
THE FHSi:cH I::FLT;ET:C-c 

ON Tlir?. NEW CRTTTCISM 

by 
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FOREWORD 

There has been a voluminous attempt to evaluate the 

New Criticism in recent years. The scholarship and criticism 

directed towards appraising the movo,-:Gnt has varied from the 

historical tracing of the development of literary criticism 

to an attempt to judge the contributions of the critics them

selves, both as a group and taken individually. It would 

seem that much could be gained in the judgment of what is 

primarily an American movement if we could see exactly how 

the New Critics have been influenced by their European counter

parts. Such a study would indicate what, if any, relation

ship can be found between the New Criticism and the body of 

established criticism in western civilization. 

ill 
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CHAPTER I 

INTRODUCTION 

Trends in Xodern Criticism. 

The study of literature has developed alonp; the lines of 

science in recent years. With increased specialization in 

all branches of study, the area of literary criticism has 

attempted to progress from a subjective profession of ideas 

to a more objective, precise coramentary. In dealing with a 

field which is necessarily subject to individual taste, modern 

critics have turned to philosophy for objective standards and 

to the natural sciences for impersonal methods of observation 

and analysis. One group of modern critics, who for want of a 

better term have called themselves the "New Critics," has 

combined a method built upon philosophical theory with a belief 

in literature's permanent importance to form an impressive 

critique. 

Definition of "New Criticism" 

The "New Criticism" is the term employed to denote the 

general theory of literary criticism evidenced in the writing 

Stanley Edgar Hyraan has observed that "increasingly we 
can expect it /^literary criticism^/ to move in a scientific 
direction, that is, toward a formal methodology and system 
that can be objectively transmitted." (Tt\e ;vr.ned Vision; A 
Study in the Methods of Modern Literary OrLzLc\,.: /..̂;v: York: 
Alfred A. Knopf, 191+8/7 p. 9) . aereafi.er cited as Hyman. 



of a modern group of critics. The term itself was introduced 

by John Crowe Ransom in 191+1 when he designated the theories 

which he and a small group of critics believed and practiced. 

Althoun;h the New Critics do not form a formal school of 

criticism as such, they all share a common concern--a love of 

literature and a disdain for what they consider to be the 

artificial study of literature which buries a poem in scholar

ship, suffocating or ignoring the words of the poet. One of 

the basic tenets of the New Criticism is thus the return to 

the text, which Allen Tate, a foremost New Critic, has 

described, Tate defined the New Criticism as "a particular 

return to the literary text, along with a revolt against 
3 

historical scholarship." This definition is presently 

incomplete, however, for the term "New Criticism" has 

expanded to include the writings and the varied theories, not 

only of those select literary men who comprised the original 

group—T. S. Eliot, I. A. Richards, Robert Penn Warren, John 

Crowe Ransom, Allen Tate, Donald Davidson, and R. P, Blackmur, 

but also of many who were influenced by them and who joined 

^The New Criticism (Norfolk, Connecticut: New Directions, 
191+1) . 

Allen Tate, "The New Criticism," A Discussion by William 
Barrett, Kenneth Burke, Halcolm Cowley, Robert Gorham Davis, 
Allen Tate, and Hiram Haydn, The American Scholar, XX (1950-51), 
2l8; as quoted by Richard Foster, '.I'he î ew .-Romantics (Blooming-
ton: Indiana University Press, 1962), p. 15. The latter here
after cited as Foster. 



the movement or reflected the l̂ ew Critical ideas later. The 

term "I.'ew Criticism" has thus come to include a variety of 

philosophical tenets and literary theories and a more compre

hensive definition is needed. 

The Contemporaneity of the New Criticism 

At a moment when society is perhaps more aware of its 

illnesses than at any other time, the New Critics have 

included in their criticism comments en the contemporary 

cultural situation. Since the New Criticism is based upon an 

intense awareness of the importance of tradition and a concern 

for the relationship between literature and society, the 

critical essays reflecting this approach to literature con

sistently refer to the social-poetical situation. One of the 

main cries of the New Critics is thus against the social 

disorder of modern civilization. 

