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Susan M e r r i t t  E l l i o t t  

GENERAL EDITOR'S PREFACE 

James J. Sosnoski 

This  w i l l  be t h e  l a s t  i s s u e  of SCE Reports.  -- Last  December t h e  Board of Di rec tors  decided t o  
rename S C E t s  in-house journa l .  S t a r t i n g  t h i s  
Winter, SCE w i l l  pub l i sh  C r i t i c a l  Exchange [%I. 
The f i r s t  i s s u e  w i l l  be d e v o t e d t o  t h i s  y e a r ' s  
MLA sess ion  on l i t e r a r y  change. It w i l l  r e p r i n t  
Professor  Cohen's essay and include the  commen- 
t a r i e s  of Professors  R i f f a t e r r e ,  Schwartz, White, 
F l i e g e r ,  Ford, Harkin and Jay. 

Or ig ina l ly  intended t o  be SCE's newsle t te r ,  
SCE Reports has  evolved i n t o  an "in-house" journa l .  -- 
The motive f o r  renaming SCE-R is t o  acknowledge t h i s  
change. In  o rder  t o  s i g n a l  t h a t  " there  remains a 
con t inu i ty"  i n  t h i s  change, as Professor  Cohen 
has put i t ,  we w i l l  number .the f i r s t  i s s u e  of CEx 
"13." From time t o  time SCE w i l l  publ ish a news- 
l e t t e r ,  SCE News & Notices ,  which w i l l  be ed i ted  by ---- 
Barbara Biesecker. 

CEx 14 w i l l  publ ish t h e  proceedings of SCE'e "A 
sympo'sT with F r e d r i c  Jameson" which was held t h i s  
l a s t  F a l l  i n  Oxford. It w i l l  f e a t u r e  Jameson's 
"The Ideology of Space" and w i l l  i nc lude  commentaries 
on Jameson's work. 

A l l  f u t u r e  correspondence regarding CEx should - 
be d i r e c t e d  to:  

James J. Sosnoski 
General Edi tor ,  C r i t i c a l  Exchange 
P.O. Box 475 
Oxford. Ohio 45056 

For t h e  eecond s e s s i o n ,  I have i n v i t e d  responses 
and d i scuss ion  f rout Prof e s s o r s  J e r r y  Aline F l i e g e r  , 
of Rutgers Univers i ty ,  James E. Ford, of t h e  Univ- 
e r a i t y  o f  Nebraska, P a t r i c i a  Harkin, of Denison 
Universi ty ,  and Gregory Jay ,  of t h e  Univers i ty  of 
Alabama. 

P r o f e s s o r   ohe en's paper  p r e s e n t s  a t h e o r e t i c a l  
conception of change i n  l i t e r a r y  s tudy ,  g i v i n g  spec i-  
f i c  i l l u s t r a t i o n s  of h i s  conception from both lit- 
e r a t u r e  and c r i t i c i s m  s o  as t o  cons ider  i n t e r r e l a t i o n-  
s h i p s  between them. A t  t h e  s t a r t  of t h e  paper ,  he 
observes t h a t  h e  f i n d s  n o  n e c e s s i t y  t o  d e f i n e  "lit- 
erary"  i n  " l i t e r a r y  change" f o r  t h e  purposes of h i s  
discuesion.  The no t ions  of what i e  " l i t e r a r y"  and 
what " c r i t i c a l , "  he  s e e m  t o  sugges t ,  a r e  themselves 
changing c o n c e p t i m s  t o  which h i s  no t ion  of change 
appl ies .  

I look forward t o  h e a r i n g  t h e  responses t o  
P r o f e s s o r  Cohen's paper, He w i l l  have an opportuni ty 
t o  respond t o  t h e  responses given i n  s e s s i o n  I ,  and 
a f te rwards  t h e r e  w i l l  be a d i scuss ion  period. I have 
aaked James Soenoski t o  c h a i r  t h e  eecond s e s s i o n ,  i n  
which Professors  F l f e g e r ,  Ford, Harkin, and Jay  w i l l  
g i v e  t h e i r  responses t o  t h e  paper. T h e i r  comments 
may a l s o  i n c l u d e  r e a c t i o n s  t o  t h e  remarks made ear-  
l i e r  by speakers  i n  t h e  f i r s t  sess ion .  A discuss ion  
per iod  w i l l  fo l low t h i s  s e s s i o n  too. 

i i 

For two SCE s p e c i a l  s e s s i o n s  a t  t h e  NLA t h i s  
year ,  I have formulated t h e  t o p i c  " Li te ra ry  Change/ 
C r i t i c a l  Change, " i n v i t i n g  Professor  Ralph Cohen, 
of t h e  Univerei ty  of Vi rg in ia ,  t o  preaent  a posi-  
t i o n  paper  on t h i s  sub jec t .  The r e s u l t i n g  paper, 
"A Propaedeut ic  f o r  L i t e r a r y  Change,"  follow^. 

I have i n v i t e d  responses t o  t h e  paper from 
Profeesore Mlchael Ri f f  a t e r r e ,  .of Columbia Univ- 
e r s i t y ,  Murray Schwartz, of t h e  S t a t e  Univers i ty  
of New York a t  Buffalo,  and Hayden White, of t h e  
Univers i ty  o f  C a l i f o r n i a ,  S a n t a  Cruz, f o r  t h e  f i r s t  



A Propaedeutic f o r  L i t e r a r y  Change 

Ralph Cohen 

I wish i n  t h i s  s h o r t  paper t o  touch on t h r e e  
aspec t s  of l i t e r a r y  change: (1) t h e  n a t u r e  of 
change; ( 2 )  t h e  kinds of change; (3) explana- 
t i o n s  of change. I do not  wish t o  debate  t h e  
meanings of t h e  term " l i t e r a r y ,"  and I s h a l l ,  
the re fore ,  assume t h a t  what is  " l i t e r a r y"  is 
what au thors ,  c r i t i c s ,  t h e o r i s t s  have i d e n t i-  
f i e d  a t  the  same time o r  a t  d i f f e r e n t  times a s  
" l i t e r a r y ."  The f a c t  t h a t  such a u t h o r i t i e s  may 
d i sagree  about t h e  s i g n i f i c a n c e  of " l i t e r a r y"  
w i l l  i n  no way a f f e c t  the  inqui ry  I propose. My 
aim is t o  o f f e r  a  propaedeutic f o r  a  s tudy of 
l i t e r a r y  change. 

