259

A SELECT GLOSSARY OF TERMS USED
IN ENGLISH LITERARY CRITICISM
PREFARED IN ENGLISH AND ARABIC

FOR ARABIC SPEAKING STUDENTS

by

Perihan Yamulky

SUBMITTED IN PARTIAL FULFILLMENT FOR THE REQUIREMENTS
of the Degree of Master of Arts
in the English Department of the
American University of Beirut
Beirut,Lebanen

1964



A SELECT GLOSSARY

Yamulky



FOREWORD

This paper 1s an attempt at introducing a2 project
which has occupled the writer's thoughts for a long time.

Teaching English literature to Arab students, and
especially Iraqi college students, is very problematic,
since the teacher is confronted with students who have
very little, if any, background in Western literature 1n
general and English literature in particular. The teacher
in order to complete a certain task may be led into hyways
and alleys in order to explain a literary term with which
the students are not acquainted, and thus has to forsake
his original tesk, at least temporarily, wasting valuable
time.

Dictionaries and glossaries available in the market
are not satisfactory, since they may be above the students'
standard; in English only, where the explanation of one
term may involve other terms still unfamliliar to students;
or as in the case of some English-Arablc dictionaries
(there are no English-Arabic literary glossaries, as far
as this writer knows) one term in Arabic is used for two
or more English terms, or some terms completely ignored.
It becomes imperative then that an English glossary - cum
gulidebook with Arabic explanations be available to students

guiding them and helping them understand the terms used by
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lecturers in classroom,

This thesis purports to be a step in this direction.

It is an attempt at presenting a sample of English literary
terms explained in a simple and succinet manner, wherever
‘possible, comprehensible by the students in order for them
to be able to follow lectures in English literature. This
task however, 1s difficult to accomplish and quite ambi-
tlous for a Master's of Arts thesis. Thus it is stated
clearly that this is only a sample of terms and a beginning
that the writer hopes to complete, perhaps with the colla-
boration of some colleagues in Baghdad University.

Although this effort is in the field of literary cri-
ticlsm, it bends more towards pedagogy than pure literature.
Therefore its best test is in actual teaching practice where
its usefulness can be pragmatically tested.

The scope and depth of explanation is geared to the
college student who does not have a wide knowledge of English
literature, and the examples are derived from sources the
student i1s liable to be familiar with., This was done on
the basis of the writer's experience in teaching such
students in the past few years. The fact that this is not
a complete glossary must be emphasized, and follow up work
on the project 1s highly necessary.

In its complete form the glossary can inform and gulde
the Arab student of English literature, and thereby open the

door for adequate literary appreciation, which, it is hoped,
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may increase interaction between two great cultures.

Its pedagogic value 1s clear for the college students
for whom it is designed and geared, but other students of
English literature can make use of 1t, especially those who
are active in Arabic literature and yearn to know some aspects
of English literature, but can follow it only through trans-
lations.

The writer hopes that this modest effort can enhance
the apprecliation of the Arab reader of the living monuments
of English literary genius. For llterature cannot be limit-
ed to a country alone. It belongs to humanity as a whole

and not the country that has produced it.

P.Y.
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l, ACT:

An act 18 a major division of a play. The division
into five acts was developed in the period between
1585 and 1625 (the Elizabethan age) as English
writers came under the influence, and imitated, the
Senecan tragedies and the comedies of Plautus and
Terence. Shakespeare, Marlowe and Jonson, among
others, used this five act division. "The further
division into scenes is more with regard to persons,
while the acts regard the action or plot.l

In Aristotle an "episode" is similar to our
modern usage of an act. It 1s defined as "all that
comes in between two whole choral songs.“2 Each
episode often ended by the exit of all the characters
from the stage, leaving the chorus to sing their sta-
simon as dividing one eplsode from the following one.,
But it must be remembered that Aristotle used the
word "episode" also for the divisions of an epic.

Most modern playwrights employ three acts, some
have only two or may even eliminate act structure

and use only scene divisions.

2. ACCENT: See METER

1

Francis B. Gummere, A Handbook of Poetics, (Boston:

Ginn and Company, 1885), p. 72.

% Humphrey House, Aristotle's Poetics, (London: Rupert

Hart-Davieg, 1961), p. 52.




3. ALEXANDRINE: See METER, STANZA

4. ALLEGORY:

Introduced into English literature at an early
date and the favorite form of the sacred Latin
poetry of the church, allegory is a narrative

in which the characters, scenes and objects

stand for something beside and beyond their
obvious significance. Allegories may be simple
didactlc storles which convey metaphorically some
spiritual or ethical ideas; or satirical wherein
lies some pollitical, literary or even personal
attack. The narrative may be sustained or short;
the allegories may be independent wholes or may
be imbedded in non-allegorical matter; they may
take the form of prose, poetry or drama. Some-
times the obvious or the front story in an alle-
gory may be so entertalning as to bury the hidden

meaning behind it, as in Swift's novel, Gulliver's

Travels, which is read by children, and many
grown-ups, without realizing that behind the
enchanting tales lie a series of bitter social
and political attacks on the Europe of the

elghteenth century. Spenser's Faerie Queene,

has a multiple moral-theological-political alle-
gory expressed through tales of knightly deeds and



courtly love. (See COURTLY LOVE) Thus Una is
a girl; in moral allegory she is virtue; and
in political allegory she is Queen Elizabeth.

In point of style, metaphor easily slips
into allegory, as a sustained or extended meta-
phor may be made into several phrases or clauses:

But 'tis a common proof
That lowliness is young ambition's ladder...

(Julius Caesar II, 1, 21)
The seasons furnish many occasions for allegory:
My wind has turned to bitter north, etec.
(Arthur H. Clough, No More,)
Allegory may also be a prolonged personification
instead of a prolonged metaphor, Milton des-
cribes the peace prevailing on the earth at
Christ's nativity in an allegorical way:

But he her fears to cease,
Sent down the meek-ey'd Peace, etc.

In DREAM ALLEGORY, the author presents him-
self as getting the material for his story from
a dream, or a vision. This device was especially
popular in 0Old and Middle English literature.,

Langland's Vision of Piers Plowman, and The

Pearl (author unknown), are fourteenth-century

examples of dream allegory. In Pilgrim's Progress,

Bunyan allegoriZes his doctrine of Christian sal-



vation by narrating how Christian fled from
the City of Destruction to the Celestial City,
on the way encountering many chracters as
Hopeful, Faithful, and others, passing through
places like Vanity Fair and the Valley of the
Shadow of Death. Chaucer also, uses the dream

form for his Romaunt of the Rose, in which the

poet visiting the Garden of Mirth, falls in
love with a rose-bud.

A FABLE is a story exemplifying a moral
thesis, in which animals talk and act like
human beings. The most famous collections are
by the Greek Aesop; and the French La Fontaine
(seventeenth-century).

A PARABLE, on the other hand, is a short
narrative, presented so as to bring out the ana-
logy, or parallel, between its elements and a
lesson that the speaker is trying to bring home
to ua.1 Although a parable enforces a moral or
other kind of doctrine, not like the fable
making the animals as agents in the narrative,
nor like allegory, by the actions of abstract

personifications.

1
See the parable of the frult trees in the Bible,
(Mathew 7: 16-20).



An EXEMPLUM, usually claimed to be true,
was a story told by medieval preachers as a
particular incident illustrating the general
text of a sermon. The Pardoner, in Chaucer's

Pardoner's Tale, preaches the text, "Greed 1s

the root of all evil," He presents by way of
exemplum the story of three revelers setting
out to find Death, and instead find gold for
the sole possession of which they kill each

other.

5. ALLITERATION: See RHYME

e AMBIGUITY: Since William Empson's Seven Types of Ambiguity

(1830), the term "ambiguity" has been widely
used to signify that often, in poetry, two or
more meanings of a word or phrase are relevent.
In Empson's own words, ambiguity is "any verbal
nuance, however slight, which gives room for
alternative reaction to the same piece of
language.” (Italics mine)

Ambiguity may be found:
a) When a word has two or more meanings:

"The rest is silence."
b) In the Syntax: (a great deal of grammatical

ambiguity is found in Shakespeare's Sonnets).



If 1t were done when 'tis done, then
'twere well 1
It were done quickly;ee..
(Macbeth: I, 7, 142)

Or as in Sonnet XCV, in lines 5-8, "but in a

kind of praise," could be qualifying either,

"blesses", or "dispraise."

