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Literary Criticism and Theory-Dr. Fouzi Slisli
Lecture 1-The Stories Behind the Stories 1
Greece and Rome-

Literary Criticism and Theory

- Literature and literary criticism in Western cultures cannot be
understood without understanding its relationship to classical
antiquity — Greek and Roman. Why?
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Because European and Western literature and cultures were
produced as a recreation, a revival of the classical cultures of
Greece and Rome.
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From the 16" to the 20" centuries, Western cultures considered
Greece and Rome the most perfect civilizations, and Western
drama, poetry, literary criticism, art, education, politics,
fashion, architecture, painting, sculpture were ALL produced in
imitation of classical antiquity (Greece and Rome).
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But the West’s relationship with antiquity is not simple. It is
full of contradictions and ambivalence.
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« Two aspects to this relationship need to be illustrated.
A8 03g] i 51 M Glaling lils cllia
1. Rome’s ambivalent relationship to Greece (Lecture 1)
(GSJY\ BJ;.'AM\J.) Quﬁs\@u\_u\ Lag )a®Dle o
2. The West’s ambivalent relationship to classical antiquity

(Lecture 2)
(Al 3 jmlaally) LK dISH Aagail) ) gumnl) e dailiiall Cojall d8Me o

e Roman poet Horace writes:
c ol Slag)ll e il JIS) e
“Captive Greece took its wild conqueror captive”
" el Lol Al Gl V) 33 e
e Source: Horace, “A Letter to Augustus,” in Classical Literary
Criticism, p. 94.
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e Horace expresses a sense of inferiority and ambivalence because Rome
conquered Greece politically and militarily but Rome could never
produce a refined culture (poetry, philosophy, rhetoric, etc) like Greece.
L ySse g Lo U sall calin La gy Y Bl aadil) pem cje Sl ysa e il iy @
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e We find this sense of ambivalence and inferiority everywhere in
Roman (Latin) literature: in Horace, Quintilian, Seneca, etc.
LA S 5 gy S

e The Romans conquered Greece militarily, but they always felt that the
culture of Greece remained infinitely more sophisticated and refined in
poetry, in philosophy, in rhetoric, in medicine, in architecture, in
painting, in manners and in refinement. Hence the sense of inferiority.
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e Seneca, for example, writes:
D S S JUE s e 0
e “No past life has been lived to lend us glory, and that which has existed
before us is not ours.”
D S5l L 03 s g S )l g ¢ dnal Lian () (Sae il lin 2a 3 Y @
e “[A] man who follows another not only finds nothing; he is not even
looking.”
Oe Sy S oS Yl By e bl aag Y dald Gl A) (el s 65 A s )l e
e
e Seneca, Epistulaec Morales (44).
ol )se (Siis @
e Source Seneca: Epistulac Morales, trans. Richard Gummere
(Cambridge, MA and London: Heinemann and Harvard University
Press), 1920.
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o For centuries, education in Rome consisted simply in IMITATING
Greek masterpieces in literature, rhetoric, painting, etc. Horace, for
example, advised his readers to simply imitate the Greeks and never try
to invent anything themselves because their inventions will be weak
and unattractive:
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But he that hopes to have new words allowed

Must so derive them from the Grecian spring

As they may seem to flow without constraint....

New subjects are not easily explained,

And you had better choose a well-known theme

Than trust to an invention of your own;

For what originally others write
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May be so well disguised, and so improved,
That with some justice it may pass for yours;
But then you must not copy trivial things,
Nor word for word too faithfully translate.
(Source: Latin Literature: An Anthology, Michael Grant, ed., Penguin,
1979, pp. 214-5.)
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e The Romans so desperately wanted to imitate the Greeks and so
constantly failed to match them.
D) il ot ghse N Jsa gl A slady | gl gt g sl Bl a2l e gl 31 ) @
e The reason is simple. Imitation cannot produce originality.
conal) i ) oS Y S s Jass sl 5 e
e As Seneca puts it with bitterness, “a man who follows another not only
finds nothing; he is not even looking.”
e adlaiy Y a8 s ¢ cnnd Ul oy Y AT a3 ol o)) e Wi ania s LS o
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e The Romans were a simple rural and uncultivated people who became
successful warriors, and at the height of their success when they ruled
the biggest empire in the world, they still felt that they were inferior
culturally to their small province Greece.
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This situation strongly affected how culture was produced in Rome and
will also strongly affect how culture will be produced later in Europe
and the West.
5 IS i g Lyl 5 Loy 3 A8 210 A8 e s IS il sl 1a o
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Literary Criticism and Theory-Dr. Fouzi Slisli

Lecture 2-The Stories Behind the Stories 2
Rome and Europe-Literary Criticism and Theory

¢ In the Renaissance, Europeans rediscovered the books of
the Greeks and Romans and that allowed them to develop a
literature and a culture.

crila s )l g ol gal) (S CaLESH G gugy oY) ale ) ¢ dcagill pac B o
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e The period is called the Renaissance because across Europe
people wanted to “revive” the ancient learning of Rome
and Greece.

Lo gl alacil) lad ) gal ) Gl Lyg sl (8 45y dicagill oy 555l Cinans @
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e During the Renaissance, Europe was far less sophisticated
than Rome and Greece were.

Leg) anle CuilS Laa 53S0 1 ohat Jl Ly gy o) il ¢ Aagill jome A @
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e There were no written languages in Europe.

L) darsiSe el cllin (Sial @

e The only written language was Latin and people who could
read Greek, like Erasmus, were very rare.
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e So we have an under-developed continent, largely illiterate
that all of a sudden discovers a vast legacy from the ancient
world — hundreds and hundreds of texts and books that no
one had seen for hundreds of years.
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e This material will transform the mind of Europe, and lead
to the Renaissance, the Reformation, the Scientific
Revolution, the Enlightenment and the modern
technological world in which we live today
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Contradictions and Confusions cbulaly) g i)

e Like the Romans, Europeans wanted to produce poems, books and
sophisticated culture because they thought, like the Romans did, that
high culture, great books and poems were what great and mighty
nations have.
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e Great nations do great deeds (like conquering lands and people) and
record those great deeds and conquests in great books and poems.
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e The reason why “les gestes [the glorious deeds] of the Roman people” were
unanimously celebrated and preferred to the deeds of the rest of humanity,
Joachim du Bellay explains in the 1520s, was because they had “a multitude of
writers.”

e glaa¥) oo el il e [Alda i) (] gestes 4" 13 cudl o
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e That is the reason, he says, why “in spite of the passage of time, the fierceness
of battle, the vastness of Italy, and foreign incursions, the majority of their deeds
(gestes) have been in their entirety preserved until our time.” Joachim du Bellay

55l nia O a3l g e (e p L 13 ¢ "Bellay 50 aS) s J s LS cud) g 138 o

Lelana & culS (gestes) aellee] Aulle (8 cdia¥) <l g jall g dLltay) ¢ Ll 5 AS jaal

Jaa Ui g s 4ks sin




ANASF

e So the emergence of what we call today “literature” in Renaissance Europe had
a strong political motivation and purpose.

8 oo a3 5wl Al YIS g5l (2 Aagil) peae by pgall dpeni L el 1A @

e What we call today literature emerged because Europeans
were becoming politically and militarily powerful.

LS 5 Lo (5 681 ) gasaal ¢y gm 9y s¥ Y Deda oVl a gl 4peni e @

e They were conquering lands and taking over trade routes,
and as the passage of du Bellay cited indicates, poetry and
literature were necessary accessories of political power.

Al JUWEI LS ¢ 5 ladll b shad o (ol s g aal Y (g sling 1530S @
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e The logic was this: (iaiall 138 oS

e Great empires needed great literature, just like the
Romans and the Greeks had.

G Y el OIS Lalia caidae aaY adaall il ) shal jueY) dals o

e In that sense, the study of classical learning, literature and
criticism all emerged with the purpose of giving the
emerging European states written and “civilized”
languages comparable to those of Rome and Greece.
slac) o je edal adil) g caa¥) g ASouDISH aled Al jo (8 mall 1) @
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e Europeans saw poems and plays and books and stories like they
were national monuments.

Agiba g allaa | 5SS anadll g (oS g la yusall 5 2iladl) g ) Y1 6l o
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e They judged the greatness of a nation by the monuments it
builds, (the Coliseum in Rome) and saw books, poems, plays
and literature as monuments of the greatness of nations.

aa) dadaal 4y HISN) CuaillS a5 Sl a5 cxiliadll

e “It was, above all, Rome which provided the ideologues of the
colonial systems of Spain, Britain and France with the language
and political models they required, for the Imperium romanum
has always had a unique place in the political imagination of
western Europe.

Lailaws A jlanin) Aadail) doa 5l o) el 3l o8 Ly il o L5 JS U @
Al yaed Ll S 5 el 33U pupadl el 5 481 ae Lusi 5 Ly 50
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o Not only was it believed to have been the largest and most
powerful political community on earth, it has also been
endowed by a succession of writers with a distinct, sometimes
divinely inspired purpose.”

| saie 88 Liayl ()Y o (5 895 58V sa bl aainall of Jadd a5ty Y @
" ool aele (i Gha ) Gy By ¢ QST ABDIA 8 e

e (Source: Anthony Pagden, Lords of all the World: Ideologies of
Empire in Spain, Britain and France 1500-1800, Yale
University Press, 1995, pp. 11-2.
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“Imitation of the Classics” <SSl (pa 1851

e So to imitate Rome and Greece and develop “civilized”
languages and cultures to go with their newly acquired military
and political power, Europeans found a ready-made model to
follow: the Romans.

L 58 po ala Al AR 5 ALl 1 paniall i ¢yl sl 5 La gy 5 Sl o
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e From the Renaissance all the way to the 20" century, European
writers called for the “imitation of the classics.”

o 2 ¢ pdall AN (Y gea s Aagil) jeas (e gy sY) ST Lea o
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e This 1s how the concepts: “imitation of the classics,” “imitation
of the ancients,” “imitatio” (Latin), “mimesis” (Greek) or
simply “imitation” became, from the Renaissance to the 20"
centuries, the most prestigious and classical concepts in
European cultures.

COA ) gl eae (e g 5¥) CHEEN 3 ASWDIS A FSY) aalidll o
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e No other concept has had a strong formative and foundational
Influence in modern European cultures like these concepts of
imitation.
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Imitation doesn’t lead to Originality
PRI uﬁ‘ TLLD A l8nl)

e In Rome, imitation led to frustration and produced a plagiaristic
culture.
ity oy 488 £l g Taba) ) sy 4 el sl o
e Europeans simply ignored these complications.
Crm s oy Adalien Cilaatl) 538 | lalas o
e The desire to produce poetic monuments to go with their
political and military power was more important.
A Sl 5 Al L 8 e Janll 2y 2 allaa LY 22 )1 Apeal ST (S o
e As long as imitation produced “textual monuments™ in the form
of books, poems and plays, European writers were happy with
it.
OIS «laa puaall g 2iladl) 5 i€l JSG 3 "daill allaall" il alail) Lallls o
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e Imitation doesn’t lead to Originality
ALY A o Y sl o
e “it 1s a sign of greater elegance and skill for us,” says du Bellay,
“in 1mitation of the bees, to produce in our own words thoughts
borrowed from others.”
el ol & el Al 3 leall 5 ALY (e el L) Ledil"e 53 (5Dl S5y
" " e AY) e 5 late CHlalS dalall Ul #l) b
e Du Bellay advised his contemporaries not to be “ashamed” to
write in their native language in imitation of the ancients.
e 8 Al oY) agialy LUSH " Jadlly jadd O Gl 4 pealae 53 (Ol el @
o Laadll
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e It is “no vicious thing, but praiseworthy,” he says, “to borrow
from a foreign tongue sentences and words to appropriate them
to our own.”

" Lalaial e@J m\_\A\ GlalS)

e Du Bellay wished that his own language “were so rich in
domestic models that it were not necessary to have recourse to
foreign ones,” but that was not the case.

Oe OSs al O Aalaall zalailly lan die S MAalall aiad o)) 50 (oD i @
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e FEuropeans adopted the Roman desire to produce a literary culture in imitation of
the Greeks without realizing that this imitation method had failed in Rome and
that it produced mainly an imitative and plagiaristic culture that remained
inferior to the original Greek culture it tried to mimic and duplicate.

138 O 1S o 50 Baoe ) il Aol 488 ALY Slas I e 5 sy s¥) aic) o
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e In addition, Europeans thought that they were imitating the classical cultures of
Greece and Rome.

Lo g s bl (g SIS CHBEN Al | gi1S agdl (g g9 5 ) iy cdlld ) ALYl @

e In reality they imitated mostly the Romans. Very few Greek texts were available

. th .
in Europe before the 19 century, and even those were read, studied and
imitated through Roman perspectives.

(o s S Tl il gl (e T 200 a1 i Ll Al 150 3
il shaie DA (e (sling (e 05 - Bl i culS elli i g ¢ e anlill G el Ji L)
Axila g
e FEuropean classicism, for example, always claimed to be based on the ideas of
Aristotle, but research shows that they knew very little of Aristotle’s work.

ks (S5 ¢ sdans i IS e daild ) 6<5 o Lails a3 -Dlie 4SSl Ay g Y1 e
sh )l Jlae (e Tan JalalH () 6 gy ) 530S gl EalayY)
e In eighteenth-century England, for example:
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Aristoteli§m Without Aristotle
skl (93 Aristotelism

e “A first-hand knowledge of Aristotle, even in translation, seem
to have been exceptional: Walpole mentions him five times in
his letters — usually coupled with Bossu and the ‘Rules’; and
Cowper, at the age of fifty-three, had ‘never in his life perused a
page of Aristotle.” The Poetics were mush reverenced, but little
read.”

4l Walpole S3 - liiul Siaa gl shass )Y 5 5l 48 oo - dan jilly s 0
e s 058 S 5" O 58015 BOSSU (o (5 L 53le Al (8 e e
Mo )l (e Aadia mialy adba | ' Cedl) 5 1G]

”.The Poetics were mush reverenced, but little read e

e John W. Draper, “Aristotelian ‘Mimesis’ in Eighteenth Century
England,” PMLA, 36 (1921), pp. 373-4.

YU M e el ¢l | lag) (A Gunase skl < u o sl Gss e
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o Aristotelism Without Aristotle
e European writers knew Greek works “only... through the praise of
(Roman) Latin authors.”
oo (O ) DU il gal) ol jae Cldiaall i g ) V1 QUSH Ca e o
e Richard Marback, Plato’s Dream of Sophistry (University of South
Carolina, 1999), p. 46.
T e (Y99 sind) L5 IS dadla) avdad) e aladl o gDl cely e o L @
e Renaissance scholars recognized that Roman art and literature were
derived from the Greeks, but they could not discern, as Glynne
Wickham notes, how plagiaristic the Romans were.
O )5Sty Al ST ¢l sl e el a5l Gall 5 aaVL diagill slade Cayic) o
el it als ClS (B ecpla ol s Baadly LS - el
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e Hence, the grotesque European rankings of Horace as a higher
dramatic theorist than Aristotle, and of Seneca as a more accomplished
dramatist than Sophocles and Euripides.
¢ shw )l ol e Mo el ja Sl (ul g8 (e dadall A ) il ¢ L o
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e Glynne Wickham, “Neo-Classical Drama and The Reformation in
England,” in Classical Drama and Its Influence, ed. M. J. Anderson
(Methuen, 1965), p.158.

¢ LSS Ll pal) il o) IS 8 Sla) s SIS i) Ll ) " oSy cla 0
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Important to note: 4age d3adla

e Literature is not simply stories or beautiful words, and literary
criticism 1s not simply a discussion of the content or style of
those stories or beautiful words.

6 sinall 13800 3 jaa ud 22V 28 gdliaa LS ) aial 3 jae Y] Gl @
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e There are more important, fascinating and REAL stories behind
the fictitious stories and the beautiful words of literature.

S 5300 g panad o) g Aiiiall g 4l ) g dled) aadll e ST Gllia @
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e Important to note (continued): 4age d2ada
e Studying literature involves:

c Y] Al j3 jaals @
1. understanding the historical forces — political, economic,
cultural, military — that made literature as an institution, as a
tradition and as a discourse possible and
¢ A Sl g A8 5 Aala8Y edland) — Ay Ul QoY) o 1 (5 5l agd @
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2. understanding the new historical realities — political, economic,
cultural, military — that literature as an institution helps shape
and create.

ol — 2 ySuall g AAE 5 AalaBY) 5 Aol 3a0al) Apd ) 56 agh
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e We have to understand the historical forces that produce
literature and the historical forces and transformations that
literature then goes to produce.

Leaniny ) Y gl g Ay Sl ol 8l 5 aa¥) et ) iy Ul (o 8l agd Lile o
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e This 1s how we can study literature from a critical, analytical
and scientific perspective.

Anadall 5 ALl 5 4 o) ) glaie (e W) A o g8 ) Sy S 13n o

e Do NOT just consume uncritically the stories and the dramas
that you read or watch.

Leiaalia ol Lee) 8 @liSay Al s yusall 5 Ganaill dalin cllging Y L o

e You are critics, analysts and experts and you should adopt
critical and analytical perspectives to this material.

o2gd Aaldaill 5 4y gaal) <) sdaiall aatiad () li€ay ¢o ) yuadl g cpllaall g calaill S5 o
Al gall




ANASF

e Literary Criticism and Theory-Dr. Fouzi Slisli

e Lecture 3-Criticism in Ancient Greece:Plato on
Poetry

e Literary Criticism and Theory

Greece and Western Literature.z 5 (S5 gl o)

e There is no genre of literature that we have today — tragedy,
comedy, the different forms of poetry, the short story and even the
novel — that the Greeks didn’t develop.

Ji e gl o shay al a sl g gall oYWl g gian 0 Y o
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e Yes, Western literature is based on Greek literature, but as the
previous lecture showed and as we will see in this lecture, the
reality is more complex than that.
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e Greek thought influenced, in one way or another, every single
literary form that developed in Europe and the West, but the
differences between the two cultures remain significant.

& kel ¥l ) e JS5 JS e Al o) IS Al gl a1 @ i e
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e This lecture and the next will look at the two influential Greek
thinkers who influenced the development of Western literature
and criticism more than any other thinker in history: Plato and
Aristotle.

Yl sk 8 1) il gy o) Sda J 5Lt o gus A1) 3 jualaall 53 jualaall 24 @
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Plato’s Critique of Poetry sall & ghdld) i

o Extremely influential and extremely misunderstood.
Al dagd s L)) 5 AL i @
e He wrote dialogues and in every single one, he addressed poetry.
il Gl gie — g aal s JST s S 0
e He was obsessed with poetry throughout his life. But to the present,
Western literature and criticism cannot agree why Plato was so
obsessed with poetry? Some critics love him, some hate him, but
they all respect him.
ol a8l g V) Bdh &l ¢ pualaldl G L ST el Lu g gee als s S @
Leren agiSl ¢ 4an S (andl g aa) 28l (amy - 2l Guala o gDl S 1AL
. 090 fial
e Plato’s most important contributions to criticism appear in his
famous dialogue the Republic.
C((Rseaall)) Daeddl o)l s (8 Heday adill A () phaBlal Claalis a2l @
e Two main ideas appear in this dialogue that have had a lasting
influence. The following lecture will present those ideas and then
provide some analysis.
OUSA lila elain AU 5 pualaall, iy 5l Lagd ) sadly (it ;) U5 S8 elasi o
Jalaill (lamy a5 (a9
e Our interest is in Book I11 and Book X of the Republic. Two ideas
emerge In these two books that have had a lasting influence:
Led IS il il odgd oy S8 yedail Ay ) ggaald) QST jlall g BN CUSIL Litaal o
FXIN ).u\_a
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Book 111 of the Republic

e Plato makes the very important distinction between Mimesis and
Diagesis, two concepts that remain very important to analyse
literature even today.

s (lage s e se8e Laa s Mimesis and Diagesiscs Gl ¢ shddl ia sy @
palall ¢ gl Yl Jalas)

e They are often translated as imitation and narration or showing and
telling:

(DY paall )) il 2l )) Cues e Ll o

o If tell you the story of Napoleon’s invasion of Egypt in the third
person: He sailed to Alexandria with 30 000 soldiers and then he
marched on Cairo, etc.” That would be a narration (diagesis). I am
telling you the story.

Foonn aeduCuyl el pead gl 53¢ dad Gl (adiS oS5 a0 1) e

Cdadl) & Al U ((diagesis)) 4ol sl osSi1asa o &1 s opalall ) el & gaia

e But if I tell you the story in the first person, as if I am Napoleon: “I
sailed to Alexandria with 30 000 soldiers, and then | marched on
Cairo, etc.” That would be an imitation (mimesis). I am showing
you the story.

& b)) 0 salils B i€ S ¢ J g (S daaill ¢l yii) o) (K1 o
<l Bl (mimesis) uae sl slSlan ) 2l () o Cagus 138 (&L A asuy)
_duadll

e Drama with characters is usually a mimesis; stories in the third
person are usually a diegesis.

Gl adldS Ganadl) (S5 Wil g ¢ (MImesis) Cluasill g Ll pall  SSsale o
(diegesis)
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e “But when the poet speaks in the person of another, may we not say
that he assimilates his style to that of the person who, as he informs
you, Is going to speak? Certainly

SV sl Jgag 4l ) ol Y 38 ¢ AT Gty e Lal) Gaaady Ladie (Sl bk o
L Ade dhaaty (g adld

e And this assimilation of himself to another, either by the use of
voice or gesture, is the imitation (mimesis) of the person whose
character he assumes? Of course

¢ Belag¥) 5l Csaall Gk e el AN padid ) die el gl Jsadll 1 bl e
oy ()l ha_idall (e (53l (2 il (Mimesis) s

e Then in that case the narrative of the poet may be said to proceed by

way of imitation? Very true
Jax s Tl Jans 8 et aall CilE 38 e L dalidd o pull s i o3 @

Plato, Republic 393.