I. The Nature of L i t e r a r y  Change 

Any d i scuss ion  of l i t e r a r y  change implies  
t h a t  t h e r e  is a  s t a b l e  e n t i t y  which can be di-  
v i s i b l e  i n t o  p a r t s .  If a p a r t  of t h i s  e n t i t y  
changes, the g e s t a l t  can s t i l l  be recognized; 
t h e r e  remains a  c o n t i n u i t y  which is necessary 
f o r  change t o  take place.  Change is opposed t o  
the  concept of changelessness on t h e  one hand and 
d i f f e r e n t n e s s  on t h e  o t h e r .  Changelessness under- 
goes no a l t e r a t i o n  of i t s  p a r t s .  Di f fe ren tness  
(and ' th i s  a p p l i e s  t o  a t  l e a s t  two events ,  s i t u a-  
t i o n s ,  t e x t s ,  e t c . )  r e f e r s  t o  unre la ted  ins tances .  
Robert Nisbet pu ts  i t  t h i s  way: "Change is a  
succession of d i f f e r e n c e s  i n  time i n  a  p e r s i s t i n g  
i d e n t i t y . " l  And he goes on t o  say t h a t  "Only 
when the  succession of d i f f e r e n c e s  i n  time may be 
seen t o  r e l a t e  t o  some o b j e c t ,  e n t i t y  o r  being 
the  i d e n t i t y  of which p e r s i s t s  through a l l  t h e  

successive d i f fe rences ,  can change be s a i d  t o  have 
occurred."2 Nisbet is  r e f e r r i n g  t o  s o c i a l  change, 
and d i f f e r e n c e s  i n  time a r e  necessary f o r  change 
i n  s o c i e t y  t o  t ake  place.  But i f ,  f o r  example, 
one d i scusses  changes i n  the  meaning of t h e  word 
" w i t "  i n  t h e  Essay on Cr i t i c i sm,  t h e  idea  of time 
is  of t r i v i a l  importance: change of meaning here 
is  not  governed by time but  by context .  Di f fe ren t  
con tex ts ,  d i f f e r e n t  meanings. This  s t e e r s  us a t  
once t o  f u r t h e r  d i sc r imina t ions .  Semantic change 
need not imply change of concept. I n  f a c t ,  i t  
i n d i c a t e s  t h e  v a r i a t i o n s  t h a t  f a l l  wi th in  t h e  
range of a  s i n g l e  word. It is q u i t e  another  case 
t o  consider  period change o r  s t y l e  change i n  which 
concepts undergo a l t e r a t i o n  d e s p i t e  the  con t inu i ty  
t h a t  p e r s i s t s  among p a r t s  of elements of a  period 
o r  a  "style." To r e l a t e  l i t e r a r y  change t o  con- 
c e p t s  of thought and f e e l i n g  o r  t o  forms of au- 
t h o r i a l  and reader  consciousness is  t o  r e a l i z e  
t h a t  l i t e r a r y  change is connected with l a r g e r  
frameworks of change i n  na ture  and i n  man. Change 
is one of t h e  ways i n  which we descr ibe  n a t u r a l  
events: a  seed "becomes" a  seedl ing,  a  c a t e r p i l -  
l a r  "becomes" a  b u t t e r f l y ;  water "becomes" 
(changes i n t o )  steam. These a r e  changes of shape 
with underlying i d e n t i t i e s .  In  t h e  f i r s t  two ex- 
amples, we have a  progress  i n  which the change is 
seen t o  be inheren t  i n  t h e  seed o r  i n  t h e  s t a g e s  
of growth. I n  t h e  t h i r d ,  t h e  t ransformation re-  
t a i n s  t h e  same chemical p roper t i es  though these  
have turned from l i q u i d  t o  gas.  Thus, the  study 
of change i n  a l l  t h e s e  cases  involves frameworks 
from botany o r  entomology o r  chemistry. 

Consider t h e  problem of i d e n t i t y  and form 
change i n  mythological s t o r i e s .  Zeus, Hera, and 
o ther  Greek gods'and goddesses a r e  cons tan t ly  
changing shape. Such form change, whatever i t s  
aim, is  governed by a  consciousness of the  god's 



power and the god's knowledge that whether he be- 
comes a bird or a beast, he can return to his ori- 
ginal form. In other words, the language, soul, 
or spirit retains an identity. In literary texts, 
transformations of shape that retain identity are 
common. We can see this clearly in Apuleius' 
story written in the second century A.D. of Lucius 
who is transformed into an ass though he continues 
to think in the language of a human being: "though 
I was no longer Lucius, and to all appearances a 
complete ass, a mere beast of+burden, I still re- 
tained my mental fa~ulties."~ Or consider the 
famous twentieth-century story which begins "As 
Gregor Samsa awoke one morning from uneasy dreams 
he found himself transformed in his bed into a 
giant insect.lr4 Gregor's shape has changed but 
he continues to think in human language and to be 
concerned about his human affairs. 

My point is that change can be seen only 
against continuity, and in literary study, con- 
tinuity can be studied only against or in con- 
trast to change. The reason for this is that each 
literary text is always different from all others 
--no matter how slight the difference. However, 
the term "text" will not serve me in accounting 
for the kinds of change that I propose to discuss. 
What is needed is to redefine every literary 
"text" as a member of a genre. In doing so, it 
is possible to find that every text includes some 
elements from its generic past and others that 
relate to its synchronic present. Every text 
thus can be understood as multi-dimensional, 
possessing elements which constitute it as a mem- 
ber of one or more genres and which relate it to 

. 

other texts in different genres. 

I realize that numerous contemporary critics 
and theorists consider received generic classifi- 

cations discredited, and I share their opinion. 
But I find no need to identify genre with such re- 
ceived categories (those that Maria Corti identi- 
fies) as "abstract, atemporal," didactic, o,r 
those that are "historic, diachronic, ind~ctive."~ 
Maria Corti's semiotic approach is to relate genres 
to the "universe of senders and addressees" and to 
concern herself with the problems of the transfor- 
mation of genres. Other theorists, like Tzvetan 
Todorov and Michel Bakhtin have also redefined 
"genre" without accepting the older and defunct 
classifications. After all, terms like "trace," 
"discourse, " "absence" have been. redefined, and 
there is no reason to assume that genre need be 
excluded from this process, especially since, as 
a critical formulation, it makes accessible an un- 
derstanding of literary change. 

In this new sense, genre can be understood as 
a family term, constituted by elements or parts 
such as meter, character, types of rhetoric, and 
discourse to produce certain effects. These ele- 
ments can, of course, appear in different genres, 
each genre being identified by the nature of their 
combination and the effects produced. It is not 
surprising that genres differ in comprehensiveness 
and scale. A proverb can be part of a tragedy or 
comedy or a book of proverbs; a tragedy that is 
considered a performance genre by one critic may 
be considered a poem by another. The Pentateuch 
may be considered a sacred narrative at one time 
and a secular narrative at another. My point is 
that "writing" is identified in generic terms and 
that there exists no such phenomenon as "writing" 
which escapes forms or genres. This in no way is 
meant to imply that a text belongs only to one 
genre. The Essay on Criticism, e.g., is obviously 
both a didactic poem and a critical text. Even an 
author may recognize that his text can be inter- 



preted a s  belonging t o  more than one genre. Henry 
F ie ld ing  c a l l s  Joseph Andrews "a comic romance," 
which he def ines  a s  a "comic e p i c  poem i n  prose;  
d i f f e r i n g  from comedy, a s  t h e  s e r i o u s  e p i c  from 
tragedy: its a c t i o n  being more extended and com- 
prehensive; containing a much l a r g e r  c i r c l e  of in-  
c i d e n t s ,  and introducing a g r e a t e r  v a r i e t y  of  
c h a r a ~ t e r s . " ~  Relying on e p i c ,  comedy, and ro- 
mance, t h i s  d e f i n i t i o n  i n d i c a t e s  t h a t  f o r  F ie ld ing  
t h e  work possessed elements from a l l  t h r e e  genres 
t h a t  were combined i n  i m i t a t i o n  of Don Quixote. 

