the past, and he must continue to acquire this consciousness throughout his career. Such awareness of tradition, sharpens poetic creation.


Impersonality of Poetry: Extinction of Personality

The artist must continually surrender himself to something which is more valuable than himself, i.e. the literary tradition. He must allow his poetic sensibility to be shaped and modified by the past. He must continue to acquire the sense of tradition throughout his career. In the beginning, his self, his individuality, may assert itself, but as his powers mature there must be greater and greater extinction of personality. He must acquire greater and greater objectivity. His emotions and passions must be depersonalised; he must be as impersonal and objective as a scientist. The personality of the artist is not important; the important thing is his sense of tradition. A good poem is a living whole of all the poetry that has ever been written. He must forget his personal joys and sorrows, and he absorbed in acquiring a sense of tradition and expressing it in his poetry. Thus, the poet’s personality is merely a medium, having the same significance as a catalytic agent, or a receptacle in which chemical reactions take place. That is why Eliot holds that, “Honest criticism and sensitive appreciation is directed not upon the poet but upon the poetry.”


Poetry, an Escape from Personality and Personal Emotions


The poet concludes: “Poetry is not a turning loose of emotion, but an escape from emotion; it is not the expression of personality, but an escape from personality.” Thus Eliot does not deny personality or emotion to the poet. Only, he must depersonalise his emotions. There should be an extinction of his personality. This impersonality can be achieved only when poet surrenders himself completely to the work that is to be done. And the poet can know what is to be done, only if he acquires a sense of tradition, the historic sense, which makes him conscious, not only of the present, but also of the present moment of the past, not only of what is dead, but of what is already living. 
 
Eliot’s theory of literary tradition has been criticized for its limited definition of what constitutes the canon of that tradition. He assumes the authority to choose what represents great poetry, and his choices have been criticized on several fronts. For example, Harold Bloom disagrees with Eliot’s condescension of Romantic poetry, which, in The Metaphysical Poets (1921) he criticizes for its "dissociation of sensibility." Moreover, many believe Eliot’s discussion of the literary tradition as the "mind of Europe" reeks of Euro-centrism.


DEFINITION OF READER-RESPONSE CRITICISM
[image: http://bcs.bedfordstmartins.com/virtualit/fiction/images/definition_subtitle.gif]
[image: http://bcs.bedfordstmartins.com/Virtualit/images/shim.gif]Reader-response criticism encompasses various approaches to literature that explore and seek to explain the diversity (and often divergence) of readers' responses to literary works.
Reader-Response Criticism
· The meaning of the text is transactional--the result of the transaction between the reader and a text. 
· The reader + the text = meaning (the reader is an active participant with the text in creating meaning) 
· Allows for a wide range of legitimate responses, but there are some limitations as well 
· Utilizes gaps (blanks in the text that the reader must fill in) which are said to exist whenever and wherever a reader perceives something to be missing between words, sentences, paragraphs, stanzas, and chapters. 
· Purpose is to alter the reader's assumptions and characteristic ways of viewing the world 
· Often times results in the reader's self-discovery to achieve a reading that agrees with his/her feelings 
· Reader manipulates linguistic elements of the text in order to extract meaning 
· Reader brings outside knowledge to the text; he/she uses this information to derive meaning from the text

