
chapter 2 
NEWER THAN NEW: 
STYLISTICS, STRUCTURALISM, 
DECONSTRUCTION, MARXIST CRITICISMM, 
PSYCHO-ANALYTIC CRITICISM, 
READER-RESPONSE THEORY, 
FEMINIST CRITICISM, NEW HISTORICISM 

STYLISTics 

New Criticism was always an unfortunate label, like that of the Modernism 
from which, in some respects, it grew; there would soon be a time when it 
was no longer new or modern. In the past thirty years there have been 
many number of attempts to break out of the apparent impasse of the New 

Critical fixation with the text. One example, which has no general label 
but is easily identifiable in the development of university departments of 
Theatre Arts and The are Studies, is the insistence that plays are not 
dramatic poems' but can best be understood (some would say 'only be 
understood') as texts for performance-in the context of the history and 

theory of the theatre. This has not only enriched our understanding of the 
classical canon of drama (see, for example, the American critic, Marvin 

Rosenberg's (b. 1912) studies of the major Shakespearean tragedies), but 

has greatly expanded concepts of what constitutes legitimate drama-finding 

value, for instance, in street, fringe, tribal and folk theatre, mime and the 

musical, all of them significant in their own right, but also helping to 

illuminate the great stage classics. The best-known figure in this general 

movement is the British theatre director, Peter Brook (b. 1925); (see his 

The Empty Space, 1968.) The current unresolved question is whether the 

development of 'theatre studies' takes the study of drama out of literary 

criticism, where it has been since Aristotle, altogether, to form a separate 

(511) 
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discipline, or whether literary criticism can respond to the challenge by absorbing something from the new approach or asserting equally valid approaches of its own. 

These developments in respect of drama are symptomatic of other advances in critical theory, many of which are associated with what we may broadly call communications theory, an amalgam of insights from linguistics, sociology and psychology. We can identify in stylistics and structuralism two approaches that have proved fruitful, though it is not always easy to say where one ends and the other begins. Style' has been widely used as a term in criticism for centuries, often in a rather impressionistic way, in attempts to draw attention to the characteristic or peculiar use of language in a particular text, author or period. Modern 'stylistics' is an attempt to approach the question of style on stricter, more methodical lines; it is not so much a discipline in itself as a cross-over point between linguistics, for which literary texts are only item of interest in the broad study of language and literary criticism. It starts from the proposition that any idea or concept may be expressed in one of a number of different ways, and that an author exercises a choice conscious or unconscious; dictated by personal taste or the demands of he reader, genre or whatever) in determining the precise form of words o be used. Such a proposition is, incidentally anathema to New Criticism, vhich refuses to distinguish between the form and content of literature vhat is written is written. 

Literary stylistic poses for itself the task of assessing and classifying he range of linguistic choice available to authors, identifying the ways in hich features of the linguistic 'surface' of a text may call attention to 
nemselves; they may, for example, deviate from some accepted norm their manner of expression, or in other ways be foregrounded' (a key erm in literary stylistics). These classifications may then be applied to a 
articular text, or number of texts, in such way as to highlight their 
eculiar verbal characteristics. Such a procedure may be put to a variety duses; for example, building up evidence to confirm or deny our 
ampressionistic sense that certain features of style are characteristic of 
rtain forms or periods in literature (see, for example, the American 
hiologist and critic Josephine Miles (b. 1911), Eras and Modes in English oetry 1957, 1964). More controversially, it may even be used in an attempt isolate a particular àuthor's 'literary finger prints,' perhaps with a view determining the authorship of anonymous or disputed texts. But this 
rOCedure is most directly useful to literary criticism when it is applied to 
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discourse adopted by the author for his text will largely determine the 

calls 'discourse. The mode of xt will largely detemine the 

way in which it is apprehended by a reader, and so the more closely we 

can explain and quantify that mode the closer we are to explaining, or 
demonstrating, how that text 'works. Stylistics does not offer to replace literary criticism as it has been 