Without proceeding t o  a theory of genre, i t  
may be appropr ia te  t o  no te  t h a t  because genre has 
some cont inu i ty  of elements and e f f e c t s ,  i t  pro- 
vides  a b a s i s  f o r  l o c a t i n g  which elements have 
been changed o r  added o r  omit ted.  The term "genre" 
i n d i c a t e s  t h e  kind of changes i t  can d e a l  with.  
The term has i t s  source i n  t h e  La t in  "genus," 
which r e f e r s  t o  "kind" or  " sor t"  o r  "species" o r  
"c lass .  " Its roo t  terms a r e  "genere," "gignere"-- 
t o  beget and ( i n  t h e  pass ive)  t o  be born. "Genre" 
can r e f e r  t o  a member of a c l a s s  o r  a whole c l a s s ;  
i t  can r e f e r  t o  how a c l a s s  is  c o n s t i t u t e d  ( t h e  
var ied  members); i t  can r e f e r  t o  a changing pro- , 

cess ,  o r  t o  t h e  members of a c l a s s  a s  d e f i n i t e  and 
unchanging, a product. I t  has t h e  same roo t  a s  
"gender" and, i n  being r e l a t e d  t o  gender, ind i-  
c a t e s  t h e  n a t u r a l i s t i c  d i s t i n c t i o n s  t h a t  a r e  i m-  
pl ied .  Genres have many elements i n  common but  
they do have d i s t i n c t  ends t h a t  change according 
t o  the  h i s t o r i c a l  s i t u a t i o n .  

I f  we consider  t h e  kind of changes t h a t  a r e  
gener ic ,  we note changes wi th in  a genre and 
changes between genres. Maria C o r t i  pu t s  i t  t h i s  
way: "A genre may be transformed by i t s e l f  from 
t h e  i n s i d e  by a change i n  t h e  func t ion  of one of 
i ts  c o n s t i t u t i v e  elements, following which the  

I 

t r a i t s  t h a t  a r e  secondary i n  one e r a  be$ome p r i-  
mary i n  another;  t h e  genre reproduces l i k e  a 
microsystem those func t iona l  v a r i a t i o n s  t h a t  
generate  t h e  very movement of l i t e r a t u r e "  and 
again "a genre is a l s o  transformed by changes i n  
o ther  genres i n  the  l i t e r a r y  system, which means 
t h a t  t h e r e  cannot be a h i s t o r y  of a genre i n  iso-  
l a t i o n ;  on t h e  con t ra ry ,  every phenomenon of cor- 
r e l a t i o n  and in f luence  must be considered."7 

Any at tempt t o  d i scuss  change i n  a genre 
system, however, cannot avoid explanatory models 
from h i s t o r y  o r  p o l i t i c s  o r  anthropology o r  some 
o ther  f i e l d  i n  which change is a f a c t o r .  But the  
sub jec t  matter  of l i t e r a t u r e  complicates the  uses 
of any model. I n  any period t h e r e  a r e  t e x t s  from 
the  pas t  t h a t  a r e  t r e a t e d  a s  p resen t  and l i v i n g  
works, t h e r e  a r e  genres t h a t  have been d i s r e-  
garded o r  a r e  minimally pract iced,and t h e r e  a r e  
genres t h a t  a r e  dominant and those t h a t  a r e  con- 
s idered  minor o r  s h o r t  forms. Those t h a t  a r e  
p a r t  of the  l i v i n g  l i t e r a t u r e  form a hierarchy.  
The concepts t h a t  govern such a hierarchy w i l l  
explain both t h e  na ture  of t h e  hierarchy and 
t h e  values a t t r i b u t e d  t o  i t .  Thus, every t e x t  is 
an i n t e r s e c t i o n  of a t  l e a s t  two systems: a dia-  
chronic gener ic  system and a synchronic, h i e r-  
a r c h i c a l  one. 

Such systems a r e  constructed by c r i t i c s  t o  
explain c o n t i n u i t i e s  and d i s c o n t i n u i t i e s  i n  re-  
l a t i n g  p a r t i c u l a r  works o r  'groups of works t o  the  
kinds of changes t h a t  a r e  pos i ted .  Are changes 
made consciously by au thors  o r  formulated by 
c r i t i c s ?  To put  t h e  ques t ion  i n  t h i s  way is t o  
pose a separa t ion  t h a t  need not be  honored. 
Since every t e x t  shares  elements with o t h e r s  and 
introduces new elements, t h e  i s s u e  of change is 
not properly discr iminated by such d i f fe rences .  



Changes may be no more than v a r i a t i o n s  of underly- 
ing period concepts of o rgan iza t ion ,  philosophy', 
o r  language, and t h e r e  is no necessary r e l a t i o n  
between a  new genre and a  new concept. A new 
genre such a s  t h e  novel i n  t h e  e igh teen th  century 
may conform t o  t h e  concepts underlying t h e  re- 
ceived genres, may, indeed, be no more than a  
v a r i a t i o n  of them. On t h e  o t h e r  hand, i t  is pos- 
s i b l e  f o r  Wordsworth c o r r e c t l y  t o  claim t h a t  h i s  
r e j e c t i o n  of eighteenth- century p o e t i c  language 
and the  concepts of modif icat ion and epistemology 
underlying them leads  t o  a  new kind of p o e t i c  
language and a r t i s t i c  v i s i o n .  

The consciousness of change may apply t o  t h e  
i n d i v i d u a l  w r i t e r ,  but  t h e  d e s c r i p t i o n  of begin- 
nings and endings of per iods  o r  movements a r e  for-  
mulated a f t e r  t h e  f a c t  by c r i t i c s  and schola rs .  
These a r e  f i c t i o n s  t h a t  depend on t h e  c r i t i c ' s  
view of what t e x t s  c o n s t i t u t e  a  per iod  and why he  
wishes t o  d i v i d e  ongoing time i n  t h i s  p a r t i c u l a r  
manner. I s h a l l  r e t u r n  t o  these  problems i n  my 
d i scuss ion  of t h e  explanat ions of change, but  i t  
is necessary t o  note  here  t h a t  t h e  s u b j e c t  mat te r s  
s e l e c t e d  f o r  change--as, f o r  example, changing a t-  
t i t u d e s  t o  women o r  t h e  changing r o l e  of t h e  
father-- can be derived from d i s c i p l i n e s  o t h e r  than 
l i t e r a t u r e .  In  t h i s  sense,  some i n q u i r i e s  i n t o  
change r e s u l t  from knowledge of change developed 
i n  o ther  a r e a s  such a s  psychoanalysis  o r  l ingu is-  
t i c s  o r  h i s t o r y .  The p u r s u i t  of i n q u i r i e s  i n t o  . 
l i t e r a r y  change, there fore ,  has  an element of t h e  
unpredictable ,  and, indeed, t h e  m u l t i p l i c i t y  of 
ins tances  t h a t  would be considered l i t e r a r y  
changes have ye t  t o  be char ted .  

