
Contents

Acknowledgements xxiii

Introduction xxv
Hints on reading. Reading with understanding. Making notes.
Some ‘dos and don’ts’ of note-making. As you study. Preparation
and follow-up. Making up your mind. Essays. Coursework
and long essays. Revision. Examinations.

Part One The novel 1

1 Stories 3
1.1 Popularity 3

A best-seller. The popularity of novels. Talking about novels.
1.2 Human identity 4

Stories in our lives. Our lives in our stories.
1.3 Thinking about stories 5

Fiction. Fictions and lies. Written and read. Writing about novels.
The elements of novels. Literary study.

2 Characters 9
2.1 Responding to characters 9

Engaged by characters.
2.2 Characters, readers and authors 10

Knowledge. Readers at work. Characters, characterization 
and persons.

2.3 Language and the making of characters 11
Said and made. Language revealing character. The life of 
reason. The language of value. The moral ambiguity of fluency.
Declarations. The mannerisms of speech. Class and dialect.

2.4 Dialogue 15
Everyday dialogue. Dialogue and everyday speech. The 
presentation of speech. The shaping of speech. The politics 
of conversation. The revelation of character. Dialogue and 
theme.

2.5 Last words 17
2.6 Language about characters 18

Physical language. Mental and moral language. The power
of character language.

Contents v

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page v



2.7 Growing up 20
From childhood to adulthood. The Bildungsroman. Places.
Authority figures. Sexual awakening. Choices.

2.8 The contexts of characters 22
Gender. Culture and nationality.

2.9 Character range 24
Growth. Open and closed characters.

3 Narration 26
3.1 A tale that is told 26

Tales and tellers. Tales and knowledge.
3.2 Narration, knowledge and characters 27

What readers can know. Human responses. Looking into minds.
3.3 The tellers of tales 28

Authors and narrators. Author. Narrator.
3.4 The grammar of narration: first person 30

Two types of first-person narrator. Our view of life. 
First-person narration and knowledge. The position of the 
reader. Security. Growth. Levels of awareness. Unreliability. 
Moral understanding.

3.5 The grammar of narration: third person 33
Telling and showing. What narrators know. Omniscient 
narrators. Single cases of privileged access. Direct free style. 
Tense.

3.6 External narration 37
3.7 Readers and problems 38

The authority of the reader. Naïve narrators. Disagreeing 
with narrators. Multiple narrations. Epistolary novels. 
Metafiction. 

3.8 Irony 40
Words and truth. Words and meaning. Intention and outcome.
Appearance and reality. Double irony.

4 Plot 43
4.1 Plots and stories 43

Plots and knowledge.
4.2 Beginnings 43

The exposition.
4.3 Disjunction 44

Breaks, breaches, interruptions.
4.4 Trajectory 45

Plots and aims. Plot movement. Parallels. Plots as journeys.
4.5 Features of plot movement 47

Looking backwards and forwards. Discoveries. Reversal.
4.6 Plot incidents and materials 48

Thematic strands. Parabolic moments. Re-using plots.

vi Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page vi



4.7 Endings 49
Neat conclusions. The climax. Forms of climax and closure.
Denouement and resolution.

4.8 The short story 51
Economy. Narrative. Themes and epiphanies. Types of 
short story.

5 Settings 55
5.1 What readers remember 55

The enjoyment of settings.
5.2 The functions of settings 56

Setting and action. Setting and mood. Setting and plot 
movement. Setting and the situation of characters. Setting 
and the author’s outlook.

6 The Scope of the Novel 59
6.1 Fictional worlds 59

Novels and the world. Making worlds.
6.2 Realism 60

Naturalism.
6.3 Departing from realism 61

Time. Fantasy and magic realism. Mixed worlds.
6.4 The personal and the public 62

Social and political readings.
6.5 Social issues 63

Thematic locations. Urban and rural. Understanding 
society. The condition of England.

6.6 Money 65
The uncertain treatment of wealth. Money and plot movement.
Money and morality. Money and conclusions.

6.7 Debate 67
The need to talk.

6.8 Education and codes of behaviour 67
Self-improvement. Social models. Crime. Crime and resolution.

6.9 Domestic life 69
The family. Brothers and sisters.

Part Two Drama 71

7 Familiar Drama 73
7.1 Theatre-going 73

Television and film. Real life. Art. Television, films and drama.
7.2 Drama and the dramatic 74

Excess. The strange and the wonderful. Human extremes. 
The extreme and the everyday.

7.3 Outlandish action: the sixteenth and seventeenth centuries 76
Vast schemes. Language that fits the action. Horrible 
events. Deception. Emotional intensity.

Contents vii

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page vii



7.4 Two desires: love and power 78
Passion. Other kinds of loving. Appetite. Killing the king. 
Love and power together. The image of the Tarquins. 
Madness.

7.5 Provocation 83
A political experience. A mirror. Questioning the audience.
Controversy. Controversy in performance and profession. 
Political control. Shakespeare and Elizabeth I.

8 The Language of the Stage 86
8.1 Verse and prose: mixing language 86

The conventions of dramatic language. Blank verse. Diction.
The uses of prose.

8.2 Verse and prose at work 88
Social distinctions. Kings and verse. Emotional 
emphasis. Verse and ideas. Madness and prose. Prose, 
verse and dramatic function.

8.3 Dramatic language 91
The distinctive feature. The actions of actors. Language 
and specific actions. Language and authority. Language 
and indication. Language and grouping. Language and 
emotional states. Language and theatricality.

8.4 Monologue 95
The Chorus. Soliloquy. Public soliloquies. The private 
soliloquy. Soliloquies and truth. The self who speaks. 
The aside. 

8.5 Dialogue 98
Declaration and response. The contours of dialogue. 
‘Thou’ and ‘you’

8.6 Wordplay 100
8.7 Common speech and bawdy 101

Common speech. Bawdy.
8.8 Ideas and issues 102

Thematic words and images. Plots and themes. Themes 
and action.

9 Action 104
9.1 Plot and actions 104

How plots begin. Scene after scene. Sub-plots.
9.2 Expectation, pace, climax and close 105

Expectation. Pace. Climax. Close.
9.3 Ends and beginnings 107

Unities.
9.4 Role-playing 108

Roles and society. Theatrical self-awareness.
9.5 Present and past 109

Twentieth-century treatments of the past.
9.6 Transformation 110

viii Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page viii



9.7 Thematic actions 111
Image and actuality. Emblematic actions. Characteristic 
actions.

9.8 Community and nation 112
Society in twentieth-century drama. History.

9.9 Props 113
Few or many. Props and themes.

9.10 Excessive action 114
Burlesque. Farce. Plays within plays.

9.11 Stage competition 115
A theatrical imagining.

10 Characters 116
10.1 Characters and language 116

Verbal mannerisms. Pope on language and character. 
Characters on themselves. Characters talking about other 
characters.