-New Criticism3-
The dominated literary theory in 1940s was New Criticism. It was almost a reaction toward Biographical and Traditional Historical criticism, which was focused on extra-text materials, such as the biography of the author. New Criticism claimed that the text, as a complete work of art, is adequate for interpretation, and one should look at the text, and only the text, in order to analyze it and get the true meaning of it. New Criticism is quite well connected with the term “close reading”, which means the careful analysis of a text with paying attention to its structure, syntax, figures of speech, and so one. In this way, a New Critic tries to examine the “formal elements” of the text, such as characterization, setting of time and place, point of view, plot, images, metaphors and symbols to interpret the text and find the theme. 
These formal elements, as well as linguistic elements (i.e., ambiguity, paradox, irony and tension) are the critic’s references to interpret and support the theme of a literary work. New Critics believe that there is a unique and universal theme in [great] works of art, which is timeless and independent of the reader or social, historical events. And these elements are the only true means by with a critic can understand and should interpret the text. 
Although New Criticism was once successful in a way to ask critics and readers for a change in their view point of evaluating a literary text, after a while it was accused of being too restrictive by denying the historical and biographical information, and too linguistic, and not universally practical, consequently it was replaced with other literary theories, such as Reader Response, New Historicism and Cultural Studies. New Criticism was practiced from 1920s to early 1960s, and can be considered a dead theory now. Affirming this, Tyson states that it is no longer in practice, but also comments that some of its features are still in use and important to observe, such as the notion of close reading. Thompson, also, believes that New Criticism has received a great attention and its popularity among literary publications and academic programs is because of its elusiveness. “It has never been a school in the sense Russian Formalism has and therefore its commentators could exercise pleasant freedom in singling out its characteristics and defining its boundaries” (33-34). This is the reason we can find different definitions and principles about New Criticism, and we cannot 100% agree on a particular group of people to call them the founders of New Criticism, although there are well-known advocators. 
 It is worth mentioning that because New Critics tried to provide verbal or textual evidences for their claim, their approach is objective. They believe that the text provides a way to be interpreted, and formal elements help this to be done. That is why New Criticism is sometimes called objective criticism. It is also called an intrinsic criticism, because it is just concerned about the text itself (Tyson). 
  The characteristics of new criticism school :
 1~ New critics look for patterns of sound, imagery, narrative structure,
     point of view and other patterns that can be found by doing a close
     reading of the work.
 2~ They stress that the meaning of a text should not be confused with the author’s intentions or its affects on the reader.
3~ Language is used in such a way as to  incorporate within the work the impersonal feelings and emotions common to all mankind. The art work is
    an impersonal formulation of common feelings and emotions. It is about the experience of the author but this experience is similar to 
    our experience. 
4~ New Criticism stresses close attention to the internal characteristics of the text itself, and it discourages the use of external evidence to explain the work. 
5~ The New Criticism posits that every text is autonomous. History, biography, sociology, author's intention and reader's private experience are all irrelevant.
6~ New Criticism argues that each text has a central unity. The responsibility of the reader is to discover this unity
7~ The primary interest is in themes. The reader's analysis of these elements lead him to an examination of the themes. A work is good or bad depending on whether the themes are complex and whether or not they contribute to the central, unifying theme
8~ A text is spoken by a narrator or speaker who expresses an attitude which must be defined and who speaks in a tone which helps define the attitude: ironic, straight forward or ambiguous. Judgments of the value of a text must be based on the richness of the attitude and the complexity and the balance of the text. 
9~ The New Critics usually define their themes as oppositions: Life and death, good and evil, love and hate, order and disorder, The analysis of a text is an exercise in showing how all of its parts contribute to a complex but unified statement about human problems.
10~ The reader should search out irony (ambiguous meaning) and paradox (contradictory meaning, hence also ambiguity). These will be the results of thematic oppositions, though they may also occur as oppositions in imagery: light versus dark, beautiful versus ugly.
· The Chicago School of literary criticism was a form of criticism of English literature begun at the University of Chicago in the 1930s, and lasted until the 1950s. 
· It was also called Neo-Aristotilianism, due to its strong emphasis on Aristotle’s concepts of plot, character and genre.
·  It was partly a reaction to New Criticism, a  highly popular form of literary criticism, which the Chicago critics accused of being too subjective and placing too much importance on irony and figurative language. 
· They aimed for total objectivity, and a strong classical basis of evidence for criticism.
·  The New Critics regarded the language and poetic diction as most important, but the Chicago School considered such things merely the building material of poetry. 
· Limitations of the New Critics According to the Chicago School
The limitations and short comings of the New Critics as brought out by the censure of die Chicago group may be summed up as follows:
· 1.   The New Critics are not too much pre-occupied with textual analysis. Their excessive pre-occupation with words, images, paradox, irony, etc., makes them forget that the poem is an organic whole. In their pre-occupation with the parts they ignore the beauty of the whole.
· 2.Their approach is dogmatic and narrow. According to them, it is through Textual study and analyses alone that truth can be arrived at. However, there are a number of other approaches : the historical, the sociological, the psychological, etc., and each has its own value and significance. All possible ways should be tried to arrive at the full truth
about a poem.
3.  The New Critics are wrong in ignoring the study of the history of literary criticism. A historical study shows that various critical tools have been used effectively in different ages and countries, and their use may be worthwhile in the present also. Thus, for example, the Aristotelian literary philosophy and poetics may still be of use in evaluation and interpretation. A historical study is the only way of understanding the comparative merits of the rival schools of criticism. The critic must, therefore, master the critical traditions and from among the rival critical techniques choose the one best suited to his purposes.