Since change i n e v i t a b l y  involves a  r e l a t i o n  
with c o n t i n u i t y ,  i t  w i l l  fol low t h a t  d i scont inu i-  
t i e s  w i l l  e n t a i l  the  p e r s i s t e n c e  of some l a r g e r  

e n t i t y .  If t h e r e  is a change i n  t h e  d i c t i o n  of 
poetry,  what p e r s i s t s  is t h e  r e l a t i o n  of d i c t i o n  
t o  thought o r  t o  p o e t i c  s t r u c t u r e  o r  t o  a  speaker. 
I f  a  p a r t i c u l a r  genre l i k e  the  sonnet is  not wr i t-  
t e n  over a period of time, what p e r s i s t s  is t h e  
r e l a t i o n  of t h i s  omission t o  a  poe t ic  hierarchy or  
t o  t h e  l y r i c  poems t h a t  a r e  wr i t t en .  And i f  a  
period ends and a  new period begins,  what p e r s i s t s  
is a hypothesis  (or  a  theory) about t h e  process of 
per iod iea t ion  or  about the  p e r s i s t e n c e  of some 
elements o r  t h e  d i s c o n t i n u i t y  of o t h e r s  from one 
period t o  another .  

The na ture  of l i t e r a r y  change is  thus a  study 
of a l t e r a t i o n s  which can only be understood i n  
terms of the  p e r s i s t e n c e  of nonal tered elements of 
frameworks which provide an i d e n t i t y .  L i t e r a r y  
change is always connected with o r  charac te r ized  
by concepts of knowledge, language, and s t r u c t u r e  
t h a t  def ine  some changes a s  v a r i a t i o n s  of these  and 
o t h e r s  a s  con t rad ic t ing ,  r e j e c t i n g ,  o r  overturning 
them. Change is then a  form of adap ta t ion  o r  of 
" revolut ion."  But i t  i s  the  na ture  o f  l i t e r a r y  
s t r u c t u r e s  t h a t  change and pers i s tence  a r e  present  
together .  The kinds of r e l a t i o n s  between them ac- 
count f o r  t h e  kinds of changes c r i t i c s  i d e n t i f y .  

11. Kinds of Change 

The kinds of change mentioned by c r i t i c s  a r e  
s o  var ied  t h a t  i t  seems d i f f i c u l t  t o  organize them 
i n t o  coherent groups. Indeed, d i scuss ions  of 
change occur i n  almost a l l  t e x t s  although t h e r e  
seems l i t t l e  t h e o r e t i c a l  awareness of t h e  problems 
involved. I s h a l l  focus on changes wi th in  a  t e x t  
(an ins tance  of a  genre) ,  changes t h a t  apply t o  
groups of t e x t s  (within one o r  more genres ) ,  and 
changes t h a t  a r e  the  r e s u l t  of  the  impact of non- 



literary institutions and actions upon literary 
texts. 

Within a single text we note the changes that 
take place in its production. This can involve a 
study of work sheets or revisions in which the 
changes are examined in terms of certain persis- 
tent elements. Such study may serve to reveal the 
adaptations appropriate to support or supplement 
or expand concepts governing a genre. Or it may 
indicate the network of elements from different 
genres with which a work is being connected. 
Whether in work sheets or in print, the revisions 
will be seen as trivial, as adapted to received 
concepts,or as resistant to them. 

In this respect a generic theory will make 
it necessary to provide a revisionary vocabulary 
of generic change. If satires that are exemplary 
are seen by Dryden as heroic poems, this concep- 
tual change is the result of redefining satire by 
including heroic elements in it. When Meyer 
Abrams describes the "greater Romantic lyric" as 
a development of the georgic descriptive poem, he 
must provide a series of revisionary or develop- 
mental procedures.that can "transform" one kind of 
poem into another. And this must be a matter of 
the ratio of changetoper~istence of elements. 
The kind of change that an individual text under- 
goes can involve the placement of a sermon, for 
example, into the text of a novel--as in Tristram 
Shandy. The insertion of one genre into another 
so that the whole becomes a part implies the com- 
prehensiveness of genres and may indicate the 
nature of a generic hierarchy. But can one genre 
be transformed into another? Can a sonnet be 
transformed into the greater Romantic lyric? 
Does the epic become transformed into the novel? 

The transformation image in botany or chemis- 
try presupposes that change is either an evolution 
of an identity or the retention of an identity in 
different form. In order to explain literary 
transformation as a change, for example, the 
critic needs to argue that the greater Romantic 
lyric is inherent in the georgic descriptive poem 
or that it is a member of the same family of 
genres. It might be possible to argue, for ex- 
ample, that the ten-line stanza that Keats devel- 
oped for his odes is a variant of the sonnet form 
--a quatrain and a sestet instead of two quatrains 
and a sestet. But then one would have to argue 
that the sonnet and Keats' odes compose a family 
that displaces rather than transforms the georgic 
descriptive poem. Whatever similarities of 
imagery or rhetorical procedures the genres share, 
these are connections, not evolutionary develop- 
ments. 

Among the kinds of changes in literature are 
those that involve parody or burlesque of noncomic 
genres. In such conversions there may be an oppo- 
sition or an attack upon the values attributed to 
the original text. But parodies often aim to draw 
attention to the values of the original by indicat- 
ing the pleasures that can be taken in it. This is 
often the case with ballad parodies. 