¢) in the punctuation: Sonnet LXXXI, can be
read as liked, interchanging commas,
periods, etc.... Or in Sonnet XCIII, one
may use a full stop at the end of line 11,
instead of the comma used.

d) Ambiguity may also be found in relation
to the context of the poem, as when an
author tries to clarify the state of his
mind by using alternative meanings - John
Dome's, Weep Me No More; or in the imagery
used as in Macbeth, all images coming forth
from darkness and night, and by doing so,
glve a fuller understanding of the play and
the character of Macbeth.

e) Sometimes comparison or contrast may lead

to ambiguity:

3 Quotations from Shakespeare all through the thesis
are from: The Complete Works of William Shakespeare,
W.J. Craig (ed,), (London, Oxford University Press, 1959).




How loved, how honoured once, avails
theenot,

To whom related, or by whom begot;

A heap of dust is all remains of thee;
'Tis (all)(thou) art, and all the
(proud) shall be.l (Italics mine)

(Alexander Pope: Elegy to
An Unfortunate Lady)

In the above quotation the rhythm of
the poem suggests the subdued metaphor, the
comparative adjectives, the gothic atmos-
phere and the extra meanings.

It should be noted that Empson was not
the first critic to be concerned with ambi-
gulty in poetry or invent the technigue of
verbal analysis, but he was the first to
systematize it. In 1794, Walter Whiter,

basing his views on John Locke's Association

of Ideas, and applying it to Shakespeare's
imagery, had concluded that ambiguities were
not intentional on the part of the poet, but
"an accldental connexion between sound and
sense... and something else quite irrelevant
to, quite remote from any relevance to the

poet's or dramatist's present 1ntent10n.“2

1 Pirst "a11" may mean 'only', only you are proud, or
you too might be proud; also it may mean that not only you.
She, but this is the fate of all the proud. Contrast of her
- implied -~ high birth and the final heap of dust.

2 Arthur Sewell, An Eighteenth Century Application of
Locke's Theory of the Association of Ideas to Shakespeare's
Imagery, (forthcoming in The Age of Reason, by the same authon)




While to Empson the meanings of & word or
phrase used by an author, are relevant.
Taking the line, "In the dead vast and middle
of the night," from Hamlet (I, 2, 198), he
states that no matter which version of the
word "vast", as it appears in the different
folios and quartos of Shakespeare; "wast"
meaning "that which was", or "waste" for
desert; are all relevant, even "walst™ may

have been implied. (See also: Imagination)
7. ANAPEST: See METER
8. ANECDOTE: See SHORT STORY - footnotes
9. ANTISTROPHE: See ODE
] 10. ASSONANCE: See RHYME
11, BALLAD: A ballad 1s a song which tells a story through
dialogue and action, without comment by the

author, centering on the climacticl episode

in the story and sometimes explaining what has

1 Climax (climactic - adj.): the point in a play or
story; where the knot of the plot is untied, where action
falls off,



happened before by brief allusion in the dia-
logue. It has a curious mixture of directness
and indirectness and though there is no descrip-
tion, the ballad i1s full of suggestion and

gesture. An example ls the tragic Lord Randal,

(author unknown) which, also, shows some of the
conventions of the ballad as the use of incre-
mental repetition} the refrain (See STANZA),
and the question-and-answer routine.

Where have you been to, Randall my son?
Where have you been to, my pretty one?

I've been to my Sweetheart's, Mother,

I've been to my Sweetheart's, Mother.

Make my bed soon, for I'm sick to the heart,
And I fain would lie down.

What will you leave your Sweetheart, Randall
my son?

What will you leave your Sweetheart, my
pretty one?

A rope to hang her Mother,

A rope to hang her Mother.

Make my bed soon, for I'm sick to the heart,

And I fain would lie down.

(Lord Randall., 1lst and last stanzas,
given in modern spelling)

In many ballads, as the one above, may be seen,
the customs and superstitions, the ways of
acting and feeling, of the people and their

times. But the human experiences of these poems

Incremental repetition is the repetition of a
preceding stanza with a variation that advances the
narrative.
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are permanently interesting, for the emotions
of the poet (or the speaker, if the ballad is
in first person) are experiences that a reader
can re-create (See: Objective Correlative).
Four main theories have been forwarded for
the sources and ancestry of the ballads (the old
popular or the folk ballads): "There is, first,
the 'communal' school, who maintain that the
ballad was born at some primeval date out of
tribal song and dance,... The second school,
which may be called the 'popular', do not deny
an original unknown author, but maintain that
the ballads deal chiefly with legends common
to all early peoples, and were not the product
of a literary class, but were elaborated and
transmitted by ordinary folk. The third school
definitely attributes the authorship to a
minlstrell class, but ministrels living before
the days of the chivalric romance, folk-singers
who flourished in times antecedent to recorded
history. The fourth school holds that ballads
in thelr existing form belong to a comparatively

late age, and were the work of popular ministrels,

1 Minfstrels were wandering poets or musicians
of the later Middle Ages.



- 1]l =

who were the succesors of the old skaldsl and
gleemen,"

The modern ballad, sometimes called the
LITERARY BALLAD, is the conscious creation of
the individual poet and it has a tendency to
greater elaboration, descriptive effects, and

at times, psychological interest. Keats's

La Belle Dame Sans Mercl, and Oscar Wilde's

Ballad of Readling Goal, are haunting poems.

Coleridge's Rime of the Ancient Mariner, with

its welrd and romantic imagery, the double
setting of a story within a story, and the
magic of the supernatural projects the reader

back to the Middle Ages. (See also: STANZA)

12, BALLAD STANZA: See STANZA

13. BALLADE: See STANZA

14, BLANK VERSE: The term "blank verse" 1s limited to un-

rhymed lambic pentameter. It has proved

its special value in its fitness for conti-

% Skald (scald): An ancient Scandinavian poet or court
singer.
Gleemen: strolling professional singers or ministrels.
2

John Buchan (ed.), A History of English Literature
(New York, the Ronald Press Company, 19385, p. 39, ’
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nuous narrative poetry, whether in epic or
dramatic form, due to the absence of rhyme
and stanza. (See RHYME &nd STANZA). In
drama, the blank verse lends itself to
the representation of human speech and
in the same time it is capable of carry-
ing the loftiest and most intense emo-
tional expression,

Blank verse was first introduced
into English literature by Surrey in his
translation of Virgil (1559-7), and first
appeared in the drama in Sackville and
Norton's Gorboduc (1561). Since then, it
has been chosen by various poets for
serious poetry: Christopher Marlowe used

i1t with bombastic power in Tamburlaine;

Shakespeare brought well-balanced thought
and real passion to blank verse for dra-
matic purposes in his plays, especially

in the later plays as in Tempest; Milton's

blank verse in Paradise Lost comes out of

the slow maturity of his mind and the
exalted sublimity of his theme which was
to



15.

16,

17.

18.

19.
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assert Eternal Providence
and justifie the wayes of God to men.

(1,25)

Among others who made use of blank verse
successfully include Wordsworth, Lines Composed
a Few Miles Above Tintern Abbey ; Mathew Arnold,

Sohrab and Rustum i Tennyson,Morte d'Arthur ;
Browning, Andrea Del Sarto.

Caesura: 3See METER

CANTO: Meaning "song" in Italian, a canto is a major
section of g long poem,similar to a"book",
€.8. Byron's Childe Harold's Pilgrinm e

and Dante's Divine Comedx.

CONSONANCE: See RHYME,
COUPLET: See STANZA.

Courtly Love: 4 convention or Philosephy of love
which had great influence on Med-
ieval and Renaissance literature,

Courtiy love was extra-



20, DACTYL:

21, DISTIEH:
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marital and the lover, usually a gallant
knight regarded his lady love with great
respect and devotion and veneration. He
was expected to suffer, lose appetite and
sleep and sigh in his lady's presence,
vowing eternal loyalty. The convention
is belleved to have originated in twelfth

century in the Art of Courtly Love! of

Andreas Capellanus. When the convention
reached Italy, it acquired religious over-

tones. It finally reached the Elizabethan

lyricists and sonneteers, through the poetry

of Dante and Petrarch, and until the nine-
teenth century was the literary concept of
love. (heearlior-sode-of-courtly-love-
gdeminates-bhe-characters—of-Simurerts
Troilus-and-Criseydey-emphasizing sem
gualiby)

See METER

See STANZA

1 This term was chosen to make it clear to Arabic
readers that 1t does not mean love only in court as
translation in one phrase or sentence, would have implied.
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22, DITHYRAMBIC POETRY: See MIMESIS
23. DOUBLE RHYME: See RHYME

24, DREAM ALLEGORY: See ALLEGORY
25. ELEGY: See LYRIC

26, EHPATHY} Empathy 1s a term used to describe the process
of projecting one's personality into, and iden-
tifying one's self with the characters and
objects of poetic literature, animate or in-
animate, and participating in their physical
sensations. When Keats writes: "... if a
sparrow comes before my window, I take part
in its existence, and pick about the gravel,"
he 1s describing his strongly empathic nature.
Empathic in criticism is applied to a passage
in which the reader feels empathy with an ob ject
described, and infers that the author felt the

4 "Empathy" was expounded in detail by Theodore Lipps(1903-06).
The English equivalent "Empathy" was coined by
E.B. Titchener {(1909).