The Importance of the Nev: Criticism 

Because the group of New Critics includes such a variety 

of scholar-critic-poets, each eminent and individual in his 

approach to criticism, it has been difficult to adequately 

characterize the New Criticism. The New Critics have built 

their theories on a philosophical aesthetic, and they have 

not hesitated to denoiince, often in an authoritarian manner, 

any opposing views. Due to the fact that the movement is a 

modern one, it has been difficult for anyone to objectively 



evaluate the New Criticism, but this difficulty has not pre

vented such attempts at evaluation.^ Richard Chase noted in 

1950 what most scholars would probably agree is the real 

contribution of the movement. Kr, Chsse has stated: 

The New Criticism seems to me admirably 
to have done its work. . . 'the reading 
of a poem* has become a different, and a 
richer, experience because of the r.ew 
Critics. And I suppose that most of us 
have derived from them a new sense of 
style and a more vigorous sense of what 
the understanding of literature may 
entail. . . . 5 

Proposal of Thesis 

Malcolm Cowley has observed that it will be the responsi-

bility of the student of the New Critics to assimilate and 

ascertain the importance of the New Criticism on the modern 

literary scene. As Professor Cowley has pointed out: 

\\rhere Mr. Ransom and Mr. Tate, for example, 
are miles apart in many of their judgments, 
young I'̂r. X. who has listened to both of 
them seems to be a conglomeration or 
coagulation of Ransom and Tate. Young 
Mr. X represents the school—not Ransom, 

^Richard Chase, "Art, Nature, Politics," Kenyon Review, 
XII (Autumn, 1950), 592n. 

5see for example: William Van O'Connor, An Age of Criti
cism, 1900-1950 (Chicago: Henry Regnery Company, 1952T, which 
contains an excellent contextual bibliography; for a compre
hensive bibliography through 191+8, Robert V/ooster Stallman, ed.. 
Critiques and Essays in Criticism, 1920-191+8 (l̂ ew York: The 
Ronald Press Company, 191+9) ; for the period between 19l;8 and 
1961, Richard Foster, The New Romantics (Bloomington: Indiana 
University Press, 1962)• 

file:////rhere


or Tate, or Black-iur.^ 

Assuming the role, then, of the "ycung yj?. X," this 

writer will attempt to place the New Critics in their proper 

place in the critical perspective. It would seem that ore 

valid approaeh to analyzing the New Criticism would be in tii© 

perusal of the sources and influences of the movement in the 

field of literary history. It is the contention of this 

writer that the concern for tradition with all of its im.posed 

values and rules for conduct is the dominant force which binds 

the New Critical theory; that this classical attitude may be 

traced to French influence; and that the reaction against 

certain French critics is similarly evident in the application 

of particular critical principles by the New Critics. 

Note to the Reader 

In a study of this nature, it was necessary to limit the 

area of the topic under discussion. Therefore, the writer 

has chosen to include in the French influence the generally 

acknowledged traits of the French culture and the more 

dominant of the literary and critical influences. As a basis 

for judging the New Criticism's reception and assimilation of 

%alcolm Cowley, "The New Criticism, Act II," American 
Scholar, XX (1951), 220, cited by C. Hugh Holman, "The Defense 
of Art: Criticism Since 1930," The Develon:-ent of American 
Literary Criticism, ed. Floyd Stovail (Chapel >:ill: hhe oniver-
sity of North Carolina Press, 1955), p. 221. Hereafter cited 
as Development of American Criticism. 



the French influences, it vjas decided to rely most heavily 

upon the writings of the more prorrdnent of the Î ew Critics, 

and therefore, isolated French influences on a single critic 

have been omitted where it could not be determined that the 

influences had affected the New Critical theory or practice 

in general. 

In citing French authorities, the writer has employed, 

for the most part, the English translations of the sources, 

in order that the parallel under question may be more evident 

to the reader. 



THE N̂ v̂  CRITICS 

A Remark or. t"::e Grci:̂  in General 

An understanding of the New Criticism can best be gained 

by a survey of its practitioners. The New Critics are T. S. 