I have suggested that genre study seems to me 
the most adequate procedure for discussing change, 
but many of my colleagues prefer to consider texts 
as composed of words or sentences and consider 
genres as units resulting from these initial com- 
binations. For such critics literary change be- 
comes a consequence of changes in a linguistic 
code. Hayden White, basing his discussion of 
change in literary history upon Roman Jakobson's 
sixfold model of the literary field, remarks that 



changes i n  the l i n g u i s t i c  code " w i l l  i n  t u r n  be re-  
f lec ted  i n  changes both i n  t h e  cogni t ive  con ten t  of 
l i t e r a r y  works ( the  messages) and t h e  modes of con- 
t a c t  (genres) i n  which messages a r e  t ransmit ted and 
received."B In t h i s  view t h e  changes i n  language 
determine the kind of genres  most appropr ia te  f o r  
the  changed messages: I n  a  given period and place 
i n  h i s t o r y ,  t h e  system of encodat ion and decodation 
permits the t ransmission of c e r t a i n  kinds of mes- 
sages regarding one context  and not o t h e r s ;  and i t  
w i l l  favor  those genres  adequate t o  t h e  e s t a b l i s h-  
ment of con tac t s  between d i f f e r e n t  po in t s  i n  t h e  
whole communication system represented by language 
i n  general .  S i g n i f i c a n t  per iods  of l i t e r a r y  change 
w i l l  thus be s igna led  by changes i n  t h e  l i n g u i s t i c  
code; changes i n  t h e  code w i l l  i n  t u r n  be  r e f l e c t e d  
i n  changes i n  both t h e  cogni t ive  content  of l i t e r -  
a r y  works ( t h e  messages) and t h e  modes of  con tac t  
(genres)  i n  which messages a r e  t ransmit ted and re- 
ceived. Changes i n  the  code, f i n a l l y ,  can be con- 
ceived t o  be r e f l e c t i v e  of changes i n  t h e  h i s t o r i c o -  
n a t u r a l  context  i n  which a  given language game is 
being played. 

Now t h i s  is an important hypothesis  regarding 
the  r e l a t i o n  of "language" t o  genre. And i t  begins 
with t h e  assumption t h a t  s i n c e  language is  a l i t e r -  
a r y  component shared by " the contex t ,  t h e  audience, 
t h e  a r t i s t ,  and the  work a l i k e ,"  any s ta tements  

, 

about l i t e r a r y  change must be r e l a t e d  t o  '*the more 
genera l  f i e l d  of l i n g u i s t i c  t rans fomat ion ."9  What 
we have here is  t h e  claim t h a t  l i t e r a r y  t e x t s  a r e  
read i n  language and w r i t t e n  i n  language and t h a t  
t h e  system of encodation and decodation def ine  t h e  
t ransmission o r  p r o h i b i t i o n  of messages. 

Such a  hypothesis  seems t o  me t o  misconstrue 
the r e l a t i o n  between.language and genre. Although 
genres a r e  language s t r u c t u r e s ,  they a r e  not  redu- 

c i b l e  t o  language nor a r e  they merely r e f l e c t i o n s  
of changes i n  the  language code. Because every 
t e x t  is an i n s t a n c e  of a  genre ( a t  l e a s t  one) ,  
genre a s  a  s t r u c t u r e  always includes f e a t u r e s  t h a t  
have cont inu i ty  with t h e  past--whether these  a r e  
compositional o r  m e t r i c a l  o r  thematic, etc.--and 
f e a t u r e s  t h a t  a r e  innovat ive.  Genre by t h i s  d e f i-  
n i t i o n  is c o n s t i t u t e d  by l i n g u i s t i c  codes t h a t  a r e  
incons i s ten t  i n  t h e i r  impl ica t ions ;  moreover, t h e  
reading by s c h o l a r s  of any pas t  work involves the  
imposi t ion of t h e i r  own l i n g u i s t i c  code upon a one 
of t h e  pas t .  

But i n  another  sense,  such a  view of change 
overlooks t h e  c o n t r o l  a  l i t e r a r y  genre exerc i ses  
upon t h e  codes appropr ia te  t o  i t  a t  any h i s t o r i c a l  
moment. The primacy of tragedy and comedy o r  of 
kinds of l y r i c  poetry a l t e r s  t h e  conception of t h e  
codes appropr ia te  t o  each genre. The choice of 
genre becomes not a  l i n g u i s t i c  a c t  but a  s o c i a l  
one which determines t h e  l i n g u i s t i c .  I f  one takes 
a ba l lad  l i k e  "The Ballad of Jane Shore" and con- 
v e r t s  i t  i n t o  a  tragedy, the  h i s t o r i c a l  s i t u a t i o n  
of t h e  genre d i c t a t e s  t h a t  t h e  c h a r a c t e r s  w i l l  
have t o  be e leva ted  and the s u b j e c t  r e l a t e d  t o  
a f f a i r s  of s t a t e .  When a novel is converted i n t o  
a f i lm,  i t  is self- evident  t h a t  t h e  v i s u a l  imagery 
w i l l  d i c t a t e  the  p o s s i b i l i t i e s  of verba l  t rans for-  
mation. 

Consider one o ther  va luab le  a n a l y s i s  of l i t e r -  
a r y  change, t h a t  of Michael R i f f a t e r r e .  He f i n d s  
t h a t  language forms a  d e s c r i p t i v e  system " b u i l t  of 
nouns, a d j e c t i v e s ,  ready-made sentences--clicll6s ; 
stereotyped f i g u r e s ,  arranged around a kernel  work 
t h a t  f i t s  a  mental model of the  r e a l i t y  represented 
by t h a t  word. "lo Such systems func t ion  d i f f e r e n t l y  
i n  d i f f e r e n t  genres  and a t  d i f f e r e n t  times. Now 
Michael R i f f a t e r r e  wishes t o  s t r e s s  t h e  language 



system current at a particular time, and, indeed, 
he wisely urges its value in contributing to a more 
adequate study of historical analysis and change: 
"Style analysis should contribute to thematology 
in future by including all descriptive systems in 
these compilations arranged according to type, in- 
dicatin their generic and chronological distribu- 
tion. "1f 

Such a hypothesis of descriptive systems is 
transgeneric. It may be found in whatever genres 
are current at a particular time. But can we ac- 
cept this version of continuity and change of a 
descriptive system within a genre without knowing 
its role in the structure of a genre? Do such 
systems arise exclusive of the genres in which 
they are found in order to fit some abstract men- 
tal model of reality? Does it not seem more 
likely that such systems would arise culturally 
as extrapolations from generic explanations? That 
such systems exist as abstractions providing only 
some similarities in any specific instance? 

In order to describe the kinds of changes 
that exist among groups of genres, the critic 
must posit such abstract entities as norms, 
epistemes, periods, individual and period "styles," 
"modes of writing," etc. With regard to change, 
these groupings imply a systematic approach to 
literary study; they aim to locate similarities 
among diverse individual texts and to explain the 
changes that--as a group--such texts undergo. 
(Of course, the identification of texts as "lit- 
erary" or "literature" belongs with inquiries 
about changes governing the nature of literary 
study.) 

If we wish to discuss changes among "norms" 
or "periods," it will be apparent that the defi- 

nition of what these are must precede any analysis 
of change pertinent to them. When Mukatovsk) de- 
fined a norm "as a publicly acknowledged goal with 
respect to which value is perceived as existing in- 
dependent1 of an individual and his subjective de- 
cisions,"15 he relied on a "so-called collective 
awareness."13 He realized there are not only com- 
peting norms, but that norms are constantly being 
undermined. The relation between norm continuity 
and discontinuity becomes too elusive to pursue 
and thus the beginnings and endings of norms, the 
numbers and kinds of works and elements involved 
become resistant to systematization. A much 
simpler procedure for dealing with norm change is 
offered by Thomas Kuhn, the historian of science. 
He tracks the beginning and ending of a scientific 
paradigm by referring to common institutional pro- 
cedures used in educating scientists, to a prac- 
tical institutional "norm." 