? Louls Peter de Vries, The Nature of Poetic Literature,
(Seattle, University of WashIngton Press, 1930), p. 30.




27,

28,

29,

30,

3la

32.

33.

34.

same way when he wrote the passage. This
imaginative and emotional identification

with the object, is more than a feeling with

the object. Thus empathy runs over into
SYMPATEY, which is a fellow feeling; or
emotional identification, with a person,
when the reader seems to share his expe-
riences and feelings whether of grief or
joy. (See also: NEGATIVE CAPABILITY)

ENCOMIASTIC: See ODE (footnotes)

END RHYME: See RHYME

END STOPPED LINES: See METER

ENVOY: See STANZA

EPISODE: See ACT

EPISTOLARY NOVEL: See NOVEL

EPODE: See ODE

ESSAY: An essay is easily identifiable, even though not
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exactly definable. It is a brief composition,
sometimes expository and given up to reflection
on life and ideas. What is going to be added
now, may seem like tearing down the definition
Just given. The term "brief™ in connection with
the essay must be used in a relative sense, as
some essays are just a few paragraphs as Bacon's,
while Macaulay's essay on Milton 1s almost twenty
thousand words long.

"Prose composition," may be prosaic as in some
formal essays, or almost poetic drawing on rhythm,
figurativeness and emotion, Ralph Waldo Emerson
is probably a better poet as an essaylst than he
is as a poet.

Nelther should the expository nature of the

essay be stressed. Addison's Vision of Mirza, or

or Lamb's A Dissertation upon Roast Pig, among

others make use of narration. Stevenson's essays

in An Inland Voyage are more descriptive than

expository. However, the formal essays are mainly

expository. The Encyclopaedia Brittanica might be

regarded as a collection of such essays, and the
writings of men like William James and Thomas
Huxley prevailingly expository.

The two terms, "formal", and "informal" op
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"personal" essays used, are the generally agreed
upon two broad classes of essays, as further
classification gets to be complicated and very
varied.

The 'informal' essay - sometimes called the
"familiar" essay - suggests relazation, entertain-
ment, reflects the whims and prejudices of 1its
author; 1t is almost autobiographical in this
sense. The best portrait of Charles Lamb is
that drawn in his own essays. The "formal" essay
on the other hand is concerned with the ideas of
the author rather than the author himself, and it
deals with these ideas objectively, treating its
subject serlously, keeping 1ts objective, whether
it 1s to instruct, persuade or entertain, well to
the fore. Its structure, generally speaking, may
be that of question and answer, as in Dr. Johnson's
essay on Shakespeare. The "informal" essay, as
well, could be explanatory, didactic and persuaslve,
but it achieves these ends without seeming to do
so, and may be rambling and digressive in structure.
The French Michel de Montaigne (1580) is responsible
for the birth of the 'informal' essay. He called
his writings "Essais" meaning trial, attempt or

endeavor. Seventeen years later (1597), the essay



35.

36.

37

38.

39,

40.

41,

42,
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established itself with Francis Bacon, in English
letters. Among some well known essay writers and

essays are: John Milton - Areopagitica; Sir Thomas

Browne's - Religlio Medici; Addison and Steele's

essays 1n the Spectator and the Tatler; Thomas
Babington Macaulay's The Perfect Historian; John

Stuart Mill's On Liberty; Aldous Huxley's The Idea
of Equality, and others....

EXEMPLUM: See ALLEGORY

EYE RHYME: See RHYME

FABLE: See ALLEGORY

FANCY: See IMAGINATION

FEMININE ENDING: See METER AND RHYME

FICTION: See NOVEL

FLASHBACK: See NOVEL (footnotes)

FOLIO: a) a term for describing the type of leaf used
in the physical make-up of a book. The printer
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begins with a large sheet of paper; if he

folds it once to form two leaves of four pages,

the book is a "folio" - Latin word for "leaf™.
/ b) In Shakespearean criticism, "folio% refer to

collections of hls plays published in folio

edition. The First Folio - one of four - is

a volume of his works published in 1623,

Discripancies are found in the texts of a

single play among the folies and quartos.

(See Quarto)

43, FOOT: See METER

44. FREE VERSE: See METER

45. GENRE: 1is a word imported from France signifying a
literary type, class, species or a literary
"form" as it 1s used now. The grouping of
literary works into classes or kinds, is, and has
been controversial from the beginning of the
theory of the genre.

Any classification should take in both the

outer form of the literary work (meter or struc-
ture) and the inner form (purpose, attitude,

sub ject and audience). It also must be realized
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that genres do not stay fixed, neither in the
original rules of each, nor in variety. New
types of literature, or hybrids are added on

as literature grows with the ages, e.g. the
novel, the one-act play, etc... Such new deve-
lopments, and changes in critical theory, have
altered the conception and ranking of the genres.
Nowadays genres are thought of as convenient but
rather arbitrary ways to classify literary works.

Aristotle and Horace are the classical
sources for genre theory. Aristotle devotes
Chapters V-XIX of his Poetics to the discussion
of "tragedy" - almost synonymous with poetry.
The last four chepters discuss "epic" which is
inferior to tragedy; his discussion of "comedy"
is inadequate and the "lyric" 1s just touched
upon in its relation to Dithyrambic and Nomic
poetry.

From the Renaissance through most of the
eighteenth century the recognized genres, or
poetic "kinds" as they were then called, were
thought to be fixed in the natural order of
things like biological species, also the genres
were believed to rank in a hierarchy, from epic

and tragedy at the highest position down to the



lyric, epigram, etc... at the bottom. "Rules"
were made to gulde the poet to compose the pro-
per structure, style and effect in each kind.

The modern genre theory does not prescribe
rules for author, and does not limit the number
of possible kinds. "It supposes that traditional
kinds may be 'mixed'.... Instead of emphasizing
the distinction between kind and kind it is
interested... in finding the common denominator
of a kind, its shared literary devices and lite=-

rary purpose.“1
46, HEROIC COUPLET: See STANZA
47, HUDIBRASTIC: See STANZA
48, IAMBIC: See METER

49, TMAGINATION: Since the publication of Biographia Literaria

(1817), Coleridge's theory of "imagination
has led the field in discussions of the term,
To Coleridge, imagination - or the "esemplastic

power" a word of his own coinage - is the

. Rene Wellek and Austin Warren, Theory of Literature,
(New York, Harcourt, Brace and World, Inc.), p. .



synthesizing faculty of the mind which
"reveals itself in the balance or recon-
cilement of opposite or discordant quali-
ties: of sameness, with difference; of gene-
ral, with the concrete; the idea with the
image; the individual, with the represen-
tative; the sense of novelty and freshness
with old and familiar objects; a more than
usual state of emotion, with more than usual
order.“l So imagination 1s the shaping and
modifying power, where one experience sums
another and it 1s connected with mataphor?
1t 1s a creative and unifylng process of the
mind. It works with, but is very different
from FANCY (according to Coleridge) which

1s an aggregative and associative power.
Fancy is "no other than a mode of memory

5 and

emancipated from the order of time,"
it is always accompanied by the conscious

will. It is connected with simile,4 putting

1 Biographia. Literaria, Ch. 4.

B Metaphor: explained simply, means a figure of speech
in which two unlike objects are compared by identification or
by substitution of one for the other, e.g. "Life's but a
walking shadow,..." (Macbeth: V, 5, 24),

5 Biog. Lito, Che 13,
4 Simile: An expressed comparison between two unlike

objects, usually using 'like' or 'as', e.g. Burn's "Oh,
my love is like a red, red rose."



things side by side, but not dissolving
them into one, and at its simplest, fancy
can rely on its dictionary meaning.
Coleridge doesn't stop at separating
imagination from fancy, but divides imagi-
nation itself into primary and secondary
imagination. The primary imagination is
the arranging power, "the living power
and prime agent of all human perception,”
the secondary imagination is its echo, of
the same kind, but it differs from it only
in degree; "it dissolves, diffuses, dissi-
pates, in order to recreate.“l But fancy can
only "receive its materials ready made from
the law of associatlon."® Thus fancy 1is
unable to create or transform its materials
to produce inspired literature. "If the
check of the senses and the reason were
withdrawn," says Coleridge, fancy "would

become delirium, and imagination nualnfl.lsl.";5

1 Biog. Lit., Ch. 13,

2 Ibid.
5 Thomas Middleton Raysor, (ed.), Coleridge's

Miscellaneous Criticism, (Table Talk, June 23),
(Cambridge, Harvard University Press, 1936), p. 387.