Eliot and those who have built upon his theories. They include 

the Southern Fugitive-Agrarian group--Donald Davidson, John 

Crowe xRansom, Allen Tate, and Robert Penn V/arren, as well as 

Cleanth Brooks, whose forte is poetic analysis, Kenneth 

Burke, "the Aristotle" of the New Criticism, Yvor Winters, 

who has produced considerable criticism of American literature, 

Rene V/ellek and W. K. Wimsatt, Jr., both of whom have contri

buted significantly to scholarship on the critical scene, 

William Empson, who has devoted the major part of his literary 

studies to the explication of double meanings in poetry,-̂  and 

I. A. Richards, whose place is second only to Eliot's in 

originating the New Criticism. 

R. W, Stallman has stated that Brooks together with 
Warren has "brought the Nev: Criticism into the universities," 
and "no other critic has been of greater practical influence" 
than Brooks. ("The New Critics," Critiques and Essays in 
Criticism 1920-191+8, ed. Robert Wooster Stallman pew York: 
The Ronald Press Company, 19l+9y, p. i+9l+. The essay will 
henceforth be cited as Stallman; the anthology, as Critiques.) 

2 
S t a l l m a n , p . l+9i+. 

1955). 

3 
See his Seven Types of A-bj^uitv (New York: Keridian, 
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T. S. Eliot 

T. S. Eliot is the aclaiowledged leader of the New Critics, 

Born in St, Louis, Missouri, in 1888, he has since become a 

British subject, Eliot was educated at Hr.rvard, the Sorbonne, 

and Merton College, Oxford. His association with the Imnglsts 

is well known, and the influence of the movement upon modern 

poetry has been conveyed through the works of Ezra. Pound and 

Eliot. But the critical Influence of Imagism is not always 

noted. Writing in the July, 1937, issue of The Criterion, 

Eliot stated that: 

The accomplishment of the Imagist 
movement seems to have been critical 
rather than creative, and as criticism 
very important.^ 

Professor Enid Starkie identifies the movement's work of 

criticism as being to "import the influence of France,"^ the 

significance of which is just being realized. 

Eliot's association with the Imagists continued through 

his editorship of The Egoist, whose principal contributors 

were Imagists, from 1917 to the review's demise in 1919. 

Eliot's dual role as poet-critic began at this time, and his 

significance in both areas has continued. Professor Starkie 

notes that at the close of the First v;orld V/ar, Eliot was 

^Quoted by Enid Starkie, From Gautier t_q Ê .ict (London: 
Hutchinson of London, I960), p. 161, hereafter cited as 
Starkie. 

'^Starkie, p. l6l. 



"the poet who best represented the new ideals in poetry," 

and the publication of The V/aste Land in 1922 caused rever

berations throughout western literary circles. Elio^ is ctill 

foremost among modern poets, and in the field of criticism, 

he has been powerfully influential. As Stanley Hyman has 

observed: 

Eliot is undoubtedly our chief 
spokesman for a critical view
point ti-at can roughly be called 
'traditional.'' 

Eliot's "Tradition and the Individual Talent," published in 

1919, indicates the basis for the approach to critical studies 

the poet must be judged on his relationship to the past as 

seen in the work or art, and on his individuality (unique 

genius), again, as reflected in the work itself. The critical 

approach which Eliot presented in this essay forms the binding 

force for the criticism and poetical theory of the New Critics 

Eliot collected his essays on poetry and criticism in 

The Sacred Wood, originally published in 1920, and in the 

introduction to the first edition, he described the responsi-

bility of the critic: 

It is part of the business of the 
critic to preserve tradition—where 
a good tradition exists. It is part 
of his business to see literature 
steadily and to see it whole; and 
this is eminently to see it not 

Starkie, p. I6l. 

7 
'Hyman, p. 73. 
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as consecrated by tirr.c, but to see 
it beyond time; to see the best 
work of twenty-five hundred years 
ago vjith the same eyes.^ 

The essays included in The Sacred Ivood and his essay on "The 
9 

Metaphysical Poets" constitute .̂liot's most significant work 

in the development and clarification of the theories of the 

Nev; Critics. It is in these essays that Eliot presents his 
10 

concept of an organic structure of the great artistic works, 

the idea of the impersonality of the artist, ard the demand 

for an "objective correlative" ; all three elements form the 

8 
Eliot, The Sacred Wood (London: Methuen, University 

Paperbacks, I960), pp. xv-xvi. Hereafter cited as The Sacred 
V.'ood. 