Known in the past, but it does offer some refinements to it. Most exponents 
ol literary stylistics are prepared to acknowledge that the texts which they 
choose to submit to their characteristic method of analysis are interesting 
or valuable firstly for any number of reasons that may barely be touched upon by that analysis; stylistics helps merely to describe the distinctively inguistic dimension of that interest or value. A New Critic who, shall we say, olfered a cogent reading of some long neglected poem might hope thereby to make his readers re-evaluate it; a critic employing stylistic methodology could only really hope to make them see it alresh by getting them to focus on its constituent linguistic features. The final businessof appreciating literature remains when stylistics has had its say. So stylistics may be of most use to the critic in oflering him a vocabulary to describe precisely details of verbal nuance and presentation-without submitting to the artificial constraints of New Criticism (lar from 
putting th text in a vaccum, stylistics compares it with as many other uses 
of lang1ge as possible) and without favouring certain kinds of verbal 
richnes-such as ambiguity, irony, paradox and so on-over others. Stylistics 
does, however, have one drawback in common with New Criticism: 

linguistic techniques are more readily adapled to the miniature exegesis of a 
lyic poem, than the examination of a full-scale novel. In prose, the problem

chow to select-what sample passages, what features to study-is more acute, 
md the incompleteness of eve the most detailed analysis is more apparent. 

oe other feature of stylistics regretted by more traditional critics is its 
course to a special vocabulary, most of it imported from linguistics; it 

aas been likened to the vocabulary of the old classical rhetoric, with which 

stylistics has much in common. It is regrettable because it tends to form a 

barrier between critics who choose to use this special terminology and 

those who do not; in a wider context, it definitely creates a barrier between 

criticism and the general reading public. The private language of stylistics 

announces it to be a quasi-science, distinctively a university discipline, and 

Scarcely the concern of the general reader, much less the average writer: 

to many people this seems as unlortunate price to have to pay for the real 

benelits that stylistics can ofler criticism. 



II stylistics has, tor these reasons, been greeted with some circumspection. particularly in English, how much more is this true of structuralism. This is a phenomenon on which it is difficult to divorce, in its application to literary criticism, from semiotics or semiology, which is the science of signs. The former term is generally preferred in the United States, in deference to its originator, the American physicist and logician C.S Pierce (1839-1941: the latter in Europe, following the Swiss linguist Ferdinand de Saussure (1857-1913). Structuralism is the name given to a twentieth-century body of thinking which fundamentally challenges everyday Western European concepts of 'reality; it starts from the proposition (intelligible enough in the wake of the fundamental assaults on our understanding of man, society and the universe made by Darwin, Marx, Freud and Einstein) that the world is not made up of independent objects that are knowable and classifiable in absolute terms. Things only really exist in as much as we perceive them, and the act of perception is governed by innumerable factors which make objectivity impossible; so, to some significant extent, we create what we perceive. It follows that all we can really know is the relationship between the observer and the thing observed; this is the stuf of 'reality.' It further follows that nothing or experience is inherently significant, but only so when it is comprehended in the set of relationships, he structure, of which it forms a part 
In this view of things, the process of signification, that is making signs which imply meaning, is much more widespread than is cor'imonly supposed; all human social behaviour-eating, sport, wearing clothesor perfume, politics, telling stories, whatever-is a process of n:akingigns about our relationship with the world. Much 'structuralist' thin'king, uch as that of the anthropologist Claude Levi-Strauss, is devote to 

incovering the underlying 'rules by which this process of sign-mak ng n society is able to operate. Oral and written languages are only articular ways in which such signs are made; and literature is oni one way of using languages. 
The signs we make, including literature, are thus not intelligible ecause they refer to some objective reality, which is non-existent or at 

east non-discernible, but because they correspond to the process of 
discerning relationships ('structuring) by which we, as it were, create the 
eality we inhabit. This process presumably derives from the operation ot 
he brain itself, about which little is known for certain. The key assumption s that we build up our sense of structures from an observation of benary Ppositions, that is, very basic contrasting relationships, between thing ed and green, for example, or circles and squares. These mean nothing n thama 
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meaning will only be intelligible to the culture or society which has 

anguage 
assenteu to that particular struture. We can observe this in the operad bserve this in the operation of language 

OUs, at least in Western European languages, do no o present the phenomena they discuss. There is nothing either in the sounds 
e shape of the word 'house' in Engish (or maison in French, or a070us 