- 25 =

Charles Lamb agreed with Coleridge that
imagination "draws all things to one," which
implies "unifying" of the secondary imagination
of Coleridge, especially when applied to
Coleridge speaking of Shakespeare's creative
powers. This analysis seems to be antici-
pated by Walter Whiter (1794), who, speaking
of the processes of poetic composition and
claiming 1t to be "Locke's description of
what 'happens' in the poet's mind , says,
"there are combinations of ideas naturally
connected with each other, which it is "the
office and excellency of our reason to form
nl

and preserve" in "unlion and correspondence, ...

The following quotation from Biographia

Literariag, Chapter 14, sums up what Coleridge
thought of imagination - and poetry in general -
"Finally Good Sense is the poetic genius,

Fancy its Drapery, Motion its Life, and imagi-
nation the Soul that is everywhere, and in

each, and forms all into one graceful and

intelligent whole." (See also AMBIGUITY)

1 Arthur Sewell, An Eighteenth Century Application of
Locke's Theory of the Association of ldeas to Shakespeere's

Imagery.
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50. IMPERFECT RHYME: See RHYME

51, IN MEMORIAM STANZA: See STANZA

52, INCREMENTAL REPETITION: See BALLAD

53. INFLECTION: See METER

54, INTERNAL RHYME: See RHYME

55. LITERARY BALIAD: See BALLAD

56. LYRIC: The lyric is a poem in which the writer expresses
his feelings, his moods, his personality. "Lyric"
comes from the word "lyre," a harp. Like the
ballad, it was first sung to the accompaniment
of harp, lyre, or lute, hence it is melodic.

The word "lyric) now, is used in both a
general and a more particular sense: a poem to
be sung by a single singer; or to include all
poetry expressing subjectively the emotion of the
poet or those whom he represents. Thus there are
passages that are lyrical in feeling and subject-
ivity, in dramas, as numerous songs in Shakespeare's

plays. Prose, as well as narrative poetry, could
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have lyrical elements.

Some of the characteristics of the lyric,
besides its subjectivity are: unity of feeling;
spontaneity; sincerity of emotlion and brevity,
except where the intellectual or reflective
element 1s present to a marked degree. It is
not the form of a poem,for it has the cholce
of numerous forms, that makes it a lyric, but
its spirit, mood and quality of music.

Classifying lyrical poems is difficult,
whether according to the theme or the metrical
form. The least mechanical classification may
be in "distinguishing between those lyrics which
keep closest to the original song type, and those
which move further and further away from this in
the direction of the more formal or reflective
expression of emotion."l Such a classification
seems to include:

a) The SONG (Sacred and Secular): the most
universal, popular and spontaneous of the genre.
It has found 1ts noblest form in religious lite-

rature in the "Psalm" and the "Hymn."2 Some of

i Raymond Macdonald Alden, An Introduction to Poetry:
For Students of English Literature, (New York, Henry Ho
and Company, 1909), p. 62. ’ ’

. Psalms and Hymns are songs in prdse of God, Psalm
especially one in the 0ld Testament book of Psalms.
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the finest songs (secular) are to be found in

Shakespeare's plays, e.g. Who is Silvia (Two

Gentlemen of Verona).

b) The Ode (See ODE).

c) The Sonnet (See SONNET).

d) The ELEGY, a poem of lament for a personal
or public loss, or gilving rellections on
death in general. Although it 1s a poem
of grief, there usually are suggestions
of hope and faith. e.g. Gray's Elegy,

written in a country churchyard.

A specific subtype 1s the PASTORAL
ELEGY, originated by the Sicilian Greek
poets Theocritus, Bion and Moschus and
exemplified in English by such poems as
Milton's Lycidas, and Shelley's Adonais.
The setting in pastoral elegles is the
Classical pastoral world, where the
shepherds and nymphs join in mourning
and the poet and his subjects are spoken
of as shepherds or goatherds.

e) The SIMPLE LYRIC includes all of those
lyrical poems that do not properly belong
under any of the other types of lyrics.

These touch every mood and emotion of the
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human heart and are found in every period

of English literature. e.g. Chaucer's

The Complaint to his Empty Purse, Stevenson's

Lost Youth etCaeces

57. MASCULINE ENDING: See METER
58, METAPHOR: See IMAGINATION (footnotes)

59. METER: Meter 1s any specific rhythmic pattern by which
feet (of whatever kind) are arranged to form a
line of verse. There 1s a great tendency in the
mind of the student to confuse rhythm with meter.
RHYTHM is the musical flow of either prose or
verse, which 1s, mainly, brought about by the
alternation of stronger and weaker stress.
STRESS 1s the force of the voice on a given
syllable} accompanied by inflactione and the
combination of the two, stress and inflection,
makes the ACCENT. However, accent and stress

are often used interchangeably.

= Syllables: the phonetic units of words, e.g. a-bout,
tel-e-phone. The syllable usually contains a vowel sound,
but not always consonants.

2 Inflection is used here to mean a change in the tone
of the voice.
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In English meter it is common to distingulsh
two categories of stress in syllables, "stressed"
and "unstressed." According to the arrangement
of these accents, syllables are grouped into
metric feet. A FOOT 1s the phonetic and the
primal unit of meter (or MEASURE), consisting
of two or more syllables. A number of feet
makes a VERSE; and a combination of verses forms
a STANZA.

The common kinds of feet in English are:

a) The IAMB: (Iambic foot) an unstressed
followed by a stressed syllable;

The c\{r/f;w to/]’.la / the kfell F4 of part ']
ing day or to give an example in one word: re/call

b) The TROCHEE: (Trochaic foot) a stressed
followed by an unstressed syllable: d{dg}, plé;sﬁ}e

c) The ANAPAEST: (Anapestic foot) is two
unstressed syllables followed by a stressed syl-
lable: fﬂtzrégt.

d) The DACTYL: (Dactylic foot) a stressed
followed by two unstressed syllables: éﬁEnI}.

Jugt for % / haﬁdfﬁl of / sfngr he /

7
left us. (Browning. The Lost Leader)

e) The SPONDEE: Spondaic foot consists of two

o
successlve stressed syllables, e.g. beathéase-



The Jamb, 1s the most natural to English speech
and most commonly, and successfully, employed
by a great number of poets.

The metric line, or verse, is named according

to the number of feet composing 1it:

Monometer: one foot
Dimeter: two feet
Trimeter: three feet
Tetrameter: four feet
Pentameter: five feet
Hexameter: six feet
Heptameter: seven feet

The SCANSION of a passage of poetry, is to
go through it, line by line, showing the nature
of the component feet, and giving the number of
feet per line} and naming the meter. Thus, for
example, a line is called "iambic pentameter"
when it is composed of five iambic (an unaccented
syllable followed by an accented syllable) feet.
An lambic pentameter line may have an extra un-
stressed syllable, then it 1s said to have
FEMININE ENDING (sometimes called 'weak!'):

1 It 1s customary to mark the accented syllables (/)
and unaccented syllables (V) or (X). The vertical line
(]) indicates feet and the double line (/) indicates a
paesura.



: th/ing / S’f be/au/i;';r 1‘;/; jc{y f Ivor/e/v/élr.
If the above line had ended with a stressed syl-
lable it would have been a MASCULINE ENDING.
The natural pause, in the line above, comes at
the end of the line, because it is an END-STOPPED
line. When the phrase carries on to the following
line, as 1t 1s in the two following lines, then
they are RUN-ON-LINES:

Its loveliness increases; it will never
Pass into nothingness; but still will keep

(Keats: Endymion)

If a slight pause occurs within the line
itself, it is called a CAESURA. Its place 1is
determined by the sense of the words. A skilful
poet makes variations in the position of the
Caesura. This variation is a mean by which
Alexander Pope stops the heroic couplet from
becoming monotonous.

If crystal streams / 'with pleasing murmurs

'creep}
The reader threatened / (not in vain) with
'sleep!.

When a line has six lambic feet, it is an
ALEXANDRINE, which 1s not a common line, but it
has proved effective in the last line of Spen-

serian, or similar stanzas, mainly by contrast

with shorter lines, as in Shelley's To a Skylark:



Our sincerest laughter
With some pain is fraught;
OQur sweetest songs are those that tell of
saddest thought.