Mimesis-Diegesis (imitation-narration)

Plato was the first to explain that narration or story telling (in Arabic al-sard) can
proceed by narration or by imitation:
el o) o el By (e (2l A el (8) BSAN 3y g JLAT Qb g g Jg) sa GshEl e
e “And narration may be either simple narration, or imitation, or a union of the two”
(Republic, 392).
Y O e gl S ) Jans 3 e 5S35 N (Sae @
e This distinction has been very popular in Western literary criticism and it remains
today very important for the analysis of literature.
-“-—’J\X\M\A;?@‘Aﬁlﬁy\ o.ﬁhu_'i;djéj‘ﬁ)ﬂ\ Yyl Jﬁj&h;\é}ﬂ‘}#\aﬂ\ Q\S °
e We will see in future lectures how useful it is to twentieth century schools of
criticism like Formalism and Structuralism.
Al 5 all L plaal bl g ISR Jia (e Bade ilalE@iy) CaS G palae Jatial) g ican @
el g
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Book X of the Republic

e Plato introduced another idea that has produced strong reactions in Western literature
and criticism and has been very difficult to understand.

o S A3 ga Cigal g9 (sl 28 5 QoY) (B ag 8 Jad B3 S Caail (5 Al 6 SE () sladlal 036 e
Leegd 2
e This is Plato’s famous decision in Book X of the Republic to ban poets and poetry
from the city.
Al e el il g pelll Hlasl Ay ) geeal) (e € QST He SV oDl ) B 58 18 @
e Because European and Western cultures have always valued poetry, literature and
art, Plato’s decision has always been difficult to explain.
O Ol ) 8 Ly ¢y aal g al e Ladla Laad S A g 5V 5 A al) AAED Y e
sl el
e Western cultures have always claimed that their practice of literature and art are
based on Greek antiquity, but here is the most important Greek philosopher rejecting
art and poetry and banning them from his ideal city.
anl iy (S1 ) gl andll e e ) g andU agin jlae (b adlall 4 jall 5 lasll s se0 o
AU aihae (e Legria g 2l g (all (ab ) (AU gy B gualid

Plato Bans the Poet- addl yaay ¢ shadd)

e Christopher Janaway sums up Western Reactions to Plato’s Ban of Poetry:
il ¢y g iy sl Jnil) 2 s slila s S Gadls o
e “They protest too much: Plato is assailed with ‘gross illogicality and unfairness’,
‘passionate, hopelessly bad arguments’, ‘trivial or sophistic arguments which he
cannot himself regard as conclusive’, and a position which is ‘quite unacceptable’
(how dare he!) —
i A g (k) a8 ¢ aldn g dhaie je IS 0Dl e ga | uS JS0 1 sadal ) e
(5o AS) Joill ade e agdige S5 ¢ daula 8 g dage e 4gdlidnaa () Jd 5 43k
e But then again it is said that he is only ‘enjoying himself by over-stating his case’,
that a ‘comparison with other dialogues makes it quite clear that [these sections of
the Republic] do not contain his considered opinion’, and that we should ‘construct a
nobler and more generous theory of Aesthetic Arts’ on his behalf.
o pdaliall 038 ], Ll meaal g (e Jray <l ) gl (e Ly &5 ey Badluall ansd g0 dusd iy J (5 A 00 @
AV S PR il g Al A ) Capas ) g Wil g Agaall 43 ) e (o g3 Y [A) seand)
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e Perhaps there is a hidden ‘commendation of good art’ even within Book 10 itself, or
is Plato ‘struggling after a theory of aesthetics which does not find full expression
before Hegel’? ”

Cilallen 4 5as day il (0 glaDa) gl e Vo QLS ) B st 88 s A el s S L) e
¢ Jaoa J DS | jpes aa3 Y 3

e Christopher Janaway, Images of Excellence: Plato's Critique of the Arts, (Clarendon
Press, Oxford, 1995), p.154, n. 46.

N OEoa (1490 () il ¢ sany OIS dilaall) ¢ giall o gDl 283 : Haill ) gm ¢ sl slila Jigiun S @
EAYS

e Some have even written imaginary dialogues with Plato to
explain to him the gravity of his decision and teach him how
good the Western concept of art is:

aalny g o)) 33 ) ghad 4l =yl () gl e dped ) ) gall amy S o
aa Al o ) o sedall Cas

e “We may be tempted to imagine teaching Plato this concept
of ours, and patiently leading him out of error: ‘You see,
these things that you are attacking are Art. If something is Art
It invariably has the following value...and does not really
need any further justification.” (‘Thank you for clearing that
up’, he might reply -...)”’Ibid.

a5 Al (gaall o jua s claly o sedal () ghadl oo dad N a8 ad e
soh dllia 3] Al b dealge ciS AN cLEY) 228 <5 8 LS Uadldl (4
S AT e Y laa Zlisy ¥ ol s Laly | AUl Al e (5 giny )
(.- Ly ) a5l
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Oral Society

Only in the 20th century that some scholars finally showed that the poetry
that Plato talks about and bans is different from the poetry and art that
Europe and the West have.
de jadll g il e calidg () phadl) ade Gaad A Call ) i elalall (any Yo )l 8l A dade @
Al s OsnssY)
Paul Kristller drew attention to the fact that the Greeks did not have
anything similar to the Western ideas of art and literature.

e Al e ) S a4l (g agedl 0S5 Al L) ) dBda () oliEY) Sy S Sl o
The Western ideas of art and literature did not exist in ancient Greece and
Rome:

Ol s sl eladall die 03 s e S5 Al a5 dll e Rl J\SEl o
“The Greek term for Art and its Latin equivalent (ars) do not specifically
denote the “fine arts” in the modern sense, but were applied to all kinds of
human activities which we would call crafts or sciences.”
o J8 @il oy dpoall el dleal) o g8ll Gald JSG a5 Y (ars) ossbsll e Gl 33 jia)) e
asle 548 a Leiend (Saall o Sl Ay ) cllaLiill g ) 53 anen
Paul Kristller, “The Modern System of the Arts,” in Journal of the History
of Ideas, vols. XI1-XI11, (1951 and 1952), p. 498.
(Al Cyaal) QUaill )) US 8 Sl € Jse el Jsiy @

A decade later Eric Havelock confirmed the same point:
Luail) (i A slila <l ) XS Gla ) (e 20 220 @
“Neither “art” nor “artist”, as we use the words, 1S
translatable into archaic or high-classical Greek.” Eric
Havelock, Preface to Plato, (p. 33, n. 37.)
50 Aagaal) Al ) Al 8 e 5 ol ladll g Gl o il an sV ) @
(G
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e The Western institution of “Fine Arts” or “les Beaux Arts” or
Aesthetics”, as a system that includes on the basis of common
characteristics those human activities [painting, architecture,
sculpture, music and poetry] and separates them from the
crafts and the sciences, are all products of the mid eighteenth
century:

CilaLiill A8 jidiall (ailadll und acay 2Usi Aleal) ¢ gi8ll Ay al) s sall @
Leloai g (il y o gall ¢ canill ¢ Ay jlamal) Aadigh) ¢ ana HIIS) &y il

NAD aN Caualiie 2l CilS ¢ aslall g o all e

Arts is an 18th Century Invention-) AJ) &1 GiLaas) a4 ¢ gl

e “The basic notion that the five “major arts” [painting, sculpture, architecture, music
and poetry] constitute an area all by themselves, clearly separated by common
characteristics from the crafts and the sciences and other human activities, has been
taken for granted by most writers on aesthetics from Kant to the present day.

JSE (il B sall ¢ 3 jleadl ¢ chnill ¢ a1 ) dusadd) sl ) 4 daulaY) 5 Sl o
GAA) | A ydall cldaliall Bl g e slal) 5 Capall Gldial g e Lalad aliadia ¢ g0l oy 4dhaie
ralall bl s g (Kant)die Jeall ale 4 QUSH adars 8 (e Jliie V) G

e Itis freely employed even by those critics of art and literature who profess not to
believe in “aesthetics”; and it is accepted as a matter of course by the general public
of amateurs who assign to “Art” with a capital A that ever narrowing area of modern
life which 1s not occupied by science, religion, or practical pursuit.”

Lerde (38l y . Jlead) alrs agiladl aden O s ey (pall 215 () i 8 (e s 4y e Cilila o
(. 315} O plad) ) sgandl J8 (e Lrika
e Paul Kristeller, “The Modern System of the Arts,” (p. 498.)
(ol Cyaadl sl ) Sl ST adS o
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e S0 what kind of poetry did the Greeks have? Why did Plato ban it?
§ sl daala gania Bl ¢ U gl die S Al 28l e o0 sa e 13) @
e Notice, first, that Plato does not use the words “literature” or ““art.”
He uses the word “poetry.” The discipline that we call today
Literature Is an 18th century European invention.
At (Al alall | e Aal aadil | o) ol AWlS andiing ol () lad8l LaY Y ol @
A Ol as,s) g il sl a gl
e In the ancient world, they had poetry, tragedy and comedy, but they
were all known as “poetry.” They poet could be a tragedian like
Sophocles or Euripides, a comedian like Aristophanes, or an epic
poet like Homer, but the Greeks never called any of these poets
“artists” and they never called their poems and plays, “literature.”
c ol o et LS il (ST e oS 5 L) i ¢ e agaal IS¢ apaal) Gllall 3 o
Jie (520 S g) ¢ ) sr o) GalS 58 g Jie saal 5 e Wil 0 5SH o) (S
oY 58 (o (512 ) san ol 5l sl G8T ¢ yasp S panle el ol ¢ i si )
(ga‘zl\ )u e-@—\l.\&)um N eAJJ\.mS Ja) ) e ?jj (u.u\_\s) c«\).uﬂ\

e The poet that Plato describes in the Republic, as Eric Havelock
shows, is a poet, a performer and an educator.
o e la ol ) i LS (A seend) ) S b ¢ sl Adumy 31 el o
adia g Jlaay yeld
e The poetry that Plato talks about was main source of knowledge in
the society.
Cesiaall A48 el i) Huaell o IS ) ghadld) die Eaaad (A i) @
e |tis only in an oral society that poetry becomes the most principal
source of knowledge and education.
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e The reason: in a society that does not have a system of writing,
poetry becomes useful to record and preserve knowledge.
Jnnil) 3 13 ramy el ¢ BUSH 3 aUai dlley Y (53 psinall o ; cansll
lele Blaall g o jlaall
e Without a system of writing, how does a society preserve its
knowledge, its customs and its traditions? How does this society
transmit that knowledge, custom and tradition to the younger
generation?
S § oallsi g allale 48 jlaa o Bilay ol adinall Sy oS ¢ AU oS (y50) o
¢ poa¥) Jua U il 5 calalad) 5 Ca el @l Jayy o)) aaiaall (Ka

e The answer is: Poetry!

il s s sl e

e Because poetry uses rhyme, meter and harmony and those make
language easy to remember (like proverbs are easy to remember)

LS ) Al SX Jedl (30 Jaad @llig ¢ Gl (g s ll) g da8lal) aadtion 23 Y @
(W 83 Jen J3Y )

e Oral societies, societies that do not have a system of writing, use
poetry like modern societies use schools, libraries, newspapers and
television. Poetry is the education institution. Poetry is the
storehouse of knowledge, customs and traditions. Poetry is the
medium of communication.

AR50 LS e Bl andind AQUKIL Al Ll ud Cilaaliae o8 4 2l Gladiagl) o
L sall s el | N 5 Canaall ¢ ClaSall ¢ G ylaal) Aaall Ciladiall
ool gill i s g8 Bl 2l 5 Glaladl ¢ A jaall D5 s el Apardadl]
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Oral Vs. Written Cultures - 4 giSal) 43085 Jilda 4 Jadll) 4888

e This poetry is vastly different that the Western institution of
literature and art
COAl g oD Ayl A sall e Wl calisa =il 13 @
e Literature Is an interaction between a reader and a book
cUSH g oolEl u Jeldl Yl e
e Oral poetry is a communal performance.
communal 12 sa (8l =5 @
o Literature is entertainment and pleasure
Axiall g 4d 5l oa V) @
e Oral poetry teaches science, medicine, war and peace and
social values
age\dia) ad g Sl 5 o all ¢ hall ¢ alall alay JJadlll 25 @
e The writer or artist of literature is a gifted individual
LA ge padd sa Bl ) ) i) o
e The poet in an oral society is a leader, an educator, a warrior,
a priest
(9 Lj%i‘) 9 ‘74‘)L=“\5 ?j’L‘~9 218 Q5*§ébjj\ Csxﬁlgnaj‘ Qsé ‘)Zdjd\ ®
e These distinctions are important to understand why Plato saw
the poet as a big danger to his society.

M&MMMU)‘LM\MEJW?@WQGJJSM°& ®
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Poetry Cripples the Mind - J&a) (11! Jéu)) 3,

e Plato accuses the poetic experience of his time of conditioning the
citizens to imitate and repeat, uncritically, the values of a tradition
without grasping it.

] i (g ) S8 g el puilal gal) Augty a8 g 8 4y el Ay il agtly ) shaDld) @
ebeind 5 LeSI ol ¢ gy U

e The citizens, Plato says, are trained to imitate passively the already
poor imitations provided by the discourse of poetry.

(e piall Capmaall 28l s JS5 28 o agn 508 oy (bl gall () (g sk J 53y @

Csomall ladl) 8

e The poet is only good at song-making. His knowledge of the things
he sings about like courage, honour, war, peace, government,
education, etc., is superficial. He only knows enough about them to
make his song.

cAeladll Jia lgy o ) eLdY) e 4% jaa | Y] pin bl el 2y @
ue@ceﬂuﬁtm.ku@ﬂ@é\eﬂaﬂ\céﬂ\cevmﬂ\cu‘)ﬂ\cuﬂ\

e The poet produces only a poor copy of the things he sings about,
and those who listen to him and believe him acquire a poor
education.

i adlad e G sliany 45 daay

e Poetry excites the senses and neutralizes the brain and the thinking

faculties. It produces docile and passive imitators.

Qsl@*gj CkggluaEiLﬁﬂ GEIQ 4 ‘kgiiﬂ\j Lj&aj\tidt)iﬁ s ¢ bl ‘k;g 4yuﬁd\ [
sy
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e The first two Books of the Republic describe an unhealthy Greek
society where "all men believe in their hearts that injustice is far
more profitable than justice™ (Republic, 360).

e IS un LEAT aldl) 0 5l ainall Gla i (R seenl ) o oSS Ul @

AN e by Sy I GlB b agBlac] e () satiag Sl

e Virtue and justice are considered painful and unrewarding. Vice and
injustice, however, are not only easy and practical but also
rewarding.

e s Jes hadd Gud @y a2 ) allall lada e 5 Glalse Ol iy Allaal) g Aducadll o
L) (5 e 4s)

e Plato blames the traditional education given to the youth. It does not
meet the standards of justice and virtue.

Azl g Alaadl juleay & Y aild - QLill lasadl adail) adedll o sbDé & 5Ly o

e Then he blames the parents and teachers as accomplices. If parents
and tutors tell their children to be just, it is "for the sake of character
and reputation, in the hope of obtaining for him who is reputed just
some of those offices, marriages and the like" (Republic, 363).

(—;.1 Aluiagl) g ddland) (galia (380 o0 Y 43) | il PRTE L§M\ dd.ds.d\ HL:ZJ\ Oy gakd) PO
51580 ) agllilal Cpnalaall 5 oY1 5aal 131 Uadld) 13gn ¢1S 538 Cpnalaall 5 £ LY Y
Dl 3 g 8 Jeany () Jal Lo ¢ aginan s agiliad s dalad dlldg) cpbile
((ld Al Lo o) il 30 o) Caaliall)) @l Cpa any e dllaally

e People are encouraged to 'seem’ just rather than 'be' just. And the
authorities to whom people appeal for these views are, of course,
the poets. Homer, Masaeus and Orpheus are all cited for illustration.

Ol CpAll Q) Sl gl o gaa 5 105 O e Y dald ot ) G gse e i) o
sl il an aalally IS8V g
e See Republic (363 a-d; 364c-365a; 365e-366D).
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e [t would be fine, he says, if people just laughed at these tales and
stories, but the problem is that they take them seriously as a source
of education and law.

N e llSall g Ganadl) Gl e | oSain Jagd Ul G o asd) e S adl J @
ol 5 aleill jaaeS aall Jase o L s2aly agi) Sl

e How are people’s minds going to be affected, he asks, by the poetic
discourse to which they are exposed night and day, in private and in
public, in weddings and funerals, in war and in peace?

Sl Ll (g gum oty (A A jadl) el @l e il J e il ol ¢ Jlns
€ Dl g ol b 135 1Y) 8 lall e )l

e What is the impact especially on those who are young, “quick-
witted, and, like bees on the wing, light on every flower?”

ey A Jaall Jia g ¢ gl smy o alail) e Lia giad 350 jall 5l il 4 e o

Cooa)JS e

e How are they going to deal with this dubious educational material
poured into their minds? They are “prone to draw conclusions," he
says (Republic, 365).

S Al Lead & KAl Ay il ) gall 03 aa Jaladll () gaald aa (oS J 58 LS @
"eliil) (DALY duda s Ll Sagd sic

The Colors of Poetry: Rhythm, Harmony and Measures
~JegULAJ\c<MiL31h ¢ Kﬁétélt; \)ﬂﬁil“stjd‘

e Plato analyses two aspects of poetry to prove his point: style and content.
sl g sl e jhai dga s il 2l (e Glails (53 Jls o
o Style: Plato observes that the charm of poetry and its power reside in its
rhythm, harmony, and measures.
Loplae s Aneliiy ¢ 4l 3 seliiaigiy el s o) okl Jaadl: sl e
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e These are what he calls the ‘colours’ of poetry. Without them, he says,
poetry loses most of its charm and appeal.
Al oy alhea el a8 05 LS Led oyl Ol ol ey (S Laoda @
e The poet, he says, is merely good at the aesthetic adjustment of his verses
and rhythms and is actually ignorant about the content of his songs or tales.
o) Aine (5 siae dalady s ac byl 5 dual Alleal) Glualll 8 Cuund an je L8l J53 LS o
e He is a good craftsman in terms of spinning the appropriate rhythms and
melodies to achieve the desired effect on the listener, but as far as the
actual matters he sings about, like war or peace or justice or good or evil,
he knows no more about them than his ignorant audience.
el e i il A M) iad a5 81l Gl i Alla s 3 s sa s
leie Caym Y a0 g ) o Alaadl gl a3l g oad) i Ll (e iy 1) Al ) g
il Lo daladl s ) seen (e S
e The poet’s craft, Plato says, demands only a superficial knowledge of
things; just enough to be able to give an imitation of them:
Leliiail Jagd 4l ) <5 e LiY) e daadan 48 e Jadd Cullatic ) shaMa) J gy WS ¢ e lill Liga o

e “The poet with his words and phrases may be said to lay on the
coolers of the several arts, himself understanding their nature only
enough to imitate them; and other people, who are as ignorant as he
IS, and judge only from his words, imagine that if he speaks of
cobbling, or of military tactics, or of anything else, in meter and
harmony and rhythm, he speaks very well - such is the sweet
influence which melody and rhythm by nature have.

A8 ()5S Ltiandal dagdy ¢ Ao siia ()5 () o) aay O (e 43 e 5 3lalSy e Lid) @

Jaady ¢ A3LalS JA (ge Jaith () gl 5 alle Ll cpdaladl n AN Lal ¢ s e

005548l Jale il e ol 4 Sl KA ) ~ Dl e Caand Al )
)y oalll dany AN Juaadl 580N Jie Hliee S5 Gaaady Co g 22l
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e And I think that you might have observed again and again what a
poor appearance the tales of poets make when stripped of the
colours which music puts upon them, and recited in simple prose.”

LS 4y Helat o3 Capaall ) sedall |l S35 1) pe cadan (5 oS5 Lay y il ) U o

Ay Bud (8 A0 5 L s sall Lghand ) ) 6V (e 2 i Ladie ) 2l
Republic, (601a); See also Gorgias, (502).

Form in oral poetry is not only verbal it is also physical.
e Lol Jy ad) s gl gill) il JSEN) o
The oral poet relies equally on gestures, movements and mimicry.
Bl g Ol jall ¢ Alela¥) e 5 slmiia Ja Aaizﬁcélaéﬂ\‘)cliﬂ\ °
e These, too, can have a powerful impact on an audience.
el e g8 il 058 o) (Seabiad a5 @
o Like the poet’s words, they divert attention from what is actually being said and only
aim to impress the spectator by the skills of the delivery:
g Bsb e paiuall o 8l ) dad Cangt g Slad JUy Lee ol J gadi gl ¢ e lall clalS Jia o
el Jya 5
e “[A]nd he will be ready to imitate anything, not as a joke, but in right good earnest,
and before a large company.
Gelen Ji 5 c3all b g JS (815 ozl 3al) i o a5 o (gl il aniad e S o
LS
e As | was just now saying, he will attempt to represent the roll of thunder, the noise of
wind and hail, or the creaking of wheels, and pulleys, and the various sounds of the
flutes; pipes, trumpets, and all sorts of instruments: he will bark like a dog, bleat like
a sheep, or crow like a cock; his entire art will consist in imitation of voice and
gesture, and there will be very little narration.”
(Ol e ol a5 2Ll (e slia guall i g cae Sl Aal 8 J slas 40l oJadd (V) J 8l S LS o
Jin zeiy o sas 43l 1l Sl £ 3 aran 5 631 50V 5 anliDU ¢ el jall (e ddlide <l gl 5 el Sl
o dla Sy g caiily 5 guall 2l 841K (8 4l s teblall Jia laall 5l calie Y1 Jia ola3 oS
") (e laa A
e Republic, (397a). Subsequent references will be given in the text,
oaill 480U il LY Jas (@YY) o) seanll o
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e EXxposing the youth to poetry from childhood to adult age, Plato
says, iIs simply indoctrination and propaganda.
Aliay O 5Sam 2d ) G (Y agil sila e gl QLA (g ja3 G ghaBll 53 LS @
e The youth will be educated to rely on emotions rather than reason.
il (e Yy Cilal sall e | saaing o e il dlais o
e Poetry cripples the mind. It weakens the critical faculty and breeds
conformity.
Agamil) ol Hasl) Camay 43| Jaadl Ly 23l e
e “Did you never observe," he asks, "how imitation, beginning in
early youth and continuing far into life, at length grows into habits
and becomes a second nature, affecting body, voice and mind?”
I sl e s Cludll Ay A o 2l o) oS o) cadaa Ja ) ¢ skl Sl o
¢ Qgall g Jandl g anadl Jo yigi 4l danla muay Ja sale ()5S Cua 3ball
e The mixture of rhymes, rhythms and colorful images can have a
strong and powerful impact on the listener, because rhythm and
harmony," he says, "find their way into the inward places of the
soul, on which they mightily fasten (Republic, 401).
¢ painall o (g 8 i al (6 o) (See Aiglall ) geall 5 £ 8V 5 AN (e gl @
Adlzall &= g 1) Jad g2 (I Ledy yla an s Ll 5 WY1 Y

o Excitement of physical pleasures and internal passions, according to Plato,
produce a neutralisation of the faculty of sense and judgement.
o)l Haal s i () slaDld) ADIKT L g ¢ dlalall Calal gall s Lanad) aiall a5 5V @
eSally
e Plato’s merit is that he distanced himself enough from these experiences to
understand that the passivity effect produced was calculated.

L saene IS il AN bl Sl () agdd oo plail) el IS (S5 Ay o Ml e @
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e The passivity of the spectator/listener is a desired effect produced by a
calculation of the components of the poetic medium.
(o) o gl U € il (e Aal B s je daill 9 Cppaaiosall gl iliall Al @
e To be sure it is not only the naive or the ignorant that succumb to the power
of poetry.
L omll 5 g8l aady A1 sa Jalall gl 3Ll a8l ) ASY) @
e The strength of this tradition and its strong grip on minds is emphasised by
Plato when he says “the best of us” are vulnerable to a good passage of
Homer or the tragedians:
o (Lt e Jamdl ) Jl8 Laie () slaMi Lale 208 Jgball e 2 5ill Lgind s 200 Gllis 6
- tragedians sIHomer 3xa sl 4 o

e “Hear and judge: The best of us, as I conceive, when we listen to a passage of
Homer, or one of the tragedians, in which he represents some pitiful hero who is
drawling out his sorrows in a long oration, or weeping, and smiting his breast — the
best of us, you know, delight in giving way to sympathy, and are in raptures at the
excellence of the poet who stirs our feelings most.

e Yes, of course I know” (Republic, 605).