10.2 Characters contrasted 118
Leading characters contrasted. Thematic contrast.

10.3 Stock characters 119
10.4 Characters and functions 120

Symbolic characters. Characters as mouthpieces of 
dialogue. Character and plot function.

10.5 Characters and trust 121
What can be questioned.

11 Audience 122
11.1 Knowledge 122
11.2 Disguise 123

The freedom of disguise. Impersonation. Cross-dressing.
11.3 Deception 125

Misinformation. Misreading. Misleading role-play.
11.4 Overlooking, overhearing 126
11.5 Framed action 126
11.6 Audiences and theatrical traditions 127

Theatrical history. Distance.
11.7 Laughter 128

Expectation. Like machines. Proportion. Limits. Purpose.

12 Watching and Studying 131
12.1 The theatre of the imagination 131

Performability. Imagining performances.
12.2 Types of stage 132

Shakespeare’s stage. The proscenium arch.
12.3 Characters on stage 133

Silent characters.
12.4 Design 134

Scenery. Costume. Settings. Lighting. Smells.

Contents ix

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page ix



12.5 Actors and acting 135
Age. Size. Voice.

12.6 Centralizing women 137
Women in Shakespeare.

12.7 Music, dance, songs, ghosts, fights 137
Music. Melodrama. Songs. Dances. Communal celebration. 
Dance and plots. Dances and the close of plays. Fights. 
Ghosts. Theme and atmosphere.

Part Three Poetry 143

13 Valuing, Performing, Hearing 145
13.1 Immediacy 145

Directness and force.
13.2 An ancient art 146

Poetry and religion. The Muse.
13.3 Poets as artists 148

Nature and art.
13.4 Reading and hearing 149

Questions about reading. Tone and voice. Hearing, 
overhearing and the public.

13.5 Persona 150
Dramatic monologues.

13.6 Fluency 151

14 What Poets Make 152
14.1 Story-telling 152

Chaucer’s tales. Introducing the characters. First moves. New
character. The plan. Sympathy. The plan in operation. 
Climaxes. Judgements. The issue of narrators.

14.2 Ballads 155
Traditional ballads. The literary ballad. Romantic ballads. 
Victorian stories.

14.3 Worlds 157
Faery lands. Literary worlds. Dream worlds. Twentieth-century
worlds. New worlds. Re-created worlds. Familiar worlds. Past 
and present.

15 What Poets Think 162
15.1 Poets as thinkers 162

Taking poetry seriously. Dealing with big issues. Religion. 
Re-making thought.

15.2 Experience and thought 164
General statements. Unfamiliar views. Titles. Thought and
language.

15.3 Selves 166
Discovering the self. ‘Autobiography’.

15.4 Art 167
Allusion. Art about art.

x Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page x



16 What Poets Do: Words and Meanings 169
16.1 Meaning and grammar 169
16.2 Nouns 169

Common nouns. Proper nouns. Abstract nouns. Pronouns.
16.3 Verbs 171

Moods. Infinitives. Transitive and intransitive verbs. The 
participle. Delayed verbs. The main verb.

16.4 Modifiers 174
Adjectives. Compound adjectives. Adverbs. Articles.

16.5 Other parts of speech 176
Prepositions. Conjunctions. Interjections. Negation. Double 
negatives.

16.6 Words and their meanings 178
Denotations and connotations. Range of meanings. Value 
words. Diction. Complexity and ambiguity. Verbal play. 
Multiple meanings. Symbols and emblems. Imagery: clarity 
and evocation. Experiment. Critical language. Simile. 
Metaphor. Conceit. Tenor and vehicle.

17 Poetic Shapes and Sounds 185
17.1 Line 185

Line endings. Line length. Caesura.
17.2 Stanza form 187

The couplet. Three-line stanzas. Quatrains. Sonnets. 
Mechanical and organic form. Free verse.

17.3 Rhyme 190
Rhyme schemes. Interlaced and enclosed rhymes. Rhymes 
and syllables. Resolution. Harmony. Intensification through 
rhyme. Rhyme and meaning. Comic poetry. Para-rhymes.

17.4 Rhythm 194
Pronunciation. Beat. Metre. Variation. The contribution of 
rhythm. Writing about rhythm. Learning to hear.

17.5 Sounds 198
Cadence. Alliteration. Assonance. Texture. Talking about 
texture. Timbre. Movement, music, enactment.

18 The Work of Poets 203
18.1 Practical criticism 203
18.2 Questions about whole books: what kinds of poems? 204

The world about us.
18.3 What forms? 205

Lyric and traditional forms.
18.4 What words? 206

Empirical language.
18.5 What imagery? 207

Everyday images.
18.6 What tone? 208

Two voices.

Contents xi

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xi



18.7 What personas? 208
Versions of the self.

18.8 What attitudes? 209
The outsider.

18.9 What subjects? 210
England.

18.10 What thought? 211
Poignancy and climax.

Part Four Genre 213

19 Classification 215
19.1 Butterflies, birds and books 215

Classifying books. The problem of classifying books. Genre. 
Not an exact science. Not prescriptive. Threads and families.

19.2 Conventions 217
The conventions of films. The durability of conventions. 
Varieties of convention. Public agreements. Accepting 
conventions. Conventions and interpretation. Conventions 
and judgement.

20 Tragedy 221
20.1 The place of Tragedy 221

A rare and broad genre.
20.2 Philosophical issues 221

Aristotle.
20.3 Tragedy and judgement 223

Art and belief.
20.4 The tragic sense of life 224

Tragedy and Christianity.
20.5 Hero 225

Characters apart. Energy. Will. Authority. Seriousness. 
Nobility. Imagination. Courage. Grandeur.

20.6 Fall 227
The inner fall. The public fall.

20.7 Suffering 229
Kinds of suffering. Suffering, isolation and exclusion. 
The fall of kings. Moral outrage.

20.8 Faults 231
Laws, limits and being wrong. Choosing wrong. Flaws, 
hubris, insolence and bravado. Being one’s own judge. 
Disdaining others. Wilful display.

20.9 Waste, knowledge and catharsis 234
Catharsis. Communal catharsis.

21 Comedy 236
21.1 Comic features 236

Comic variety. Contemporary settings.

xii Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xii



21.2 Characters and plots 237
A big cast. Complex plots. Plot functions.

21.3 Play 238
A ludic art.

21.4 Comic plotting 239
Comic conventions. Enjoying conventions. Conventions 
and endings.

21.5 Beginning comic plots 240
Openings. Bars. The tensions of comedy. Plotting and 
scheming. Language of scheming. Deception.