Not all English poetry have definite metrical
pattern; FREE VERSE is without a metrical pattern
and usually without rhyme, but not without rhythm.
The modern exploltation of this verse began with
the poets of 1920s and 1930s, especially in the
United States. Free verse seems to substitute
varlation in pace, pause and time, for the
necessity of a recurrent foot:

But now she sharpens and becomes crisper

Until 1 smile with knowing

and all about
herself
the sprouting largest final aip

plunges inward with hurled
downward thousands of enormous dream .
%E.E.CummIDGBQ

Strongly suggestive of the free verse is the
SPRUNG RHYTHM, of Gerard Manley Hopkins (1844-1889),
his own term for a mixed meter, riotous allitera-
tion, concealed music, and lightning dashes from
image to image so quick that the reader can't at
first perceive the points of contact:

I caught this morning morning's minion, king-

dom of deylight's dauphin, dapple-dawn-
drawn Falcon, in his riding

Of the rolling level underneath him steady
alr, and striding

High there, how he rung upon the rein of a

wimpling wing

In his ecstasyl....

(The Windhover - To Christ Our Xard)
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Here it may be concluded that though the
actual sounds are important for the rhythm of
a poem - after all they are the stuff with which
the poet works - but "the difference between
good rhythm and bad 1s not simply a difference
between certaln sequences of sounds; it goes
deeper, and to understand 1t we have to take

note of the meanings of the words as well."l

60. MIMESIS: The word mimesis translated from Greek as
"imitation," tends to glve = much narrower
meaning than its usage in literature, since
Aristotle's answer to Plato who had defined
poetry as an "imitation of an imitation,"
Aristotle does not deny that tragedy (used
synonymously with poetry) and other forms of
literature and art, as the Dithyrambic poetry?
music and dancing, are all imitative, but dif-
ferent from one another in the use of the medium,
the objects and the manner or mode of representa-

tion. Thus 1t seems that "mimesis" to Aristotle -

1 1.A. Richards, Practical Criticism: A Study of
Literary Jud§ement, (London, Kegan Paul, Trench, Trubner
CO. tdo’ 3 ’ po 227.

£ Dithyramblc poetry consisted of passionately written
lyrics, formerly choric hymns in honor of Dionysus, the
Greek God of wine, and sung to the accompaniment of a flute.
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and he is sometimes confusing in his application
of the term - has three meanings: plain repre-
sentation of drama on stage which would include
mimicry; an attempt to explain in one medium

what one experience is in another medium; reve=-
lation of general truth through the individual,
which in tragedy is concerned with how men are
likely to act, how they ought to act and what
their relation is to the Gods. Explained this
way, mimesis means imitation - as normally used =
plus imaginative rendering of various emotions

in a medium which is sensible as well as intel-
ligible, as sound, movement, etc.... It is a

way of apprehending and clarifying one's thoughts
and feelings, and by doing so it becomes a re-

creative activity.

6l. MINISTRELS: See BALLAD (footnotes)

62, MOCK~-HEROIC: See PARODY and BURLESQUE

63, NEGATIVE CAPABILITY: Negative capability is a kind of

sympathetic imaginative identifi-

cation; the ability to negate or

lose one's own identity in something
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larger than oneself. The expression
"negative capability" was first used
by John Keats in a letter (December
21, 1817), to his brothers George

and Thomas. After writing about
meeting some young literary men,

each absorbed in his own "identity,"
he became convinced "what quallty
went to form a Man of Achievement
especlally in Literature and which
Shakespeare possessed so enormously =
I mean Negative Capability, that is,
when a man is capable of being in
uncertainties, mysteries, doubts,
without any irritable reaching after
fact and reaaon."l So a poet who
possesses this quality, "negative
capability," has no need to ration-
alize, for he has no self, no charac-
ter, "1t is everything and nothing -
it enjoys light and shade - It has as
much delight 1n conceiving an Iago as

2
an Imagen."  As applied to Shakespeare,

1 Letters of John Keats, (Selected by) Frederick Page,
(London, Oxford University Press, 1954), p. 53.

? Ibid., Letter to Richard Woodhouse, October 27, 1818.
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what Keats meant is that all the
characters Shakespeare created
were the same to him, he was able
to take on the identity of the
character, or characters he repre-
sented, be it the wvillainous Iago,
or the tender Imogen. (See also:

EMPATHY)

64, NOVEL: The novel is a major form of fiction} an extended
narrative dealing with human characters, and its
most permanent attribute is its capaclity for change.
It is this flexibility of form which has contribu-
ted to the great popularity of the novel in recent
times. The novelist 1s virtually unhindered by
considerations of method, time, or space. He can
appear in his story or assume omniscience. He
may, if he wants to, reveal not only the consclous
(that is the opoken or written) thoughts of his
characters but those which lie beneath the surface.
He may inject his own ideas and beliefs at will,

For the novelist creates an illusion of life for

1 Fiction in its dictionary meaning 1s 'something
invented, imagined or a made up story'. For the purposes
of this paper, under fiction we include works of imaginative
narration in prose form.,
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his readers, gives facts - or things made to
give the impression of being facts. FProse,

as a medium of communication, is chosen by the
novelist, for he needs exact terms for things
he sees everyday, and abstract terms to express
the results of his reflection and analysis, and
prose gives him both.

Robert Morss Lovett says that a novel depends
on the writer's experience of life; its fascina-
tion is its independence of formal rules; and
that 1t is necessary to consider a novel 1in the
light of socieal history.2

Every novel must have at least three of the
following elements, and may emphasize one or more
according to the type of the novel and the writer's
intent or plan.

a) The SETTING which includes the time, the
place and the background of the story. It should
be in keeping with the story, whether used merely
as stage scenery, or a force that influences the

outcome of the plot, or the characters involved.

1 Such rules that are set for certain forms of lyrical
poems or drama.

e Preface to Fiction: A Discussion of Great Modern
Novels, (Chicago, Thomas S. “Rockwell Company, 1931), Pe 23.
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In Emily Bronte's Wuthering Hel hta} it adds

to the wildness and gloominess of some of its

characters.

b) The PLOT is the arrangement of incldents
in a story, which gives shape and proportion to
the novel, According to Aristotle - and he was
thinking of tragedy - the plot has a beginning,
middle, and an end. A plot which conslsts of a
gseries of disconnected incidents, even though
it may center around one character, he calls
"episodic". Some novelists deliberately choose
the eplsodic plot for the freedom and scope it
gives them. Occasionally a plot may turn in
an inverse order, beginning with results and
from these going back to causes, or beglinning
in the middle (or even the end) and then going
back to the beginning of the story.g € o
Wuthering Helghts, and Thornton Wilder's The

Bridge of San Luls Rey.

¢) CHARACTERS: Characterization is import-

ant in fiction, as the reader is mostly interested

1 Most of the novels given as examples are those
familiar to college students in Iraq.

. This is the Flashback method used in some novels,
plays, stories or fIlms, where a scene or a chapter shows
events which happened at an earlier time.
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in the individuals concerned, except in some
detective and adventure stories where he 1s
concerned with what happens next. His natural
tendency is to identify himself with the hero
and hate the villain, but this cannot happen
unless the characters presented are true to

life and can be understood by the reader, and,
worth knowing. They should not be puppets in
the hands of the author. If a novellst once
places his characters in certain circumstances
and situations of life, they must act according
to the laws and demands of those clircumstances
and situations, whether the novellst wlshes it
or not. This is why Henry James belleved that
character was the determination of incident, and
incident, the illustration of character. Thus a
novelist may reveal his character - or characters
through action, or dialogue, or description, or
a combination of all.

d) Of all the necessary ingredients of the
novel (all fiction in general), the theme or the
idea is the most difficult to define. Character,
setting, plot and action are relatively concrete,
whereas the theme 1s abstract. The theme in most

novels and stories is rarely stated specifically,
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and the reader must find it between lines.

It is difficult to classify novels because
they shade into one another. The following are
some of the various types:

a) The (Historical) novel, like Walter Scott's
e.g. lvanhoe, - nevels presents past events and
customs.

b) In (Adventure) novels, as the Treasure
Island of Robert L. Stevenson, the interest 1is
in the action. The (Picaresque) is another form
of adventure story, where the knavery of the
hero, a picaro (Spanish: "rogue"), involves him
in many adventures. This is an episodic novel,
held together by the presence of the maln charac-

ter, e.g. Moll Flanders by Daniel Defoe.

¢) The (Gothic) novel, popular in the late
eighteenth and early nineteenth centuries, was
inaugurated by Horace Walpole's Castle of Otranto.
Such novels were, usually set in medieval castles
with thelr mysterious dungeons, ghosts, secret
passageways, and the atmosphere of gloom and the
supernatural,

d) The(Sociological) and (Political) novels
emphasize the influence of economic, political and

gsocial conditions on characters, as in John Ernst
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Steinbeck's Grapes of Wrath.

e) The (Epistolary) novel, written in the
form of letters, was popular in the elghteenth
century. Samuel Richardson's Pamelea is an example
of this form. It is also an example of the
(sentimental) novel which was designed to evoke
the sympathies of the reader.

f) The (Psychological) novel 1s concerned
primarily with what goes on inside the character
and is concerned more with motives, rather than
the ethical results of an actlon, as some of
D.,H., Lawrence's novels.

g) The Stream of Conscilousness novellsts

depict the thoughts and feelings which flow,
with no apparent logic, through the mind of a
character., James Joyce's Ulysses is an out-
standing example of this form.

h) Novel of (Manners), as Jane Austen's
Emma shows the customs, t houghts and behavior
of a certain class of people.