-I. A. Richards3-

Sense of Tradition: Its Real
I. A. Richards (1893-1979) also tried to differ between the traditional reading of a poem, which was similar to paraphrasing the text, and the modern view of poetry. He was less concerned about close reading, but “helpfully classified the numerous ways in which reading of poetry could go wrong” (Baldick, 79). He reinforced what Riding and Graves have claimed, that readers are dependent on poet, by examining a technique, known as practical criticism, in which he gave his students some untitled poems, without any reference to the poet, to analyze. The result was significantly unacceptable, and he claimed that the way of teaching criticism is not complete and proper, because students are dependent on the poet’s name or hints about the poet’s biography (Baldick
· 
·  I.A. Richards follows the organized and formalistic approach .
· Also he follows the psychological approach .
· He is concerned with the reader response , ( qualified reader ) –> Critics .
· Richards' impact on the field of literary criticism was immense. Adams calls it as influential as that of T.S. Eliot. Like Matthew Arnold, he was interested in the experience of reading poetry and the impact of poetry on the reader. In particular, he believed that "balancing and organizing conflicting impulses is characteristic of the experience of poetry and that this experience has particular importance in an age during which canons of moral and social authority are crumbling." 
· 

Practical Criticism
The Four Kinds of Meaning
     Richards shows an interest in the effect of poems on the reader. He tends to locate poem in reders response. The being of the poem seems to exist only in the readers. Poetry is a form of words that organizes our attitudes. Poetry is composed of pseudo statements, therefore it is effective. He talks about the close analysis of a text. Like a new critics, he values irony. He praises the irony and says that it is characteristics of poetry of higher order. In “The Forth Kinds of Meaning”, he talks about functions of language. Basically he points out four types of functions or meaning that the language has to perform.
Sense
     What speaker or author speaks is sense. The thing that the writer literally conveys is sense. Here, the speaker speaks to arouse the readers thought. The language is very straightforward which is descriptive. This language is not poetic. Words are used to direct the hearer's attraction up on some state of affairs or to excite them. Sense is whatness of language use.

Feeling
     Feeling is writer’s emotional attitude towards the subject. It means writer’s attachment or detachment to the subject is feeling. It is an expression. The speaker or writer uses language to express his views. This very language is emotive, poetic and literary also. Here only, rhyme and meter cannot make poetry to be a good, emotion is equally important. Especially in lyric poem, emotion plays vital role.