Latin which means a building of bricks, stone or timber ior ivlg E Words only acquire that meaning when employed within the nteing structures, the languages, of which they form a part. 
aussure tried to explain how this operates in practice by 

uSguishing between langue and barole. The former, in English, means 
aPproximately "language, as we might use it in the phrase, 'the Engiisn 
language; it is an abstract set of rules or conventions about the way we 
communicate within our society. Parole means 'speech, everyday exampies of the use of words. Looked at in isolation, individkal examples ot parote 
seem chaotic or formless; they only take on meaning, and so communicate, 
because they subscribe to the rules of the langue of the particular community 
or society. Saussure cites the analogy of a game of chess; any particular 
game only makes sense in relation to the mutually accepted rules and 

conventions, inelfect the structure governing' all such games; the analogy 
would hold true for any recognised sport. A major preoccupation of 

linguistics in this century has been an attempt to work through parole to a 

definition of the universal temrs of langue. 
In respect ol literature, it may loosely be said that the central activity 

of structuralist critics has been to discerm a langue of literature, to which 
individual texts stand as examples of parole. This is some times described 
as a search for a 'poetics' of literature. This goes back to Aristotle's term; it 
is not confined, of course, to literature in verse. To this extent, structuralist 

criticism may be seen as an extension of the approach to literature via 

genre, an attempt to come to terms with the way in which it communicates 

through its sheer 'literariness. Noarthrop Frye's Anatomy of Criticism (1957) 
is a key work in this context. But a central tenet of many of those searching 

for a 'poetics of literature, paricularly ol those writing in French, is that no 

text, no instance of iterary parole, can be 'pure or 'innocent' in its relation 

to the 'poetics or literary langue Dy whicn it acquires meaning. Literature, 

like any other sign-system, 1s a way oI registering perceptual relationships 

(and not, in any simplistic sense, 'reality'); but it is one that aims 

undestanding and so controlling the version ot truth revealed in that process 

of registration. ln o domg, it necessarily reveals its own capacity for 

changing the truth or reality it registers. For many structuralists, this is the 

nost important featlure of art, and ot hterature in particular; every choice 

of words and forms which would have 'created' altermative realities te 

at 

ictin made of struet11-1iet 
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texts can be very sinmilar to that employed in stylistics-the detailed exeo 

of linguistic features of the text in relation to other possible formulatis 

but the rationale behind it is implicitly very dillerent.) In this capacit 

imply alternative realities, all literature may be said to be revolutiona 
its impact, however conservative its 'content may appear to be; in the 

process of understanding its 'signs,' the reader is made increasingly aware 

of the arbitrary way in which they operate, of the lact that they have no 

fixed connotation but may take on successive, theoretically infinite 
meanings, depending on our appreciation of the total structure. Thus they 

challenge us to construct our own new 'reality. This helps to explain a 

general preference apparent in much structuralist criticism for the sort of 

writing-such as Sterne's Tristram Shandy and the Irish-authors James Joyce
(1882-1941) and Samuel Becket (b. 1906)- which draws attention to the 
sheer arbitrariness of its own sign-system; such writing is implicitly more 
honest' than quas-realistic literature. It also explains, however, why one 
of the major works of structuralist criticism so far-S/Z, by the French

critic, Roland Barthes (Paris, 1970; English translation, 1974)-is single- 
mindedly dedicated to exposing what it sees as the imposure ofl 'realistic 

novels, which it attempts in an exhaustive analysis of one short story, 
Sarrasine,' by the notoriously 'realist' author, Balzac. 

The implications of structuralism are far-reaching in many fields not 
only linguistics and literature but anthropology, sociology, psychology, 
economics, even physics. There can be little doubt that the sheer extent of 
its claims (a key to all connections?) has been one factor in making many 
English and American critics sceptical about it; like Marxism, it seductively 
pretends to have answers to all questions, but it is difficult to accept some 
of these answers without accepting them all. This is tied up with the fact 
that the difficult concepts with which structuralism attempts to deal have led to the adoption of extremely specialist jargon, some, but not all of it, 
overlapping with that employed in stylistics, often redefined by successive 
theorists to suit particular purposes. The suspicion is abroad that too much 
of structuralism is concermed with theoretical attempts to explain and deline 
itsell, at the expense of such items as the literary texts it offers to explicate. This suspicion is only reinforced by the existence of a variety of critical 
approaches such as formalism, phenomenology and deconstructionisin which are clearly related to mainstream structuralism-if there is such a 

thing but which lay claim to particular refinements and advantages. A lurther problem has certainly been that, while in general terims 
structuralism seems to offer ways of examining literature dispassionately 

led exegesis 

to 

in 

agsae 
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subvert the supposedly corrupt society wh 
political dimension has not been evident, a lurthes 
equally intimidating to some people, which is tha 

which produced them. Where this 
unension has not been evident, a further implication nas a 

ident, a further implication has arisen, 
anything at to some people, which is that literature is not about 

anything at all, excet people, which is that literature is not about Kcept itself; that what matters about a text is the way is 
matters about a text is the way its 