Any application of Kuhnian "normal science'' 
to literary study has to substitute concepts of 
generic expectations or common problem-solving for 
institutional practice. But because, in literary 
study, these are always multiple, the notion of a 
unified "norm" seems unusable. As for multiple 
norms, these seem to pose problems about their 
discontinuance. 

Periods no less than norms are critical ab- 
stractions or fictions, and any attempt to explain 
period change must do so within a framework of per- 
sistence between periods. Does a period consist of 
"literary" texts written within a particular time 
span or of literary texts available in a time span 
or of those that writers and readers find valuable? 
In any time period there are texts composed in 
earlier times; are these to be considered part of 
the "period"? It is difficult to avoid the view 



t h a t  t e x t s  which form p a r t  of a canon regard less  of 
when they were composed do indeed form p a r t  of  a 
period. This  means t h a t  a per iod i s  multi- temporal 
a s  wel l  a s  multi-dimensional; t h e  l i t e r a r y  t e x t s  of 
a period s o  understood w i l l  then be governed by 
concepts of d i f f e r e n t  chronological  time. A change 
of period w i l l  thus have t o  make re fe rence  t o  d i f -  
f e r e n t  r a t e s  of change and t o  d i f f e r e n t  r e l a t i o n s  
among genres. 

Because c r i t i c s  in t roduce  period change i n  
o rder  t o  explain large- scale  o r  revolut ionary 
changes, o r  changes of l i t e r a r y  h i e r a r c h i e s ,  they 
tend t o  neg lec t  the  c o n t i n u i t i e s .  The s t r a t e g y  is 
understandable, but i t  cannot lead t o  an adequate 
s tudy  of conceptual change. Some l i t e r a r y  u n i t  
l i k e  genre is  necessary t o  inc lude  cont inu i ty  i n  any 
d i scuss ion  of change. Debates over t h e  length of 
time of periods o r  over t h e  ex i s tence  of periods-- 
whether t h e r e  is an Age of S e n s i b i l i t y  o r  whether 
i t  i s  no more than t h e  concluding t h i r t y  years  of a 
neo- classical  period o r  whether we have en te red  a 
post-modern period fol lowing modernism o r  a r e  i n  
t h e  concluding phase of modernism--are misplaced 
because such determinat ions a r e  not  p a r t  of any 
theory of change, only ad hoc claims f o r  evidence 
t h a t  is s l a n t e d  t o  support  one's hypothesis .  They 
a r e  f i c t i o n s  t h a t  func t ion  t o  explain p a r t i c u l a r  
changes; they do not exp la in  t h e  need, func t ion ,  
and aim of such changes, 

When d i scuss ions  of per iods a r e  displaced by 
d i scuss ions  of recep t ions  of l i t e r a r y  t e x t s ,  types 
of change become primary. But even i f  we a t t r i b u t e  
" receptions" t o  c r i t i c s  who express  t h e i r  views i n  
wr i t ing  ( i n  c o n t r a s t  t o  readers  about whom t h e  
c r i t i c  can only s p e c u l a t e ) ,  t h e  usefu lness  of such 
recep t ion  depends on t h e  kinds of explanat ions 
of fe red .  

I5 

1x1.  Explanations of Change 

Although I have divided my d i scuss ion  i n t o  
" the na ture  of change," " the kinds of change,'' and 
"explanations of change," 1 have done s o  merely 
f o r  s t r a t e g i c  purposes: t o  open d i f f e r e n t  aspec t s  
of t h e  quest ion of l i t e r a r y  change. It i s  appar- 
e n t  t h a t  I have not h e s i t a t e d  t o  c ross  boundaries 
and move among t h e  t h r e e  a r e a s  d e s p i t e  my emphasis 
on a p a r t i c u l a r  one. Descript ion and explanat ion 
a r e  obviously inter twined even though Michel 
Foucault i n  The Order of Things, f o r  example, 
t r i e s  t o  keep them s e p a r a t e  and t o  r e s i s t  metho- 
dolog ica l  explanat ions i n  t h e  empir ical  sciences:  . 

The r o l e  of instruments ,  techniques,  i n s t i -  
t u t i o n s ,  even ts ,  ideo log ies ,  and i n t e r e s t s  
is  very much i n  evidence; but one does not 
know how an a r t i c u l a t i o n  s o  complex and s o  
d i v e r s e  i n  composition a c t u a l l y  operates .  
It seemed t o  me t h a t  i t  would not  be pru- 
dent  f o r  t h e  moment t o  f o r c e  a s o l u t i o n  I 
f e l t  incapable,  I admit,  of o f f e r i n g :  the  
t r a d i t i o n a l  explanat ions- - spir i t  of t h e  
time, technological  o r  s o c i a l  chadges, in-  
f luences  of var ious  kinds--struck me f o r  
t h e  most p a r t  a s  being more magical than 
e f f e c t i v e .  I n  t h i s  work, then,  I ' l e f t  t h e  
problem of causes t o  one s i d e ;  I chose in-  
s t e a d  t o  confine myself t o  descr ib ing  t h e  
t ransformations themselves, thinking t h a t  
t h i s  would be an indispensable s t e p  i f ,  
one day, a theory of s c i e n t i f i c  change 
and epis temological  c a u s a l i t y  was t o  be 
construc ted.14 

He exaggerates  h i s  modesty, but  h i s  reference 
t o  " s p i r i t  of t h e  time, technological  o r  s o c i a l  
changes, in f luences  of var ious kinds" seems t o  be 



quite distant from other contemporary explanations 
of literary change. These explanations begin with 
concepts of a literary text: a text which is a 
multi-dimensional system will inevitably possess 
some elements that are changing more rapidly than 
others. In fact, the changes will be recognized 
only in terms of continuities. Different rates.of 
change will, of course, also apply to membership in 
a hierarchy of genres. I have offered as an expla- 
nation of this the notion that every literary text 
is inevitably different from any other in the same 
genre. Let me add here that these differences 
operate within a series of temporary possibilities. 

So too, technological or social changes need 
not be disregarded. The closing of theaters cer- 
tainly provides a reason for not writing dramas, 
just as the insistence by government on the writing 
of "social realism'' threatens punishment to those 
who disregard this policy. Such social pressures, 
at the very least, explain the neglect of certain 
kinds of writing even if they do not explain those 
that are written. But the notion of "explanation" 
is at issue here, for if Foucault conceives of ex- 
planattoil in terms of causes, he will expect rela- 
tions that historians will rarely be able to pro- 
vide. Explanations in literary study are always 
made in terms of the aims of the explainer. To ask 
why a genre like the novel was Introduced in the 
eighteenth century is to take for granted that the 
novel is a genre and that its novelty 'is a chance 
occurrence or the result of a series of writings 
that are intertextual with it. The term "intro- 
duction," therefore, conceals within it evolution- 
ary or developmental categories which involve 
ratios of continuity and change or randomness or 
both. 