1) The (Autobiographical) novel, like David

Copperfield of Charles Dickens, or The Adventures

of Tom Sawyer, by Mark Twain, reflect, and are

based, on the author's life.

j) In modern days, two kinds of novels have
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gained much popularity; 1) the (Science-fiction)
novels, though incredible and fantastlic in story
and action, their writers display realism in
circumstances and background, as H.G. Wellds

The Invisible Man. 2) The (Detective) novels,

starting with Arthur Conan Doyle's Sherlock
Holmes novels, keep the interest in the plot
by leaving the solution of the problem or 'case'
to the very end.

The novel proper, in England, 1s belleved
to have started with Samuel Richardson's Pamela
(1740), in epistolary form; or with Daniel

Defoe's Robinson Crusoe (1719-1720), a tale of

adventure.

65, OBJECTIVE CORRELATIVE: In his essay on Hamlet and His

Problems (1919), T.S. Eliot intro-
duced the phrase "Objective Cor-

' saying that "the only

relative,'
way of expressing emotion in the
form of art is by finding an
'objective correlative'; in other
words, & set of objects, a situa-
tion, a chain of events which shall
be the formula of that particular

emotion; such that when the external
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facts, which must terminate in
sensory experience, are glven,

the emotion is immediately evoked.“1
So Hamlet 1is an artistic failure,
according to Eliot, for "Hamlet
(the man) is dominated by an emo-
tion which is inexpressible, be-
cause it is in EXCESS of the facts
as they appear."2 While the sleep-
walking speech of Lady Macbeth
(Vy1), is completely adequate to
the state of her mind. Her dazed
walk with a taper in her hands,
hands which "all the perfumes of
Arabia will not sweeten," evokes

in the reader the emotlions that

the poet wanted to transfer. In
this speech and scene, Shakespeare
has successfully found "a situation,
a chain of events," through which
the transaction of emotion between
him, the author, and the reader

takes place. This is a mimetic

1 gelected Essays, (Harcourt, Brace and Co., 1932), p. 124,

2 Ibid., p. 125.



= A8 =

product, (See MIMESIS), in the
sense that 1t is a process of re-
creation. A word, or an actlon
would match the author's emotion

or idea, and which the reader can
catch and analyse. It 1s sometihlng
that 1s publicly concrete which
matches the inner vision.

The concept of "objective
correlative" may have been derived
from the theory of French symbo=-
lists who argued that poetry can-
not express emotion directly, and
that emotions can only be evoked.

ﬂa

Ezra Pound defined poetry as
sort of inspired mathematics,
which gives us equations... for

the human emotions."® This state-
ment could almost be the starting

point of Eliot's theory. In his

Ash Wednesday, Eliot tries to find

clear images or symbols, appealing

to the senses, and suitable to

1 William K, Wimsatt, Jr., and Cleanth Brooks,
Literary Criticism: A Short History, (New York, Alfred
A. Knopf, 1962), p. 664.
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evoke the emotions of which they

are the "objective correlativel"

66. OCTAVE: See SONNET

67. OCTOSYLLABIC: See STANZA

68. ODE:

The term now loosely used in English hes come to
signify a lyrical poem of some length, noble theme,
usually sddressed to some person, or object, or
composed for some special occasion, and dignified -
except when in mock - dignity - as in Thomas Gray's,

ode On The Death Of a Favourite Cat, Drowned in a

—_— e, e——— —— - —

Tub of Goldfishes.

The original signification of an ode was a
chant, a poem arranged to be sung to an instru-
mental accompaniment. There are different types
or forms of the ode which include: a) The PINDARIC:
These odes, generally traced to Pindar, the GCreek
poet (522-443 B.C.), are almost the only kind to
observe regular form, and were ENCOMIASTIC} uti-

lizing groups of volces, and the stanzas - arranged

3 Encomiastic: written to praise or glorify someone,
or in this instance, the victories in the Olympic games.



in sets of three - were determined by the move-
ments of the groups of singers on the stage.
During the STROPHE} the singers moved to one
side; retraced their steps in the ANTISTROPHE
(metrically identical with the Strophe); and
stood still during the EPODE. The correct
Pindaric ode is rare in Engllsh. Thomas Gray's

Progress of Poesy is an example of this form.

b) The IRREGULAR or COWLEYAN odes introduced into
English by Abraham Cowley (1656) as Pindaric imi-
tations, are really irregular. They dlsregard

the Strophic triad and allow each stanza to find
its own pattern of line lengths, rhyme, and number

of lines. Wordsworth's ode on Intimations of

Immortality from Recollections of Early Childhood,

in eleven strophes, though irregular, succeeds
because of its definite progression of thought
maintaining unity and consecutiveness of the

poem. The metrical variety permits the form to
represent the tension and relaxation of his emo-
tions. It can truly be said of this poem, "Of the

soul the body form doth take "=

A Strophe is sometimes used as a synonym for "stanza",
thus a poem whose stanzaic structure does not vary, 1s
called MONOSTROPHIC.

£ Hiram Corson, A Primer of English Verse, (Boston,
Ginn and Company, 189%), p. 54.




¢) The LESBIAN or HORATIAN ode is usually written
in a single repetitive stanza as Keats's Ode to a

Nightingale.

{

69, ONOMATOPOEIA: Onomatopoela 1s the correspondence of sound
and sense, covering all cases from single
words, as hiss, buzz, crackle etc..., to
phrases and lines of verse in which there
is agreement, by echo or suggestions,
between the sound of the words and their
meaning. As a metrical term onomatopoeia
1s the agreement of the verse rhythm with
the idea expressed, and where the sound
is made subservient to sense, the highest
artigtic effect is achieved:

There was a rustling that seemed
like a bustling

Of merry crowds justling at pitching
and hustling;

Small feet were pattering, wcoden
shoes clattering,

Little hands clapping and little
tongues chattering,

(Robert Browning)

70, OTTAVA RIMA: See STANZA

7l PARABLE: See ALLEGORY
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72. PARODY and BURLESQUE: A parody is a work which ridicules
and satirizes, by imitating another
work, or style of writing, or author.

y A good parody could be a good cri-
ticism of the original by bringing
out weaknesses and making them
clearer and more obvious. Henry
Fielding parodied Richardson's
Pamela, first in Shamela and later

in Joseph Andrews. Another example

1s Hartley Coleridge's parody of

Wardsworth's She Dwelt Among the

Untrodden Ways, as in his first

stanza:
He lived amidst th' untrodden ways
To Rydal Lake that lead;
A bard whom there were none to praise,
And very few to read.
Charles Stuart Calverley became
famous for his parodies of Brownlng
and Macaulay among others.
Burlesque on the other hand,
algo imitates a literary work or
style, but makes free play upon
the original and makes fun of it.
Gilbert and Sullivan's Patience or

Bunthorne's Bride, makes fun of




73.

74,

754

76.

77,

78.
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the hero (a caricature of Oscar
Wilde) pursued by a pack of love-
sick ladiles.

Similar to burlesque 1is the
MOCK-HEROIC which treats trifling
affairs in a grand style, as

Alexander Pope does in hls Rape of

the Lock.

PASTORAL ELEGY: See LYRIC
PERSONIFICATION: See ALLEGORY
PICARESQUE: See NOVEL

PLOT: See NOVEL

PROSODY: Prosody is the systematic study of versifica-

tion, including meter, rhyme, stanza etc....

QUARTO: a) A term used for a book printed on printer's
sheets folded twice, making four leaves or eight
pages. b) Shakespearean quartos are the edition
of separate plays published during and after hls
life time. Quartos may be referred to simply

as Ql, Q2, etc.. (See also FOLIO)
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79. QUATRAIN: See STANZA

is the repetition of the same sound or sounds.