21.6 Bewilderment 243
Interweaving schemes. Exclusion.

21.7 Comic resolution 244
Beyond bewilderment. Explanation and wonder. Deliverance.
Finding the lost. The importance of society. Marriage.

22 Epic 247
22.1 Origins 247

Subject matter. In the beginning.
22.2 Epic design 248

Epic plots. Epics in miniature.
22.3 Epic action 249

Deeds.
22.4 War 250

Victory. Defeat.
22.5 The grandeur of Epic 250

History. Epic range. The gods. Imagining Hell. Humanity.
22.6 Epic style 252

The opening. The starting point. The elevated style: diction 
and syntax. Epic simile. Classical allusions. Messengers. Lists.

22.7 Mock-epics 255
Parody. The Rape of the Lock.

23 Lyric 257
23.1 Music and poetry 257

Defining lyric. Ease and fluency. The communal lyric and 
musical settings. The language of music and the language
of poetry.

23.2 Lyric and feeling 259
Modulation. Love. Celebration. The passing of time. The 
natural world.

24 Satire 262
24.1 A moral art 262

Classical Satire. Satire ‘Englished’. Original Satire. As an 
adjective.

Contents xiii

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xiii



24.2 The features of Satire 264
The art of censure. A didactic art. Urban and social writing. 
Politics. Change and chance. The sceptical outlook. Irony. 
Satire and art. The heroic couplet. Conclusions.

25 Romance 267
25.1 The world of Romance 267

Distant worlds. Romance plots.
25.2 The phases of Romance 268

Birth. Youth. The quest. Temptation. Withdrawal. 
Fulfilment.

25.3 The persistence of Romance 270
25.4 Twentieth-century Romance 270

Tolkien’s romance.

26 Gothic 272
26.1 Gothic’s historical context 272

Genre and history. Gothic landmarks.
26.2 Gothic influence 273

Atmosphere. Cinema.
26.3 Mock Gothic 273
26.4 Gothic conventions and features 274

Horror and terror. Locations. Atmosphere. Gothic language.
26.5 Gothic themes 275

Social and political Gothic. Creation. Violence. Women. 
26.6 Gothic plots 277

Digressive plots. Characters.

27 Pastoral 278
27.1 Pastoral: English and classical 278

Shepherds. A genre and a mode. The eclogue, the georgic, 
the idyll. Arcadia.

27.2 Pastoral conventions 279
The passionate shepherd. Setting. Season. Art. Love. Security.

27.3 Political Pastoral 281
Big estates. Pastoral and economics.

27.4 Anti-pastoral 282
Undermining a genre. Pastoral parody.

27.5 Twentieth-century Pastoral 283

Part Five Context 285

28 The Past 287
28.1 A foreign country 287

The pastness of the past. Scholarship. Help from dictionaries.
Background.

28.2 Many Pasts 289
Many histories. Knowing backgrounds.

xiv Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xiv



29 Religion and the Bible 291
29.1 A cultural heritage 291

Shakespeare and the Bible. Biblical imagery in recent 
authors. Students.

29.2 Bible stories 292
Rewriting the Bible. The Bible as judgement.

29.3 Biblical variations 293
Finding the lost. Blake’s re-workings. Ironic use of the Bible.

29.4 Parables and journeys 295
Parables. Journeys. Self-discovery. Temptation.

29.5 Biblical words and images 296
Shakespeare’s words. Biblical images in English literature. 
The twentieth century and the Bible.

30 Classical Civilization 299
30.1 The Classics and education 299

Schools, universities and the library. Translation.
30.2 Classical figures 300

Heroes. Greek heroes. Difficulties with heroes. Chivalry.
Reservations about the heroic. The hero king.

30.3 Classical women 303
Helen of  Troy.

30.4 Myths 304
The durability of myths. The appeal of myths. Myths and 
ideas. Extending myths.

30.5 Philosophers and poets 306
Philosophy. Ovid: love and transformation.

30.6 Traditions of writing 308
Subjects and topics. Form and genre. Ideas and outlooks.
Attitudes. The Classics at work. Symbols. A conflict.

31 Books and Ideas 312
31.1 Referring to other authors 312

Quotation. Allusion.
31.2 Nature 313

Words and meanings. Nature. Controversy over nature: 
King Lear (1605). Other meanings.

31.3 Order 316
An orderly world. The language of order. Order in 
Shakespeare. The imagery of order. Discord. Political 
order. Characters and disorder.

31.4 Fortune 319
Ups and downs. The wheel of fortune. Fortune and Tragedy. 
Joking about fortune. Talking about Fortune.

31.5 Freedom 322
Choice and determinism. The will. The stars. Natural history.
Fatalists.

Contents xv

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xv



32 The Arts 325
32.1 Literature, the arts and context 325

A point about study.
32.2 Painting 326

Painting and writing. Writers, painters and landscape. Vistas.
Details. Ways of seeing. Talk of landscape. Art and literary 
presentation. Twentieth-century art. Surrealism. Pictures in 
literature.

32.3 Architecture 332
Invisible buildings. Making architecture central. Classical 
and Gothic. Dickens and architectural debate.

32.4 Music 334
The feelings of an age. Romanticism and music. Opera and 
ballet. Music and culture.

33 Society 338
33.1 Class 338

Marriage and class. Money.
33.2 Love, marriage and families 340

Betrothal. Correspondence. Living together. Family life.
33.3 Town and country 342

Urban life. Economics. Outcasts. Revolution and war. 
33.4 Technology 345

Agricultural change. Industry. Transport. Timetables.

Part Six Interpretation 349

34 Discovering Meanings 351
34.1 Internal and external interpretation 351

Two ways of looking. Theories.
34.2 Words on the page 352

Questions and answers.
34.3 Close reading 353

What words actually say. Making links. Contrasts. 
How it is said. Significance. Judgement. Debate.

35 Internal Interpretation: Narratology, Grammar and Genre 355
35.1 Narratology 355
35.2 Grammar 356

Grammar matters.
35.3 Genre 357

36 Internal Interpretation: Formalism 359
36.1 Treating books as art 359
36.2 Formalist critics 360

Aristotle.
36.3 The Russian Formalists 360

Making strange. Folk stories. The limits of Formalism.

xvi Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xvi



36.4 Structuralism 362
Origins: anthropology and linguistics. Shapes, forms and 
structures. Problems with Structuralism.

36.5 Deconstruction 362
French philosophy. The death of the author. Problems with 
Deconstruction.

36.6 Postmodernism 363
Free play. The abolition of reality. Postmodern problems.

37 Theorists and Literary Features 365
37.1 Patterns and repetitions 365

Patterning in literature. Repetition and meaning. Repetition 
and making strange.