Q 

^The essay was first published in 1921, and has been 
collected in Critiques, pp. l+7-51+« 

10jĵ  "Tradition and the Individual Talent," Eliot states: 
"the existing monuraents /'works of ^rt J form an ideal order 
among themselves, which is modified by the introduction of 
the new (the really new) work of art among them." (The Sacred 
Wood, p. 50). 

Eliot presents his "Impersonal Theory of Art" by com
paring the mind of the artist to a chemical catalyst: in the 
process of creating a work of art, the poet's mind remains 
"inert, neutral, and unchanged." Although the poet may employ 
his own experience, "the more perfect the artist, the more 
completely separate in him will be the m.an who suffers and the 
mind which creates," ("Tradition and the Individual Talent," 
The Sacred V/ood, p. 51+) • 

12 
In "Hamlet and His Problems," Elict states that the 

"only way" art may express emotion is "by finding an 'objective 
correlative'; in other words, a set of objects, a situation, 
a chain of events which shall be the formula of that particular 
emotion; such that when the external facts, which must termi
nate in sensory experience, are given, the emotion is 
immediately evoked." (The Sacred V.ood, p, 100). 
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foundation for Eliot's crltioiar,: r̂.d the means of applying 

his concept of tradition to poetry. In "The Metaphysical 

Poets," Eliot employs his theories as touchstones in dis

cussing the poetic work. 

The Southern Critics 

Following Eliot's leadership, but certainly not sub

ordinate to him, are the men of letters who speak from the 

American Southern tradition. Dr. Louise Cowan's study of the 

development of the poetry and critical theory of the 

Fugitive-Agrarians--Donald Davidson, John Crowe Ransom, Allen 

Tate, and Robert Penn Warren—gives us a clear insight into 

the standards of the New Critics. I4rs. Cowan states: 

Thus, members of the Fugitive circle 
came to view poetry as having a 
universal character and to assume that 
all educated men—not merely a select 
few--should be interested in reading 
and writing verse. -̂  

It was thus through a group of men who gathered together to 

write and discuss poetry, men who believed in and practiced 

the traditional ideals-of the Southern culture, that the 

New Criticism came to fruition in the United States. 

Allen Tate and John Crowe Ransom share a theory of poetry 

as knowledge, and R. W, Stallman has characterized their 

critical positions as '.'basically identical."^^ It is they. 

TO 

-̂ Louise S. Cowan, The Fugitive Grcun (Baton Rour̂ e: 
Louisiana otate bniversity Press, 1959), p. xvii. 

11+ , , 
Stallman, p. i+96. 
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Stallm.an believes, "who have furnished it /"the New Criticism_/ 

15 
with systematic aesthetic studies," Thus, Tate and Ransom 

name "absolutism" as the quality distinguishing the great 

poem. Art has no practical value, says Tate; rather, he 

concludes: 

that poetry finds its true usefulness 
in its perfect inutility, a focus of 
repose for the will-driven intellect 
that constantly shakes the equilibrium 
of persons and societies with its 
unrelieved imposition of partial 
formulas upon the world, '.vhen the 
will and its formulas are put back 
into an implicit relation with the 
whole of our experience, we get the 
true knowledge which is poetry,-^^ 

Allen Tate epitomizes the traditionalist—"the man of 

letters"—whom the New Critics emulate. As Richard Foster 

has observed, "Tate was born out of the very ashes of his 

/"Southern,/ tradition and in the very place of its conflagra

tion." ' Tate has pursued his epic quest to constructively 

criticize his society through both his poetry and his criticism 

while maintaining and living the values inherited through his 

culture. His essays collected in The Man of Letters in the 

1 ft 
Modern World defend and proclaim his viewpoint that the poet 

must be an important member of his society, and that it is the 

poet to whom we should txirn for a description of the meaning 

-^^Allen Tate, "Three Types of Poetry," Reactionary Essa^-^ 
on Poetry and Ideas (New York: Charles Scribner's oorls, ^\o^i 
p. 112, ^Hereafter cited as Reactionary Essays. 

•'•'̂ Foster, p. 108. 