It is also a combining agency of the stanza, and
responsible for the divisions within it. Whether
rhyme 1s a hindrence, a limitation to the poet,
depends wholly on his mastery of the technique

of the verse. However it is generally belleved
that shorter poems require rhyme; longer ones,

not being under the necessity of immedlate effect,
their use of rhyme depends on the poet's will and
the effect he wants to create. Milton in his

Preface to Paradise Lost attacked rhyme as "...

no necessary Adjunct or true Ornament of FPoem or
good Verse, in longer Works espec:!.&tllsf....“l But

Samuel Daniel thought that rhyme gave worthier

When rhyme involves only single syllables
(wine, dine) it is called MASCULINE rhyme, but

when a stressed and an unstressed syllable are

80. REFRAIN: See STANZA and BALLAD
!
81, RHYME:
2
effects in the language.
1

Walter Jackson Bate (ed.), Criticism: The Major

Texts, (New York, Harcourt, Brace and Company, 1952),

Pe I§0|
2

Ibid., "A Defense of Rhyme," p. 109.
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involved (en/ding, ben/ding) it is DOUBLE or
FEMININE rhyme. TRIPLE rhyme involves a stressed
syllable and two unstressed ones (ten/der/ly,
slen/der/ly). These rhymes, masculine, feminine
and triple rhymes, are ENL RHYMES, coming at the
ends of lines. But rhyme may also occur within

a single line - called INTERNAL or Leonlne rhyme
as:

The falr breeze (blew), the white foam (flew) -

(Itelics mine)
(Coleridge = The Ancient Mariner)
ALLITERATION is the repetition of the same sound
or sounds in the first syllables of words.

That tips with silver all these fruit-tree-tops.

The repetition of the consonantal sounds,
with intervening different vowel sounds, 1s
CONSONANCE, (rider, resder; farer, fearer).

(W.H. Auden's Song XXV).

If the repetition is in similar vowel sounds,
then it is called ASSONANCE, (water, saunter). If
the equivalence of the rhymed sound 1s exact
(cloud, shroud) it is PERFECT RHYME - Many modern
poets, however, deliberately employ Imperfect

rhyme (also called Partial or approximate rhyme).
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The centuries will burn rich loads
With which we groaned,

Whose warmth shall lull their dreamy lids,
While songs are crooned.

(Wilfred Owen)
EYE-RHYMES use words whose endings are spelled

alike, and probably once were pronounced allke, but
now have different pronunciation, e.g. prove - love;

war, car.,

82. RHYME ROYAL: See RHYME

83, RHYTHM: See METER

84, ROMANCES: Romances are extended narratives in verse or
prose which started first in France in 12th
century, (chief writer: Chretien de Troyes).
They relatedthe adventures of kings and knights,
introduced a heroineymade love important, and
moved the realm of supernatural from Mt. Olympus
to fairyland. In the beginning, romances re-
sembled the epic, but soon they became tales
of chivalry.

The essence of romance 1s wonder: the
delighted surprise at the dlscovery of strange
lands, the unfolding of marvellous happenings
and the miracle of love. Romances had a great
appeal to high society and especially to the
ladies.



Romances may be roughly divided - by
their subjects - into three classes:

a) The 'Matter' of France - included
stories of Charlemagne and his peers.

b) Matter of "Rome le Grant" (great
Rome), which included a2ll the romances of
classic antiquity, those of Troy and Alexander
as well as of Rome.

c) The Matter of Britain which is, malnly,
Arthurian stories and their connections.

When the East came into prominence in the
age of the Crusades, tales of Byzantium and
Egypt got mixed up haphazardly with stories of
the ancient Greeks.

Arthurian legends were given much interest
at the appearance of Geoffrey Monmouth's imagi-

native history, Hlstory of the Kings of Britain,

in which he presumes Brutus, the Trojan, to be

the founder of the British race. In 1155, the

Norman poet, Wace, praphrasing this book, gave

a version of chivalric romance, complete with

the 'Round Table' of King Arthur and his knights.
The METRICAL romances, which came to Britain

from the continent through the Normans, employed

complex stanzas and alliteration. Chivalry,



romantic love, and religion predominated these
romances. Robin Hood and his Merrymen also
appear in such romances. The hero, or the
knight of the romances, swore loyalty to
Christ, his king and ledy and was expected

to do brave deeds to further the cause of truth,
honor and freedom. However there wagyhideous
element, or elements in the form of some wicked
magician or monster that had to be overcome by
knightly valor. Probably the greatest English
metrical romance, as well as poetic allegory

is Edmund Spenser's Faerie Queene.

Shakespeare's Ebmances do not fall under
any of the aforementioned classes. They do
not deal with knights and great deeds, but
are concerned with love, intrigue, misunder-
standings, and often have pastoral setting,
gay and clever heroines and sometimes super-
natural elements.

The spirit of the romance invaded some
later forms of literature as in the novels of
Walter Scott; the elements of mystery and
terror in the Gothiec novel; and the exotic
Oriental tale which was a great favorite in

the elghteenth century. Tennyson's Idylls



of the King, in verse, brings back the Arthurlan

knights and their age.

85, RUBAIYAT: See STANZA

86, RUN-ON-LINES: See METER

87. SCANSION: See METER

88. SESTET: See SONNET

B89. SESTINA: See STANZA

90. SETTING: See NOVEL

91, SHORT STORY: The term "short}story“ is applied to a prose
narrative, briefer than the novel or novelette
but longer than an anecdote? The average
short story, usually, does not exceed filve
or six thousand words. This limitation of

brevity forces the writer to limit the

number of his characters and scenes; use a

1 The use of the hyphen '=' in "short-story" was
suggested to distinguish the modern type from the old
indefinite form such as fables, parables, folk tale? etCeee
Mabel I. Rich, A Study of the Types of Literature, (New
York, The Century Co., 1925), p. 408.

= An anecdote 1s a short and simple narration of a
particular incident, or about a particular individual.
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less complex plot than in novels; and
more or less conform to the three
"unities," of time, action and place.

A perfect short story ls such that any
addition or subtraction, whether in
description, or characterization, would
mar its unity and compact harmony.

Some of the well known short story
writers in English include: Edgar Allan
Poe (1809-1849) - the originator of the
thriller and detective story -; Katherine
Mansfield (1888-1923); Robert Louils
Stevenson (1850-1894); William Faulkner

(1897-1962), and others. (See also NOVEL)

SIMIIE: See IMAGINATION (footnotes)

SIMPLE LYRIC: See LYRIC

SKALD: See BALLAD

SONG: See LYRIC

SONNET: The Sonnet is a lyrical poem (See LYRIC) of

fourteen lines, in English usually in iambic
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pentameter, and a rather complicated rhyme scheme.
It originated in Italy in the fourteenth century
with Petrarch's sonnets to Leura, and Dante's to
Beatrice. The sonnet's first appearance in English

poetry was in Tottel's Miscellany (1557) .

The main sonnet types are:

a) the PETRARCHAN, or the ITALIAN sonnet has
two divisions: the first elght lines called the
OCTAVE, generally contain the main idea or the
theme which the sonnet will develop, and the
remaining six lines, called the SESTET, develop
the thought or feeling in a new direction, or a
resolution. The rhyme scheme in the octave 1s
abba-abba, and the sestet rimes cde-cde, but is
variable, sometimes containing two instead of

three rhymes. e.g. Milton's sonnet On His Blindness.

b) The SHAKESPEAREAN sonnet - sometimes
called the ENGLISH sonnet - consists of three qua-
trains riming abab-cdcd-efef, followed by a couplet
gg. This form of sonnet does not have the move-
ment of flow and ebb of the Petrerchan; instead,
the verse strides continuously forward until halted
by the concluding couplet. e.g. Shakespeare's

Sonnets; Michael Drayton's, Since There's No Help.

¢) The SPENSERIAN sonnet, like the Shakespearean
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concludes with a couplet, but it has only five
rhymes and each of the quatrains is linked to

its predecessor by rhyme, thus: abab-bcbc-eded-ee.
The first eight lines are the same as the first
eight lines of Spenserian stanza. e.g. Spenser's
Amoretti sonnets.

d) The MILTONIC sonnet uses the Petrarchan
rhyme scheme abba-abba always for the octave, and
ede ede, or cd-ed-cd (quite permissible in Petrar-
chan scheme). Thus Milton's sonnets are Italian
in form, but Fnglish in the progress of the idea,
as the sense flows on without a break from the
octave into the sestet.l e.g. Milton's, On His

Deceased Wife.

e) There also are poets who experimented
with the various forms of the sonnet as Keats's

autoblographical, When I Have Fears (Shakespearean);

On First Looking Into Chapman's Homer (Petrarchan).

No metter what form the poet may use for his
sonnet, it requires an intimate union of thinking
and singing; a proper distribution of thought and
emotion. The sonnet 1s poetically defined in the

following poem by Theodore Watts-Dunton:

1 Francis B. Gummere, A Handbook of Poetics, (Ginn and
Company, Boston, 1885), p. 240,
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A sonnet is a wave of melody:

From heaving waters of the impassioned soul

A billow of tidal music one and whole

Flows, in the "octave"; then, returning free,

Its ebbing surges in the "sestet" roll

Back to the deeps of Life's tumultous sea.

A series of sonnets may be linked together by
exploring or and indicating a relationship between
lovers, which may constitute a kind of implicit

plot, as Ellzabeth Barret Browning's Sonnets from

the Portuguese; Shakespeare's Sonnets; Spenser's

Amoretti. These are referred to as SONNET SEQUENCES.