37.2 Leitmotifs 366
Defining movement, articulating themes. Looking forwards 
and backwards.

37.3 Binary opposites 367
Pairs.

37.4 Parallels and polarities 368
Making sense of elements. Deciding on features.

37.5 Silences 369
Interpreting silences.

37.6 Disturbances 370
Making sense of mental states.

37.7 Contradictions 371
Paradox. Books at odds with themselves.

37.8 Unity and diversity 371
Unified works. Diversity reconsidered.

37.9 Playing with language 372
Language games. Linguistic play.

38 Debating Interpretations 374
38.1 The value of internal interpretation 374

Ordinary reading. Problems with internal interpretation.
38.2 Is internal interpretation sufficient? 375

Do books stand alone? Back to history.

39 External Interpretation: Social 376
39.1 Beliefs 376

What matters to us. Ideology.
39.2 Marxist interpretation 377

History and society. Karl Marx. A theory of history. The 
economic basis of society. Marx and literature. Using Marx.

39.3 Money 379
Old and new wealth. Marriage and money.

39.4 Work 380
Silence about work.

Contents xvii

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xvii



xviii Contents

39.5 Trade 381
Exchange. Exchange in literature. Merchants. Communication 
as exchange.

39.6 Material goods 383
Marx and material objects. Characters and material goods.
Commodities.

39.7 Social class 384
Chaucer and class. What makes class. Class and space. 
Class and education. Class and culture.

39.8 Power 387
The powerless. Kings, power and the powerless.

40 External Interpretation: Feminism 389
40.1 The status of women in life and literature 389
40.2 Doubles 390

Moral pairings. Temperamental pairings. Doubles and 
female authors.

40.3 Images of women 391
Defined roles. The female Bildungsroman.

40.4 Names 392
Name and identity. Uncertainty about names.

40.5 Virgins 393
Virgin or mistress? A cult. Maiden no more. Brides.

40.6 Mothers 394
Marginalized mothers. Narrative opportunities. Absent 
mothers. Jane Austen and the later nineteenth century. 
Mother substitutes. Beyond the last page. Icons of 
motherhood. Motherhood and judgement. Madonnas. 
Twentieth-century mothers.

40.7 Women in love 398
Courtship. Active heroines. Consent or refusal. Marriage.

40.8 Goddesses 399
Saints. Diana. The mythic dimension.

40.9 Female aspirations 401
Women at work. A double trajectory.

40.10 The afflictions of woman 402
Patriarchy. Resisting patriarchy.

40.11 Images of woman 403
The ideal woman. Heart and head. The shrew. Madness.

40.12 Language 405
Female language? Silencing women.

41 External Interpretation: Psychological 407
41.1 The soul 407

Traditional ideas. Freud. Freud and Greece. Jung. The 
familiarity of psychiatry. Psychological interpretation and 
other forms of criticism. Literature and psychoanalysis.

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xviii



41.2 Dreams 409
Interpreting dreams. Dream literature. Dream-like literature.
Dreams in literature. Convincing dreams?

41.3 Imagery and archetypes 411
Imagery and the mind. Archetypes. Archetypes in romantic 
literature. Archetypal configurations. The mind as main 
subject. Freud and symbols.

41.4 Character and trauma 413
Problems with Freud. Observation and explanation. 
Significant behaviour. Unusual attractions. Split personalities.
Books and Freudian understanding. Alternatives to Freud.

41.5 Myths and mothers 416
The renewal of mythology: Oedipus.

42 External Interpretation: Ideas 418
42.1 Other theories 418

Religion. Lesbian and gay interpretation. Postcolonial 
interpretation.

43 Issues in Interpretation 420
43.1 Several approaches 420
43.2 Evaluation 421

A difficult challenge. The fact of evaluation. Recognizing 
value. Valued features.

43.3 Intention 422
43.4 Is all reading interpretation? 423

Starting with questions. Not needing interpretation.
Distinguishing between determined and open meanings.

Part Seven Themes 427

44 The Scope of Literature 429
44.1 A fair field full of folk 429

Dream poems. Our world. The field of literature.
44.2 Workings and wanderings 430

Themes. Traditional themes.

45 The Living World 432
45.1 Night 432

Light out of darkness. Writing about the night. Chaos and 
night. Night, sleep and darkness. Irrational fears. Night and 
crisis. The night and love. The night poem. The mistakes of a 
night. Black night.

45.2 Sunrise and sunset 437
Dawn. New dawn, new hope. Dawn and dedication. 
Aubade. Sunrise in a strange world. Sunset. The evening 
and rest. The anonymity of evening. The coming of night.

Contents xix

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xix



45.3 The moon and the sun 441
The moon. The sun. The problem for contemporary writers. 
The sun and the moon in the Bible and the Classical tradition. 
The sun and kingship. The power of the sun. The mythology 
of the moon. The Moon and the imagination. Consequences. 
The stars.

46 The Four Seasons 446
46.1 Writing about the seasons 446

The character of the seasons. The labours of the months.
46.2 Seasonal myths 447

Popular pictures.

47 The Earth 448
47.1 Learning to look at landscape 448

Landscape histories. The sublime. Recognizing the
sublime.

47.2 Water 449
Tales of the sea. Human endurance. The elemental and the 
primitive. The sea as metaphor.

47.3 People and woods 451
The organic world. Woods. Improvement. Woodlanders – a 
way of life.

47.4 Trees and plants 454
Trees in literature.

47.5 The garden 455
Retreat and repose. Nature and art. An emblem of the state. 
The abandoned garden. Eden.

48 Aspects of Nature 459
48.1 Landscape and literature 459

History in the landscape. Fields. Landscape gardening. 
Enclosure. Nature despoiled. What writers assume.

48.2 Figures in the landscape 462
People pictured. Pathetic fallacy, personification and mental 
landscape.

48.3 Animals 463
Attitudes to animals. Anthropomorphism. A world apart.

49 Ideas about Nature 466
49.1 The work of God 466

The word ‘nature’. Created by God. Design.
49.2 Darwin 468

50 Buildings 470
50.1 Houses 470

Occupying space.

xx Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xx



50.2 Doors and windows 471
Doors. Windows. Stairs. Architects.

50.3 Settlements 473
The small community. The literary uses of towns and cities. 
Re-making places.

51 Mortality 476
51.1 Creatures of time 476

Responding to death.
51.2 In memoriam 476

Epitaphs. At the graveside.

52 The Human Mind and Society 478
52.1 The formation of minds 478

Growth. The work of memory: then and now. The effects of 
psychology.