•^^(New York: Meridian Books, 1955). 

s 
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of reality, 

V/hile Eliot's criticism has primarily tended to be the 

expostulation and development of the theories of criticism 

and the description of the relationship of artistic genius 

to society with poetic illustrations to support his argu

ments, Tate has more effectively combined his theorectical 

perusals with specific applications, "Tension in Poetry"^^ 

and his essays on Poe reflect the happy combination in Tate 

of his philosophy with critical analysis. The basis for his 

aesthetic is presented in "Tension in Poetry," in which Tate 

describes the meaning of a poem (tension) as being the balance 

between the extremes of images and ideas. The poet thus fuses 

the two into a poem which can rightly be called "absolute." 

In applying the theory of absolutism in poetry, John 

20 Crowe Hansom presents the problem of the difference between 

ideas (the expression of abstract thoughts) and images (the 

expression of physical things) . His thesis in The V/orld' s 

Body -̂  is that with the loss of the wholeness of a ChAristian 

culture (as lived) and with the introduction of science, art 

becomes abstract. His philosophy is the basis for his 

"structure-texture" approach to poetry, where "structure" 

19 
Reason in Madness (New York: G. P. Putnam's Sons, 191+1), 

pp, 62-dl. Hereafter referred to as Reason in ..adness. 
20 
Stanley Hyman has called Hansom "one of the subtlest 

and most acute critical minds of our day," (Hyman, p. 8). 

^^(New York: Scribner's, 1938). 
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stands for the abstract meaning of the poem, and "texture" is 

the substance of concrete particulars—images. A corollary 

to this approach is Ransom's concept of the "Concrete Univer

sal." Ransom employs this term to indicate that good art 

expresses an abstraot, universally true statement in ooncrete 

terms and specific images. The idea has been further 

developed by William F. Lynch, S. J. Father Lynch expresses 

his answer to the modern dilemma introduced by the apparent 

opposition between art and science by suggesting that we must 

go through the finite and the particular to reach the infinite 

22 

and the universal. 

Tate and Ransom also follow Eliot in demanding th^t the 

material of the poem—thought and feeling—must be entirely 

consumed; the poem is thus absolute, and there is nothing 

beyond it--it is organically whole. As Professor Stallman 

has paraphrased it: 
In the perfectly realized poem 
there is no overflow of unrealized 
emotion, no emotion or action in 
excess of the object cr situation 
which should be the objective^ 
equivalent f6r that emotion, -̂  

Thus, for these New Critics in particular, the poem becomes 

the unification of the dichotomy of abstraction and concreteness 

existing in Man's view of reality. As Stallman has pointed 

22 
See h i s C h r i s t and Apollo (New York: Sheed and Ward, 

I 9 6 0 ) , p p . 19-l4iri ATiiO see inv r ev iew, "Paths Through the 
F i n i t e , " Kerygma, I , No. 1 ( S p r i n g , i 9 6 l ) , p p . I;7-l+8. 

^^S t a l lman , p . i+97. 
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out: "Science presents an abstract description, poetry 

attempts a total description of the object."^^ It is such 

a "total description" which the Xew Critics require in a poem. 

I. A. Richards 

The New Critics speak of "the later Richards," referring 

to the theories and criticism which Richards voiced after 
25 

I93I+, when he published Coleridge on Imagination. Since 

that time, Richards has developed his theory around a belief 

in the cognitive value of poetry and in the importance of the 

imagination following Coleridge's dicta. Richards has pre

sented a most interesting analysis of the reading of poetry 

^^ Practical Criticism^^ in which he stressed the importance 

of an awareness of language in ascertaining the meaning of a 
27 

poem. Richards's criterion for criticism is basically one 

of communication (hence his concern for semantics), but Hyman 

notes that Richards "at least once pushed his own concept . . , 

^ ^ S t a l l m a n , p . 1+91+. 