Sy g aniy Al Laa) Sl QUS 2l ) ¢ e sed Gt () i Ladie ) sacal LS Uiliad) ¢ aSal 5 aasl ) @

slacy mein () salat LS L 2al y Juad) iy ) ALy glall Ldad Jd s jaly Gadihy (3l 43831 ) i
dalalall

Seeming Vs. Being-  a81sl A 4 osSd) Jila cpma sgdiay  ggdil)

e Poetry creates a culture of superficiality. People want only to “seem” just rather than
“be” just.
5358 O Oe Yy g3 O (el a8 (5 5y L Andand) (e A8E 3l B1A, e
e This culture of appearances can be most devastating in politics and law, for it is there
that material rewards and economic exploitation are great.
0Ly g dnalal) 29 gal) o)) ey ¢ ) Al g Anlidls Jas o yede 5 6S8 ) Saall e 0d8 ) gelal) A8l @
RRPITN
e Fake appearances can be of great use to politicians.
oS IS5 Gl aliiy o) (Sae B 5kl @

Page
17




ANASF

e They could develop, on its basis, superficial ideologies with the sole aim of control
and profit.
s 5okl g s s Ciagd gt il gl Gulad e el 1555k o (San @
e The poets and the rhetoricians are recognized as spin doctors who would ensure that
people consent to being deceived or exploited.
Jslrian o) seadn O e 088 g () ) () stancay g Cpall B SA1N SN O 8 m ladll 5 ¢ ) 231 @
e If that is not enough then there is always the option of force and coercion:
o) Y155 8l HLA Laila @llia o3 6K, Y 138 (IS 1)) o

e “Nevertheless, the argument indicates this, 1f we would be happy, to
be the path along which we should proceed.
O5Sa O L g o253 e S 13 - 13D Gla all s (I3 e a2 I e o
e o U iy M) Jsha e bl
e With a view to concealment we will establish secret brotherhoods
and political clubs.
Apalial) (53l i) g Olmaad) 4y pos (LA e WA 42y @
e And there are professors of rhetoric who teach the art of persuading
courts and assemblies; and so, partly by persuasion and partly by

force, I shall make unlawful gains and not be punished.” (Republic,
365)

(e LEYL L e lld g eclpmand) 5 oSlaall ¢ L) 0 () salay cal) 423U s;u/ém 5 e
Ml Vs e 5 pdall st anlSall e 235 6 g8l (3 sk e W a
e The superficial culture that poetry produces is not, therefore,
equally harmful to everybody. There are those who suffer it and
there are those who use and benefit from it.
S - xpeall 8l sl a8 e 5 jlall Gud L 5 ¢ rdl Leaty 3l datandl 2808 o
Lee alding 5 () geading Cpill Gl o) a5 elld e ) gilay cpdll il

Page
18




ANASF

e The benefits are an incentive for many to devote themselves to the
game of breeding and developing appearances and lies. Only a
cover 1s needed: “a picture and shadow of virtue to be the vestibule
and exterior of my house.”

Alia ~cdSY) g jallaall  edai s Cudeil) daell aguaiil o S e panll Jila il ) @
o A e a s Bl 058 O Aaadl) e Jhall 53 ) geall "idad i ) Aals
" “

Conclusion- 4l

e |t seems obvious that, for Plato, it was a deplorable fact that such an
experience, or communion, constituted the official form of cultural
organization on which the destiny of a whole people for generations
depended.

Jslis 5) A yaill o3a Jia 0S5 () Adus e aliia S Ll () hadY dnilly mal o) (e g
ALS Jla) Hpae Lple adtay ) A8E] s 5al (cam ) 7350l JS4

e It was obvious to him that the Greeks’ reliance on such sensational
emotionalism as a source of law, education and morality was a very
unhealthy state of affairs, and a recipe for disaster.
palaill ¢ il 8l juaaS ol gall oda Jia Ao G gaaiag (U sall o) A Al eal gl (e OIS

_4:)u534£u‘=}J;e@le§ gig‘yiaixodf;.qgé-4JL=.aAA CLﬁUSj LBDL&SY\J

e Take a step away from it, he suggested to his people, and you will realize
how poor and fake an experience it is.

LB g Adpriia 4y jaill ells () S (58 )0 gy ¢ b e ) saaty Al e o) )

e You will realize, he says, that it is a blind imitation of modes and patterns
of being with no recourse to even the most basic sense of evaluation and
judgment.

) elid) Tl (I s o salll ()50 z3lai g TaladY (cae ) 2l 4] () 68 a3 b gas o)
o8l 5 aSall
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Literary Criticism and Theory-Dr. Fouzi Slisli
Lecture 4-Criticism in Ancient Greece-Aristotle on Tragedy
Literary Criticism and Theory

Plato Vs. Aristotle sk ) Ji8a ¢ s

e Unlike Plato, Aristotle has always proved easier to incorporate in Western

literary and philosophical systems.
cnadil) QU)o sadl o) 8 ol JgaV) (e A3l Ly shass i il - o hadlal (Se @

e His analysis of Tragedy in the Poetics are still today the foundation of
artistic, dramatic and literary practice.

A5 agal ol 4l dne jladl) (el o8 asd) O ke el 3 Laual sill alias o

e Western scholars who dislike Plato’s discussion of poetry or disagree with
it are usually full of praise for Aristotle.

ale 5 48 axa |5 ) 5l el (e sl )8 ey o) (i) slalall 51 o aldl o
b b (e |51k
Western scholars prefer Plato to Aristotle
shal Ao G ebMa) & glady ¢ g il slalal)

e “When Aristotle comes to challenge his great master and speaks up for art,
his attitude to the work of imitation is altogether more respectful.” John
Jones (1962), pp. 23-4.

S (e 438 50 (IS Gl (e Caand g alaall dabee s2n% skl o8 Ladie)) Jisa osa sk e
C((W_is) )

e “One must keep in mind Plato’s devaluation of mimesis in order to
appreciate the impact of the repairs Aristotle undertook.” Wolfgang Iser
(1991), p. 281.

Ja) e sl dad e 0 sBEY Jli el 3l (ad (A dl o g ) s ils Calss @
(b)) Len ald 3l caSUa) il s

e “Plato is known to have had shifting opinions on art depending on whether
he thought art was useful for or detrimental to his ideal state.

b call o) oy G L e taldie ) Gdll 8 el )Y uaty (gDl Cape ) Hsasd Je e
e ol Sl 4l Allall ) L
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e Aristotle’s was also aesthetics of effect, but a more enlightened and

dehumanised one.” Theodor Adorno (1986), p. 289.
ailii) g st ES) (OS] Clllaadly ol cilS Ly (ol Al 4pllidd) Al o

The Czar and the Bible of Literary Criticism (=¥ 18l paidl)

e Aristotle has, for centuries, been considered in Western cultures
as the unchallenged authority on poetry and literature; the ‘czar
of literary criticism,” to borrow the expression of Gerald Else.

Al 4 oY)y pedll adlladl) adalill 5 o g8l caalia shaus )l iied (5 i 32] @
wﬂ\ﬂ\ﬁwﬁLﬂMJMY,@JY\M\M&,@)ﬂ\

e The Poetics has for centuries functioned as the most authoritative
book of literary criticism — the Bible of literary criticism

alS ) V) sl adals SV QUSIK o jliie) i ol cabag (558 3asd (L2l (8)) @

(A0 aaind | oY) Sl apilly (pasiall S
e The following is an illustration of the main concepts of the Poetics.
() 03 )) S 12 i ) il ot Sl 3

Definition of Tragedy Ll il (& iy p

e “Tragedy, then, is an imitation of an action that is serious, complete, and
of a certain magnitude; in language embellished with each kind of artistic
ornament, the several kinds being found in separate parts of the play; in
the form of action, not of narrative; with incidents arousing pity and fear,
wherewith to accomplish its katharsis of such emotions. ... Every Tragedy,
therefore, must have six parts, which parts determine its quality—namely,
Plot, Characters, Diction, Thought, Spectacle, Melody.”

15 paany dlaia 4al (e Cpme paa 93 JaiSa ol Jead 8 ol @l 8 Laal il e
CSon IS don el (g aliaiiall o) 32V 8 03 s sall 4dlinall £ 5Y) | agidl) Cala )
its katharsis of such JWLSY 4ssadll g o all JAy delial xa | (g3 e JS5 Gl
,ASaall ) Lhasa asd il ) ol el ddu e (5 5iad O g 3lule Sllemotions
(Ol | Shlall | Sl ) cluad sl
e Aristotle, Poetics, trans. S.H. Butcher.
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e Tragedy is the “imitation of an action (mimesis) according to the law of
probability or necessity.”
s sl LDl Sl Lanlia o il Laii S pall Bl o Linad ) o
e Aristotle says that tragedy is an imitation of action, not a narration.
Tragedy “shows” you an action rather than “tells” you about it.
O Vg aaall (( ek )) Lol | 4l 13 sl an 28 a8 () s )l U @
e () o
e Tragedy arouses pity and fear, because the audience can envision
themselves within the cause-and-effect chain of the action.
Aniill g ol Al (8 4di ) geally ) seandl Y 488G1 g oAl H3at o) et Laal Al e
e The audience identifies with the characters, feels their pain and their grief
and rejoices at their happiness.

agidlais = jitg agd s aeddl O ondy | Gl dll e ) seanll ey @

Plot: The First Principle - Js¥! fasll ; 48l

e Aristotle defines plot as “the arrangement of the incidents.” He is not talking about
the story itself but the way the incidents are presented to the audience, the
structure of the play.

Les s ) 4yl (S0 L33 any 4l e Caatil g (Il a5 4 ) 4Sall sl )l Ciyey @

A puall A | seeall GlasY)

e Plotis the order and the arrangement of these incidents in a cause-effect sequence
of events.

(laa S daill p anall iy Slaa) s3ed Bandill g i il & 4Sal) o

e According to Aristotle, tragedies where the outcome depends on a tightly
constructed cause-and-effect chain of actions are superior to those that depend
primarily on the character and personality of the hero/protagonist.

o S EaaY) e al&als agiuall angiill g ) Aludis e adiad 5 o ) | gl Y e e

Qualities of Good plots:oaall 4Sal) 33 g julaa

e The plot must be “a whole,” with a beginning, middle, and end.
A a3 o gl g Ao | alalSie (5585 O g aSeall e
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e The beginning, called by modern critics the incentive moment, must stat the cause-
and-effect chain.
Al g casall Al Leia 1o o) 2 3 (o sdaad) adaalll )) () shaadl aliil) Lgpany 440l @
e The middle, or climax, must be caused by earlier incidents and itself causes the
incidents that follow it.

La 2ay adUll Slaa) Leudly oo 5 aibad) Ealaa¥l Lo 58 oI Y &) pall 5l Lausll @

e The end, or resolution, must be caused by the preceding events but not
lead to other incidents.
c A Qlaal ) oY g aglal) Glaall damy S8 o) A adlall o) ailgdl) e
e The end should therefore solve or resolve the problem created during the
incentive moment.
o sl adaadll JAA calia) Al AlSLal Bl 288 o) Sl (5S35 o) 2 adledll Gl @
e Aristotle calls the cause-and-effect chain leading from the incentive
moment to the climax the “tying up” (desis).
((sal ) (Sledl) dadl (AN Y seas ) eall o il 5 cnnll Al ol 5 0
e In modern terminology, it’s called the complication.
(Sl ) QLR )) sy Cypaall lallaadll Jle i o
e He calls the cause-and-effect chain from the climax to the resolution the
“unraveling” (lusis).
(L)) &) mall ¥ sim s o imall abaalll (e fagi i) dsgiil) g and) Alilis shass ) aul o
e In modern terminology, it’s called the dénouement.
el e Gaoal) Glallhiad) Je é o

The plot: “complete” and should have “unity of action.”
(1Y) A Aad)) Ll g ((AaiSa)) QSE ¢ a ASal) o

e By this Aristotle means that the plot must be structurally self-contained, with the
incidents bound together by internal necessity, each action leading inevitably to
the next with no outside intervention.
ada) jiall Culan) ae ) Lald any 4l Ll i€ LiSoa (5 65 o oy 4l () han ) ey Gl o

C e Ja gl o addy (3 Gaall (s g pealls 258 s IS aglala oy g pn JA
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e According to Aristotle, the worst kinds of plots are “‘episodic,” in which the

episodes or acts succeed one another without probable or necessary sequence”;

the only thing that ties together the events in such a plot is the fact that they
happen to the same person.

S a5 65 (1 lila JS3 e 685 Al )) b lSiall gl gl | sl Y e e
Calaa¥) oy 5 A aa ) (il s 55 sl Jaine sl (5T (90 5 AN Sk saal 5 i CalaaYl
L o) Gl Gaaas Ll dida 58 Sl oda Jia 8 Leany
e Playwrights should not use coincidence. Similarly, the poet should exclude the
irrational.
4nSae ) daiun o) g el Jlallyy | adaall | geadiog o) g dos juddl QIS o
e The plot must be “of a certain magnitude,” both quantitatively (length, complexity)
and qualitatively (“seriousness” and universal significance).
apaal) ) 4 ginall 5 (a5 Jhall) 40eS (il IS Cpma Jlame o) 3 (5 ) O Y 48l
(Aalladl aaa¥is o) shasll
e Aristotle argues that plots should not be too brief; the more incidents and themes

that the playwright can bring together in an organic unity, the greater the artistic
value and richness of the play.

la Sy Al Gle g gall g Eilaall dae a5 LalS 2 lan o se 585 () g ASaall ()l shau )l (386 o
e Al Sy 50 Al 4@l ColS WS | Lyl 5 8 A el lS))
e Also, the more universal and significant the meaning of the play, the more the

playwright can catch and hold the emotions of the audience, the better the play
will be.

seeall Gilal s e 3 saton o i) g Uil LS dsalle 5 4naal ) 4o poaall e S WIS Lial @
(bl dga puaall () S8

Il. Character:4xadid

e Character should support the plot, i.e., personal motivations of the characters
should be intricately connected parts of the cause-and-effect chain of actions that
produce pity and fear in the audience.
adadi yo Cilpadll 4padd a8l sall & oS3 ol i ol | Al jall aSall dac (5 5S5 () oy Cluad il o
- oseandl Gasiy 8 (ol g Can) i Al Galaa) e dagiill s cund) Alubi o) jaly die (S0
e Characters in tragedy should have the following qualities:

+ ubaall o3 Ll (6 o)) Y gual il Jlee W) L ciluad Sl o
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e “good orfine” -the hero should be an aristocrat
bl s ) 05 o Y Jhall ( lies 5l ua ) e
e “True to life” - he/she should be realistic and believable.
CGpaaill iy a8l (Jhdl ) (A sl s 0 o) WY Al gl (A1) - e
e “Consistency” - Once a character's personality and motivations are established,
these should continue throughout the play.
Jlsh Gliall ol seda et O 2 Cluaddl) xdl 35 dpadd Guuli lag Lavie ((@ulll )) - o
A puall
e “Necessary or probable” - must be logically constructed according to “the law of
probability or necessity” that governs the actions of the play.
Sl aSay ) oy 5 el o) Jlaia ¥l (il b ilaie S5 355 () Y (((JiaY) g0y 5 p0all ))
REEENPWO|

e “True to life and yet more beautiful,” - idealized, ennobled.
s | Mo ((Vian JS) Ly o815))

Thought and Diction® s BN o) ¢kl g o <8 1

e |ll. Thought:e_Sdll
e Aristotle says little about thought, and most of what he has to say is associated
with how speeches should reveal character. However, we may assume that this
category would also include what we call the themes of a play.
IR e Apad ) CliSH o Y ) Sy ot je Allle alaaay oSl e JAlBNl gl )) S e
Gl g ga dpanila puial o) Liag) (S AR 5 45l oda () a5 o) (Sl (e ) @Y e, il
,daa sl
e |V. Diction is “the expression of the meaning in words” which are proper and
appropriate to the plot, characters, and end of the tragedy:
Csluldl Al il il | aSall 4Dl g aulio Ol Jixddl e il gar (G o
e Here Aristotle discusses the stylistic elements of tragedy; he is particularly
interested in metaphors: “the greatest thing by far is to have a command of
metaphor; . . . it is the mark of genius, for to make good metaphors implies an eye
for resemblances.”
Janl) © ol Gals UK digs s Lal il g sl 5) 4SEN pualial) gl (il Uin- o
(o ) el giad () 4y sl e aadle Ll . <ol jlaiu¥) 8 aSat g o8 cllicg of s b
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Song and Spectacle iall gl agduall g 4SS

e V. Song, or melody is the musical element of the chorus:
148 5all o s sall juaiall 5o calll 5l aie V) o
e Aristotle argues that the Chorus should be fully integrated into the play
like an actor; choral odes should not be “mere interludes,” but should
contribute to the unity of the plot.
, Jiae LS 5 dun uaall Jals Lol alalSia 565 o)) a4 gl 5l up s8I o)) ghans ) 5 2 @
agnt () g OS1 ) A i) ) Sl 8 3 yae a5 65 0 can¥ 4l oS agilial) xileadl)
agalall 4%l s g
e VI. Spectacle (least connected with literature); “the production of
spectacular effects depends more on the art of the stage machinist than
on that of the poet.”
o>l LSl (8 e aaied 4fidae Gl U (QaVL Yiadl J8 ) Shid) gl agdall e
(i oLl eliSh (e S|
e Aristotle argues that superior poets rely on the inner structure of the play
rather than spectacle to arouse pity and fear; those who rely heavily on
spectacle “create a sense, not of the terrible, but only of the monstrous.”
O Y pusall alalall 4l e ) gaaing () 8 ofiall LI o) pll) () shas )l (5 2 @
+ seeal ol Casall s 48l jelia 3 )Y aum juuall 8 4eaiiuall <l Sl 5l ki)
Ui g0 Ll B g 5 e (e a8 Gl L (g8l Hlaliall e sy o gty (il il o) L)

((

Katharsis !

e The end of the tragedy is a katharsis (purgation, cleansing) of the
tragic emotions of pity and fear:

oeliall (e (paliall | edaill 5 yaedaill ) sa sanad il paill o) slulall Alei - o
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e Katharsis is an Aristotelian term that has generated considerable
debate. The word means “purging.”
(o) ) ond addsll L Va6 6 s )) mlhuas & - Katharsis e
e Tragedy arouses the emotions of pity and fear in order to purge
away their excess, to reduce these passions to a healthy, balanced
proportion.
Lalalaa M\@uéu;ﬂbm‘ﬂ\;@\y@\qmbﬂ\wo
Ay 43 sie A () J gea sl Aslill je Laall o8 (e Jeliill

e Aristotle also talks of the “pleasure” that is proper to tragedy,
apparently meaning the aesthetic pleasure one gets from
contemplating the pity and fear that are aroused through an
intricately constructed work of art.

) Laad i Alla dasulic o (o2 ) salendl ))oe s sl ) Lia) e
Azl & Jalil) s Sl e Gaddll Lgle Joany 3l adleall 3l el 5 JS
Al Sl il Jaall 138 JA (e el Al Casall
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 5-Latin Criticism-Horace, Quintilian, Seneca
e Literary Criticism and Theory

Living Culture Vs. Museum Culture
e In Ancient Greece: 4« (sl
e Homer’s poetry was not a book that readers read; it was an
oral culture that people sang in the street and in the market
place, in weddings and funerals, in war and in peace.
b elall LiaS dpeatl) A8l il cae ) jall ol jay QUSIK ja a2l (Kol @
.('aM\jL._Uﬂ\gceﬁu\jQ\;\}J\‘?jcé\y\ﬁ\)&‘)\jﬂ\
e The great Greek tragedies of Aeschylus, Sophocles and
Euripides were not plays that people read in books.
5 OIS s ¢ (s sl Aalaal) A0 5ol L) il il s (5 1 0
LS e Gl Wl o) (See iy 52
e They were performances and shows that people attended at
the tragic festival every year.
Al Gl see (8 el el (g pe 5 JiaS CulS 4 S e
e Greek culture was a “living culture” that sprang from
people’s everyday life.
A sall Galal) Bl (e aai das A81ES A3l o) A8l CulS 0
e All the Greeks — old and young, aristocrats and commoners,
literate and illiterate — participated in producing and in
consuming this culture.
O g Gpalziall dale 5 Guadal jain )V QLA 5 JLSD il o) S @
S o2a drpian g dlacl b (4 L
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e In Ancient Rome, Greek culture became books that had no
connection to everyday life and to average people.
sLiadl alia (ol Leaal (ol LS dagasll Lo gy o8 40l gol) 48E vl @
' L cpalall alill g dge gl
e Greek books were written in a language (Greek) that most
of the Romans didn’t speak and belonged to an era in the
past that Romans had no knowledge of.
asal it g lgy ity Y a g )l alara g (AL g )Aaly 400 o) Sl S @
L adyma gl ale ol Glag )l 0S5 o e
e Only a small, educated minority had the ability to interact
with these books.
SN o3 ae Jeliill e 3508l Ll dalatiall 3 jpaall 4,08Y) Laié o
e |t was a dead culture, past, remote, and with no connections
to the daily existence of the majority of the population.
Aol sl 3 sa gl alia (gl Led Gl g ¢ Bac Litac dpcalacating 488 CulS o
: : iy
e In Rome, Greek culture was not a living culture anymore.
e It was a “museum” culture. Some aristocrats used it to
show off, but it did not inspire the present.
e“.@_'\ﬂc @Muﬂk\)ﬂu)\ﬂ\u@&ydﬁu\_wﬁaﬁ@\uﬂs ®
Jul palall agli

e Roman literature and criticism emerged as an attempt to
Imitate that Greek culture that was now preserved in books.

& OV ads giaall 4l sall 48L& A8l 4a S e gyl S8l g CaaY) jeda @
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e The Romans did not engage the culture of Greece to make
It inform and inspire their resent; they reproduced the
books.

LAY o) el dal (e 4l goll 4810 ) hmtin ol 1S 5100 ol Glag )1l o
oS Z U 3ale Ly ) 5al8 o s aa juials aledl g Leie

e Florence Dupont makes a useful distinction between
“Living Culture” (in Greece) and “Monument culture” (in
Rome). See her The Invention of Literature: From Greek
Intoxication to the Latin Book, (Johns Hopkins University
Press, 1999).

A" g U ) (8" Al ABEN" (o dhe HaaiS g 50 Gui)slh Jac @
SV Al gl meniil) e S ) ) a0 T Lagy 8 M \Sl)
(V399 S 3 e drala dradaa) ¢ Al

Horace: Ars Poetica _) ) s - =L
Very influential in shaping European literary and artistic tastes.
4l (3531 5 ag Y V) S 8 1as Legle o
Horace, though, was not a philosopher-critic like Plato or Aristotle.
o shu ) sl O skl Jie ol 286 Syl ul e placlliae ) o
He was a poet writing advice in the form of poems with the hope of

Improving the artistic effort of his contemporaries.
AL paalaall lial) 3 gea Caaty Dl sdpual drpa 8 4apaill (S ) eld (IS o

In Ars Poetica:

He tells writers of plays that a comic subject should not be written in

a tragic tone, and vice versa.