52.2 The Passions, the Virtues and the Deadly Sins 479
Traditional qualities and values. The Seven 
Deadly Sins.

52.3 Doubling characters 480
Theme and design.

52.4 The inner world 481
Sleep. Emotions.

52.5 The self and the world 482
Human society. Families. Hierarchies. Work. Leisure. Familiar
objects.

53 Love 485
53.1 The game of love 485

Holiday. Inventing the rules. Courtly love.
53.2 Petrarch 487

Love at first sight and the ideal beloved. Conventions of the
beloved. The lover. The merciless beauty. Serving a lady. 
Petrarchan conventions at work.

54 War 492
54.1 Sources and influences 492

Classical literature. Traditions of war writing.
54.2 The First World War 493

The national imagination. The two poles of First World War 
writing.

54.3 Love and war 494
Lovers and war. The love of comrades. Love in the time 
of war. The language of love and war.

54.4 War and sport 495

Contents xxi

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xxi



54.5 War and religion 496
An uneasy relationship. Death and sacrifice. Religion in
First World War literature. Ritual.

54.6 War and the countryside 498
A contrast. The destruction of a landscape. Incentive and 
consolation.

Glossary 501

Suggestions for Further Reading 513

General Index 514

Index of Authors and Works 520

xxii Contents

14039_44881_02_prexxxii.qxp  6/21/2006  10:19 AM  Page xxii



Part One The novel

14039_44881_03_cha01.qxp  6/16/2006  11:27 AM  Page 1



14039_44881_03_cha01.qxp  6/16/2006  11:27 AM  Page 2



1.1 Popularity

A best-seller
Harry Potter is news: shops open at midnight on publication day; there are special
covers for adults who don’t like being seen reading children’s books; there are
books explaining the ‘meaning’ of Harry’s deeds, and the films are ‘big box-office’.
And people talk about them.

The Harry Potter phenomenon tells us three things:

• We are still a nation of readers.
• We discuss what we read.
• Stories allure us.

The popularity of novels
People still read, and they read novels.

The novel is the literary form in which many of us encounter stories.

Novels are abundantly available; they can be bought in both bookshops and
supermarkets. They are news. Each year, the winner of the Booker prize is dis-
cussed on radio and television. Novels are even peak-time popular entertainment,
as when the final of The Nation’s Favourite Read was broadcast on a Saturday
night. Radio and television regard the serialization of a ‘classic’ as high-class
entertainment. People still recall the BBC adaption of Jane Austen’s Pride and
Prejudice in 1995, and in 2005 the novel was made into a film starring Keira
Knightley.

Talking about novels
We enjoy discussing what we have read; we want to understand what a book is
about, and why it did or did not engage our interest. For example, people have
debated whether the Harry Potter novels are original. The school story, they
point out, is not new. Ever since Thomas Hughes wrote Tom Brown’s Schooldays
(published in 1857), we have been accustomed to the genre (type or kind) of the
school story. Jennings and Mallory Towers are part of many people’s childhoods.

Stories 3
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We have also (again, often as children) read stories of ghosts and goblins, dragons
and demons. C. S. Lewis used those figures in the Narnia books, and Alan
Garner often used a plot in which, as in C. S. Lewis, an ordinary present becomes
entwined with a mythical realm. In that sense, J. K. Rowling is not original; she
draws on the genres of the school tale and the folk story. In keeping with the
school story, Harry has a friend – Ron Weasley – and an enemy – Draco Malfoy.
What is original, however, is her combination of the two genres: Harry Potter is
a school story about wizards. Consequently, she invents (and does so entertain-
ingly) a series of wizard equivalents to the conventions of the school tale. Hence
the game of Quidditch and the entertaining idea of a corridor that leads to
somewhere different on a Friday (Harry Potter and the Philosopher’s Stone, 1997).

1.2 Human identity

We sometimes ask what it is that makes human beings what they are. There are
many answers to this big question, one of which is:

We are story-tellers.

If we are asked about what has happened to us today, we reply in terms of little
narratives. These narratives have settings, dialogue, are delivered from a particu-
lar viewpoint and have a form: introduction, climax and close. Stories allure us,
because we see our lives as stories. We do this in two ways.

Stories in our lives
Thomas Hardy called Chapter 8 of Far from the Madding Crowd (1874) ‘The
Malthouse – The Chat – News’. He shows how

Story-telling establishes our identities.

Gabriel Oak, a man with ambitions, has lost his flock of sheep because of an
accident and has been forced to seek employment on a farm in Weatherbury. He
goes as a stranger to the Malthouse, where he is welcomed by the little group of
rustics (country dwellers). The rustics have gathered to tell stories, one of which is
about a bashful man, much given to blushing, called Joseph Poorgrass. Jan Coggan,
in spite of a protest from Joseph himself, tells a story about how Joseph ‘lost his
way as he was coming home-along Yalbury Wood’:

‘– And so ‘a lost himself quite,’ continued Mr. Coggan, with an impassive face,
implying that a true narrative, like time and tide, must run its course and would
respect no man. ‘And as he was coming along in the middle of the night, much

Summary
We are a nation that reads, and we discuss what we read. When we talk
about novels we are drawn into a debate about originality and genre.

4 Mastering English Literature
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afeared, and not able to find his way out of the trees nohow, ’a cried out,
“Man-a-lost, man-a-lost!” A owl in a tree happened to be crying “Whoo-
whoo-whoo!” as owls do, you know, shepherd’ (Gabriel nodded), ‘and Joseph,
all in a tremble, said, “Joseph Poorgrass, of Weatherbury, sir!”’

This wonderfully comic yet affectionate tale shows how this little community
works. People are given identities through the stories people tell about them. In
turn, these stories define the community.

Stories also give our lives meanings.

Our lives in our stories
Beyond individual and communal narratives there are larger, over-arching stor-
ies, that give meaning and a context to our lives.

We tell national stories about how our nation came into being and 
received its character.

This is one purpose of Epics (see Chapter 22). In The Aeneid (written between 
29BC and 19BC), Virgil told of the foundation of Rome by relating how Aeneas
fled from the destruction of Troy. The impulse to define the nature, and there-
fore the significance, of a nation appears in later works. Nathaniel Hawthorne’s
story of New England, The Scarlet Letter (1850), explores the identity of America
by presenting the early days of its Puritan settlers.

Bigger than national stories are the stories religions tell. These are stories that
people live by.

Religious stories give a picture of our history and how we stand in 
relation to God, so they form our ideas strongly of who we are and
how we should live.

The Bible presents stories ranging from the beginning of the world to the end of
time. It has given Western literature plots, characters and themes that still
arouse us (see Chapter 29, Sections 29.2–29.5).

1.3 Thinking about stories

Most television programmes are stories. Some have distinct beginnings, middles
and ends, while others (the soap operas) might continue indefinitely. Even the
news might be said to be a set of tales. Journalists often talk about ‘news stories’.