come together to register a tyP 
author and his chosen subjec orld where everything man 

ype of communication; that the 
s chosen subject-matter are only incidentals in an impersonal that it is a long way removed from the reasons why most people bother to 

is may be a logically delensible argument, but common seise suggests 

e everything man-made may be said to communicate something. argument, but common sense suggests 
hy most people bother to 

write or read literature. Most Anglo-Saxon critics have so lar prov 
Anglo-Saxon critics have so lar proved t00 

empiricist in outlook to swallow the argument whole 
For all that, structuralism can clearly be useful in underlining the 

lact that literature is only one means of communication among many au 
in makingg us self-conscious about literature as a medium. In tems of the 

and 
ne means of communication among many out literature as a medium. In ternis of the 

status they have been given in schools and in society as a whole, printed 
books have been the most influential means of communication and the 
most privileged medium in the Western World since the Renaissance: to 
what extent has this shaped our thinking about the world, indeed created Our whole concept of 'reality? We may remember that our history of literary criticism began with Plato, one of whose objections to books and the written word was that they were inherently less truthful than the form of open-ended dialogue and debate which he had learned from his teacher,Socrates. Structuralism may yet olfer us the best perspective for observing the struggle as film and television increasingly challenge the primacy of the written word and the printed page. 
(ADAPTED FROM ANINTRODUCIION TO LITERARY CrITICISM BY RICIARD DUTTON) 

After New Criticism and Structuralism, the latest development in the 
technique of literary criticism is Deconstruction which provided a 

nromising alternative ot freudian, Marxist and others. It was conceived 

hv the French philosopher and critic, Jacques Derrida, who expressed 

his own deconstruction mainly in Oy Grammotology. In practice, 

deconstruction is exemplilied primarily in the critical readings, made 

DECONSTRUCTION 

by Jacques Derrida, ol a series ot texts in the history of western

philosophy, from Plato to Descartes, Rousseau and Hegel to Husserl

and Heidegger, and of a series of more recent texts in the history of 

structuralism and post-structuralism lorm Saussure to Levi-Strauss, Lacan 

and Foucault. T'aking as an example Derrida's analysis of HuSseri. 

Innathan Culler describes it like this: 
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ex
tin

ct
io

n 
af

 th
e 
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WE
R 

TII
AN

52
3 

ot
 surp

risin
gly,

 Ma
rxi

sts,
 su

ch
 a

s 
the

 bes
tkn

ow
n M

arx
ist

cr
iti

c,

NE
W

 

Lu
kac

s,
ha

ve
 alw

ays
be

en
 m

os
t 

inte
res

ted
 in

 
th

e 
rea

u 
atic

ula
rly 

con
ten

tio
us 

ab
ou

t mu
ch 

Ma
rxi

st
cri

tic
ism

. F
.R

. Le
av

is 
anu

 

N
ew

 Cr
itic

s 
foc

use
d 

m
or

e 
on

 t
he

 t
ex

t t
ha

n 
any

thin
g e

ls
e,

 

pre
sen

tsa
 sui

tab
ly 

lul
l pic

tur
e 

of 
soc

iet
y.

Th
ere

 is,
 in

 fa
ct,

 no
thi

ng
 pa 

o
w

n
 M

ar
xi

st 
cr

iti
c, 

eo
rg

e 
re

ste
d

in
th

e 
re

ali
sti

c 
no

ve
l, 

w
hi

d 
Th

ere
 is

, i
n 

fac
t, 

no
thi

ng
 pa

r 

an
yth

ing
 e

lse
, b

ut 
the

re 
ha

s 
hi

ch
 t

he
 

te
xt

 i
s 

s
e
e
n

 
in

 
co

nt
ex

t.
 

Tra
diti

ona
l M

arx
ist

cri
tic

ism
 is

 
sim

ply
 o

n
e 

wa
y 

o 
aCc

essi
ble 

alw
ays

 b
ee

n 
a 

fo
rm

 o
f 

cri
tic

ism
 in

 
wh

ich
 t

he
 t

ex
t

is 
se

en
 i

m
 

Cc icu
lar

ly
m

. 
F.