¢ Al aadal yie i S ) Y (s S g s gall () Cla jusall QUS i) 0
L e el
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e He advises them not to present anything excessively violent or
monstrous on stage, and that the deus ex machina should not be used
unless absolutely necessary (192-5).

7 ) e dpia ) o) Cainll 8 Un i Ui ) sty Y pgnci @
Sl 35 pall O¥la AV a0diud ) sy Y ((the deus ex machine) s

e He tells writers that a play should not be shorter or longer than five
acts (190), and that the chorus “should not sing between the acts
anything which has no relevance to or cohesion with the plot” (195).

S adsall Gy ¢ Jsuad © o skl gl uall S5 O g s ) (L QUED 3 o

Azl DAl 4Sa L a83e 4l () SV Ul J gasadll G ) s O oY s S

e He advises, further, that poetry should teach and please and that the
poem should be conceived as a form of static beauty similar to a
painting: ut pictora poesis. (133-5).

Jaall (ga J il ) ang opeatl (5 allay 5l a2y 2l () ey La)l o
el Ja galeS Wl

e Each one of these principles would become central in shaping
European literary taste.

2503 (V1 @) 0 sS5 (A ) O sSam Al (s3liall 02 (e aal 5 S e

e Ars Poetica, in Classical Literary Criticism. Reference to line
numbers

b1 e sa N SadISH oY) Sl e

“Sensibility” ((4xteall))
At the Centre of Horace’s ideas is the notion of “sensibility.”

c(Adblall o) dpuliadl ) o sgda (al ) sa IS8 S e dang e
e A poet, according to Horace, who has “neither the ability nor the knowledge to keep

the duly assigned functions and tones” of poetry should not be “hailed as a poet.”
oeWS a0 ol o) can e dill saiiall RL@A\&LM%}A\ Y}ﬁ)ﬁ\gﬂl@wygs.ﬂ\ elille ) Hsellsdy o
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This principle, announced in line 86 of the Ars Poetica, is assumed everywhere in
Horace’s writing.
LS A ) sp sadie) s (S s H)l ) QUS Ge AT Sl daidle) i ol 14 @
Whenever Horace talks about the laws of composition and style, his model of
excellence that he wants Roman poets to imitate are the Greeks.
OV Glag ol o)yl (e 2l ) (6Al) sdie JLaSI) 3 g3 ¢ gl g S 3l (638 e wl 98 Gt Ladic @
Ol sl aa o galay

The notion of “sensibility” that he asks writers to have is a tool that allows
him to separate what he calls “sophisticated” tastes (which he associates
with Greek books) from the “vulgar,” which Horace always associates with
the rustic and popular:
a8l 51 (3 53V dpanle Jaady 41 e 3131 g8 6 sSliay () QLI (e callay (53l dsilisall 2 seia @
L & ity i ) aliisall 31531 e (Al auli gol) il e Lt o jidy All) (g 4y
(Ol s G ) aa Gl ) 58
“I hate the profane crowd and keep it at a distance,” he says in his Odes.
(L axil g aAlial) 3 giall o SI L)) oailad aa) b J 56 LS o
Horace, Odes (3.1.1) in The Complete Odes and Epodes, trans. David West,
(Oxford: Oxford University Press, 2000), p. 76.
In the Satires, he refers to “the college of flute-players, quacks, beggars,
mimic actresses, parasites, and all their kinds.”
eVl Lias ¢ Gl gudall ¢ Gallaall ¢ Ul A le (e e s Al Satires savad 4 @
a@_c\}a\c_\muw\ ¢ .J:xﬁﬂb
Satires, (1. 2) quoted in Allardyce Nicoll, Masks Mimes, and Miracles:
Studies in the Popular Theatre, (Cooper Square Publishers: New York,
1963), p. 80.

Horace’s hatred of the popular culture of his day is apparent in his “Letter to
Augustus” where he writes:

(et i) (B ket Al ABlE ) ) o8 daa) S e
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“Greece, now captive, took captive its wild conqueror, and introduced the
arts to rural Latium.
Ao )l o sy (o sal) oo g el ) ) and) il (oY) el il e
The unprepossessing Saturnian rhythm [the common verse of early Roman
poetry] went out, and elegance drove off venom.
ToA [ oS s (B el el e e 2l unprepossessing Saturnian gla) e
) ) gaml g ABLYL
All the same, traces of the country long remained, and they are there today.
ool Alia aa Sl sha calls SO T (i S o
It was late in the day that the Roman applied his intelligence to Greek
literature...he began to enquire what use there might be in Sophocles, and
Thespis and Aeschylus.”

Lo aDletusS alasiial lay L AU sal) o) ) 0S5 Al 5,1 Buda o) s (e salie iy 3 IS o

M oesalidd g Thespiss oS s g A llia () oSy 8
Horace, “A Letter to Augustus,” in Classical Literary Criticism, p. 94.
AE Lo oSS oY) asll & Gadane ol VAL " (sl )sa e

This passage how Horace saw the contact between the Greek
heritage and his Roman world.
A.A\.cj@uﬁj\ S gy gal) G Juad¥) () 98 (6 s iy (il il s e
L s
It was a relationship of force and conquest that brought the Romans
to Greece.
Obsall (I Sla gl paal Al Cils il g0 g8l (e 48Se S L) @
As soon as Greece was captive, however, it held its conqueror
captive, charming him with her nicely preserved culture (books).
e bliall aaals jalu lal) 3 ) csl g lld aag ¢ sl Gyl L Gle yus o
(Sl s S5 Lilel
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e Horace shows prejudice to the culture of everyday people, but he
does not know that the culture of Greece that he sees in books now
was itself a popular culture.

) ) A8 ) alay (S Al 4GST il Aa gy Aale AEE D) L) el ys8 seda @

e Horace equates the preserved Greek culture (books) with “clegance”
and he equates the popular culture of his own time with “venom.”

o8 Al A8LE (5 gl g ARV (il ) ads giaall 4l ) ABEN () 8 (s sl @
" ej.m.ujl_\ 5 yac

e Horace’s hatred of the popular culture of his day was widespread among
Latin authors.
OO QUSH o peac 8 Ana Bl BN ) ) o4 daa) S O HAT) @
e Poetry for Horace and his contemporaries meant written monuments that
would land the lucky poet’s name on a library shelf next to the great Greek
names.
e B shaall je Ll aul il ) 4 gSall JEYI 4y jualaa s (sl ) sed Aandlly 2l 2 suciall o
Calasll gl o) el ) s 4xi€a a
e |t would grant the poet fame, a nationalistic sense of glory and a presence in
the pedagogical curriculum.
A Al aliall (8 ) pandl g aaall g a8l ) salll 53 408l He L) miay asu @
o “I will not die entirely,” writes Horace, “some principal part of me yet
evading the great Goddess of Burials.” That great part of him was his books.
((@Y\&\usw\wu)@_auju@achﬁc &S@uy\uju‘))w\‘)ﬁ‘—\& °
AxS BY) 61l Lgﬂ\ Ada H.L’j\ ;J';J\ Sl
e Horace, The Odes (3. 30), ed. J. d. McClatchy, (Princeton and Oxford:
Princeton University Press, 2002), p. 243.
(O sy g Aoala Aandaa 13 ) 980T 5 () g ) (DS 2 J o (Ve F) dilads ol joa @
NEY Ga (YooY
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e Horace’s poetic practice was not rooted in everyday life, as Greek poetry
Wwas.
sl il & JaD S LS ¢ e sl sl o g il Ay el al 8 A jles @
e He read and reread the Iliad in search of, as he put it, what was bad, what
was good, what was useful, and what was not. (Horace, Epistles: 1. 2. 1).
98 oo pmatiaa e o) ga Loy aall ga b ce Sl Jaw A the lliad 3¢) B alel sl 8 o
S el e ey nadll
e [n the scorn he felt towards the popular culture of his day, the symptoms
were already clear of the rift between “official” and “popular” culture that
would divide future European societies.
dainl g (al eV il ¢ Hlaia) g o) ja 3l 4l 8 4ne i) 48l olad =30 the scorn e
a5 s Claainall aidi Co g Sl dsnl 5 dsana )l ABED (G panall 5 0 sel) e Jailly
e The “duly assigned functions and tones” of poetry that Horace spent his life
trying to make poets adhere to, were a mould for an artificial poetry with
intolerant overtone.
iS¢ L s il el pmail) Jas Y glae 43la (gl 98 el 31 4 il el 5 Cailla ) o
ictanil (e dglle Ak ga pilaiadl) all IS
e Horace’s ideas on poetry are based on an artificial distinction between a
“civilized” text-based culture and a “vulgar” oral one.
e saill o il 48l Gy adasy oelihial jnad e Gty g0l el ) JKE) e
LN b DS e Aginall 43E 5 ¢ o juaaial

e Imitating the Greeks il sill alss
e |In all his writing, Horace urges Roman writers to imitate the Greeks
and follow in their footsteps. “Study Greek models night and day,”
was his legendary advice in the Ars Poetica (270).
Al )3 )) L e s sda s (Gl sall S (e g Il QUST ASLUS maes (8 (el )2 o @
4y sl it il () e Sl 4l ) i
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e This idea, though, has an underlying contradiction.
L alS Bl Ll IS Gllh e ae s Sall o230 @
e Horace wants Roman authors to imitate the Greeks night and day and
follow In their footsteps, but he does not want them to be mere
Imitators.
¢ pallad o ) sdiay g )l s Dl 0 sl sall | saldy o)) Cpaaila 5 1) QUST) (l 598 20 13 @
Opalia Ladd | 53 5SH )l apy Y 4

e His solution, though, is only a set of metaphors with no practical
steps:
;@Aca\jkséi quga\)hju‘j\w@wq);ﬁkﬁﬁu@gm Jall o
e “The common stock [the Greek heritage] will become your private
property 1f you don’t linger on the broad and vulgar round, and
anxiously render word for word, a loyal interpreter, or again, in the
process of imitation, find yourself in a tight corner from which
shame, or the rule of the craft, won’t let you move.” Ars Poectica
(130-5).
e dukai Y S 1Y) Aala A8k ruay (oo [ AU sl Sl & yidall (s 53l s e
s AT B e gl ¢ sa an yie AL ALY juall ¢ Ly Jead s (Xt g a5l
Sl ansi () i yall Sl gl o lall o gl 3 G L ot and clil) Llee
(0¥ ) Poetica ) " & il

e Horace’s own poetry shows the same contradictions
OBl i Liay) (alad) () ) s el seday @
In the “Epistle to Maecenas” he complains about the slavish imitators who
ape the morals and manners of their betters:
Cpadal) ualdd) e S35 ((Epistle to Maecenas )) savaid i o
How oft, ye servile crew
Of mimics, when your bustling pranks I’ve seen,

B9
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e Have ye provoked my smiles — how often my spleen!

e (Horace, “Epistle To Maecenas, Answering his Unfair Critics,” in The
Complete Works of Horace, (New York: The Modern Library, 1936), pp.
360-1.)

ALK Jlae Y < MAdalal) e anasiie o) (Maecenas () J sl (el g Al (sl ysa) @
(\_T“l g c(\ ay1 “_\:QAJ\ s ‘ﬂ‘)ﬁ).u) cw\)}gﬂ

e In the process of following and imitating the Greeks, Horace
differentiates himself from those who “mimic” the ancients and
slavishly attempt to reproduce them.

slaadll () galsy (all Sl ) (e sy (ul )58 e ¢ Gl sal) £ Lol 5 285 Aplee oL @
celedill Jlee |zl sale ) & it () sdany g

e Obviously, he does not have much esteem for this kind of imitation
and saw his own practice to be different:

i Jlan 505 2 Cpo g 1 136) A1 a1 e LK e ga ¢l 5 (S0 @
i 4 il

“I was the first to plant free footstep on a virgin soil; I walked
not where others trod. Who trusts himself will lead and rule the
swarm.

| was the first to show to Latium the iambics of Paros, following
the rhythm and spirit of Archilochus, not the themes or the
words that hounded Lycambes.

Him, never before sung by other lips, I, the lyricist of Latium,
have made known. It is my joy that | bring things untold before,
and am read by the eyes and held in the hands of the
civilized.”(Horace, “Epistle to Maecenas™ (21-34).
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e In imitating the Greeks, Horace claims originality, but the bold claim
he makes of walking on virgin soil strongly contradicts the implied
detail that the soil was not virgin, since Greek predecessors had
already walked it.

o)) e (e adly (o adl eeleal (S AllaVl (o8 o ¢ il gall IS5 3 o
3B sl o) G ) yle (S5l Y1 eda (L Cile sbaall g sy i ey £ yde
L8 e lgle | e

e In addition, as Thomas Greene notes, the precise nature of what

Horace claims to have brought back from his “walk’ 1s not clear.
Lacal g pad (il s eled) Aada o B (pula g3 Jaa Dl LS cllh Y asla¥L o

e (Thomas Greene, The Light in Troy: Imitation and Discovery in

Renaissance Poetry (New Haven: Yale University Press, 1982), p.70.
1O 5x) Aagdll peae A pedl) CLESS) g a8 15 5 3 (e guiall (0 2 Lula5T) @
P.70 «() 3AY ¢y daals dalas

e However Horace conceives of his imitation of the Greeks, he does a
poor job at describing it or articulating its dialectics.

Lo Jazg ddia g1 o s U gall slehy 43) () joa Hpalh D zag @

e Imitation seems to have been only a loose and imprecise metaphor in

his vocabulary.
ALlal) 8 4 sde ol Hlatiul adh oS 43 Adll goy o

e Horace and Stylistic Imitation
Aiall sl 5l sn @
e In Ars Poetica, Horace also advises the aspirant poet to make his tale
believable:

OV ga nn b s gedall o) 23l ) ) 08 =i La) ((Ars Poetica)) <UsS 4 o
. Buaill all8 agillSa 4 5SS
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e “If you want me to cry, mourn first yourself, then your misfortunes
will hurt me” Ars Poetica (100-110).

o) " s g s Sliliaa 5 ¢ el lalaa Yl ¢ Sl o e 5K 1Y) o
(VYY) Poetica
e “My advice to the skilled imitator will be to keep his eye on the

model of life and manners, and draw his speech living from there”
Ars Poetica (317-19).

AalS 48 ) sy ¥ g lall 3 gai o e Jaleall jale ¢ 5S ol Aiall Jinais

(V3-YVY) Poetica us " llia (e

e “Whatever you invent for pleasure, let it be near to truth.” This 1s the

famous:
L osedall sa 13" A8EaN) e Ay B (0S5 Ol Ll plandl s Aaall Jal e g il S e
e “ficta voluptatis causa sint proxima veris.” Ars Poetica (338-340).

e This use of imitation denotes a simple reality effect idea.
_oj}oj@:ﬁ\jdagugo‘)ﬁuj\ JA).\MAJAL»Y\ [KY Q™
e Horace simply asks the writer to make the tale believable, according
to fairly common standards.
ddle juleal G gy ¢ guaaill alid agillSa ) oS3 o) QUK e adabisy il o8 allay @
Cleas ) 4aS jida
e His use of the term and the idea of imitation are casual and
conventional.
. L;J.ds.\jel.c QJSSS\ A.JSJJ Jaall aalads) )
e |f you depict a coward, Horace advises, make the depiction close to a
real person who is a coward.
L siall lall (sl
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e But Horace only had a stylistic feature in mind. As Craig La Driere
notes, Horace could not even think of poetry, all poetry, as an
Imitation, the way the idea is expressed in Book X of the Republic,
or in Aristotle’s Poetics.

s adatin ol ¢ (3 S LAV LS | ay luY) 3laY) Jasd o jliie) 8 gl ysa (S @

Oe § U 8 i) Loy o3 ) Ay Hlally BES ¢ Bl aren ¢ el A pSall s

sl bl ) ((4seaadl))

e Craig La Driere, “Horace and the Theory of Imitation,” American
Journal of Philology, vol. Lx (1939): 288-300.

e Horace’s ideas about imitating the Greeks and about poetry imitating
real life models were both imprecise, but they will become VERY
influential in shaping European art and literature the principles of
taste and “sensibility” (decorum) he elaborates to distinguish what he
thought was “civilized” from “uncivilized” poetry will be
instrumental in shaping the European distinction between official
high culture and popular low one.

LIS uilS agall slad) o 3lar aldy sAll il (e 5 Cpuil sl 28 el )58 SE) @

B9 (sale, (29 sY) oVl 5 (Al ST 8 an o Si%e () 5ST (g LgiST ¢ 4By
A S 5 s ) (e s lmn el 4iday Lue (g G ill la g ) Gl

4l ) G (g0 Al e ) 80ED ui Alpm 8 5 sme 50

e Horace’s ideas also helped form the conception of literature and
poetry as national monuments and trophies.
SN gaa g8 HUIK il g aaY e@d@ﬁgamuwbﬁ S8 Lyl
e Poetry in Horace’s text was subordinated to oratory and the
perfection of self-expression.

— _®
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e Homer and Sophocles are reduced to classroom examples of correct
speaking for rhetoricians to practice with.
e el ae daaiall Clialaall (e 4l Hall G siall Al ) GalSsdgug jaslsdle s o
 pera il
e The idea of following the Greeks, as Thomas Greene notes, only
magnified the temporal and cultural distance with them.

enn 4lEl 5 Asia 31 adliaal) 3ay Jash 4 (8 (e i J s LS (Ll gLl e oS3

e Quintilian - Institutio Oratoria. ¢y S
e From 68 to 88 C.E, he was the leading teacher of rhetoric in Rome. He wrote
the Institutio as a help in the training of orators.
sacluaS ((Institutio)) <= | aadll Jlaw A )0 alaall 0 G AA Lle JaTAGle (0 @
Celdadld EETRY uﬁ Al
e Sometimes Quintilian justifies the imitation of the Greeks:
sl 285 by S Ul 0 o
e “And every technique in life is founded on our natural desire to do ourselves
what we approve in others.
O A 488 ga A Le Lty alidll s dalal) L ) e slal) 3 duis JS oy @
e Hence children follow the shapes of letters to attain facility in writing;
musicians look for a model to the voice of their instructors, painters to the
works of their predecessors, countrymen to methods of growing that have
been proved successful by experience.
Z35a3 00 Ot gall Cany 2SN 8 5Lie (3l (o g pall e QST JULYT ) a3 a5 @
Al e i o e 3y e il cagdal Jlae Y Caalis 1) 5 agidilud < gual
e |n fact, we can see that the rudiments of any kind of skill are shaped in
accordance with an example set for it (10. 2. 2).”
JUall Jaans e Ao sanall 153 jleall (o g 53 (Y bl JSE3 ) (50 O LiSay cadlsl) 3 @
LYY L)) el

— _®




ANASF

e (Institutio Oratoria, in Ancient Literary Criticism), references are to line
numbers.

Dbt A6 ) sl all e(apaill oY) 28 s «Oratoria Institutio) e

e But imitation is also dangerous:
| 6K o) (S il Leay) (K1 @
e “Yet, this very principle, which makes every accomplishment so
much easier for us than it was for men who had nothing to follow, is
dangerous unless taken up cautiously and with judgment” (10. 2. 3).
OsSms OS Lae W dauilly 5055 Jed Sladl JS a6 5 ¢ Jasadl 138 ¢ @lld a0 )) @
o My alles ) ghad IS5y Co gty ol 40 ) o2 (ol agal Gl Jla )l 4l alle
(( oSty

e “It1is the sign of a lazy mentality to be content with what has been
discovered by others” (10. 2. 4).
(A U (e 48LES) 25 38 Loy LSS A oS 2 a) aSlall 4il)) o
e “it 1s also shameful to be content merely to reach the level of your
model” (10. 2. 7).
((«ﬂquabl\ G.Jj.oﬂ\ G s (A Jsea ol 3y Jasd L&Y M\C)A‘\;\\L@:\\)) O

e Quintilian advocates two contradictory positions:
Opiliia paia s ) (Llin S 22 o
o First that progress could be achieved only by those who refuse to follow,
hence the undesirability of imitating the Greeks.
Sl ¢ lan) ) galsy g | gauy () () guad Al S 38 (e 4BaT (Sae A kil A Y ) @
" RUEPAN R PT
o At the same time, Quintilian continues to advocate imitation, and goes on to
elaborate a list of precepts to guide writers to produce “accurate” imitations.
(o Aaild iy gl delua (M caady g ¢ il e plaall Gllasy oS Jdual gy ¢ Sl uds 3 @
. 488 BlSLaa g e | gatiy ) QUK alatl fgalaall
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e The imitator should consider carefully whom to imitate and he should not
limit himself to one model only.
caal g migal e pailyy o) g g el (o e (A Aliag Say o) i) g @
e He should not violate the rules of genres and species of writing, and
should be attentive to his models’ use of decorum, disposition and

language
G 2 58l =3 gad pladinly Lladal J g o) (atg ¢ 4USH & 6 ae) 8 Slein ol oy @
Al 5 a0l
[11. SenecalSsiw

e Seneca singles out the process of transformation that takes place when bees
produce honey or when food, after it is eaten, turns into blood and tissue.
2 (I Jsaity IS Laday JSYI 5l ¢ ) Jaill ity Laie: aat ) J satl) dpland i 0 )83y @
REENE
e He, then, explores the process of mollification and its chemistry. Did it
happen naturally?
¢ omub JS0 i da LS i Aagdll dlee (2l ladie @
e Does the bee play an active role in it? Is it a process of fermentation?
¢ aalanll o3gs Jlad 50 Jaill aly Ja @
e He does not select any one theory to explain the production of honey.
e Instead, he stresses a process of transformation:
el dalee 3 <8 e T elld e Y o

o “We also, I say, ought to copy these bees, and sift whatever we have
gathered from a varied course of reading, for such things are better preserved
If they are kept separate; then by applying the supervising care with which
our nature has endowed us, - in other words, our natural gifts,
cw\uc\)&wcmudﬁ)m)cd;ﬂ\o&ucc_uqu}&u\t_\;ﬁchag\um)) °
adle Sl Bulai Wi ¢ Lecany e aliadio ChilS o) Juad) Ledata 6K o LY oa Jial anilly
apnhll Wl so 5 a0 o )by o) ¢ dapdall U afia 5 Loy 4081 )5V
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e - we should so blend those several flavours into one delicious compound
that, even though it betrays its origin, yet it nevertheless is clearly a different
thing from that whence it came.”

g Al V) alial e CaliSh Al e ()6 2 sl g o e (A sdartal) CilgSall s3a = W AY @
Al S oAl (2l e laa aling Al b el
e Seneca, Epistulae Morales (84. 5-6).

e “This 1s what we see nature doing in our own bodies without any labour on
our part; the food we have eaten, as long as it retains its original quality and
floats in our stomachs as an undiluted mass, is a burden; but it passes into
tissue and blood only when it has been changed from its original form.