Summary
We are story-tellers.The tales we tell establish our individual identities,
the identity of our nation and, in religious stories, a sense of our place in
the world.
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Those who enjoy novels find a number of things in them – interesting char-
acters, convincing atmospheres and a picture of what human life is like. These
emerge in and through stories.

Fiction
The word ‘fiction’ has been in the language since the late Middle Ages. It has
acquired a number of meanings. Here are two definitions from The Shorter
Oxford English Dictionary:

Fictitious composition. Now usually prose novels and stories collectively, or
the composition of such works.

Feigning, deceit, dissimulation, pretence.

These definitions date from 1599 and 1609, respectively. From very early on, there-
fore, ‘fiction’ was a slippery word. For much of its history, it has hovered between
a technical literary meaning and a negative moral one.

Fictions and lies
The fact that the word denotes both a literary work and a lie indicates that 
people have long held ambivalent views about art. In Ancient Greece, Plato
conducted a moral debate about the status of art. He wanted to banish poets
from his ideal Republic. His reason is strictly philosophical. Because what we
see is a shadow of what is real, art is less real because it is a shadow of a shadow.

This debate has left its mark on our language. Take the word ‘design’. We use it
to discuss the organization of a work of art, but when applied to human actions,
it indicates something morally questionable. In Pride and Prejudice (1813), 
Mr Wickham, intent on seducing Darcy’s sister, travelled to where she was stay-
ing ‘undoubtedly by design’ (Chapter 35).

The ambiguity of the word points to one of the puzzles of literature. We know
that literary works are made up and yet we treat them as real. The characters are
invented and yet we take a moral and emotional interest in their lives. This is
the mystery of art – what is made up matters to us.

Written and read
We sometimes assume that works of art (of which novels are an example) are
windows on the world, unmediated slices of life. But

Fiction is art. Art means whatever has been made.

Other words used for the making of art are: created, fashioned or produced. There
are many terms for the process of making art: constructed, crafted, designed,
edited, moulded, selected, shaped and trimmed. And someone did the making.
Novels have been written.

6 Mastering English Literature
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A novel is how it is because someone made it that way.

When we ask whether someone has read, say, Jane Austen, we are recognizing
that a novel has been written – put together in a particular way – by a writer.

It follows from this that the characters of any novel are as they are because the
author has made them that way. All too often, students write about characters
as if they can be met at the bus stop. Characters only exist in the pages of a book.

Readers have a part to play in knowing and understanding characters. A
novel is written by an author and read by a reader. We could not know any char-
acter in a book unless we read what the author had written. There are therefore
three elements in the understanding of a novel:

• The characters and events of the book.
• The author who made the book in a particular way.
• The reader who responds.

To put it altogether:

The reader reads the words that the author has written.

Writing about novels
At this point, a hint about how to write about novels is necessary. Teachers often
sit down to mark well-organized and fluently written essays that could be about
the boy next door rather than a character in a book, but those essays don’t get
highly rewarded. Poor essays rarely mention the author or the reader.

So, when you write, make sure that you show how events and characters 
are what they are because of the way they have been made by the author 
and read by the reader.

For example, if you are writing about the opening chapters of Jane Eyre (1847),
you might say that Charlotte Brontë leads the reader to sympathize with Jane by
showing how her relatives treat her badly.

The elements of novels
Because novels are varied, precise definitions are very difficult. (In any case,
what would we do with a definition?) We can, however, point to the following
elements:

• It is a composition, usually in prose, concerned with the acts and speech of
imagined characters.

• A story is told; there is a teller of the tale.
• It is a story in which the events are related to the reader in a particular order

and for a particular reason.
• The events are imagined as taking place in specific places.
• The characters and events form a fictional world, which may be close to or

remote from our everyday world.

Stories 7
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• The totality of characters and events adds up to something. We can find
meanings in the work.

Consider these points in relation to Jan Coggan’s tale about Joseph Poorgrass
lost in Yalbury Wood, discussed above:

• It is a tale of characters, action and conversation, although the conversation
is with an owl!

• The story is told by Jan Coggan and told with the purpose of showing what
kind of a person Joseph Poorgrass is.

• The order of events is selected to show why Joseph was lost: he had been work-
ing late and had been drinking.

• The story takes place in a wood, which, as in so many tales, is a place where
travellers lose their way.

• The story creates a world of rustic labour in which people travel to relatively
distant places for a day’s work.

• The story is about timidity and an innocence that perhaps is only possible in
the countryside.

Literary study
When we talk about how an author prompts a reader to respond to and think
about what he or she has written, and when we see how an author has made a
work, we are doing what is traditionally called Literary Criticism. Mastering a
novel (or mastering any literature) starts when we see that it is something that
has been made. Once we see that we can think about how the making has been
done, and then ponder what the effects of this making are. It seems obvious to
a lot of readers that a good place to start this thinking is with the characters.

Summary
Fictions are stories that have been made up.There is always a writer
and reader,or teller and hearer.The events of the story occur in particu-
lar places and together they form a special world. Moreover, this world
adds up to something – it has a meaning.

8 Mastering English Literature
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418; Lesbian and Gay 418; Postcolonial
interpretation 23, 101, 419, 509; Religious
interpretation 418 see also Feminism,
Marxism, Psychological Interpretation and
Structuralism

liturgy 146
love 280, 303–4; achieved 260; celebrated

259; courtly love 486; holiday and games
238, 485; love and war 494–5; other kinds of
love 79; romantic love 485–6; unrequited
260, 489; yearned for 259; see also Petrarch

low-life 105, 505–6
ludic art 39–40, 181, 238–9
lyric 205, 257–61, 492, 506; apostrophe 259;

communal 257–8; counterpoint 258;
lyrical release ease and fluency 257, 259;
motifs 258; modulation 259; music
258–9; themes 259–61

M
Machiavel, the 319
madness 82–3, 90, 103, 230, 243
Malcontent, the 319
marlovian language 76–7
marriage 246, 338–9; betrothal 340; living

together 341
Marxism xxvi, 377–409; class 384–7;

commodities 384, 399; corrupt
communications 382–3; dialectic 377–8;
economic base of society 378; education
385–6; material objects 383–4; money: old
and new 379–80; trade 381–3; merchants
and exchange 382–3; power and the
powerless 387–8; space 385; theory of
history 377–8; work 380–1

Masque 393, 507
Master of the Revels 85
meaning and usage 178–9, 314–15, 351–4, 365
Medieval literature 152–5, 393, 402–3, 463, 472,