At which point is the "cause" to be dis- 

covered? Does it not imply an originating moment 
when the particular originating work is not yet 
identified? Is it Robinson Crusoe or Moll Flanders 
or Pamela or Joseph Andrews? If the critic puts 
aside the notion of "cause" and substitutes prob- 
able reasoning or reason giving, he will introduce 
reasons about generic differentiations, about the 
relation of such differentiations to social atti- 
tudes, about the relation of this genre to a syn- 
chronic system, about the shifts in function to 
the elements that compose the genre. 

Sociologists and anthropologists who discuss 
social change tend to use three explanatory pro- 
cedures: evolution, revolution, and randomness. 
Social change thus is the result of certain devel- 
opmental or evolutionary procedures. Evolution 
need not mean a movement from a lower to a higher 
stage but to a series of successive stages not un- 
like the charting of individual growth by Erik 
Erikson. Such developments are connected to par- 
ticular social structures and the kinds of changes 
are identified as adaptations or adjustments. 
Those changes which result in reorganizations of 
the structure are revolutionary changes. As for 
randomness, it is an attempt to leave open the in- 
troductions of unexpected pressures--whether legal, 
military, etc.--upon the structure. 

Explanations of literary change are often re- 
lated to and sometimes dependent upon moral, so- 
cial, political, and psychological concepts. The 
most elementary procedure here is to make litera- 
ture reflective of such changes: a social or po- 
litical change is posited and literature is 
claimed to mirror it. More sophisticated critics 
grant that literary language constltutes its world 
and they recognize that what they have to explain 
is a change in the manner of literary construction. 



One of the ways in which this is done is to argue 
that changes in the external world result in 
changes in the psyche. Thus literary texts by re- 
vealing changes in consciousness reveal changes in 
the external world. This is Fredric Jameson's 
procedure: 

An objective fragmentation of the so-called 
outside world is matched and accompanied by 
a fragmentation of the psyche which rein- 
forces its effects. Such fragmentation, 
reification, but also production, of new 
semi-autonomous objects and activities, is 
clearly the objective precondition for the 
emergence of genres such as landscape, in 
which the viewing of an otherwise (or at 
least a traditionally) meaningless object-- 
nature without people--comes to seem a self- 
justifying activity .I5 

The correlation is not merely reflective, for 
it involves the production "of new semi-autonomous 
objects and activities." But the difficulty with 
this type of explanation is that by insisting on 
reification and fragmentation, it becomes the pro- 
cedure it describes. It neglects the relation of 
continuity and the concepts that underlie it so 
that the relation of landscape poetry to pastoral 
and georgic forms from which it comes is suppressed 
or overlooked. And the role of nature as place as 
well as the connection of place to property and 
politics is misconstrued. 

Since changes are of different kinds, it is 
obvious that explanations of them will be of dif- 
ferent kinds. I mean by this that although all 
explanations will have to refer to evidence to sup- 
port their claims and will need to specify the 
changes to which they refer, some changes are di- 

rectly social while others are only remotely so. 
Some literary change is the result of imposing 
censorship where none previously existed, or the 
imposition of an index or a canon that undergoes 
change as a result of institutional decisions. 
So, too, the vocabulary of literary criticism be- 
comes social at one time and scientific at an- 
other. The social vocabulary of "refinement" and 
"decorum" and "correctness" is clearly related to 
social behavior, that of "scientific," "evolu- 
tionary," or "developmental" much less so. 

What do explanations of literary change ex- 
plain? Any explanation will describe the kind of 
change that has taken place and will offer some 
historical clues for it. But no explanation by a 
modern critic of a past change avoids distortion. 
What we can do is to control the distortiop by in- 
troducing generic elements stipulated by others 
from earlier times. Such continuities are not so 
much fused horizons as they are possibilities from 
which choices are made. But history is sometimes 
treated as though an element of past writipg is 
always essentially the same, and the differences 
in time are trivial. When Paul de Man argues that 
the language of criticism and literature is per- 
manently "unreliable"--"the most unreliable 
language in which man names and modifies himself" 
--he stresses the continuity, the persistent func- 
tion of language. 

If we wish to explain literary change, can we 
avoid the changing attitudes toward poetic lan- 
guage? And, of course, it will be remarked, can 
we avoid the changing attitude9 toward genre. A 
theory of literary change should be able to explain 
such changes, but what is needed for such an expla- 
nation is a unit of analysis that will permit all. 
such inquiries. I think that genre as I have been 



using i t  can s e r v e  such a  purpose. And i t  can 

se rve  because a  genre is  a s o c i a l  a s  wel l  as lit- 
e r a r y  u n i t ;  thus i t  is s u b j e c t  t o  t h e  a c c u l t u r a t i n g  
processes  of language and of symbolic behavior. I f  
we accept  t h e  view t h a t  any example of a  genre is  a 
combination of elements, then only some of these  
undergo change; f o r ,  otherwise,  how would i t  s t i l l  
r e t a i n  membership i n  a  c l a s s ?  Therefore,  we can 
argue t h a t  every l i t e r a r y  t e x t  is s o n s t i t u t e d  by 
elements t h a t  a r e  i n  oppos i t ion  o r  tension because 
they a r e  i d e n t i f i e d ,  a t  t h e  very l e a s t ,  with d i f-  
f e r e n t  time schemes and t h e  i n t e r s e c t i o n  of dia-  
chronic and synchronic systems. 

This  phenomenon makes c l e a r  why beginnings 
and endings of per iods  can only be t e n t a t i v e  and 
uncer ta in .  In  f a c t ,  t h e  more ex tens ive  the  change 
t o  be explained,  t h e  more u s e f u l  a  system which , 

w i l l  c o n t r o l  t h e  explanat ion.  It  is  always tempt- 
ing  t o  p o s i t  an e s s e n t i a l  c o n t i n u i t y  such a s  t h e  
oedipal  c o n f l i c t  between s t rong  poe ts  of d i f f e r e n t  
times while  minimizing o r  ignoring o ther  explana- 
tory  procedures. But i f  i t  i s  granted t h a t  genre 
exerc i ses  c o n t r o l  i n  c o n s t i t u t i n g  a  t e x t ,  no ex- 
plana t ion  can neg lec t  i ts  ftinction. 

The theor ies  of l i t e r a r y  changes t h a t  I have 
been d i scuss ing  f a l l  wi th in  t h e  group of r e l a t e d  
genres c a l l e d  l i t e r a r y  h i s t o r y ,  l i t e r a r y  c r i t i -  
cism, o r  l i t e r a r y  theory. Those c r i t i c s  who f i n d  
only d i f f e r e n c e s  of degree--and not always these-- 
between the  languages of c r i t i c i s m  and poetry in- 
sist on the  f i c t i v e  c o n s t r u c t s  of both. For them, 
explanat ion is i n e v i t a b l y  about themselves because 
a  l i t e r a r y  genre theory is  a s  s e l f- r e f l e x i v e  a s  
poetry.  I f  one argues t h a t  a l l  w r i t i n g  is  genre 
bound, then a theory of change w i l l  d e a l  not  only 
with t h e  n a t u r e  and kinds of change b u t  with t h e  
explanatory func t ions  of each genre. 