Lagia) LalUa ¢ a0 A aledall ¢ Uil (e JA (6l 0 s Lialua) 8 alzdi daplall (5 ile 58 124 @
Ce ot Ledie 1a38 Liad g Wiasil (8 pey 412 sie (550 ¢ Whaea (8 il g 4laV) ating,

" L alaY gk

e So it is with the food which nourishes our higher nature, - we should see to it
that whatever we have absorbed should not be allowed to remain unchanged,
or it will be no part of us.

L..SM\ Q\S\A@_Aﬁ\éc@\)ﬁd\urﬂc RN ‘M\Mgmdﬂ\ e\.zu\tndbj\}é 122 o
e e g OsSa Ol Y ¢ opd s el Lale g aualial o) dae gl

o We must digest it, otherwise it will merely enter the memory and not the

reasoning power.”
aalxdll 5 4alf Mjbﬁ\ﬁ\&ﬁédﬁlﬂq‘}a&y“gwwg% °
e Seneca, Epistulae Morales (84. 6-7).

e Latin authors never discuss poetry or literature as an imitation (mimesis);
they only discuss them as an imitation of the Greeks.
C b sl DS g 38Uy Jad aa Al gl BISIaeS ) gl el oyl () o3l Y iU QU)o
e Latin authors are not familiar with Plato’s and Aristotle’s analysis of poetry.

comill sl i 5 0 shadldl C3aS e (pallas | gud (iU QUST) o
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The Poetics or Republic I11 and X do not seem to have been available to the
Romans:

Ol saal sie i€ i) oY ((Poetics or Republic 11 and X)) <38 i<l o
“Unfortunately, Aristotle’s Poetics exerted no observable influence in the
classical period. It appears likely that the treatise was unavailable to
subsequent critics.”

O za¥) e san | 4SSl o il e bale 53l gl caat ol o)l QUS Laall o ool @

U:’hm‘ JMD}}MUS.\AM\A}‘)LY\
Preminger, Hardison and Kerrane, “Introduction,” in Classical and Medieval
Literary Criticism, p. 7.

Latin authors used poetry and literature for two things only:
+ Jasd padngl ¥l g padill ) geaditnd i) QUKT) o
v To improve eloquence
A0 etV
v'To sing the national glories of Rome and show off its culture.
Lty alall 5 La gyl agida gl daa YU | siaial v/
This conception of literature will remain prevalent in Europe until
the mid-20th century, as future lectures will show.
GOAl Caalia s big gl (8 10le B g ) (e il gl gedall 128 @
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 7-Russian Formalism-Literary Criticism and Theory

The Russian Formalist Movement: Definition
G g ) Glaill) AS g - iy o) -

e A school of literary scholarship that originated and flourished in
Russia in the second decade of the 20th century, flourished in the
1920’s and was suppressed in the 30s.

Yo dh Gall (e (SEN dad) L gy (8 4V il A yae jaa ) il e
Yo dl Sl VY JI 8 Jaa Y g

e |t was championed by unorthodox philologists and literary
historians, e.g., Boris Eichenbaum, Roman Jakobson, Viktor
Shklovsky, Boris Tomashevsky, and Yuri Tynyanov.

D Jie Gana¥) Cpdsall s CpuadE el Gaa o)l U8 e Lie gl &5 (IS @

e Boris Eichenbaum, Roman Jakobson, Viktor Shklovsky, Boris
Tomashevsky, and Yuri Tynyanov. .

e |ts centers were the Moscow Linguistic Circle founded in 1915 and
the Petrograd Society for the Study of Poetic Language (Opoyaz)
formed in 1916.

Al Al ) gy Agran s 1310 Gl g o sad 350 Cusd G S yal @
VAT le IS 4y el 4sll

e Their project was stated in Poetics: Studies in the Theory of Poetic
Language (1919) and in Modern Russian Poetry (1921) by Roman
Jakobson.

ol (B (V) ) ag el aalll 4y yhas 8 clud yo 1 Poetics (2 pee e SY @

O sSa glas ) (VAY)) Gl s )l
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A Product of the Russian Revolution-: 4 s o il S

e 1917 — The Bolshevik Revolution
e Prior to 1917, Russia romanticized literature and
viewed literature from a religious perspective.
e skl e e gl Lgy al G5 VAV (DI Y sas e
e After 1917, literature began to be observed and
analyzed.
L easas Badle s VY ale axy oYl Ty o
e The formalist perspective encouraged the study of
literature from an objective and scientific lens.
Aale 5 dae g g dde e @IV Al jo CodISAll ) glaie anli @
e The "formalist" label was given to the Opoyaz group
by its opponents rather than chosen by its adherents.
lena e Jib (3 Jlisasl Ao sanal Cidae | ((Caialle 58 ) dpansi @
el U (e Lgansd o5 () (e Yo
e The latter favored such self-definitions as the
"morphological" approach or "specifies
zreiaS gy yaill o2a Jia Juny (Canallay sill £ ) AY) 13 o
Glaasa o) (alsd ) g
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Most Important Formalist Critics-<uwlla ) sil) 35 a2

Viktor Shklovsky, Yuri Tynianov, Vladimir Propp, Boris
Eichenbaum, Roman Jakobson, Boris Tomashevsky, Grigory
Gukovsky.
These names revolutionized literary criticism between 1914 and
the 1930s by establishing the specificity and autonomy of poetic
language and literature.
oai Bk e VAT VAV E G o) Al L) ¢ cliaal clawY) 028 e
Y g 4y =l 4alll DS § Aua pad
Russian formalism exerted a major influence on thinkers like
Mikhail Bakhtin and Yuri Lotman, and on structuralism as a whole.
G55 oSl UiSae e (9 Saall e dglae ol 8 a5l ST JA)
Ao 0S4l e 5 s

Formalist Project-(uiSad) £ g pdia

Two Objectives:

;Q\é.&s [
The emphasis on the literary work and its component parts
Al 43 Sall oel a5 V) deadl e 58S 51 o
The autonomy of literary scholarship
AV il 4Dt e
Formalism wanted to solve the methodological confusion which prevailed
in traditional literary studies, and establish literary scholarship as a distinct
and autonomous field of study.
Gl 5 ¢ sl Q¥ bl 8 ale (o3 agial) @ Y1 g alal) | slay o)) Al o)) e
i s Jiuna (ol )3 JlaaS ) e
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Formalist Principles-CmiSall gl

e Formalists are not interested in:

D Oalige e Gillla sl @
v The psychology and biography of the author.
LS Bl B paen g A v/
v The religious, moral, or political value of literature.
DU Apalaadd) 9 ABDAY) ¢ Al addl) v/
v The symbolism in literature.
T PSR Ve
v Formalism strives to force literary or artwork to stand on its own
Adpedd o iy A8l Jaall g Qa¥) L) ) cpaaly GudSEY e v
v' people (i.e., author, reader) are not important
Cragea ) gl (RN g) LS Jia ) QaldiY) v
v The Formalists rejected traditional definitions of literature.
U Al iy jlatl) Gl (b ) v/
v’ They had a deep-seated distrust of psychology.
. odll) alay dSpee 4TS a2 agaAlV
v They rejected the theories that locate literary meaning in the
poet rather than the poem — the theories that invoke a "faculty of
mind" conducive to poetic creation.
il B Catiu) SSasall) e Yy e LEl A ) daall daad il il ) gd ) v
c g I ) ol Jaal) cliilsa) e
v They had little use for all the talk about "intuition,"

"imagination,"” "genius," and the like.
D Lag Ay it g Abdad) ¢ sl B a)adiia) agadl SV
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The Subject of Literature-w¥) £ g 34

To the Formalists, it was necessary to narrow down the definition of
literature:
- QY By jad peaa g (Gandal (55 pdall (e OIS - uitlle ) sall il o
Roman Jakobson (Prague, 1921):
"The subject of literary scholarship is not literature in its totality but
literariness (literaturnost'), i.e., that which makes of a given work a work
of literature.”
plaxall ckﬁ\ e Jany Lﬁﬂ\ (literaturnost') S LIS o)yl 4.\.13‘21\ aaliall g pasm @
403 dadasS

Eichenbaum (Leningrad, 1927):
"The literary scholar ought to be concerned solely with the inquiry into the
distinguishing features of the literary materials.”

oY) ) sall 3 jaaall Coland) (sl Juadia (S0 4liall agile 43l cldde iy o

Poetic vs. Ordinary Language - 4:dlad) 4adl) Jilda 4y o)

Russian Formalists argued that Literature was a specialized mode of
language and proposed a fundamental opposition between the literary (or
poetic) use of language and the ordinary (practical) use of language.
bl pal el = iy g 4alll e pasadtia 3 gad AV Gl (e ) udSEN JE e
el laall ) galall aladSWV) g (aaeld) l) QaV) aladtiul G
Ordinary language aims at communicating a message by reference to the
world outside the message
>Rl Al Al sl Al Jaad ) slall G300 Cangs o
Literature was a specialized mode of language. It does not aim at
communicating a message and its reference is not to the world but to
itself.
il (S
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Literariness - 4!

e Literariness, according to Jan Mukarovsky, consists in “the maximum of
foregrounding of the utterance,” that is the foregrounding of “the act of expression,
the act of speech itself.”

O] Aadiall ) (s @lldy | DISH Aadia sl (e amadl 2aS 401" 0 S5 Sid g S ge lal ks o
" iy WS (5 ¢l

e To foreground is to bring into high prominence.

e By back grounding the referential aspect of language, poetry makes the words
themselves palpable as phonic sounds.

A gea Gl palS aaal g Lewds LK) Jang jadll g ARl aa jall iladl B2 ge Calals @

e By foreground its linguistic medium, the primary aim of literature, as Victor
Shklovsky famously put it, is to estrange or DE familiarize or make strange

el dilen S G SIS caY) (e i) Cangll g ¢y g3l Ao sie dediall Guusd ()

Gué DE a5l iy 23 sl estrange o) s

DE familiarization — Making Strange

e Literature “makes strange” ordinary perception and ordinary language and
invites the reader to explore new forms of perceptions and sensations,
and new ways of relating to language.

O B JISGT GLESELY ()l se iy dale dallly sale aaill " oy il g " Y o

Al ddlatie sana 3k s cpundal)y il gl

e Shklovsky's key terms, "making strange," "dis-automatization,” received
wide currency in the writings of the Russian Formalists.

(8 Annsl 5 Alae a3 "Ry Julat "y ) aia " Sl KA Ay ) Glallaadl) o
s O salSAl LS

e Jakobson claimed that in poetry "the communicative function is reduced
to a minimum.”

" Sea 2 il N Jenl il Rl 5 (i A" Sl (g Sla o2 0

e Shklovsky spoke of poetry as a "dance of articulatory organs.”

" kil 3 jeal [l "l jr il e Sd gl st e
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Form vs. Content -¢s siaal) Jilia 723 gadll -

e Formalism also rejected the traditional dichotomy of form vs. content which, as
Wellek and Warren have put it, "cuts a work of art into two halves: a crude content
and a superimposed, purely external form.”

B s 5l s olaa s LS ¢ s sinall Jilie JN Eum e sl ALY b JSE LS o
"l a JAN JSAN g ol Hnd e gpiat ) ) Janll i
e To the Formalist, verse is not merely a matter of external embellishment
such as meter, rhyme, alliteration, superimposed upon ordinary speech.
sle 4 g uliall A ¢ iall i anliend dua A Allis 3 jae el G ¢ JSEN 4 o
_L..gdbd\ ?)‘SM
e Itis anintegrated type of discourse, qualitatively different from prose,
with a hierarchy of elements and internal laws of its own
Ol 8l 5 palinll e e pp Judidi e ¢Sl e e 5 Clite JalSiall lladd) (e g 50 5 @
L@-uaél 9\333 (a %ﬂi\ﬂ\

Plot vs. Story -4uall) 45 j8a 3 ya) sall - -

e plot/story is a Formalist concept that distinguishes between:
e ) IS o sgda sa dadl) /3 5 ) ASun
v The events the work relates (the story) from

(aadll) Jardly (3l Calaal v/
v The sequence in which those events are presented in the work (the plot).
(Aakadll) Jlael 8 Calaal) @l (o pe oy (2 Judusil) v/
v' Both concepts help describe the significance of the form of a literary work
in order to define its "literariness.
Laaas dal e 0¥ Jaad) JS5 et Ciia s A 2ol apliddl S v/
v " For the Russian Formalists as a whole, form is what makes something art to begin

with, so in order to understand a work of art as a work of art (rather than as an
ornamented communicative act) one must focus on its form.

JaxS )l Jandl agh Ja¥ @l ¢ o i cdll JSG Jan Lo g Agladly (JSS g )l () salSEN v/
A3 e 35S ol baal caay (G el Lal gl Jadll e Yay) 8
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V. Propp: The Morphology of the Folktale
ad) Al L) L gl g8 509 1090

One of the most influential Formalist contributions to the theory of
fiction was the study in comparative folklore, especially Vladimir Propp's
Morphology of the Folktale
ald g o i) o gall 8 Al jo JLal) 4y ydanl ), iKY KA claalal 1aa] o
" A8l )ALl ASal) Lin sl 6 ) g0 (8 g apadld
Propp studied fairy-tale stories and established character types and events
associated with them.
L i pall Elaal) g AN Caal) ) il 5 panall 41 A 0SS g Al 50 o
He called the events Functions and their numbers were limited to 31.
¥V ) 2 ganall aadae calaaly) dlealens o
He developed a theory of character and established 7 broad character
types, which he thought could be applied to other narratives.
o Leinat (Say afiay IS Al 5 a5 dpadd o) il V Ll 5 cdpad sl 4y 5kl 5l o
A all )

Propp (cont.): The 31 Functions
¥ il g r(aal) @

. Absentation: One of the members of a family absents himself from home
(oris dead).

(el 1) il e i) 5 5u81 21 a0 sl Absentation e
. An interdiction is addressed to the hero.

Jhall A has ) des sa

. Violation: The interdiction is violated.

sl gy gyl o
. Reconnaissance: The villain makes an attempt at reconnaissance.

& S A glaa s ) adhs 1 SUain)
. Delivery: The villain receives information about his victim.
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6. Trickery: The villain attempts to deceive his victim in order to take
possession of him or his belongings.
cad paddl) clilaid) e o) Ja dsall glad 3l Jlay g ladll e
7. Complicity: The victim submits to deception and thereby unwittingly helps
his enemy.

g3 Mol ye e aelay JlLg cplaall ) dsall 4081 gkl gl o
8. Villainy or Lack: The villain causes harm or injury to a member of a family
(“villainy) or one member of a family either lacks something or desires to
have something (“lack”).
saac E o ("Caddl") Ablad) 3l d1 aal dlia) 5 ) pum il Caan s Y] G ) o
(" Y ") a8 o Jpemnlly il o ) Al
9. Mediation: Misfortune or lack is made known; the hero is approached
with a request or a command; he is allowed to go or he is dispatched.
G o Al e s ¢ e gl Callall ae Jad) o 81 g ¢ JEEY) 5] pciail) Cojad iy ddalusll e
iy
10: Counteraction: The seeker agrees or decides upon counteraction.
sbcaall Je el i of sl Caaldll (38) g salizadl) @

Propp (cont.): The 31 Functions

10. Departure: The hero leaves home

Joiall Jladdl & iy 15 palaall v/
12. First Function of the Donor: The hero is tested, interrogated, attacked,
etc., which prepares the way for his receiving either a magical agent or a
helper.
Gaohall axi Al @lld 1) Lag 6o sagd) el sainl) () Hlial) s rcpailall dada g J ol @
Acbus ol 5 mm Jaee L)l allsiny
13. Hero’s Reaction: The hero reacts to the actions of the future donor.
Jaiasall g dailall cilgall Lidas) i) el ay) ae Jlad) Jelisy ;Jladl 5, o
14. Receipts of Magical Agent: The hero acquires the use of a magical agent.
g IS5 alhadiul Jhall S r g jmm IS S Gl pY) e
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15. Guidance: The hero is transferred, delivered, or led to the whereabouts
of an object of search.
Gl e IS 25a s Sa ) sl sl bl (Jlad) J5 oy asa il
16. Struggle: The hero and the villain join in direct combat.
bl Jual) &yl 5 Jhadl dla;Juzill o

17. Branding: The hero is branded.
el Gt grdg il Akl o
18. Victory: The villain is defeated.
2l a3p pail e
19. Liquidation: The initial misfortune or lack is liquidated.
4..1.\5.;43635 ji ‘_AJ;\Y\M\ c«}ww\ [

20. Return: The hero returns.

Jaudl 33 ge t3a g2l @

21. Pursuit: The hero is pursued.

Saall dalia 130 jUadll v/
22. Rescue: The rescue of the hero from pursuit.

il (e Jladdl 3] - AEY) e
23: Unrecognized Arrival: The hero, unrecognized, arrives home or in
another country.

Propp (cont.): The 31 Functions

24. Unfounded Claims: A false hero presents unfounded claims.
Slllaall (o yaa s 4l (bl Y QM Jaddl rebilUaall Wbl ¥ v
25. Difficult Task: A difficult task is proposed to the hero.
Jasl) Gmm Aaga - iy 5 maal) ol v
26. Solution: The task is resolved.
Aagall 0da dar dall v
27. Recognition: The hero is recognized.
o) (o yiay: al yie V) Vv
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28. Exposure: The false hero or villain is exposed.
CAKY s il Jladll o gad a2l v
29. Transfiguration: The hero is given a new appearance.
A ghie Jhadl Jaxy : sl v
30. Punishment: The villain is punished.
i) ey 14 siall v/
31. Wedding: The hero is married and ascends the throne.
Sial) day g Jladl) - g 3l sld ) v

V. Propp: Character Types

e He also concluded that all the characters could be resolved into 8
broad character types in the 100 tales he analyzed:
b alls dail 5 dpadd g 6l A ) Gluaddll aes s (S 4l 530 Ladl 5 @
A e
1. The villain — struggles against the hero.
Sl s w8l -y il v
2.The dispatcher — character who makes the lack known and sends
the hero off.
Al Jhaall Qs g 85 mall 35a g ane ey dadd 1 yall v/
3.The (magical) helper — helps the hero in their quest.
s b Jhadl deluy - (omadll) 2eluall v/
4. The princess or prize — the hero deserves her throughout the story but is

unable to marry her because of an unfair evil, usually because of the
villain.

e ol e oS dalll elail aea (8 L) Jlad) (Bading - 3 33adl ol 3 Y1V
o8l s sale 5 cdale purll Al 3 ga g o Lgie 2 3)
e The hero's journey is often ended when he marries the princess,
thereby beating the villain.

Do) e UL g 6 aeY) oy Ledie Jlad) dls gl e LWlle 5 @
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1. Her father — gives the task to the hero, identifies the false hero, and
marries the hero, often sought for during the narrative. Propp noted that
functionally, the princess and the father cannot be clearly distinguished.
A Ha¥) e S (Jladl z g 35 S Jhadl aasy g Jhadl ) degall axy - Ladlls @

sz W St (S Al gl 5 5 e (S Y clitada g g LT g L2 il

2. The donor — prepares the hero or gives the hero some magical object.

A a0 3n gl Gimny oy 5l Jladl anias - ¢ yiall

3. The hero or victim/seeker hero — reacts to the donor, weds the princess.

Bone) s ¢ g el ga Jelily - Qllall ¢ gal / Laal) o Jladl @

4. False hero — takes credit for the hero’s actions or tries to marry the

princess

5aa¥) ezl s 0 Jlay ) Jhaall cile) Y Juadll aa yy - Q3SH () o

Legacy of Russian Formalism-dsw g ) 4085l opa &) 53

e Formalist School is credited even by its adversaries such as Russian critic
Yefimov:
:Yefimovgujjl\ AU Sie Lew gt 8 (e s KA A jaal ity @
e “The contribution of our literary scholarship lies in the fact that it has focused
sharply on the basic problems of literary criticism and literary study, first of all on
the specificity of its object, that it modified our conception of the literary work and
broke it down into its component parts, that it opened up new areas of inquiry,
vastly enriched our knowledge of literary technology, raised the standards of our
literary research and of our theorizing about literature effected, in a sense, a
Europeanization of our literary scholarship.... Poetics became an object of scientific
analysis, a concrete problem of literary scholarship”
Al Al JSLaall e S JS5 S5 4l dia 1 (eS Lal A ol i) sl o
lia sgia Jaatl 45l (A guia g0 dua gad e o 0 S Jid Yl dnay) QL..‘,\JJS\J@S\J\
S L jre o) ) g eaiaill Baaa iV lae canith (led A3 Sl o) a1 G S s oY) Jeadl
i Al Jgn a¥) (e gl udanil) 5 A sl julae ad ) ¥ La ol €30 g
(oalad) sl (e 4 5oL (S al L AV L sl Al Jal) il Ll g ¢ bl (g
Ao Al el (e A gale A 2
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Quoted in Erlich, "Russian Formalism: In Perspective" 225.
YO ") glaia b ey ) IS 1)) i i

Legacy of Russian Formalism

Russian formalism gave rise to the Prague school of structuralism in the
mid-1920s and provided a model for the literary wing of French
structuralism in the 1960s and 1970s.
Cuadig ¢ VAY s sciaiio 8 &) e Al A jaall seds ) A )l A0Sl culac o
SYAV e 59 AT 8 A Hdl A0 e a0Y) Fladl lad ga
The literary-theoretical paradigm that Russian Formalism inaugurated are
still with us and has a vital presence in the theoretical discourse of our
day.
Claall 3 (5 sn gn g Leds Lal J1 3 Y g s g 5 AISEN 400D (g plaill 3 gaill xiiE) o
o3 Ll g kil
All contemporary schools of criticism owe a debt to Russian Formalism
GV ALICEN () gine 28l 5 pealaall ujlaall auen @

Sources

Victor Erlich, “Russian Formalism,” Journal of the History of Ideas, vol. 34,
No. 4 (1973)

Vladimir Propp, Morphology of the Folktale, University of Texas, 1990.
Jerry Everard’s Introduction to Vladimir Propp...
http://lostbiro.com/blog/?page id=522

(YAVY) € A, cWe alaal) ¢ LSBY) oy Uil Aldaca <M gl AQISEN"™ A ) ) giSd
N9 A8 AN Alal) (bt daala L gl gd ) e cu g randdd
coe S g Aadia B ) ) 5 g
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 8-Structuralism
e Literary Criticism and Theory

Structuralism 4 sxidl-axlll
e Structuralism in literature appeared in France in the 1960s
51960 ple Luih (& el oVl (B apsill o
e |t continues the work of Russian Formalism in the sense that it
does not seek to interpret literature; it seeks rather to
investigate its structures.
G e Y By V) andt A sy 48 (o e gl KGN Jee s @
CAWS) g Ay (8 (Beay
e The most common names associated with structuralism are
Roland Barthes, Tzvetan Todorov, Gerard Gennete, and A.j.
Greimas.
Cagsds Qs b Al s Gm sl ge | siglad ol o sed SISV cland) o
C ke o sl e 3
e The following lecture looks at one of the most influential contributions
of structuralism to the study of literature: Gerard Gennete’s Discours du
récit (Paris, 1972), translated into English as Narrative Discourse (1980).
raY) Al Hal 4 i) e 1Y) Cilaaliall (e saal 5 30U 3 pealad) ga e
) ax 55 ¢(1972 «owb) récit Discours 2 Gennete s° Dl
.(1980) sl alhaas 4, jlasy)
e No other book has been so systematic and so thorough in
analyzing the structures of literary discourse and narratology.
V) laal) JSla Jalas & s ALelil) dmgiall @il 5 AT S aa gy Y @
(Sl )




Narrative Discourse sl s A o (taddl 3 )

e Gennette analyzes three main aspects of the narrative discourse:
D5l Al (e At ) il s A3 e s @
v Time: Order, Duration, Frequency
oSl ghan @l saall s Al Y
v"Mood: Distance (Mimesis vs. Diegesis), Perspective (the question
who sees?)
¢ son ) lsms ) staiad) (dpenill o) el ) adlisdd) 1 dalall sl ) 21 el v/
v’ Voice: Levels of narration (the question who speaks?)