486–91
melodrama 137–8
memory 478–9
mental landscape 462–3, 507
metafiction 39–40
metaphor 183–4, 207, 381, 461, 470–1, 481, 497, 507
metonymy 62, 507

metre 195–8, 507; foot 195; anapaest,
anapaestic 195–6; dactyl, dactylic 195–6;
dimeter 195; foot 195; hexameter 186,
195; iamb, iambic 86–7, 187, 195–6; trochee,
trochaic 195–6; pentameter 86–7, 187;
stressed and unstressed syllables 195–6;
tetrameter 195; trimeter 195;
see also rhythm

misinformation 125
misreading 125
mock-epic 255–6, 493; conventions 256;

parody 255
mood 56–7
moon and sun 441–2; Bible and Classical

tradition 442–3; gendering 445;
imagination 444–5; kingship 443;
mythology 444; names (Cynthia, Diana,
Hecate, Luna and Phoebe) 444

moral words and value words 12–13, 179–80
moralists, moral understanding 33, 35
mortality 476; elegy 309, 312, 476–7; epitaphs

477; immortality 476; murder 475;
responding to death 476

multiple meanings 182, 455
Muse, the 146, 252, 439
music 137–8, 334–7
music of the spheres 317

N
Narration and narrative 26–42, 52, 295–6, 508;

direct free style 36; enclosed narrative 39;
external narration 37, 462; focalization
355–6, 505; frame 126, 137, 356, 505;
multiple narration 38–9, 507; narrative
poetry 152–7; Narratology 355–6; telling
and showing 34, 355–6

Narrators 508; covert or undramatized 34, 355;
direct free style 36; first person (hero and
witness narrators) 30–3, 355; intrusive 34;
naïve 38; omniscient 34–5; poetic
narrators 154–5; primary and secondary
356, 392; privileged access 34–6, 355;
retrospective 31, 509; security 31; tense
36–7; third person or dramatized 33–7, 356;
unreliable 32, 356, 509

nation 112–13
Nature 58, 260–1, 313–15, 466–9; base nature

314–15; debate about nature 314–15;
influence of Darwin 323, 451–2, 468–9;
‘mother nature’ 314–15, 468; nature and 
art 148, 159, 456; nature and civilization
314; nature and grace 314; nature and right
314–15; nature as the work of God 466–7

neo-classical ideas 372; balance 372; order
372; symmetry 372

Newton Sir Isaac 316, 451, 467, 477
night 432–7; chaos 433–4; darkness 432;

irrational fear 434; love 435; mistakes
437; Night poem, the 435–6; sleep 434

nudity 84

O
ode 309
order 316–19; degree 316–17; discord 318–19;

harmony 190–1, 317–18; order and imagery
316–19; order and nature 316; order in
politics and society 318–19

overhearing, overlooking 126, 242
overtones 508
oxymoron 181
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P
pace 87, 105–7, 149, 201, 258
painters and painting 326–32; Breughel ‘The Fall

of Icarus’ 305, 331; collage 329–30;
Constable, John 326–7, ‘The Cornfield’
447; Cotman, John Sell 326; Crome, John
326; cubism 330; Dali, Salvador 330; Ernst,
Max 330; labours of the months 329;
landscape painting 55, 326–7; Lear, Edward
326; Magritte, René 330–1; Martin, John
331; Monet, Claude 326; narrative painting
326; Pre-Raphaelites, the 326; Schwitters,
Kurt 329; surrealism 158, 330–1, 382, 498;
Thornton, John of Coventry East window, York
Minster 292; Turner, J.M.W. 326; Uccello:
‘St George and the Dragon’ 165; Wilson,
Richard 326

parable, parabolic moments 48–9, 391
paradigm 408–9, 411–15, 456
paradox 181
parallels 46, 368
parody 77, 114, 241, 255, 273
passion, the passions 78–9, 479–80
pastness of the past, the 287
Pastoral 278–83, 309, 312, 440, 446, 508; anti-

pastoral 282; Arcadia 268, 279; Classical
Pastoral conventions 278–9; genre and
mode 278; landscapes 280; love 280;
politics 281; seasons 280; security 280;
shepherds 148, 278–80; twentieth-century
pastoral 283

pathetic fallacy 462–3, 508
pathos 14, 126, 155, 508
patterns, patterning 362, 365, 413
percipience, impercipience 40–2, 126
performability 91–4, 103, 131
peripeteia 48, 222; see also reversal
persona 150, 208–9, 262, 508
personification 433–4, 438, 449, 462–3, 508
Petrarch 487–91; beloveds 487; conventions

487–8; lovers 489; merciless beauty
489–90; parting 490

picaresque novels 46
plays within plays 80, 108, 114, 138
plot 43–54, 57, 104–5, 222, 228, 508; disjunction

44–5, 339, 401, 504; parallels 46; plot and
story 43, 356; plots in drama 240–3; plots
in novels 25, 43–54; re-using plots 49; sub-
plots 105, 107, 111; trajectory 25, 45

Poet Laureate 145
poetry 145–211
polarities 63, 68, 111, 297, 317–18, 345, 368, 406,

449
politics 63, 83–5, 134–5, 275–6, 318–19, 460
politics of conversation and dialogue 16–17, 99
Postmodernism 363, 372, 421; abolition of

reality 364; free play and eclecticism 364,
372–3

power 387–8, 421
practical criticism 203
proportion, sense of 129
props 113–14
proscenium arch 133
protagonist 53, 150–1, 164, 172, 509
provocation 83–5
psychological interpretation 407–19, 479;

archetypes 411–13, 456; dreams 409–11;
Freud, Sigmund 69–70, 109–11, 397, 407–8;
Greek civilization and mythology 407–8;
growth 478; Jung, Carl Gustav 150, 408,

412; Oedipus 416–17; psychoanalysis
407–9, 415; repression 164, 407, 415; the
soul 407–9; sublimation 407; trauma
407, 413–16

pun 181, 372

Q
questions 352
quotations 167–8, 312

R
readers and reading 10, 26–7, 31, 38–9, 149, 423
reading aloud 149–50
Realism and Naturalism 60, 509
recognition 106, 244, 394, 509; see also

anagnorisis
reflexivity 39, 168, 509
register 206, 253, 440, 509
relief 509
religion 146, 162–3, 235, 276
repetition 116, 189, 260, 356, 365, 368
resolution 51, 68, 73, 190, 203, 509
retirement, poetry of 280, 455
revenge 235, 309
reversal 48, 106, 510; see also peripeteia
revision xxxi
Revolution, French 334
rhetorical terms: anaphora 190, 260; chiasmus

313; apostrophe 259, 309; epistrophe 190;
stichomythia 241; rhyme 190–3, 510;
enclosing 190; feminine 191; harmony
191–2; interlacing 190; internal 192, 461;
masculine 191; para-rhyme or half-rhyme
193, 205; rhyme-scheme 190

rhythm 87, 194–8; accents and stresses 194–5;
beat 86–7; contribution of rhythm 87;
fluency pronunciation 194