Tone
     Tone refers to attitude of speaker towards his listener. There is a kind of relation between speaker and listener. Since speaker is aware of his relationship with language and with the listener, he changes the level of words as the level of audience changes. It means tone varies from listener to listener. 
Intention
     Intention is the purpose of speaker. Speaker has certain aim to speak either it is consciously or unctuously. Listener has to understand the speaker's purpose to understand his meaning. If the audience can't understand his purpose the speaker becomes unsuccessful. The intention of author can be found in dramatic and semi- dramatic literature. 
There four types of meaning in totality constitute the total meaning of any text. Therefore all utterances can be looked at from four points of view, revealing four kinds of meaning are not easily separated. But they are in dispensable terms for explaining. Basically, the four meaning are interconnected in poetry.
Theoretical Aspects according to IA:
Meaning
Meanings mediate our experience serve as a part of that experience. mediate among individuals by creating common worlds.
How do meanings come to be? Not merely by association of images with referents. Perception creates engrams (trace memories) and contexts (a cluster of relationships). The context then functions as a sign of that which is remembered: the meaning of a word is that which is missing from the context (since words serve as symbolic substitutions). The model for this idea, the semantic triangle of meaning, works best when describing referential meaning (it doesn't do a good job explaining some of the other uses for language). It shows why the proper meaning substitution (that words have single unique meanings) is a mistake.
Model for Communication
Unique element: "comparison fields." The varied contexts from which communicators draw meanings for symbols as they experience their use. "utterances within situations"--comprehension of utterances is guided by any number of partially similar situations in which partially similar utterances have occurred. A conscious OR unconscious (usually) process. An exceptional fund of common experiences are needed for communication (hearken back to the complex of associations which Cushman and Tompkins required in their rhetorical theory)
Feedforward:
receivers affecting self: readiness, preparation, for one or another sort of outcome. Choice making entails constraining future choices: we have a prospective-retrospective sense of reality (Cicourel).
Functions of discourse
Language is constantly fulfilling at least four (4) functions for the speaker:
sense: to direct attention
feeling: emotions and attitude toward the referents
tone: the attitude of speaker toward the audience
intention: aim or outcome desired
and
seven functions for the listener
indicating: attention is focused
characterizing: something is said about the indicated items
realizing: degree and vividness invoked
valuing: "should this be so?"
influencing: change or not to change
controlling: management of other activities so as to not interfere with each other
purposing: intention is pursued.
Any full discourse will invoke all seven functions, although some discourses emphasize one or other. Any or all of these functions can fail.
Emotive versus referential language
noting references versus invoking emotions
For referential meaning: comprehension consists of factual accuracy
For emotive meaning: engagement of the will marks comprehension (proper attitude aroused).
Elimination of Misunderstanding
Use of metaphor:
a major technique for facilitating comprehension!!!
Metaphor:
the use of one reference to a group of things that are related in a particular way in order to discover a similar relation in another group. Cognition includes linguistic sorting, categorization, comparison, contrast.
Tenor:
subject of the metaphor
Vehicle:
means of conveying the tenor
Definition of words
List all possible definitions of/meanings for a word--not just the single "proper" one, so that the complex of possibilities can be worked through.
Literary Context
interinanimation of words, phrases, parts of discourse in concert.
Marking system
Similar to systems proposed by general semanticists to indicate special meanings. Works ok in writing--not in orality.
Golden et al. on I.A. Richards
Takes Bacon's Idols of the Marketplace as the fundamental assumption of language usage in that "ill and unfit choice of words obstructs the understanding," ALWAYS in ALL WAYS.
Misunderstanding and its remedies.
Remember: we cannot but misunderstand. The use of language to establish meaning is inferential in its very essence.
Context Theory of Meaning
our treatment of input is always reliant on experiences with past, similar, stimuli. So meaning has not only LOCAL context (interinanimation) but historic and personal context, and these all interrelate in a saying. This also means, however, that we do have access to the strands which contribute to meaning, based often in historical examination (hearken back to Vico's call for history as a way to be scientific about communication!!) Further, the part remembered has a chance of activating the whole past association, or any aspect of it. (the engram activates the original stimulus) Words are symbols and are unique in that they are substitutes exerting the powers of what is not there. Words and symbols transcend the here and now and stand for that which is missing. His theory is overly referential; leaving the power of emotive language to others.
The proper meaning superstition
IA attacks the notion that every word has a correct/proper use/meaning of its own. The stability in words comes only from the constancy in some contexts. Contexts are ever changing and they always determine and shape word meanings.
Interinanimation
literary and historic context acticate work meanings.
Triangle of Meaning
even in referential uses of language, the relationship between the word and the thing is arbitrary. However, as a sidelight, this doesn't consider non-referential uses of words in which the word is the thing (for instance, various speech acts in which the saying is the doing "I know pronounce you man and wife," or emotive language where the word's real meaning is the reponse that it causes: you slut!!
Metaphor
since meaning is that which is left out--symbols must serve as metaphors!!! So in order to be properly understood, words must be properly used metaphors. Language is metaphor: abstraction for the purpose of clear and vivid communication.
"Emotive Language Still"
Language use has emotive and referential value simultaneously. Emotive language seems to resist adequate paraphrase (the scatter of meaning seems to be great) He notes that the functions of indicating/characterizing/realizing/appraising/ and influencing are turned on their head between the emphasis placed on them by science (indicating first) and poetry (influence first)
Doctrine in Poetry
     Here Richarads talks about the proper way of analyzing the text and what critic and reader should be like. He tends to locate the poem in readers response to it. It means readers analyze the text and respond any poetry from similar judgmental aspects. It shows every reader produces same meaning from same text as the text is organic whole obstacles and barriers the variation of meaning occurs. 
     His ideas are oriented toward distinguishing the belief of readers from that of the poets. If there occurs contradiction between the belief of readers and the belief of poets, the readers do not get sole meaning from the text. Because of readers’ temperament and personal experience, they don't get same meaning from the text The obstacle that brings variation in meaning is doctrinal belief of readers.

Richards finds two kinds of belief and disbelief
i) Intellectual belief
ii) Emotional belief 
     In an intellectual belief we weigh an idea based on doctrinal preoccupation, where as an emotional belief is related to the state of mind. He thinks that the good kind of being comes from the blending of the both. Until and unless we are free from beliefs and disbeliefs there comes variation in meaning. But to free our mind from all impurities is not possible. Therefore the reader should be sincere to get single meaning escaping from such obstacles. This sincerity is the way to success. The sincere reader has perfect and genuine mind. To be genuine mind, one should be free from impurities. In this sense the reader should be free from obstruction these obstacles is not possible.
-  F. R. Leavis4-
Another important figure in New Criticism was F. R. Leavis who claimed that the old way of looking at poetry is not sufficiently convincing and as a result contributed in making a new way of reading and looking at the poetry
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