R.
 L

ea
vi

s 
an

d 
th

e 
A

m
er

ic
a 

vi
ew

 o
f 

th
e 

so
cia

l rea
lity

 of
 th

e 
tim

e 
in

 w
hic

h 
it 

w
as

 w
rit

ten
. A

 ve
iy

 

n 
s 

sim
ply

 o
n

e
 
w

ay
 o

f 
rel

ati
ng

 th
e 

te
x

t 
to

 
a 

an
d 

inl
ue

nti
al 

exa
mp

le 
of

 su
ch

 c
rii

cis
m 

is 
Ra

ym
o1 

No
ve

l fro
m 

Di
ck

en
s t

o 
La

wr
en

ce 
(19

70)
. 

si
bl

e
m

o
n

d
 W

ill
ia

m
s's

 T
he

 En
gli

sh
A

t 
th

e 
sa

m
e 

tim
e 

w
e
 
sh

ou
ld 

rec
og

nis
e 

th
at,

 a
lth

ou
gh

 th
e 

es
se

n 
se

 
th

at,
 a

lth
ou

gh
th

e 
e
ss

e
n

c
e

O
 

M
ar

xi
st

 cr
iti

cis
m

 is
 a

 
co

nc
em

 w
ith

 m
ate

ria
l l

ivi
ng

 co
nd

itio
ns

, t
he

 Ma
rxi

st 
C

ri
ti

c 
m

us
t 

co
ns

id
er

 m
o

re
 
the

or
eti

ca
l q

ue
sti

on
s 

ab
ou

t 
th

e 
ide

olo
gy

 o
l 

te
x

ts
 

an
d

 t
he

 
fu

nc
tio

n 
of

 
ar

t 
in

 
so

cie
ty

. 
Su

ch
 c

on
ce

rn
s 

ha
ve

 
b

ee
n

 
sh

arp
en

ed
 w

ith
 th

e 
ad

ve
nt

 o
f s

tru
ctu

ra
lis

m
. W

he
re

as
 tr

ad
iti

on
al 

cri
tic

ism
 

e
v

e
n

 tr
ad

iti
on

al
 M

ar
xi

st 
cr

iti
ci

sm
-h

as
 a

lw
ay

s 
str

es
se

d 
th

e 
fu

lln
es

s 
an

d 
C

oh
er

en
ce

 o
f 

lit
era

ry
 te

xt
s, 

str
uc

tu
ra

lis
m

 d
ra

w
s 

at
te

nt
io

n 
to

 th
e 

co
ns

tru
ct

ed
 

na
tu

re
 o

f 
th

e 
lite

rar
y 

te
xt

; a
nd

 m
o

re
 r

ec
en

t M
ar

xi
st 

cr
iti

ci
sm

 h
as

 in
ev

ita
bl

y 
ta

k
en

 a
cc

o
u

n
t 

of
 s

tru
ct

ur
al

ism
. 

T
he

 t
w

o 
cr

iti
cs

 w
ho

 h
av

e 
be

en
 m

o
st

 
in

tlu
en

tia
l i

n 
de

ve
lop

ing
 th

eo
re

tic
al

 M
ar

xi
st

 th
ink

ing
 a

bo
ut

 li
te

ra
tu

re
 h

av
e 

be
en

 L
ou

is
 A

lth
us

se
r 

an
d 

Pi
er

re
 M

ac
he

re
y. 

M
ac

he
rey

 st
re

ss
es

 t
he

 g
ap

s 
in

 a
 

te
xt

, 
ar

gu
in

g 
th

at
 t

he
 r

ea
de

r 
c
a
n

 
s
e
e
 
w

ha
t 

th
e 

te
x

t 
is

 
ihi

din
g 

fr
om

 
it

se
lf

. 
A

lt
hu

ss
er

 s
ee

s 
te

xt
s 

as
 

in
co

m
pl

et
e 

an
d 

co
nt

ra
di

ct
or

y 
as

 
th

ei
r 

id
eo

lo
gy

 (
th

e 
id

ea
s,

 v
al

ue
s 

an
d 

po
lit

ic
al

 b
el

ie
ís 

in
he

re
nt

 i
n 

a 
te

xt
) 

ru
ns

 
in

to
 d

if
fi

cu
lt

ie
s.

 B
ot

h 
cr

iti
cs

 a
re

 e
ss

en
tia

lly
 s

ay
in

g 
th

at
 th

e 
is

su
es

 r
ai

se
d 

in
 

a 
te

x
t 

ar
e 

to
o

 c
o

m
p

le
x

 f
or

 t
he

 a
u

th
o

r-
o

r 
th

e 
id

eo
lo

gi
ca

l 
co

de
 o

f 
th

e 
p

e
ri

o
d

 i
n

 w
h

ic
h

 t
he

 t
ex

t 
w

as
 w

ri
tt

en
-t

o
 c

on
tr

ol
 a

nd
 c

on
ta

in
. 