25 
(London: Kegan P a u l , 1934)• 

26 
(New York: Harcourt Brace and Company; London: 

Routledge & Kegan Paul Ltd., 1951+) • 
27 
Kenneth Burke, Richards's disciple, is similarly con

cerned with the language of poetry. Burke expresses a theme 
of the New Criticism in "Semantic and Poetic Meaning," in 
which he discusses the antithesis between science and poetry. 
(The Philosophy of Literary Form; Studies in Symbolic Action 
/rev. ed.; New Yorkl Vintage Books, Inc., 1957/, PP. 121-li+i4.) , 
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to its logical conclusion in symbolic action.^" Professor 

Hyman Is referring to Richards's statement that: 

The saner and greater mythologies are not 
fancies J they are the utterance of the 
whole soul of man and as such, inexhaus
tible to meditation. . . . Through such 
mythologies our will is collected, our 
powers unified, our growth controlled. 
. . . The 'opposite and discordeint 
qualities' of things in them acquire a 
form; and such integrity as we possess 
as 'clvillxed' men is our Inheritance 
thro\igh them.^^ 

Summary 

AlthoTigh not all of the New Critics have been specifi

cally analyzed here, the tenets of the group as such are 

expressed in the writings of the above-named critics. The New 

Critics do not always agree, nor do they claim to. They are 

bound together by a common love of poetry, and a dentmciation 

of the effects of science on the realm of art.-̂  

Hyraan, p. 367. 

29 
I. A. Richards, Coleridge on Imagination, quoted by 

Hyman, p. 3^7. 
30 
John Paul Pritchard has paraphrased Van Wyck Brooks' 

comment on the New Criticism in 191+6: "The New Criticism 
relies heavily upon the history of language and ideas and 
upon literary scholarship generally; it attacks only the 
academic failure to crystallize this knowledge into a critical 
attitude, the ass\imptlon that such studies of themselves 
constitute criticism." (John Paul Prit6hard, Criticism in 
America /Norman:: University of Oklahoma Press, 195^f P» 252) 
Hereafter cited as Pritchard. 
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The origins of the New Criticism and the sources of the 

theories the critics practice and express are not easily 

pinpointed. Richard Poster, in The New Romantics, has built 

up a good (but, I think, erroneous^^) case for characterizing 

the New Critics as a modern version of the English Romantic 

school of poet-critics. He bases his thesis on a perusal of 

the philosophy expressed by the New Critics and which he calls 
32 

'•redolent with the auras of laudanum and German Idealism." 

It seems that the characterization of the New Criticism is not 

so easily classified, and that the theories and practices of 

the New Critics indicate a wider and a deeper foundation. 

We should at least investigate the possibility of a parallel 

between the New Critics and the writings of a g)?oup of well-

known and earlier-established critics. Since the New Criticism 

is based upon a concept of tradition, and the New Critics have 

developed a characteristic literary philosophy, there is here 

at least a foundation for questioning the existence of an 

influence upon the New Criticism by the French critics. 

31 i. M 
See my review, "Rhetorical Maneuver," Kerygma, III, 

No. 2 (Spring, 1963), pp. 35-38. 
32 
-* Poster, p. 13i*.. 



CHAPTER III 

PARALLELS IN FRENCH SENSIBILITY AND CULTURE 

The Problem of Ascertaining Influence 

It is difficult to determine precise influences of one 

element upon another when such a variety of individuals (each 

with his own unique viewpoint) is involved. Such is the case 

with an attempt to trace the French influence upon the New 

Criticism. As C. Hugh Holman has observed: 

The sources out of which this type of 
criticism /^the New Criticism^/ came 
are as various and as contradictory 
as the movements against which it 
was protesting."*-

We may note specific instances in which a New Critical tenet 

protests against a basically French movement, and a few obvious 

cases of a French critic exerting an influence upon a particu

lar New Critic, but for the most peirt, we can only trace the 

numerous parallel currents of attitude and approach which 

course through the French criticism and the New Criticism. 

The Reputation of the French Critics 

The accepted reputation of French criticism as leader in 

^C. Hugh Holman, "The Defense of Art: Since 1930," 
Development of American Criticism, p. 228. 

18 
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2 

the literary field would imply the possibility of an influ

ence, either stim\ilatlng or reactionary, upon any critical 

development among the cultures of western civilization. The 

eminence which French criticism holds began, as Martin Turnell 

has observed, "far sooner in Prance than in England."3 The 

list of eminent critics of the nineteenth and early twentieth 

centuries predominates with French names: Baudelaire, Salnte-

Beuve, Taine, Brunetlere, Renan, Anatole France, Oourmont, 

and Valery. Surely, no other nation can match the French critrc 

ics, either in quantity or in quality. 