(8 oS ) Ul ) 2l )l 5 1 il sian 7 guall v/

Narrative Order-2 ) i 5

e There are two forms of time in narrative:
C sl sl )l g5l b e (e gl 55 Gl o
e The time of the story: The time in which the story happens
Mﬂ\@ﬁc_\lmacgﬂ\ w}\&\w\wj °
e The time of the narrative: The time in which the story is
told/narrated
il 4 (55 58 o) Sy gy A el gl DAl e e
e “Narrative Order” is the relation between the sequencing of events
in the story and their arrangement in the narrative.
Al sl (B agii g Al 3 Culaa ) Sl (e 48l 54 (4l gLl i i) e
e A narrator may choose to present the events in the order they
occurred, that is, chronologically, or he can recount them out of
order.
Gt il a5 4 Slias (sall i il Glaall ansy o) (551l JlsLay ) @
C 8 S O agag g OV ASay o) | ()




e Example: detective stories often begin with a murder that has to be
solved.
a3 O a A e Tar LWlle anad ) anaill; JUe o
e The events preceding the crime, along with the investigation that leads to
the killer, are presented afterwards.
Y dmy aaah (Jilal) ) o g Sl ilasadl) o ey jaldl Beud (Al &ilaal) e
e The order in which the events occurred does not match the order in which
they are presented in the narrative.
3yl j\o\,g\j)j\g,jeqéﬁgﬁ\ggs)ﬁ\@égkbﬁg‘!&\hw@&mgm i il e
e This mixing of temporal order produces a more gripping and complex plot
(suspense).

(@M))ﬁ\oﬁu}m&@uwj\m)ﬂ‘@Cﬂ‘ 2 o

Time Zero-_iall ¢

e The time of the story is, by definition, always chronological:
a3 Ll | Capnill a e | g 4uaill 6 5 o
e Events as they happen: A - B - C — D — E — F (a chronological order)
(s dulii ) A-B-C-D-E-F : cuasi LS &alaaY) o
e The time of the narrative is not necessarily chronological:
D) daidy 958 O sl e sl Al Al 5 ) (e
o Events as narrated: E— D — A—C — B — F (hon-chronological)
(o) e Julis ) E-D-A-C-B-F : L5, s L& &ilaaY) o
e Time Zeros: is the point in time in which the narrator is telling his/her
story.
ng\J\L@ﬂ)erd\usjj\&sa@ : Jé.;al\iéj °
e This is the narrator’s present, the moment in which a narrator is sitting and
telling his/her story to an audience or to a reader, etc.
Z ) Al g il Al Led jadn g 55l )l Lead (udagy il alaalll | o5l 11 o g8 120 @
e Time Zero is the tome of the narration
Mdj\)l\\.g_\ﬂﬁg\t_ﬁjﬂ@@ : )é...a]\kléj °




Anachronies

e Gennette calls all irregularities in the time of narration: Anachrobies.
. Anachronies : 45,0 (e & QAL oo s e
e Anachronies happen whenever a narrative stops the chronological order in
order to bring events or information from the past (of the time zero) or
from the future (of the time zero).
o) ombdl (e ilaglaa gl Elast S dal (e el Jualasill (551l (i gy Ladie sl o
(e Sy (e ) il (e ) (e i

1. Analepsis: The narrator recounts after the fact an event that took
place earlier than the moment in which the narrative is stopped.
(o Gl g 8 g gl Eaall b g lge 9 2 59l 59 0 tAnalepsis o
Ayl Galiy) o3 ddaall
e Example (fictitious): | woke up in a good mood this morning. In my
mind were memories of my childhood, when | was running in the
fields with my friends after school.
s sl el 83 Gllia S lie 3 ~luall 13 ds 2 e g s 1 i e
A el aay Sl e J sl g al) S Laaie
2. Prolepsis: The narrator anticipates events that will occur after the
point in time in which the story has stops.
Lead 88 ¢ Ania ) adalh dmy ChAAT (8 g u—‘j\ Galaaly) Lﬁj\)l\ cﬁj.u :Prolepsis e
Al
e Example (fictitious): How will my travel to Europe affect me? My
relationship with my family and friends will never be the same
again. This is what will make me later difficult to live with.

39t ) ABaal g Ay S8e €L el A gte Je Hin o) (S eSS Da o
Ane il () ol (pe iaY lany o Le T30 o) S LS




Reach and Extent

e "An anachrony can reach into the past or the future, either more or less
far from the "present" moment (that is, from the moment in the story
when the narrative was interrupted to make room for the anachrony): this
temporal distance we will name the anachrony's reach. The anachrony
itself can also cover duration of story that is more or less long: we will call
this its extent" (Gennette, Narrative Discourse, 1980, p. 48).

Aaal (e S BB 5 ST L) 5 edainall ¥ 5 alall A anachrony deai o) (Say @
s3a :(anachronyd Jdaall ZLady o pudl adadil ladie daadl) daal 4 cgg\) " palsl
330 Lyl Jadii 4uds anachronyd! (Se: .J anachrony Jsbiie a! a siiu dyie 3 ALl
1980 ¢« sl hadll cGennette)" ol 138 allain taly b J8I 5 ST o Al Al
(.48 U=

The Function of Anachronies- Anachrons! 443 4

e Anachronies can have several functions in a narrative:
Pl 5ol (8 @il gl (e daall L ()5S O (S Anachrondl e
e Analepses often take on an explanatory role, developing a
character's psychology by relating events from his past
. Apaler Glaay) by duad il A ek | anag jubilUle o
e Prolepses can arouse the reader's curiosity by partially revealing
facts that will surface later.
el o Blaa e Wi ~LadWh (o )Wl J b )i () (Sas i Prolepses - @
laay
e These breaks in chronology may also be used to disrupt the
classical novel's linear narrative.
sl 2l Iad Judaet] aniiod o a3 Juduiill 8 Jual sill 038 Liad (S @
Alixall




Narrative Mood: Mimesis vs. Diegesis=2_dl ) 43) 9! Jalad

e Traditional criticism studied, under the category of mood, the question whether
literature uses mimesis (showing) or diegesis (telling).
) SlStadll axiieg ol S 1) Lee Jlsad) | aalll A8A im0 pud) gl agl gl apauliill Sl il 5o
G L) e dumy JLaD (iRl 50 ing (Lo LAY ) AdSall Sa ol (Jiadl 5) in el
i QOISIL LeSa 5 Lo HLAY) By sha e ) Ll (3 Hha
e Since the function of narrative is not to give an order, express a wish, state a
condition, etc., but simply to tell a story and therefore to “report” facts (real or
fictive), the indicative is its only mood.
Otxe ik gl Alla )81 o) dima 42 ) oo el ) (e a5 elae ) Gl a0l 5l ddpla s o)) Cus
LYY (DL ) dbia ) Glaally il 5 Jay) L Lo Ay s LAY b OS5 s, &,
L ) al) b
¢ |n that sense, Genette says, all narrative is necessarily diegesis (telling).
ISI L o s el g 3 sl maes Tt s, i) Gl -
e It can only achieve an illusion of mimesis (showing) by making the story real, alive
and vivid.
e ciiiall Ll Jen UDA (e (L sedall) SSLaall o a5 (i) dus l) sl 431 (S
Ay gas g Bl A8
e No narrative can show or imitate the story it tells. All it can do is tell it in a manner
that can try to be detailed, precise, alive, and in that way give more or less the
illusion of mimesis (showing).
O Jstag 48y sk W i o) dary O 4Saile IS Lgps o A sl iy ) (m oy ()) (Sae (551 22 5
(Usekall) slSlaall aa g Jal 5l ST axt 48 jlall o3ga g dus sd3na | abliada (S5
e Narration (oral or written) is a fact of language and language signifies without
imitating.
S e dn rd AV gl AxlddEa A (ArsiSe sl 4 sad ) alSall ) 4l
e Mimesis, for Gennete is only a form of diegesis, showing is only a form of telling.
Ce dSG 2 jne ga gl | Jial (e JSG ) diaa Jath e slSLa) | el dpailly
" Ckay
e |t is more accurate to study the relationship of the narrative to the information it
presents under the headings of: Distance and Perspective

| shaiall 5 aaall 3 0 sbie Cind Lgad il Cila glaally 4 1) A8Me 4l 2 4310) (e




Narrative Distance - 43l g d)

e The only imitation (mimesis) possible in literature is the imitation of
words, where the exact words uttered can be
repeated/reproduced/imitated.

Loslally 4Sadl) LI ) S5 oSy | el 8 il ga oY) 8 Seall s )l i)

s ol Lealial alay

e Otherwise, ALL narratives are narratives of events and here every
narrative chooses to take a certain amount of distance from the
information is narrates.

Aol (o cpma 538 3L ) US4yl gy IS Lia g Chlaad Al 5y 8 bl )l JS Sl e
s ) il slad) (g 2nll |

e Narrative of Events: Always a diegesis, that is, a transcription of the non-
verbal into the verbal.

B8 A adl el Jiead ga | Lladl aglSally HLAY) Wl - Glaal 3y -

e Mimesis: maximum of information and a minimum of the informer.
Al A ), AL paall e SaY) asdl g Gla glaall (e (B aa]) 7 B -

e Diegesis: a minimum of information and a maximum presence of the
informer.

0583 2L LAY (gl) Ay jpuaall shan (e €U 5 e sladll (0 JililiDjegesis
(Y

Narrative Distance-42) g4} da

e Narrative of Words: The only form of mimesis that is possible
(Three types):

(g) s A0 ) BlSlaall (e Saall s o) JSAD D GlaISH 2 s @
Narrated speech: is the most distant and reduced (“l informed my
mother of my decision to marry Albertine” [exact uttered speech].

o ) (il e )l o) ) e )L Alig ey SSY (55 al) SIS @
(Ludally Sadll 2




v’ Transposed speech: in indirect style (“I told my mother that |
absolutely had to marry Albertine” [mixture of uttered and
narrated speech].

e dad Bl ) g gl ) saldaty Cua e g 3lSlaa HASY) KA Jsaiad) DNV
o ] Bali" oyl = 9 33 ) s gy g el et (Y QB ) (g gl I Gl g Caaay
s 228 e

v Reproduced speech: The most mimetic form is where the narrator
pretends that the character is speaking and not the narrator: “I
said to my mother: it is absolutely necessary that | marry
Albertine.”

alSie 4padill S9N e @A GSLll ga BlSaLl) DY) SN ) a8 2 v
"Gl s O Al (g 5 aall (e e Sl g ) il s

Narrative Perspective =2l jghia

e Perspective is the second mode of regulating information.
_ uuwmﬁmw@u\zﬁm & yohaidl e
e Traditional criticism, says Gennete, confuses two different issues
(narrative voice and narrative perspective) under the question of “Point of
View”:
D dea 55 g5l Cigea ) ptilina cpillins (u dalds s J 68 LS gl S&il) o
(ol deny ) Alue JUa) 8 (sl ke
e Gennete argues that a distinction should be made between narrative voice (the
question “Who speaks?”) and narrative perspective (the question “Who sees?”).
S Dshiay (1§ Sk oAl e Al sl N Qisa ) G 05 OF g Dnal) 18 ) s 5 0 @
(0 S )
e The one who perceives the events is not necessarily the one who tells the
story of those events, and vice versa.
Slaa) o2 dal iy o3 Bl g S ) 6y g pally ud GlaaV) (6 g A el @
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Focalization: Who Sees? ¢ s s

Genette distinguishes three kinds of focalization:
Focalizationd! (s g)53 4530 (0 i (34 @
1. Zero focalization: The narrator knows more than the characters. He may
know the facts about all of the protagonists, as well as their thoughts and
gestures. This is the traditional "omniscient narrator".
e FEall Cayrn ) ot o8 Gluadlll (e AS) ) Ml <8 ya : Zero focalization e
Lo dS Galall sl o 1 g | agililayl 5l aa lsd) g JUary) S
2. Internal focalization: The narrator knows as much as the focal character.
This character filters the information provided to the reader, and the
narrator does not and cannot access or report the thoughts of other
characters.
datialy o o8 Auad Gll 638 - duadd Guatt Ha8 o) I Ca a1 ifocalization A3 e
COAY) Claad il S8 Joa gy o)) gadaien (5505 | (o) ) dadiall e sladll
Focalization means, primarily, a limitation, a limit on the capacity of the
narrator to “see” and “report.” If the narrator wants to be seen as reliable,
then he/she has to recognize and respect that he cannot be everywhere and
know everything.
A LAY g4l ) o sl )l 3 pate st il o) el ulal JSGy a5 Focalization
Al ayiag s & Ha o ade a8 adie | A jsae s Jlie b Al Ll Gl b sl OIS )
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3. External focalization: The narrator knows less than the characters. He acts
a bit like a camera lens, following the protagonists' actions and gestures from
the outside; he is unable to guess their thoughts. Again, there is restriction.
AlS L8 o paty | DluadBll e BB g5l ) a1 s )W focalization) e
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Levels of narration: Who Speaks?$ &aady (s 1 (591l iy giusa

e Genette systematizes the varieties of narrators according to
purely formal criteria:
Aana 4SS Hulaal 6580 ) Calical s Ay e
e Their structural position with respect to the story/events and
the different narrative/enunciative levels of the work.
cdandl (8 4] gl Dl glie g Slaal) g dailly Slaty Lad ISoel) agdl o o
e The two criteria he uses result in the fourfold
characterization of narrators into extra diegetic / intra
diegetic on one hand, and homo diegetic / hetero diegetic
on the other.
8815 (e il day ) Clua g (8 A5 G jlmall padieg 4l o
b [ diegetic s 5 g (e Al diegetic / 48l diegetic
Al dga (e diegetic
e Note: Do not confuse [in fiction] the narrating instance with
the instance of writing, the [fictional] narrator [sender] with
the [real] author, or the [fictional] recipient [receiver,
addressee of the [fictive] narrative with the [real] reader of
the work
[c\_dhaj\]j RN @d.m 3y (Jia [dgsj\ @] O Bl Y sddaada @
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Levels of narration: Who Speaks?¢ alSh (pa 1 3 pal) iy glasa

From_the point of view of time, there are four types of narrating:

ppeal) e £ gdl ) A AUa |, ol JBIdgag e @
. SUBSEQUENT: The classical (most frequent) position of the past-tense
narrative.

el Tagemy 4 gLl 1) S5 IV SIS i gal) 1 Jualadill o
. PRIOR: Predictive narrative, generally in the future tense (dreams,
prophecies) [this type of narrating is done with less frequency than any
other]
iy el e sl 13 (i g aDla ) Jiesall Arpay LlLe 5 4y 5l 4 gl 1 45 o
(A sl oe Bl S
. SIMULTANEOUS: Narrative in the present contemporaneous with the
action (this is the simplest form of narrating since the simultaneousness of
the story and the narrating eliminates any sort of interference or temporal
game).
) Cun gl sl drpn Jan) o3a) Caaall jualall gl 8 ag) gl cpal 50 andi C ) G e
(G2} [ S P NS K BV I B S T VRV W W [P P UOS G 0
. INTERPOLATED: Between the moments of the action (this is the most
complex) [e.g., epistolary novels]
Jileey JS3 el gl gLl LS Jia (laiad Y s 138 ) aaall cillaal G s Gl o

Levels of narration: Who Speaks?

. Homodiegetic Narrator: a story in which the narrator is present in the
story he narrates

e pals o) N S Al 4l 5 ) sl Homodiegeticd) s s) S e
. Heterodiegetic Narrator: a story in which the narrator is absent from the
story he narrates

PEPRY ‘;\3\ daadlly 12 g 9o L..SJ\JM BEN L..gﬂ\ gy | MHeterodiegetic J oyl e




7. Extra diegetic Narrative: The narrator is superior, in the sense of being at
least one level higher than the story world, and hence has a good or
virtually complete knowledge of the story he narrates.

al g s et 058 4l Jras 4 (e G5 (551l 058y iExtra diegetic) 2wl o
s ol amill e JaS) 5 Jumdl 48 sae 4] (55 5 Gy | el lle g0 JBY) e

8. Intradiegetic Narrative: the narrator is immersed within the same level as
that of the story world, and has limited or incomplete knowledge of the
story he narrates.
22ma 4 yaa 402l () K | Al (5 s i 3 (5 5) ) Gseits ¢ Intradiegeticd) sl o
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Sources

e Gerard Gennette, the Narrative Discourse, trans. Jane E. Lewin,
Foreword by Jonathan Culler (Ithaca, NY: Cornell University
Press), 1983.

OBL e Gs.u.d\ PERLY (s O L E Ll c&\j)l\ il cGennette 2)) s o
1983 ¢(Jii oS dadls dapdaa &l ) g o SGY)

e Jonathan Culler, Structuralist Poetics: Structuralism, Linguistics
and the Study of Literature (London: Routledge), 1975.
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 9-Author Critiques:<ulsl) <lalasy)
1. Roland Barthes: “The Death of the Author”
(D el g ) FoL a5 (lgell Gige ) LY 5, Ak e

Structuralism

e Structuralism usually designates a group of French thinkers
who were influenced by Ferdinand de Saussure’s theory of
language

Gl s 81l (G )Saall (e 4o sama (el o) G il GISG B0l @
caalll A5 el ailiy 84l ) i

e They were active in the 1950s and 60s and applied concepts
of structural linguistics to the study of social and cultural
phenomenon, including literature.

Al Al Al l) by sallll asalia | siuka s 6041 551950 (2 (nllad | S @
A8 5 apelaiall al gl

e Structuralism developed first in Anthropology with Claude
Levi-Strauss, then in literary and cultural studies with Roman
Jackobson, Roland Barthes, Gerard Gennette, then in
Psychoanalysis with Jacques Lacan, Intellectual History with
Michel Foucault and Marxist Theory with Louis Althusser.

Gy 2y Claude Levi-Strauss ae s dga g 55N 8 Y 5l 4alaell & plat @
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e These thinkers never formed a school but it was under the
label “Structuralism” that their work circulated in the 1960s
and 70s (Jonathan Culler, Introduction to Literary Theory)

5 Sl ) o sie cand ) gilS gD an e 1oyl 1515 A 0 jSaal Y 5
s704) 5 51960 (A 4arant ol aglac o Cus (((4g s

e |n Literary Studies: Structuralism is interested in the
conventions and the structures of the literary work.
C oY) Janll iy g clinlaadly daige 4g i) 1 4] lal all b o
e |t does not seek to produce new interpretations of literary
works but to understand and explain how these works can
have the meanings and effects that they do.
S g aed i 4wV Jlae S s ol a2 ) a4l
ol el 138 S @l o Jlee V) s3gd (S
e It is not easy to distinguish Structuralism from Semiotics, the
general science of signs, which traces its lineage to Saussure
and Charles Sanders Pierce.
), Slaall alall Al Semiotics ) (e 4dSaed) S Jedl (e gl @
oo Dok L5 ) $8 e () Al A
e Semiotics, though, is the general study of signs in behavior
and communication that avoids philosophical speculation
and cultural critiques that marked Structuralism.
EIPAA] sl dalad) 4l Hal) 2 D (e a2 )l Semiotics @
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Roland Barthes 1915- 1980

This presentation will illustrate the work of one
of the most prominent figures in French
Structuralism, Roland Barthes, on a topic that
has attracted a lot of attention: the function of
the author in literature.
uﬁu\_\m;uj\ JJJ\(JAJL\}MJAQG&A}JU}M?JM‘ KV
e S i g sdage (A b AV 5 | A Al 41K
) A sl Adda 5 oLl | |
We will focus mostly on his famous article: “The
Death of the Author,” published in his book
Image, Music, Text, trans. Stephen Heath (New
York: Hill and Wang, 1977): pp. 142-48.
sl 845) o el aVlie o (a SIS) 5S35 o | B
AES (B G sall g g paill 5 ) sl

The Author: A Modern Inventionésaal) £1 54Y) 1cil’sal)

e Barthes reminds the reader in this essay that the idea of the
“author” is a modern invention.
CCaa g i) e S ) Calpall 5 S8 o Al eags o L S e
e The author, he says, is a modern figure, a product of our modern
society.
,Cuall Undine zU (e 4ids duadd o QIS 0L J 58 @
e |t emerged with English empiricism, French rationalism and the
personal faith of the Reformation, when society discovered the
prestige of the individual, of, as it is more nobly put, the ‘human
person.’
S el el s i il 4Dl | 4 i) Al 5ue¥) e sl
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e Literature is tyrannically centered on the author, his life, person, tastes
and passions.

adh) oo 48l ) aadd alla sl e dlanul ) X e
e The explanation of a text is sought in the person who produced it. In ethnographic
societies, the responsibility for a narrative is never assumed by a person but by a
mediator, a relator.

Ay JB e dy gadd JB (e 0S5 ) (i

The Function of the Author <ls!) 4dd g

e The explanation of a work is always sought in the man or woman who
produced it, as if it were always in the end, through the more or less
transparent allegory of the fiction, the voice of a single person, the author
‘confiding’ in us.
oLl B oS Wb ) LS aati) M) et ) e plath Ll W e ruia s @
. aligal) Ul adigy (g2l g8 aal ol (el &l & gea) JLAT o JS) g J8) 48led 4 e ) SIS
e The author, as a result, reigns supreme in histories of literature, biographies of
writers, interviews, magazines, as in the mind of the critics anxious to unite the
works and their authors/persons through biographies, diaries and memoirs.
, OOl SO adl gall aiAll Had) ) a8 Llal) 3 geall) Calgall Gl dayS: o
j\ UMAJJ}\M\JJMJJ\AUAL@_\ASJAJJLAQY\ aa ¢ e e s Ul Jee A s LS
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e Literary criticism, as a result, and literature in general are enslaved to the author.
The reader, the critic, the historian all read the text of literature only to try to
discover the author, his life, his personality, his biography, psychology etc.
L & gall ca8lill oo Al &0 aalial ale JS5 Qally oV il sl Gl dagiig o
ol ale 5 Al 43y cainadd @il cCalgall GLEES) A glaal a1 e il JS 36 8
&
e The work or the text, itself, goes unread, unanalyzed and unappreciated.
= oY g - Y- Y 4 aill e




The Death of the Author-«i!sall < 54

e Barthes proposes that literature and criticism dispose of the author —
hence the metaphor of “the death of the author.”
g ) o i) 5 sle andind UL g a8l 5 ¥ 8 Cilpall Slagivd Gyl Atk ) 2 S e
(sl
e Once the Author is removed, he says, the claim to decipher a text
becomes quite futile.
Cadaa il Gaill ) gey S8 anllall) @mﬁogw\ )l gall alayl eJ.\LAJJ-C °
e The professional critic who claims to be the guardian of the text because
he is best placed to understand the author’s intentions and to explain the
text, loses his position. All readings become equal.
GO Aalia g Ll g5 agdl Jmd) S 43 il Je agladll | el ) o6 yiaall Jaill o
L Aie mual (o palll aen | 4TS 28y | Gaill #

e Roland Barthes questioned the traditional idea that the meaning
of the literary text and the production of the literary text should
be traced solely to a single author.