Robin Hood 155
role-playing 108, 125
Romance 267–71, 279, 358, 452, 492, 510;

Arthurian subject matter 267, 485–6, 492;
chivalric culture 267; deceivers 267;
distant worlds 267; the hero’s life 268–9;
modern Romance 270–1; origins 267;
plots 267; the quest 268–9; temptation
269

Romanticism, Romantic literature 20, 147, 156,
166–7, 274, 305–6, 334–5, 412–13, 444–5,
454–5, 457, 478, 484

S
sagas 248
St Nicholas of Bari 294
Satire 262–6, 510; art 265–6; censure 264;

Classical Satire 262; didactic art 264;
‘Englished’ Satire 262–3; ironic attitudes
263, 265; moral criticism 262; political
attitudes 264; scepticism 265; urban and
social 264; use of heroic couplet 265–6

scenery 134
school stories 3–4
science fiction 60–1, 270
seas 182; elemental and primitive 450; human

endurance 449; metaphor 450–1
seasons, the 446–7; characters of the months

446; seasonal myths 447
self-improvement 67
selves 21, 31–2, 96–7, 166–7, 208–9
semantics 288, 357
sequels 9
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settings 55–8, 134, 510
settlements 473–5; re-making places 474–5;

small communities 473; see also cities
sex and the erotic 79, 81, 84 158, 177, 191, 246,

276, 294, 303, 307–8, 315, 321, 413, 415, 488;
blushing 398; loss of virginity 393–4,
403–4, 420; male desire (Actaeon) 400; sexual
awareness 21, 56, 413

short stories 51–4
silences in the text 369, 380–1
simile 183, 207, 510
sixteenth- and seventeenth-century literature

76–83, 170, 182, 219, 221, 223, 227, 280,
318–20, 326, 359, 373, 393, 487–91

sleep 481
smells in theatrical productions 135
soap operas 5, 73
society 67–70; betrothal 112; 

class 384–7; correspondence 340–1;
economics 65–6, 339–40; education 67–8;
familiar objects 113, 484; family 69–70;
hierarchies 483; leisure 483–4; outcasts
343–4; urban life 63–5; work 65–7, 483

sociological imagination 64
soliloquy, private and public 35, 95–8, 128, 231,

483
songs 138, 510
sounds 198–202, 208; alliteration 199;

assonance 199; cadence 198–9, 206;
enactment 201–2; intonation 149;
movement 201–2; music 201–2; pitch
149, 198, 201; onomatopoeia 202, 508;
texture 199–200; timbre 149, 200–1; voice
149

space 380, 402, 470–1
spectacle 137–41, 244
stages, types of 132–3
stage directions 93, 110
stanza 187–90, 510; couplet and heroic couplet

187–8, 205 265–6, 477, 506; free verse
189–90, 505; mechanical and organic form
139, 205, 334–5; quatrain 155–6, 188, 509;
sonnet, octave, sestet 188–9, 498, 510; tercet
188; terza rima 188

stories 3–4, 152–7, 355–6
Structuralism xxvi, 362, 374
structures of feeling 289
style, the plain style 168
subjective experience 147, 166–7, 274
subversion 294, 321, 394, 442, 490–1, 511
sunrise and sunset 182, 437–45; Aubade 439;

dawn 437; dedication 438–9; evening and
rest 439–41; kingship 443; power 443

surprise 105–6, 511
suspense 105–6
suspension of belief 219, 511
syllabics 189
symbol 170, 182, 207, 310–11, 377, 408, 411, 442,

446, 450–2, 471–2, 498, 510
syntax 254, 258–9, 288, 357
syntax, suspensive 173, 254, 256, 511

T
taxonomy 215
technology 345–7; industry 345–6; transport

346–7; time-tables 347
television 61, 236; Buffy the Vampire Slayer

270; Fawlty Towers 73; Only Fools and
Horses 73; Pride and Prejudice 3;
Shakespeare Re-told 218; sitcoms 73; soap

operas 5, 73; Some Mothers Do Have ’Em
73, 119; Star Trek 270; The Fall and Rise of
Reginald Perrin 73; The Likely Lads 73;
The Nation’s Favorite Read 3; The Office
73; The Royle Family 73

tenor and vehicle 184, 511
tension 106, 181
texture 87, 368, 461–2, 511
theatre history 84–5, 127–8
theatre of the imagination 131–41
Theatre Studies 73, 92
theatricality 94, 108–9, 114, 117, 133
theme and thematic action xxvi, 17, 48, 51–3, 63,

95, 103–5, 111, 113–14, 118, 127, 133–4, 140–1,
156, 259–81, 309–11, 329, 338–9, 360, 365,
429–500, 511

‘thou’ and ‘you’ 100
thought, re-making worlds 160, 162–8, 211,

367–8
thriller, the 53, 347
time, passing of 61, 109–10, 124, 136, 161, 260
titles 165
tone 87, 149, 198, 203, 208, 258, 264, 368, 440,

511
Tragedy 105, 128, 221–35, 237; Aristotle’s

discussion 221–3; beliefs 223–5; bravado
231–4, 502; catharsis 222, 234–5; fall
227–9; flaw 231–4; hubris 231–4;
inevitability 226; insolence 231–2;
isolation and exclusion 229–30; moral
outrage 230; mortality 224; suffering
221–2, 229–30; tragic hero, heroine 225–7;
waste 234; wilful display 233

transformation 22–3, 110–11
translation 152, 299–300
trees 454–5
trial 50–1
trust 121, 174–5, 260, 462
twentieth-century literature 159, 170, 181–2,

207, 346, 397, 415, 469, 474

U
unities 107, 223, 512
unity and diversity 371–2
urban and rural 63–4
utilitarianism 333

V
variation 86–7
verbal mannerism 14, 116
verbal play 181
view, viewpoint 30–3, 335–6, 512
Victorian and nineteenth-century literature

59–70, 150–1, 157, 299, 301, 323, 326, 342–3,
379, 381, 384, 390–2, 394–99, 434–5, 450–1,
456, 460, 467, 483

villanelle 181, 188, 365, 512
virtues, the 479–80

W
war 134, 250, 512; burlesque 114; Civil War, the

84, 280; Classical influences 303–4, 492;
countryside 498–500; First World War 160,
170, 206, 210, 259, 270–1, 283, 330, 333–4, 424,
436, 460, 492–500; love 79, 494–5; religion
496–8; sacrifice 497; soldiers 343–4; sport
495–6

women, presentation of 137, 242, 276, 389–406
wonder 75
woods and woodlanders 451–2
wordplay 87, 100–1
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