Perhaps the explanation for the acknowledged leadership 

of French criticism is the cultural attitude of the French 

society. There Is in France a great and widespread apprecia

tion of fine art as well as a demand for clarity of expression. 

The French culture approaches that of the ancient Greeks in 

Its characteristic search for order, for a system of unity and 

in a concern for the universal. There is also among the French 

a great traditional awareness which has Oreek overtones. This 

tendency towards the speculative and the abstract Turnell 

2 N 
As Henri Peyre has noted, "If there is one province in 

which other nations have unhesitatingly conceded primacy to 
Prance . . . that province is literary criticism." (Writers 
and Their Critics; A Study of Misunderstanding /ithaca. New 
Yorkl 5w?nell University Press, 191+14/, p. til. Hereafter 
cited as Peyre)• 

3 
^Martin Turnell, "Literary Criticism in France, 

Critiques, p. I4.22. Hereafter cited as Turnell. 

tt 
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attributes to academic discipline: 

The philosophical training which forms 
part of French education accounts for 
the apparent balance and maturity of 
French critics and the ease with which 
they handle a technical vocabulary.^ 

A Fundamental French Influence on the New Criticism 

There la a definite parallel in the traditional aware

ness of the New Critics and that of the French. The general 

influence of the French culture upon modern society has been 

noted by John H. Raleigh, who stated: 

. . . while both the Romantics and the 
moderns have been in a sense under the 
spell of and have been influenced, by 
French culture, in the one case it was 
a liberal political Ideology, in the 
other it has been a^^scrupulously non-
political esthetic.-' 

And Allen Tate has noticed a similarity between the Southern 

culture, from which the Fugitive-Agrarians derived their values, 

and that of Prance: : 

• • • the South to this day finds its 
most perfect contrast in the North. 
In religious and social,feeling I 

Turnell, p. 1+1+7• 

^John H. Raleigh, "Revolt and Revaluation: 1900-1930," 
Development of American Criticism, p. 188. 

6 
It will be obvious to the reader that Tate is describing 

the French culture of the eighteenth century (or, pre-Revolu-
tion Prance), and not that of the present. 
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should stake everything on the greater 
resemblance to France ?f 

Tate finds this parallel in the Pforms of European feeling 

and conduct"® which existed in Prance before the Revolution, 

and have continued in the South. He bases his conclusion on 

the existence of a code of honor (believed in at least 
Q 

"covertly" ), a feudal reverence for the land, and an avowed 

belief in "convinced s^pernaturallsm"-^^ in the South today. 

In addition to the French concept of a traditional code 

of society which the Hew Critics share, we may observe a 

almllarity between the characteristically French aptitude for 

philosophy and abstraction and the New Critical approach to 

literature. The group as such is marked by a tendency towards 

philosophical speculation and social theorizing. As Richard 

Poster has expressed it: 
. . . the New Critics have tended to think 
of poetry and speculative philosophy as 
closely related, as approaching the high-
level or ultra-realpReality from opposite 
directions • . . .̂  

^Allen Tate, "The Profession of Letters in the South," 
Reactionary Essays, p. 11+9. 

Tate, p. 11+9. 

9 
Tate, p. 150. 

^^Tate, p. 150. 

See Murray Krieger, The New Apologists for Poetry 
(Minneapolis: University of Minnesota Press, 1956). 

12 
Poster, p. 153• 



In conjunction with this shared interest in philosophy, the 

New Critics inherited an admiration for the French critical 

ability. As Professor Raleigh observes: 

/"w. ^,J Brownell devoted a large part 
of his long career to urging upon Americans, 
as his master Arnold, the centrallty and 
the high critical intelligence of French 
culture.^3 

Therefore, the New Criticism has an affinity for the 

French approach to philosophy and the arts, and this attitude 

provides a firm foundation for the development of a critical 

attitude which, we shall see, has a definite ground for 

comparison among the French critics. 

French Literary Crlticism-̂ H-

The development of French literary criticism from the 

seventeenth century on is significant. The dogmatism and 

demand for rigid conformity to the rules which characterize 

the seventeenth-century French approach to literature 

13 
Raleigh,"Revolt and Revaluation: 1900-1930, " Develop' 

ment of American Literary Criticism, p. 161+. 