BY oY) el i 5 a0 il e Ll o Sall 6 IS L Al e

Jadd aa) g al gl & Gl

e Structuralism and Post structuralism proved that meaning is not

fixed by or located in the author’s ‘intention.’
algall A 8 Al dana o) i Gl el () 4 g 2zl g 4 sl i) @

e Barthes rejected the idea that literature and criticism should rely
on “a single self-determining author, in control of his meanings,
who fulfills his intentions and only his intentions” (Terry Eagleton).
te okl Lt aal g Calge Ao addad G oY adill g ¥l Ol 3,88 Sl (b ) e
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From ‘Work’ to ‘Text’-ualll A Jaadl (1

e According to Roland Barthes, it is language that speaks and not
the author who no longer determines meaning. Consequences:
We no longer talk about works but texts.

Al calgall g Gaaaty Al ARl oo el dasy ) b Y 5 1 g @
U paill (S el e dhaati ded

e “Itis now known that a text is not a line of words realizing a single
‘theological’ meaning (the ‘message’ of the Author-God) but a
multi-dimensional space in which a variety of writings, none of
them original, blend and clash.

1)K sl g ima Aiae LS (o ans Jah ad il G V) g paall (e @
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e The text is a tissue of quotations drawn from the innumerable
centres of culture.” Barthes, “The Death of the Author.”

o biandl S e (e (ana¥ e (e sdaiiee GLLLEY) (e masi 4 il @
(S Gga L L)

e “Did he [the author] wish to express himself? he ought at least to
know that the inner ‘thing’ he thinks to ‘translate’ is itself only a
ready-formed dictionary, its words only explainable through other
words, and so on indefinitely.” (Ibid)

O alzd o oo Ja Y Ol g S (e el 8 e (D)) ) Gilial s o
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From Author to Readeris &l A ilsal) (e

e Barthes wants literature to move away from the idea of the
author in prder to discover the reader, and more importantly, in
order to discover writing.

,Aad) SV | s el BLEES) dal e ilsll 3 S8 (e daty ) VT )Ly 0 e
) Galink) Ja

e A textis not a message of an author; it is “a multidimensional
space where a variety of writings, none of them original, blends
and clash.”
2ty | LUK £ g Cua Man¥) 320wk dalise 43l Calsall (g all ) il (il @
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e A text is made of multiple writings, drawn from many cultures and
entering into mutual relations of dialogue, parody, contestation,
but there is one place where this multiplicity is focused and that
place is the reader, not, as was hitherto said, the author.

Ll 5 (pana o g CBLEN o Baall (e dalitiee | sadtie QLUS £l 8 (il @
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e In other words, it is the reader (not the author) that should be the
focus of interpretation. The process of signification that a text
carries is realized concretely at the moment of reading.

dlee | il e o OS5 O g @A) (S Ll ) Gotal il s jAal B Ly @
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e The birth of the reader has a cost: the death of the Author.

algall Dga o Al I g r i ld s lall 3aY 5 @




From Work to Text- gaill ) Jeadl (3

e The text is plural, “a tissue of quotations,” a woven fabric with citations,
references, echoes, cultural languages, that signify FAR MORE than any
authorial intentions.

slaa¥l | aal all ClaledinY) e 7 saie Gilad I CLLLEY) (e i ) aen 2l palll o
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e |tis this plurality that needs to be stressed and it can only be stressed by
eliminating the function of the author and the tyranny of the author from
the reading process.

Ak o elaill (3 5k e Jaid Y1 elld (K 5 Leale AUl ) 2 liag ) 4ganeil) Gl ) o
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From Author to Scriptor s bl cilsd cilgal) (1

e The Author, when believed in, is always conceived of as the past of his own book:
book and author stand automatically on a single line divided into a before and an
after.

Llals Cal gall 5 Uil (|, Auiale Laila L 8 4l Jlee) 2l 4he o giy | Cal gally ey Ladic @
ey Jifle I andiy aal g d e

e The Author is thought to nourish the book, which is to say that he exists before it,
thinks, suffers, lives for it, and is in the same relation of antecedence to his work as
a father to his child.

AU ol (e Gl | ey | Siy4ld 2 m ge i) Cun | QLS iy o) SH (0 laTyy ) Siay @
Cadalay V) ABDRS ) <8 QUK g Caligall g 4T 48Dl

e In complete contrast, the modern scripter is born simultaneously with the text, is in
no way equipped with a being preceding or exceeding the writing, is not the
subject with the book as predicate; there is no other time than that of the
enunciation and every text is eternally written here and now, at the moment it is
read.

) Gt 4555 Samas 2xe 1 (0SS | Gl e 8 Sl iy 3 g g Capaall iy Sl Ll (il e 0
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The Modern Scriptoréuaal) iy <)

e The modern scripter has, as Barthes describes it, the hand cut off
from any voice.
(el ) leen 5 Dpa Ll Gad ISy Al 5L ddiay WS Cnaall iy Sl e
e He is borne by a pure gesture of inscription (and not of
expression), traces a field without origin — or which, at least, and
has no other origin than language itself, language which
ceaselessly calls into question all origins.
sedian]l  lewsi 4alll e Al Jial aa oW B8V e ol Jal Y jlie e jun @
L sl b il ) gl J)sha
e Succeeding the Author, the scripter no longer bears within him
passions, humors, feelings, impressions, but rather this immense
dictionary from which he draws a writing that can know no halt:
life never does more than imitate the book, and the book itself is
only a tissue of signs, an imitation that is lost, indefinitely
deferred.
4 yeday ol paill Gaay i Sl de ol Calgall dlagnl 5l adS ) Hlad e
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 10-Author Critiques:
1. Michel Foucault: “What is an Author?”

Foucault’s Title-culs & o) sic

Even with his title, Foucault is being provocative, taking a given and
turning it into a problem.
cAlSEe (Mg eaaly | il cllS @ ailgie 8 s e

His question ("What is an Author?") might even seem pointless at first, so
accustomed have we all become to thinking about authors and
authorship.

b S Ulaad JSAI) 132 s | Cha Dl agladl b s Lay s (Silsal sale ) alises o
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The idea of the Death of the Author- <ilsall < ga 5 S8

Foucault questions the most basic assumptions about authorship.
C il 8 apulay) clal @Y1 e S b G5 o

He reminds us that the concept of authorship hasn't always
existed.

2 ga ga Wil Lud il pseta LS @
It "came into being,” he explains, at a particular moment in
history, and it may pass out of being at some future moment.
JASJSMU c@Jm\@Mﬂu&;ﬁ@ P YL TR DY "cdj;}\ ).1;&\ gl;"é\ji °

Jiaal) (8 Adaal ey B 2 gall L
Foucault also questions our habit of thinking about authors as individuals,

heroic figures who somehow transcend or exist outside history
(Shakespeare as a genius for all times and all place).
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Why, he wonders, are we so strongly inclined to view authors in
that way? Why are we often so resistant to the notion that
authors are products of their times?
¢ 4y ) sdg il sadl o) QUSH I il W sy Jaad 13 CIS g Jeliiiy @
¢ agiia ) U aa QUSH (513 S (j:ad 53 g a glas 13l

According to Foucault, Barthes had urged critics to realize that
they could "do without [the author] and study the work itself.”
Aadi Jaad) | gy o () sandaton agdl &y Mol lea B &l | i@l id g @
. alsall ¢ g2 ot

This urging, Foucault implies, is not realistic.

_@ﬁ\jﬁbiﬂ\ﬂ)ﬁu\ﬁoﬁﬂ\ 0 @
Foucault suggests that critics like Barthes and Derrida never really
get rid of the author, but instead merely reassigns the author's
powers and privileges to "writing" or to "language itself."

(e Mad | gualdy ol oy yoa 5 Gl Jie 2las o) QIS 68 (5 30 ) = 5By @
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 Ledy azll)
Foucault doesn't want his readers to assume that the
guestion of authorship that's already been solved by critics
like Barthes and Derrida.
S8 O leda o3 38 Callil) Az () ) i iy () ) 8 e llS 3 2 ol
Cayoms ol
He tries to show that neither Barthes nor Derrida has broken
away from the question of the author--much less solved it.
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The Author as a Classificatory Function -4sisiail) 48,5 ¢S Cal'gall-

e Foucault asks us to think about the ways in which an author's
name "functions" in our society.
Minine 8 "l 5" il a1 G5Ol b S0 o 4S8 La ol o
e After raising questions about the functions of proper names, he
goes on to say that the names of authors often serve a
"classificatory" function.
OF dsill e e ) Jig eadle V) eland Cailla g Joa Vsl i Las a2y @
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e Think about how the average bookstore is organlzed
e When you go to the bookstore looking for Oliver Twist, most of
the time you will search under the section: Charles Dickens or you
will ask for the novels of Charles Dickens.
g Sl plana a5 il o) e Gy S o s ) X Ledic o
Gl 5 oo Jhad Cage o ¢3S 51 ol 13a Caad Caally o o
S s
e It probably wouldn't even occur to you to make your search in any
other way.
A s ) 8 Gall Jaal oS3 s Giag (JmaY) e 4l o
e It’s almost unconscious.
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The “Author Function” "<l ddus 4"

Now, Foucault asks, why do you--why do most of us--assume that
it's "natural" for bookstores to classify books according to the
names of their authors?
b o i€l Cayial LSl " adall” e a0l (2 jidy - Liadaea 13la) oS 68 Jelisty ¢ 0Y) @
el 50 elawy
What would happen to Oliver Twist if scholars were to discover
that it hadn't been written by Charles Dickens?
¢ 35S )L LSy al elalall CadiS] 13) Co 68 a oY iasau 13l o
Wouldn't most bookstores, and wouldn't most of us, feel that the
novel would have to be reclassified in light of that discovery? Why
should we feel that way?
(sl s g a1 Gl oy i O L) (5 S ol 55 ()
¢ ELISY) s ¢ gua
After all, the words of the novel wouldn't have changed, would
they?

¢ Gl Gl § IS el pa s ol ag) 5l s GllS G o
Foucault here introduces his concept of the "author function."
S Rl g e 4e sgde IS 58 L oy 0
It is not a person and it should not be confused with either the "author"
or the "writer."
LSl el oy LAl Y g add el 4l e
The "author function" is more like a set of beliefs or assumptions
governing the production, circulation, classification and consumption of
texts.
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Characteristics of the “Author Function”«ilsall 4du3 g (ailad

e Foucault identifies and describes four characteristics of the "author function”:
il gal) AL 51 ailad day ) Chuay g IS 8 sy @
1. The "author function" is linked to the legal system and arises as a result of the
need to punish those responsible for transgressive statements. There is the need
here to have names attached to statements made in case there is a need to punish
someone for transgressive things that get said.
aolxie V) Glladl ge Gl sisall Glilg) Bl dalall 4a S jelaty 5538 olaty adari jo uilSll Adpla s o
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2. The "author function" does not affect all texts in the same way. For example, it
doesn't seem to affect scientific texts as much as it affects literary texts. If a
chemistry teacher is talking about the periodic table, you probably wouldn't stop
her and say, "Wait a minute--who's the author of this table?" If I'm talking about a
poem, however, you might very well stop me and ask me about its author.
i o e ST Calgl) ol 38 e Sl | 4k Ll (ply gl gaon le Y Calgall Gy o
O O35S OV sose Jsta oy ) el (s jae () 5l Dia | a) QUST (ol e ) 48 2 draa]
Gusliall e O sSs Lo Banall (e Gy alrall IS 5l Lty | Joandl 108 alse 2 (e 4dl s Al
¢ odnadll sda Calga 9 (e lgn all g
3. The "author function" is more complex than it seems to be. This is one of the most
difficult points in the essay.
Aoy e d&ﬁﬁ&gk&ﬂ\ Caal (pesdal goda | adde A 28 Lo Jhaad ) Calyall dadag @
. algall
e Toillustrate, Foucault gives the example of the editorial problem of attribution--
the problem of deciding whether or not a given text should be attributed to a
particular author.
hrall Gaill QIS 13 Lag ) all Slas) G (o | slul) yy jad AGe Jlie IS 8 Jhany | muagill @
O Al G ealind g

e This problem may seem rather trivial, since most of the literary texts that we study
have already been reliably attributed to an author.

ujyeuhwyujﬁwjm@j\wd‘y‘uaj‘aﬂ\ekuuy,wDJMMM\aM )
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Imagine, however, a case in which a scholar discovered a long-forgotten poem
whose author was completely unknown.

. Jseae alisal dpuia 4l sl sapal CaliS) Ualy ol 1 S (S1 o

Imagine, furthermore, that the scholar had a hunch that the author of the poem
was William Shakespeare.
comnSad alb g s Sl b Guas 4l OlS Galll o Gl e 353le JAS5 e

What would the scholar have to do, what rules would she have to observe, what

standards would she have to meet, in order to convince everyone else that she was

right?

Ol e A oubeall Al | ey o) adle oy Al ae) @) ale § Jady o) Gl e S D o
? Ga e ai) eall g8 Jal e L a3k

. The term "author" doesn't refer purely and simply to a real individual. The "author"

is much like the "narrator," Foucault suggests, in that he or she can be an "alter

ego" for the actual flesh-and-blood "writer.”

G (A 8 ) S o Jady alsall | Al (adld () e gen g g adaliny 0 23 (Bl 5e 30 b @
. s sl 4l "alter ego” OS8O (See 43l QIS @ Gl LS

“Author Function” Applies to Discoursecibadll Ao Gudati Cilgall Ak o-

Foucault then shows that the "author function" applies not just to
individual works, but also to larger discourses.
Loyl 081, a0l Jlee W) e Jasd (3udawil calsall dada g b o laaie ¢S5 o
oSV alladll e Gadat
This, then, is the famous section on "founders of discursively” —
thinkers like Marx or Freud who produce their own texts (books),
and "the possibilities or the rules for the formation of other texts.”
Ol a5 58 5) S e i 0 SaeS — (Apadll aise ) die g dY) andll 8 128 o
pa paill S g acluall ac) 8 o) 4l 5 (peS ) pguidily agaa guald () sl
LAY

q
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e He raises the possibility of doing a "historical analysis of

discourse," and he notes that the "author function" has operated

differently in different places and at different times.

Glae Calgall dads g o) LaaBly s, (ldaall 20 )5 Jilad ) Jae 4584l S, 54 @
_@B&Q\é}\jc\éﬁsdsu\@g_q?&d&

e Remember that he began this essay by questioning our tendency
to imagine "authors" as individuals isolated from the rest of
society.

S e s jme S Calpall il Ula b L5l allial) o3a 1y 4ily S35 o

e Foucault, in the end, argues that the author is not a source of
infinite meaning, but rather part of a system of beliefs that serve
to limit and restrict meaning.
s elld e Yy (S0 nall Gl jmn el Calsall o sy IS b adell b o
ol g el (pe JAdE) g sl ) Caagd Dilatiaall (e alad e e
e For example: we often appeal to ideas of "authorial intention” to
limit what someone might say about a text, or mark some
interpretations and commentaries as illegitimate.
O padd (gl Al gy a8 e aall (4l L all ) LSy adls LWile gas: Sl o
e b ) e el gl ol kil imny oy 5l | il
e At the very end, Foucault returns to Barthes and agrees that the
"author function" may soon "disappear."

Sl Ly 8 Ly algall Adda g ol (o (38 s )l () QS8 02y Adlgill 8 o
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e He disagrees, though, that instead of the limiting and restrictive
"author function," we will have some kind of absolute freedom.
Most likely, one set of restrictions and limits (the author function)
will give way to another set since, Foucault insists, there must and
will always be some "system of constraint" working upon us.

O Lo Lo 53 Ll 0 oS | Calipall Adda g (0 N 5 2ad) (e Yoy ) o (381 50Y 52 @

Adaly o) 3 gaall 5 il (e saal g Ao gane | Y o | dlllaall 4 all ey

I3 () sSamn5 3o Y 48 NSy - 5 ) A ganal Jlanall zeasi o g (S
. Lisllal Jory il aUas 2 g

Sources

s*Foucault, M. (1977). “What is an author?” Language, counter-
memory, practices (pp. 113-138). Ithaca, N.Y.: Cornell University
Press.
=) A jlaall s3SI Aa8lSa 5 Zadl) "Silpal) 5o L (1977) .M el oS siele
)5S Aaals danhas 1) g o0 (S (138-113
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 11-Greimas: The Actantial Model

Origins of the Actantial Model

e During the sixties, A. J. Greimas proposed the actantial model
based on the theories of Vladimir Propp.
ks e ol getantial modeld) a2 o 7 ) galay B o L sl i)
s el
e The actantial model is a tool that can theoretically be used to
analyze any real or thematized action, but particularly those
depicted in literary texts or images.
5 s dae gl dalatl aadid ) L pkas (Saa 313 s actantial modeld)
)4l G pat B padl) Jlee V) il saaa g pals JS5 oS1 ) thematized
L P
e In the actantial model, an action may be broken down into six
components, called actants.
actants emsi | <l sSa G A sy o) (S Jaall | actantial modeld) 2
e Actantial analysis consists of assigning each element of the
action being described to one of the actantial classes.
Adia g ol Joall jualic e paie JS el e ¢S5 getantional d) Jdsdll
actantionald) J s aaY

The Actantial Model
Sender ----------------- > Object ------------u---- > Receiver
Sabtial) > A Jgriad) > S pall
T
Helper ----------------- > Subject <----------------- Opponent
aadd) > Jeldl) >, e Locall
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The Actantial Model
1. The subject: the hero of the story, who undertakes the main action.
u_u.u‘)j\ Mlqejﬁgggﬂ\,t\mﬁ\dkg;&m\ °
2. The object: what the subject is directed toward
el Jad 4l aa o5y 3l) 2 4 Jszdall @
3. The helper: helps the subject reach the desired object
g el 4 J il N sasll 3 deldll seliy :acludl o
4. The opponent: hinders the subject in his progression
Adlee (8 Jeldll GBixy : aadll @
5. The sender: initiates the relation between the subject and the object
43 Jsadall 5 Jeldll (a8l oy ; Jusall @
6. The receiver: the element for which the object is desired.
sl patell: Juiiddl e
Actant Vs. Character-4xaidll Jilia
e The actants must not be confused with characters because
Glaaddll ae gotants e bl 24 Y o sy o
v" An actant can be an abstraction (the city, Eros, God, liberty, peace, the nation,
etc), a collective character (the soldiers of an army) or even a group of several
characters.
Claad il 5 (&) el s cadall dyall (il a5 ) duall) actant s2_me 5 S8 58 o (Say v/
lpadditie e de gena Sin gl (Gl 250) e laal)
v" A character can simultaneously or successively assume different actantial
functions

il g Bae Ll (5 o) Zladn s Bl il 8 (i 8 ) (Sae dpad V7
v" An actant can be absent from the stage or the action and its presence can be
limited to its presence in the discourse of other speakers
IS Bl ) ghalliasaae 5 W) shha s Gaall ) ) e i O (Sas actantd) v/
CCrAY) fasiall
e An actant, says Greimas, is an extrapolation of the syntactic structure of a
narrative. An actant is identified with what assumes a syntactic function in the
narrative.
paad gl o Caatll ahyg o gl sl anl 5l 4y aall 4l o) sl sagctant J) o) (e B s e
A5l (B g saill adds sl e 4l ) Shlesgctant JI

1]
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Jslae 4D g gotants < Six Actants, Three Axes

e The six actants are divided into three oppositions, each of which forms an axis of

the actantial description:

s actantiald! ciay e JSd Lgda JS | il Ja A6 L) cuacd 43l gotantsd) e

1. The axis of desire - Subject —
Object: The subject wants the object.
The relationship established between
the subject and the object is called a
junction. Depending on whether the
object is conjoined with the subject
(for example, the Prince wants the
Princess) or disjoined (for example, a
murderer succeeds in getting rid of
his victim's body), it is called a
conjunction or a disjunction

a d)as.d\ j\ u.a\ﬁ\j dr_\;ﬂ\ O g_tm..\.u\_a G’M 4851

dju.d\ u&\d\bé& Blaiza ((tku.\))u_a.uu
B Y D) Jeldly das j gl (Buaila 4
e ) badipe e sl Guaile 2 ol (oYl
ey, (gl da e palddll 8 sl o el
. Jladi¥l g Ll Y|

2. The axis of power — Helper —
Opponent: The helper assists in
achieving the desired junction
between the subject and object;
the opponent tries to prevent this
from happening (for example, the
sword, the horse, courage, and
the wise man help the Prince; the
witch, the dragon, the far-off
castle, and fear hinder him

e Lowal) : (uaﬂ\—.lch.d\—o)ﬁ\ PE-S

Jeldl) G gt yall Bl )Y (383 8 ac iy
Gigan iy O Jslag aaadll g Jsmdall

acladll | Jall ) Capudl ; Da) | el

UM\,a}LA\,)MY\JQMﬁSQ\d;JU

(At oAl g ol 4nlill

3. The axis of transmission — Sender — Receiver: The sender is the element
requesting the establishment of the junction between subject and object (for
example, the King asks the Prince to rescue the Princess). The receiver is the
element for which the quest is being undertaken. To simplify, let us interpret the
receiver (or beneficiary-receiver) as that which benefits from achieving the
junction between subject and object (for example, the King, the kingdom, the
Princess, the Prince, etc.) The Senders are often also Receivers.