A
 c

ri
ti

ca
l 

ap
pr

oa
ch

 t
h

u
s 

c
a
n

 
le

ad
 

to
 

is
 

o
n

e
 

in
 
w

h
ic

h
 t

he
 

M
ar

xi
st

 c
ri

ti
c
 

lo
ok

s 

se
ar

ch
in

gl
y 

a
t 

th
e 

c
o

n
tr

a
d

ic
ti

o
n

s 
a
n

d
 
pr

ob
le

m
s 

in
h

er
en

t 
in

 
bo

ur
ge

oi
s 

cu
lt

ur
e,

 e
xp

lo
rin

g 
th

e 
te

x
t 

to
 s

e
e
 
th

e
 w

ay
 i

n
 w

h
ic

h
 i

de
ol

og
ic

al
 v

al
ue

s 

p
ro

v
e
 
in

ad
eq

ua
te

 o
r
 
in

co
m

pl
et

e 
o

r
 
di

sr
up

tiv
e.

 T
h

is
 
m

ig
ht

 a
p

p
e
a
r 

a 

d
is

m
is

si
v

e 
ap

pr
oa

ch
 to

 l
it

e
ra

tu
re

, 
a
n

d
 
h

a
n

d
le

d
 c

ru
de

ly
 it

 m
ig

ht
 w

ei
l 

be
. 

b
u

t 
it

 c
a
n

 
a
ls

o
 p

ro
v

e
 a 

re
w

ar
di

ng
 w

ay
 o

f 
ex

pl
or

in
g 

bo
th

 l
it

er
at

ur
e 

d 

O
n

e
 o

f 
th

e 
o

b
v

io
u

s 
st

re
ng

th
s 

o
l 

s
u

c
h

 
c
ri

ti
c
is

1
m

 
is

 t
h

at
 i

t 
e
t
s
 a

w
a
v

 

to
 

a 

h
is

to
ry

, 
m

ak
in

g
 a 

c
o

n
n

e
c
ti

o
n

 
b

e
tw

e
e
n

 t
h

e
 t

e
x

t 
a
n

d
 t

he
 w

o
rl

d
. 

li
fe

 a
n

d
 h

u
m

a
n

 n
a
tu

re
. 

M
a
r
x

i
s
t
 
c
r
i
t
i
c
I
S

1
n

 
s
e
e
s
 
h

o
w

 
a 

te
x

t 
b

el
o

n
g

s 
to

 

d 
c
e
r
ta

in
 p

er
io

d,
 a

n
d

 e
x

p
re

ss
e
s 

h
o

w
 p

eo
p

le
 a

t 
th

a
t 

ti
m

e
 o

rg
a
n

is
e
d

 a
u

d
 m

a
d

e
 

c
e
n

s
e
 
of

 t
h

ei
r 

w
or

ld
. 

In
 

th
e
 
h

a
n

d
s
 

o
t 

th
e
 
c
o

m
m

i
t
t
e
d

 
a
n

d
 s

o
p

h
is

ti
c
a
te

d
 

C
hr

is
to

ph
er

 C
au

dw
el

l, 
R

ay
m

on
d 

le
ri

c 
Ja

m
es

o
n

) 
th

is
 i

s,
 

to
 

fr
o

m
 t

h
e 

id
ea

 th
at

 li
te

ra
ry

 te
x

ts
 c

o
n

v
e
y

 im
e
le

s
s
 a

n
d

 u
n

iv
e
rs

a
l'

u
th

s 
ab

ou
t 

M
a
r
x

i
s
t
 
(in

 E
n

g
la

n
d

,
c
r
it

ic
s

s
u

c
h

 a
s
 
C

h
ri

st
o

p
h

e
r 

C
a
 

s
t
i
c
a
t
e
d

 

W
i
l
l
i
a
m

s
 a

n
d

 T
e
ry

 E
a
g

le
to

n
, 

a
n

d
 i

n
 A

m
e
ri

c
a
, 

F
ro

d
e
ri

e
 Ia

 
n

o
n

d
 

i
r
T

e
 

ti
e
d

 t
o

 a
 

ra
d

ic
a
l

po
li

ti
ca

l 
a
g

e
n

d
a
, 

in
 w

 hi
ch

 th
e 

c
ri

ti
c
 h

on
as

 



MaU upyI AIMIU



newer than new 

. 



Mau upyI 4DMau



{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }


{ "type": "Document", "isBackSide": false }