Theory end c r i t i c i s m  a r e  important today i n  
the  hierarchy of genres because they func t ion  a s  
explanat ions of o ther  genres and of themselves i n  
a  s o c i e t y  i n  which o r a l i t y  is competing with w r i t -  
ing.  A t  such a  period i n  t h e  h i s t o r y  of c u l t u r e ,  
e f f o r t s  a r e  made t o  consider  explanat ion a s  forms 
of p leasure  and a s  ins tances  of f i c t i v e  construc-  
t ion .  Thus, h i s t o r i c a l ,  c r i t i c a l ,  and t h e o r e t i c a l  
genres  a r e  seen a s  being recons t i tu ted  by t h e i r  
own processes  of explanat ion.  And t h e  boundaries 
t h a t  separa ted  these  genres  from those t h a t  were 
t r a d i t i o n a l l y  c o n s t i t u t e d  a s  f i c t i o n s  a r e  i n  pro- 
c e s s  of erosion.  A theory of l i t e r a r y  change w i l l  
exp la in  t h a t  such a  s h i f t  i n  t h e  gener ic  h ie ra rchy  
and i n  the  reconceptual izing of genres is a form 
of r e s i s t a n c e  t o  and subversion o f  received as-  
sumptions and p r a c t i c e s  of explanat ion.  But not 
a l l  a r e  subverted,  and I have suggested t h a t  
gener ic  procedures may wel l  lead us  t o  t h e  con- 
sciousness  of l i t e r a r y  change t h a t  we seek.  

NOTES 

1. " Introduct ion:  The Problem of Soc ia l  Change," 
Soc ia l  Change, ed. R. Nisbet (New York: Harper & 
Row, 1972), p. 1. 

3. Apuleius, The Transformations of Lucius 
Otherwise K n k  a s  The Golden Ass, tr. Robert 
Graves (New York: F a r r a r ,  S t rauss  and Giroux, 
19511, p. 72.  

4. F. Kafka, "The Metamorphosis,'' The Basic 

22 



Kafka, i n t r o d .  E. H e l l e r  (New York: Pocket Books, 
1979), p. 1. 

5. Maria C o r t i ,  An , In t roduc t ion  t o  L i t e r a r y  Semi- 
o t i c s ,  t r .  M. Bogat and A.  Mandelbaum (Bloomington: 
Univers i ty  of Indiana Press ,  1978), p. 115. 

6 .  " ~ u t h o r ' s  Pre face  t o  Joseph ~ n d r e w s  ," Joseph. 
Andrews and Shamela.ed. Mart in B a t t e s t i n  (Boston: 
Houghton M i f f l i n ,  1961), p. 7. 

7. C o r t i ,  pp. 133, 134. 

8. "The Problem of Change i n  L i t e r a r y   ist tory ," 
New L i t e r a r y  His tory ,  7 (Autmn 19751, 107. 

10. "The S t y l i s t i c  Approath t o  L i t e r a r y  ~ i s t o r y , "  
N e w  L i t e r a r y  His tory ,  2 (Autumn 1970), 40. 

V 
12.  J a n  Mukarovsky, A e s t h e t i c  Funct ion,  Nom and 
Value, t r .  Mark E .  Suino (Ann Arbor: Univers i ty  - 
of Michigan, 1970),  p. 25. 

14. "Foreword t o  t h e  Engl i sh  Edit ion,"  The Order 
of Things, t r .  anon. (New York: Pantheon Books, 
1970), p .  x i i i .  

15. The P o l i t i c a l  Unconscious ( I thaca :  Corne l l  
Univers i ty  P r e s s ,  1981), p. 229. 



SCE's 1982 HLA SESSIONS FORTHCOMING I N  CRITICAL EXCHANGE 14 

L i t e r a r y  Change a n d c r i t i c a l  Change I 
Tuesday. 28 December 

1 :45-3:00 p.m., s i n  Gabriel  C. Bonaventure 

Chair: Susan M. E l l i o t t ,  Clark Univ. 
Speakers: Ralph Cohen, Univ. of Vi rg in ia  

Hayden m i t e ,  History of Consciousness Program. 
Univ. of Ca l i fo rn ia ,  Santa Cruz 

Murray M. Schwartz, S t a t e  Univ. of New York, 
Buffalo 

Michael R i f f a t e r r e ,  Columbia Univ. 

27 1 
L i t e r a r y  Change a n d c r i t i c a l  Change 11 

Tuesday, 28 December 
3:30-4:45 p.m., San Gabr ie l  C. Bonaventure 

Chair :  James J. Sosnoski. Miami Univ. (Ohio) 
Speakers: Gregory Jay, Univ. of Alabama 

J e r r y  Aline F l i e g e r ,  Rutgers Univ. 
P a t r i c i a  Harkin, Denison Univ. 
James E. Ford, Univ. of Nebraska, Lincoln 

Teaching Cri t ic ism: A Workshop i n  Course Design 
Thursday, 30 December 

8: 30-9: 45 a.m., fa106 Verdes, Bonaventure 

Chair: Leroy Searle .  Univ. of Washington 
Speakers: Vincent B. Lei tch,  Mercer Univ. 

James Donaldson, Washington S t a t e  Univ. 
For background mater ia l ,  r e f e r  t o  t h e  cur ren t  i s s u e  
of Yale French Studies .  

"Special  I s sue  on Fredr ic  Jameson" 

ed i ted  by 
Steve N i m i s ,  Miami University 

"The Ideo log ica l  Analysis of Space" 
FREDRIC JAMESON, Yale Univ. 

"Imagining t h e  Real: Jameson's Use of  Lacan" 
MICHAEL CLARK, Univ. of Michigan 

"Jameson: Interpretation/Interpellation?" 
J O H N  BEVERLEY, Univ. of P i t t sburgh  

"Jameson and t h e  D i a l e c t i c a l  Use of  Genre Theory" 
JUNE HOWARD, Univ. o f  Michigan 

"Marxist L i t e r a r y  C r i t i c i s m  and Marxist P o l i t i c a l  Writing" 
MICHAEL RYAN, Univ. of  Vi rg in ia  

"Jameson'a Utopias" 
LARYSA MYKYTA, Univ. of Nevada, Reno 

"Does Jameson Have Any Use f o r  Allegory?" 
CAROL P. JAMES, Roosevelt Univ. 

"The P o l i t i c a l  Unconscious of  Jameson's 
The P o l i t i c a l  Unconscious" 

J ~ S  IFFLAND, Boston Univ. 

"peaceful  Coexistence: 
Jameson's T h e o r e t i c a l  and P o l i t i c a l  S t ra tegy"  

JAMES KAVANAGH, Pr inceton Univ. 