97. SONNET SEQUENCES: See above

98. SPONDAIC: See METER

99. SPRUNG RHYTHM: See METER

100. STANZA: This is a term applied to groups of rhymed
verses, arranged according to a definite
pattern. The stanza pattern is determined by
the number of lines, the number of feet per
line, the meter, and the rhyme scheme. The

word "stanza" 1s Italian, "cognate with English
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1
'stand} or a resting place."

Among the commonly recognized stanza forms
are:

a) The DISTICH or the COUPLET is a pair of
rhymed lines. The two commonest couplets in
English are the OCTOSYLLABIC couplet and the
DECASYLLABIC. The Octosyllabic couplet or the
short couplet, borrowed from the French octo=
syllabic verse, was employed chiefly for long
narrative poems., It 1s most suitable for swift
movement in poems for the obvious reason that
the line is short. This kind of couplet was
used by Chaucer in his earlier work, the Book

of the Duchess and the House of Fame; Samuel

Butler in the serio-comic Hudibras? Scott,
Byron and Wordsworth in their Romantic narra-
tive verses. For lyric purposes it was used
by Shakespeare, and with flexibility by Milton
in 1'Allegro and Il Penseroso.

When civil fury first grew high,
And men fell out, they knew not why;

(Butler: Hudibras)

1 Skeat, Etymological Dictionary.

2 Thus the couplet is sometimes called "Hudibrastic."
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The decasyllablec couplet is used in two
ways: the closed couplet complete in itself -
the HEROIC couplet of Dryden and Fope; and the
run-on couplet where the meaning passes from
one line of the couplet to another and some=-
times from one couplet to another. The heroic
couplet, a pair of rhymed lambic pentameter
lines, first appeared 1n English in the verse
of Chaucer:

She was a worthy woman al hir lyve
Housbandes at churche dore she hadde fyve

(Prologue - Canterbury Tales)

Alexander Pope, one of the main exponents of the
form often 'closed' the first line as well as
the couplet:

One science only will one genius fit;
So vast is art, so narrow human wit:

(An Essay on Criticism)

b) A TRIPLET or TERCET is a three-line
stanza on a single rhyme, which is not very
common. Robert Browning's A Toccata of

Galuppl's, and Robert Herrick's, Upon Julia's

Clothes, may be familiar:
Whenas in sllks my Julia goes,
then, then, methlinks, how sweetly flows
that liquifaction of her clothes.

(Upon Julia's Clothes)
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¢) The TERZA RIMA, employed by Dante in

his Divine Comedy, 1s a series of tercets.

Each group of three lines after the first,
takes as 1ts initial and final rhymes the
sound of the middle line of the preceding
tercet. The middle line in each group has
a new sound, so the rhyme scheme is: aba, beb,
cde, etc.sss Not many English poems have this

form of stanza. Shelley's Ode to the West Wind,

is an example of terza rima stanza in English.

d) The QUATRAIN, or the four-line stanza
is more popular and there are a number of varia-
tions of it, some using repetitions and refrains.l
The BALLAD stanza is a quatrain of alternating
four and three stress lines, rhyming abecb (some-
times abab)., This stanza may also have varla-
tions of internal rhyme and additional verses

as in Coleridge's, Ancient Mariner,

In the IN MEMORIAM stanza - named after

Tennyson's poem - "the terminal rhyme - emphasis

1 The REFRAIN, a component of some stanzas, usually
occurring at the end of each stanza, consists of one or
more lines repeated, sometimes with a little change. A
famous refrain is at the end of each of Spenser's stanzas
in Epithalamion: "The woods shall to me answer, and my
echo ring. e refrain is found in many ballads, and
frequently in Elizabethan lyrics.



of the stanza 1s reduced, the second and third
verses being the most closely braced by the
rhyme. The stanza is thus admirably adapted
to that sweet continuity of flow, free from
abrupt checks, demanded by the spiritualized
sorrow which it bears along."l
I hold it true, whate'er befall;
I feel it, when I sorrow most;
'Tis better to have loved and lost
Than never to have loved at all,
(In Memoriam AXVII, 4)
Still another variation of the quatrain, rhyming

aaba, was made famous by Edward Fitzgerald's

translation of the Rubaiyat of Omar Khayyam:g

Some for the Glories of This World; and some

Sigh for the Prophet's Paradise to come;

Ah, take the Cash, and let the Credit go,

Nor heed the rumble of a distant Drum}

e) Five-line and six-line stanzas are formed
in various ways: The Venus and Adonis stanza, so
called from Shakespeare's poem of the same name,
is formed by using a quatrain, which may rhyme
as abab, and a couplet cc. Shelley's To a
Skylark is in the same stanza form.

TAIL-Rhyme, or RIME COUEE (as called by the

French term), is a six-line stanza which may

1 Hiram Corson, A Primer of English Verse, (Boston,
Ginn and Company, 189%), p. 70.

g Rubaiyat: (pl.) from Arabic "Rubai", a quatrain.
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rhyme aabccb or aabaab, or other variations.
Chaucer used it for his parody (See PARODY),

Sir Topaz in Canterbury Tales.

f) RHYME ROYAL, sometimes called the
Chaucerian stanza, 1s a seven line stanza of
lambic pentameter, rhyming ababbcec. Chaucer
used it for continuous narrative in Troilus

and Criseyde, and Shakespeare for his Rape of

Lucrece.

g) The OTTAVA RIMA, an eight line stanza
of lambic pentameter, rhyming abababcc was
introduced from Italy. An example is John
Keats's Isabella,

h) The SPENSERIAN stanza, which is a
double quatrain of five stress lines, plus an
alexandrine (See Meter), rhyming ababbebec.
The melody and dignity of this stanza form
are due to its length, limiting the rhymes to
three, and the slight swell of the Alexandrine.

Flrst used by Edmund Spenser in The Faerie

Queene, the Spenserian stanza appears in such

works as Byron's Childe Harold's Pilgrimage,

Keats' Eve of St. Agnes, and Shelley's Adonais.

1) Besides stanza forms already mentioned,

there are a number of forms which have been
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imitated in English.

1. The SESTINA is a complicated form of
six, 6-line unrhymed stanzas followed by a tercet.
Instead of rhyme, the end words of the lines of
the first stanza are repeated.

2. The BALLADE consists of three eight line
stanzas, and a four line stanza called the ENVOY.

3. Some other French forms with intricate
patterns of rhyme and line repetition are the
RONLDEAUS, RONDEL, TRIOLET and the VILLANELLE.
(See also: SONNET)

10, STRESS: See METER

102, STROPHE: See ODE

103. SYMPATHY: See EMPATHY

104. SYNESTHESIA: (SYNAESTHESIA) The word comes from Greek
SYN, with, and aisthesis, perception,
Medically it is the confusion or linking
together of sensory perceptions. In
literature it is applied to lines or
phrases in which one kind of sensation

is described in terms of another, most



105. TAIL RHYME:

commonly hearing and sight. It is a "form
of metaphorical translation, the stylized
expression of a metaphysical - sesthetic
attitude towards life."T
This literary phenomenon, sometimes
is called "Sense transference," and was
used as an effective device for vivid
imagery in some types of the poetry of
nineteenth and twentieth centuries. An

example is Keatsh Ode to a Nightingale.

Tasting of Flora and the country Green,
Dance, and Provengal song, and sunburnt
mirth
Here Keats 1s asking for a drink of wine
that tastes of color, motion, and heat.
This type of imagery was much used by
the French symbollsts of the latter nine-

teenth century. Baudelaire's sonnet

Correspondences, in which he described

certain perfumes as "soft as oboes, green
as meadows" is probably the most widely

known example.

See RHYME

£ Rene Wellek and Austin Warren, Theory of Literature,
(New York, Harcourt, Brace and World, Inc., 1956), p. 72.
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106. TERCETS: See STANZA

107. TERZA RIMA: See STANZA

108, TRIPLE RHYME: See RHYME

109. TROCHAIC: BSee METER

110. VERSE: See METER
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When Civil fury first grew high,
And men fell out, they knew not why;

(Butler: Hudibras)
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She was a worthy woman al hir lyve.
g Housbrands at churches dore she hadde fyve.

(Prologne-Canterbury Talks)
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One Science only will one genius fit;
So vast is art, so narrow human wits:

(An Essay on Criticism)
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When in silks my Julia goes,
Then, then, methings how sweetly flows
that liquifaction of her clothes.

(Upon Julias Clothes)
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I hold it true whatever befall;
I feel it when I serrow most;

tiis better to have loved and lost
than never to have loved at all.

(In Memoriam XXVII, 4.)
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