Jelal) p dals y¥) s Cillay (63l yiaiall oo oo yall 3 Juisall — Jos pall — J&3) ) 52
J;QQQJ\JM\}QJM\ _ (oﬂ‘)!\ﬁj,gd\ Y e allay Gl - M)@d}u&d\j
e ) sdl) el e (sl Jaial) 5l ) Jaieall i U sen Jaguall | aliing ) allal)

(AL Y)Yl aSlaall el : BEa ) 4y Jgmiall g Jeldl (g Jali )Y (3283

ol 15148 L L bl
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Six Actants, Three Axes st 43 cActants At

e Greimas, A. J. (1966). Sémantique structurale, Paris: Presses
universitaires de France.

e Greimas, A. J. (1983). Structural Semantics: An Attempt at a
Method. trans. Daniele McDowell, Ronald Schleifer and Alan
Velie, Lincoln, Nebraska: University of Nebraska Press.

e Anne Ubersfeld, Reading Theatre, trans. Frank Collins,
University of Toronto Press, 1999.

oS ol <AL . (1966). Semantique structurale <Greimas e
.odl_d 53 UNIVERSITAIRES

Anpdall e slad B A glaa AN < (AL J. (1983 <Greimas e
daaly dagdaa LSl i (o g (YT Veliey ADLE Al ¢Jagasta Lusil

L
¢ §i g5 Aol daghaa ¢ il oS @Bl A B lal) g wall 360 8 <Ubersfeld ¢ o
1999
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 12-Poststructuralism and Deconstruction

Definition-—i a5
e Poststructuralism is a broad historical description of intellectual
developments in continental philosophy and critical theory
A plaall o 4y lal) 4y jSall Aaldll J Jad sl dpay ) & ) ghaill laia g 4y il @
duaa)

e An outcome of Twentieth-century French philosophy
c Op o) Al dg jal) 40Llall aniS o
e The prefix "post’ means primarily that it is critical of
structuralism
sl e S xaa ¥ (e (0 V) aliall 8 el Mamy " AL @
e Structuralism tried to deal with meaning as complex
structures that are culturally independent
O Aiiin () 6<5 Al 33aall JSLell 5 imall ae Jalaill 4 gil) Gl gl @
dalal) sl
e Post-structuralism sees culture and history as integral to
meaning
e Poststructuralism was a ‘rebellion against’ structuralism
A el "aia 3 AI'J A gl CuilS o
e |t was a critical and comprehensive response to the basic

assumptions of structuralism
A sl pulaY) cilial ;80 Jaelii g anla 3 OIS o

o
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e Poststructuralism studies the underlying structures inherent in
cultural products (such as texts)
(Mua}aALS)mt_eA\ uw\@dmum A&l ) 4 i) (a3 @
e It uses analytical concepts from linguistics, psychology,
anthropology and other fields

Al Vs Yl

The Poststructuralist Text

e To understand a text, Poststructuralism studies:
sl Q)X | (e (i agdl @
v The text itself
dudy Gaill v
v the systems of knowledge which interacted and came into play to
produce the text
_@\CWY&EQ\@M\M\/
e Post-structuralism: a study of how knowledge is produced, an analysis of the
social, cultural and historical systems that interact with each other to produce a
specific cultural product, like a text of literature, for example
A8 age Laial) 4akaiy) Jdudad 4d jzall i Cas U Al ja g i aalal) @
e () S ane A i il () Ledazy ae Jeldl il 5 a0a, Ul

Basic Assumptions in Postsctructuralism-daubay) cili) s8y) -

e The concept of "self" as a singular and coherent entity, for
Poststructuralism, is a fictional construct, an illusion.
CAb s e Aaad g Ay sa Ay g dmlall 4l | elulaie (LS5 0 S ClAl a seda @
e The “individual,” for Poststructuralism, is not a coherent and whole entity, but a
mass of conflicting tensions + Knowledge claims (e.g. gender, class, profession,
etc.)
A ylatall Gl 5 gl e aliS ST JalSia g il IS ad 08l 4 sl delal 40l @
(& .. aga) | aghll e gl Dl ) 48 pall Cileleal o) ac) g
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To properly study a text, the reader must understand how the work is
related to his own personal concept of self and how the various
concepts of self that form in the text come about and interact
alAl) 4 seiay Loty Jaad) () oS o Hal agdy ) Y | e JSG aill Al jal @
el y 3eati aill b JSas ) Al e siid) alaall () CaS g Al
Self-perception: Poststructuralism requires a critical attitude to one's
assumptions, limitations and general knowledge claims (gender, race,
class, etc)
CildUnal) 5 2 58l 5 cand g chloal il Lol W g i 4y gty dalall 1 I ) ol o
(&) il (5 all ¢ paiall) dalall 48 jaall

Basic Assumptions4ssbal) cilal iy -

“Authorial intentions” or the meaning that the author intends to
“transmit” in a piece if literature, for Poststructuralism, is
secondary to the meaning that the reader can generate from the
text
(Y1 13) dadadll "UE" a Jimy &30 adie o e sl "Authorial L 5" e
ol e 8GR (s O (55l mall oy iy

Rejects the idea of a literary text having one purpose, one
meaning or one singular existence

g g3 B agay o)l Jmall sl gl Cargll 53 LoV (il B S8 b @
To utilize a variety of perspectives to create a multifaceted (or
conflicting) interpretation of a text.

umﬂ‘\.;j\)(\ JMM@QM\&A\.@AJGS&)M\UADJMM °

Poststructuralism like multiplicity of readings and
interpretations, even if they are contradictory
 Aaniliie CulS o sl il g el jall 2208 4 g lall @
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e To analyze how the meanings of a text shift in relation to certain
variables (usually the identity of the reader)
(Gl Ay ga Bale) sadas Gile siay Blaty Lad ot (il Slaw o) oS sl o

Poststructuralist Concepts4 siiiitilall abliall

(1): Destabilized Meaning ! i) 4c e s
e Poststructuralism displaces the writer/author and make the
reader the primary subject of inquiry (instead of author / writer)
On V) Gl sl £ g gall (5 1 Jrn s il pall / S Al 3] i)
(Sl / Cal gall
e They call such displacement: the "destabilizing" or "decentering"
of the author
al 5l "decentering" ji " eyl de je )" @ 2 il 1 A gans @
e Disregarding essentialist reading of the content that look for
superficial readings or story lines
Foaill bghad ol Lndaidl Cile) 3l e Gany AN (5 ginall 36l 84 8 sx Jalad @
e Other sources are examined for meaning (e.g. readers, cultural
norms, other literature, etc.)
oV g AEN el (Jaal Jass e el 5dll) Simall (6 AT Jalias asd al e
(& Al
e Such alternative sources promise no consistency, but might
provide valuable clues and shed light on unusual corners of the
text.
i s sl elal] g dad o) 85528 (19 ((BludY) aazy a0 5 Jie Ay jolias o
walll gednle e Ul
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(2): Deconstruction<lsiil)

e Poststructuralism rejects that there is a consistent structure to
texts, specifically the theory of binary opposition that
structuralism made famous

AL A jlaal) 4yl s g ¢y gaaill s IS cllia O & sidl) (b 53

Leisa ¢ 13 Ay i)
Post-structuralists advocate deconstruction
clsaill daela G sill 2z
Meanings of texts and concepts constantly shift in relation to
many variables.

Dl aiall e aaall 1 iy (Blaty Lad a3 atliall 5 (a gealll (e Jlaall
The same text means different things from one era to another,
from one person to another

AL G padd e QAT ) aae (e Adlide oLl Jiny pail) (ud
The only way to properly understand these meanings:
deconstruct the assumptions and knowledge systems which
produce the illusion of singular meaning
48 jrall dalail § bl Y] LSS maaia IS5 Alaall 03 agdl 3ua )l 48 Ll
28all a g aall it Al
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e Literary Criticism and Theory-Dr. Fouzi Slisli
e Lecture 13-Jacques Derrida and Deconstruction

Post-structuralism is French-Lwi 8 4 43 gaial) 2y

e Post-structuralism is a European-based theoretical movement that
departs from structuralist methods of analysis.

Saed) daladll cudlad (e AtV e 4l ag plaiagn s )5l 4S s A a0
sl
e The most important names are:
PR led slansY! ?A\ °
v’ Jacques Lacan (psychoanalysis)
(i Jilad ) SY dla v/
v Michel Foucault (history)
(b)) QS5 Juie v/
v’ Jacques Derrida (philosophy)

(4uld ) Ty o dla v/

Deconstruction is American-lS: sl 4 <Lsidl)

e Deconstruction is a U.S.-based method of literary and cultural analysis
influenced by the work of Jacques
s Jasy il S5 el (el oo jlaadl s oV Jaladl Cglu) o o
v’ Derrida
Iy v
v" 1. Hillis Miller
Ao Guallia (s v
v’ Geoffrey Hartman
Slaisla s i v
v Paul De Man
O adsa v
v’ Barbara Johnson
O ) b v




Derrida’s Central Works-42S sl 14 13 <ilalS
e Three Early Classics: 4 CLSuudS &4
v Of Grammatology (1967)

1967 saill ale v/

v Speech and Phenomena (1967)
1967 _alshll s 23l v/

v Writing and Difference (1967)
1967 Gall 5 il v
e Further Interests: Politics, Literature, Ethics, etc.
Al )l Ak s Al cldaal o
v’ Acts of Literature (1992)

1992 ¥ S A v
v’ Spectres of Marx (1993)
1993 S ke LAY
v Of Hospitality (1997)
1997 4dbuall v/

e Articles:=¥laa
v’ “Structure, Sign, and Play in the Discourse of the Human
Ayl DS A calll g alSlall | 4y i) Al ) v
v’ Sciences” (1966) [also in Writing and Difference]
Bl 5 4Usl 8 Liayl 1966 e v/
v “Signature, Event, Context” (1977) [Derrida vs. Austin]
O ) Qe 1y 3019777 (Blas Coas 2 55V

1]



Derrida on Language: What Language Is Not
w\@bwéﬁu:w\é\gﬁd

e Derrida radically challenges commonsense assumptions about language.
For him,
sl agailly | aalll e agihial) cilial Y 5 da JSa a0 sanT e
v’ language is not a vehicle for the communication of pre-existing thoughts
lte 03 g 9o KA J83 g Jual 581 dlaus g il 4zl v/
v’ “Language is not an instrument or tool in man’s hands [...]. Language rather
thinks man and his ‘world’” (J. Hillis Miller, “The Critic as Host”)
"l pala z)" Al 4l Ja S8 Ja Al - padsl & 881 o) Al s cand axlll v/
(" CipaeS S8
v’ language is not a transparent window onto the world
Al e 48lid 634l Cal 4slll v/

What Language Is® 42l ala

For Derrida, language is unreliable
e alade V) cSar aadll Ja pal 4l o
There is no pre-discursive reality. Every reality is shaped and accessed by a
discourse. “there is nothing outside of the text” (Jacques Derrida, Of Grammatology)
M oall Z o e el aa 0¥ M DML (Bati S LB IS oadd) 8 a5 aa Y @
(5ol ole ey dla)
e Texts always refer to other texts (cf. Fredric Jameson’s The Prison-House of
Language)
(Al Adalall el O gusans &y ja b aal)) | s AN Gasal Wil (e gl ull e
e Language constructs/shapes the world

Cpllad) Ji5 s aall)l e
e Note: Derrida has a very broad notion of ‘text’ that includes all types of sign
systems)

oJMY\MLJ\&\y\Q_\A;W:L\L;ﬂ\UaJ\UQ\J;WU::)SEMJ\L}J.L:;\){ °




ANASF

e Literary Criticism and Theory-Dr. Fouzi Slisli
e |Lecture 14-Marxist Literary Criticism

Karl Marx-g«<S ke J8
Karl Marx born 1818 in
Rhineland.
a0y 41818 S Hke IS Al
Known as “The Father of
Communism.”
e il QS o e
“Communist Correspondence
League” — 1847
- dae 5l daaladl o) aalaall aiall
1847

“Communist Manifesto”
published in 1848.

1848 ale (( = sl gl )) s
The “League” was disbanded in
1852.

1852 ale daxalall Ja a8
Marx died in 1883.
1883 (Sl s
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Base-Superstructure-zxi) sacd

e This is one of the most important ideas of karl Marx
_UASJLAJ&\(:\A\CJAOJA“}O& °
e The idea that history is made of two main forces:
L Ot ) 8 8 (e pdia o Ul (5 3 SE @
e The Base: The material conditions of life, economic relations,
labor, capital, etc
Lo AW Gl aAdlead) | agalaidy) clddadl | slhall 4galad) Cag lall 1 saclall o
Nl
e The Superstructure: This is what today is called ideology or
consciousness and includes, ideas, religion, politics, history,
education, etc
;S ety e sl ) ana sl a1 ALY da anle 138 ;48 ) 4l o
L el A Al ol
e Marx said that it is people’s material condition that
determines their consciousness.
L pae 55 ad e 2aa Al e aalell el caghda ) S 5l B e
e In other words, it is people’s economic conditions that
determine the ideas and ideologies that they hold.
ot K81 8 oSa ) a 4palamiy) Wil oyl Ll s )3 5 )lay e
POSEEAPE
e Note: Ibn Khaldoun says the same thing in the Mugaddimah
CAedlall A il pdd G eald ) Jsh ; adaaDle @
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Marxism & Literary Criticism- ¥ 3l g dauss jLal)

e Marxist criticism analyzes literature in terms of the historical
conditions which produce it while being aware of its own
historical conditions.

O5S3 Cpa adali) (Al s )l Cag hll s e ) Sl il sy o

" i ) 4d g k4 o e

e The goal of Marxist criticism is to “explain the literary works
more fully, paying attention to its forms, styles, and
meanings- and looking at them as products of a particular
history.

Lel e, JeS) gad e 4Vl Jlee Y 7 58 58 (S lall 281l e Cangl) o
e g Claiiel agall iy g — dgilas g andla) | AlNSEY

e The best literature should reflect the historical dialectics of its

time.
aiy 8 A Ul Jaall (e o)) 1Y JeadY) 2Y) o

e To understand literature means understanding the total social

process of which it is part
4ia s o Lo Ledeaay g laiaW) denll agd Jiay 231 agd @

e To understand ideology, and literature as ideology (a set of
ideas), one must analyze the relations between different
classes in society.

o Y | ((OSEY) e de gana 58 ) dn oS QoY | dan sl V) agdl @
psinal) 8 adia ) gyl GER]) Jalas
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Important Marxist Ideas on Literature 3! 4 4agall 4aus jlall l<d|

e Literary products (novels, plays, etc) cannot be understood outside of the
economic conditions, class relations and ideologies of their time.
, daclaial) by )l A (&) Sl juadl | Sl g )l ) 4nal¥) el agd (SaY o
b3l Clan 51l 5 ClSlal) G
e Truth is not eternal but is institutionally created (e.g.: “private property”
is not a natural category but is the product of a certain historical
development and a certain ideology at a certain time in history.
A Cal (Aaalall 4Ll ; Jie ) L e il LS a5 oalls Cud 488a0) o
5 3250 (a3 o23na Sl 5) a0 5 o33 4y 5 ol sl U LS gl
e Art and Literature are commodities (consumer products) just like other
commodity forms.
o) 80 (e S8 (s e Lalai ( 4xSDlgiiasl cilaiia ) ados 4 a5 (i) @
LAY
e Art and Literature are both Reflections of ideological struggle and can
themselves be central to the task of ideology critique.
leus () sS0 )) Saa s 4o Sl daa gl ) e ) pual el Laa Laa 215 odll @
S 51 sl s gl S e

The Main Schools of Marxism4ssS jlall A )11 G laall-

v Classical Marxism: The work of Marx and Engels
el g @ jle Jlee) 1 40D 4SS Ll v

v Early Western Marxism
- Aadl) an yall 4SS Hlall v

v Late Marxism

Co AL g afiaad) 4 v
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1. Classical Marxism4:Sdsl) daus jlal) -

e Classical Marxist criticism flourished in the period from the time of
Marx and Engels to the Second World War.
i) agallal) ol s Jail g (S jle (g ) e i SendUSH S L) i) a0 )
e Insists on the following basic tenets: materialism, economic determinism,
class struggle, surplus value, reification, proletarian revolution and
communism as the main forces of historical development. (Follow the
money)

aailll | &) puall dida | 4l agaiall | agalall ;4 4 Sl oalad) el
). Sl ) ghaill apulial (5 688 dne gl g | anily Ul gyl oy gl | aail) | odl )
(Jual el 5 o2l
e Marx and Engels were political philosophers rather than literary
critics.
c Ol M85 gl S (e Yy Gl 4003 Sla) 5 (S Hle S
e The few comments they made on literature enabled people after
them to build a Marxist theory of literature.
@3 S Ll 4y plaill el aadey (e (bl S aW) e allall agiladad
e Marx and Engels were more concerned with the contents rather than the

form of the literature, because to them literary study was more politically
oriented and content was much more politically important.

Lo i ST il AW agiad 53 (Y eI OIS (e Yoy cily sinall Wl ST 5las) 5 S e oS
Aonlpal) Lalill e el ST OIS (5 ginall 5 Ll

e Literary form, however, did have a place if it served their political
purposes.
Al agilaa) o ail€a Jial @lld ae ) oY) JSa
e Marx and Engels, for instance, liked the realism in C. Dickens, H.
Balzac, and W.M. Thackeray, and Lenin praised L. Tolstoy for the
“political and social truths” in his novels.
il 5, oSt 5 AL | i e agdl sl I 5 (S el -JUEal Jaes e
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2. Early Western Marxism4adll 4y ol 4sus jlall

e Georg Lukacs was perhaps the first Western Marxist.
Lo =Sokdy oSy Ssl z s e
e He denounced as mechanistic the “vulgar” Marxist version of criticism
whereby the features of a cultural text were strictly determined by or
interpreted in terms of the economic and social conditions of its production
and by the class status of its author.
Gaaaa JEN (ail) madle Cun | 81 (e 4 lall Al¥inal) 4dll A0 i g a0
Al oa e g 4aliy e laia¥) s 4nbai¥) gl cun e b o) s JS
. 4dl5al 4l
e However, he insisted, more than anybody else, on the traditional Marxist
reflectionist theory (Superstructure as a reflection of the base), even when
this theory was under severe attack from the formalists in the fifties.
A Hlall Al SV apaal) 4y plail) e | Y e ja) (add gl e JS) gl @l ae ) e
o OISl e (g8 S 4y sl Cren g Ladie (Jia ((sac all LulSeilS 4 ) 4l )
. Glisedll

e Mikhail M. Bakhtin: Monologism vs. dialogism
) sl S )4l sl Qe o 3 slsisall ¢ (iRl Jilie o
e |In “Discourse in the Novel” written in the 1930s, Bakhtin, like Lukacs,
tried to define the novel as a literary from in terms of Marxism.
i pad Jsla S5 Jie (5580 1930 ple 45l (sl e ) (B e
S lall Eua e (o) JSES 4y g )0
e The discourse of the novel, he says, is dialogical, which means that it
is not tyrannical and one-directional. It allows dialogue.
Jr L oladV) el saiue ol Ll (Jeay | 4y lsa | adlgHll lad o) 54 @
sl a5 e Ll
e The discourse of poetry is monological, tyrannical and one-
directional
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e |n Rabelais and His World, he explains that laughter in the Medieval
Carnival represented “the voice of the people” as an oppositional
discourse against the monological, serious ecclesiastical, church
establishment.

YW S 8 daall ) i g (4alle 5 4l ) Rabelais and His World ) (&2 e
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Frankfurt School of Marxismasws_jlall & ) 68<5) 3 A jda

e Founded In 1923 at the “Institute of Social Research” in
the University of Frankfurt, Germany
) oy 5aS0 5 Arala 8 e laia ] Eganll dgma 31923 ale Cali
Lkl
e Members and adherents have included:Max Hirkheimer,
Thoedor Adorno, Walter Benjamin, Erich Fromm and
Herbert Marcuse, Louis Althussser, Raymond Williams
and others.
Max Hirkheimer, Thoedor Adorno, : Jie gLl g slac) Caa @
Walter Benjamin, Erich Fromm and Herbert Marcuse,
.Louis Althussser, Raymond Williams and others
e A distinctive feature of the Frankfurt School are
independence of thought, interdisciplinarity and
openness for opposing views.
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3. Late Marxism o_Alial) 4 jLall

Raymond Williams says:

P abbg sy Jsi @
There were at least three forms of Marxism: the writings of
Karl Marx, the systems developed by later Marxists out of
these writings, and Marxisms popular at given historical
moments.
aaal) S e JoIS S 1 4 jlall QI3 4530 J8Y) e ollia oS o
Mj,u\_ahﬁ\o& d)Au.au.\SAM\ u.\.\MSJ\.AJ\JgGSLuJJL.\L;\M
Adpre 4pdy U Cllaad 84S L)
Fredric Jameson says:

1Osmaa Shyn 8 sk @
There were two Marxisms, one being the Marxian System
developed by Karl Marx himself, and the other being its later
development of various kind
A oS Ll Uil s Gl oaa) | ol S jle US s cllia (S 0
a8 o) shiie 4 Hle A8 ja 8 5 AV | Al S Hle JJS 0y (e ) sk
A g S e

e “Itis a mistake to equate concreteness with things.
;:Lu‘j\ & O 48 5 st Oi Uasll (e 4" o
e An individual object is the unique phenomenon it is
because it is caught up in a mesh of relations with other
objects.
ng\quS\engYﬂﬁ@cﬁ@ﬁg}ﬁﬁ&@%gﬂ\ SS o
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e |t is this web of relations and interactions, if you like,
which is '‘concrete’, while the object considered in
isolation is purely abstract.

: c"o\.uj.qlq Y u_m)\ KY «ole lal) g M) e ASEY 38 jad @
Ay 3 ae A je & A i) s

e In his Grundrisse, Karl Marx sees the abstract not as a
lofty, esoteric notion, but as a kind of rough sketch of a
thing.

Dpala a 98aS pul B3 yaal) S jle J S (5 <] Grundrisse (st o
s 8 a0 & oS Sl Al dima 48 e

e The notion of money, for example, is abstract because it
is no more than a bare, preliminary outline of the actual
reality.

cLLMwJJS\wJMYaJJM}A cd\_\d\d:\wér_ ) e}@é.ﬂ °
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e It is only when we reinsert the idea of money into its
complex social context, examining its relations to
commodities, exchange, production and the like, that
we can construct a 'concrete' concept of it, one which is
adequate to its manifold substance.
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e The Anglo-Saxon empiricist tradition, by contrast, makes
the mistake of supposing that the concrete is simple and
the abstract is complex...

Uadl) cpe Jang edlld e oandil) e ol gus V| sn ol Llal) o
L. Bina 83 yaa g A Aila Al o aal il

e In a similar way, a poem for Yury Lotman is concrete precisely
because it is the product of many interacting systems.

gl oo ¥ aaaillan g o Gugale 58 Glaisl (5 5 Bl Aliles 45 oy @
il (e el Jelds
e Like Imagist poetry, you can suppress a number of these
systems (grammar, syntax, metre and so on) to leave the
imagery standing proudly alone; but this is actually an
abstraction of the imagery from its context, not the
concretion it appears to be.
(\'JSAJ ¢dlaad) ol g }A.J\) (Jé.'d\ 5 (ya JAc e Sl «Imagist il Jia @
JaAal) (e B2 e B S8 a8l 1) (8 o8 1aa (Sl coaa g Ay Cagy Jaadll & il
ol san Gl g el sanian (g
¢ In modern poetics, the word 'concrete' has done far more
harm than good.”
"l e i ST sl Cilad " e pale AAS a4y je s i o
e Terry Eagleton, How to Read a Poem
Banal be) 8 4S5 ¢(ysilay) (55 @