In summarizing the French criticism, no attempt has 

been made to present every French critic of note; only those 
critics who bear a direct influence on the New Criticism 
have been dealt with. 
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resulted in the clear and effective literary criticism of 

Salnte-Evremond and the time-proven pronouncements by Bolleau. 

The literature of the seventeenth century reflects an order 

and balance, the result of an Integration of the intellectual 

and physical. The poetry of this period in Prance, like that 

in England, was the product of a world view that has since 

been 16st. The wholeness in the art of that time was achieved 

by the relationship between ideas and emotions in the artistic 

statement and in the society which it expressed. And it is 

Important to note the French critics' appreciation for a 

synthesis of matter and spirit which the poets expressed and 

which was lost during the eighteenth century. 

It Is to the seventeenth century that the New Critics 

turn for their definition of good poetry. Their ideas reflect 

such an appreciation for the literary Values of the seventeenth 

century, that A. C. Ward felt warranted to refer to the New 

Critics as the "New Metaphyslcals."^ The New Critics demand 

the sense of unity which appears in seventeenth-century 

poetry in both Prance and England,̂  and which reflects the 

culture of that age, as a fundamental sigh of a good poem. 16 

^A. C. Ward, Twentieth-Century Literature, 1901-1950 
(12th ed.; New Yorkl Barnes & Noble, Inc., 19561, p. TJoT 

For the application of this principle to the judgment 
of poetry, see Cleanth Brooks and Robert Penn Warren, 
Understanding Poetry (New York: Henry Holt, 1938). 



The wholeness of world-view which the seventeenth-century 

poetry mirrored was lost in the eighteenth century by the 

acceptance of Cartesian philosophy, which placed an antipathy 

between the intellect and sensation, and by the introduction 

of science. The loss of an ordered world-view is reflected in 

the critical attitude of the eighteenth century. While the 

French Academy, founded in 1635, originally signified the 

17 critical bent of the French mind, ' the Academy's role during 

the eighteenth century was along more dogmatic lines, Henri 

Peyre characterizes this century as "the golden age of esthetic 

discussion in Prance."•"•" This was the age of speculation: 

ideas concerning beauty, tradition and values in the arts 

echoed in the salons, coffee-houses, and wherever Intellectuals 

gathered. Yet Professor Peyre observes that with the exception 

of Diderot, "true literary criticism of outstanding value is 

1.19 rare in that age. The New Critics attribute this absence 

of good criticism in eighteenth-century French literary history 

to an innate cultural malady which developed at that time at 

17 
The Academy was initially, according to Professor TurneU, 

"a series of Informal meetings between men who wished to dis
cuss poetry." (Turnell, p. 1+23). 

^^Peyre, p. 87. 

^^Peyre, p. 87. (Professor Peyre refers to J. G. 
Prodhomme, Vingt Chefs-d'oeuvre Juges par leurs contemporains 
(1930) to substantiate This statement.) 
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French instigation and which we continue to feel in modern 

times. It is the analysis and the criticism of this malady 

which forms the theme of the New Criticism. 

The Dissociation of Sensibility 

R. W. Stallman has probably provided the best characterl-

zation--although It does not attempt to be complete--of the 

New Criticism in his essay, "The New Critics." Professor 

Stallman notes four variations of one basic theme in the 

writings of the New Critics: "the dissociation of modern 

sensibility." Stallman is, of course, using the term which 
21 

T. S. Eliot coined to describe the breakdown of the medieval 

synthesis--the world-view which described the universe as an 

Integral whole, and which strove to place creation in proper 

balance subordinate to a Creator. This view was challenged 

at the end of the seventeenth century by the introduction of 

the scientific method and by the adoption of the Cartesian 

philosophy which dissociated thought and feeling. It is 

Eliot's theory that this dissociation, "from which we have 
* 

22 never recovered," manifests Itself most explicitly in 

Stallman, p. 1+88. 

^^see T. S. Eliot, John Dryden; The Poet, The Dramatist. 
The Critic (London: HoITiday, 1932). 

^•^Eliot, "The Metaphysical Poets," Critiques, p. 52. 
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poetry, the emphasis on thought being expressed in the poetry 

of Dryden and his followers, and the emphasis of feeling 

being expressed by Milton and his successors. 

Paul Valery described the unification of thought and 

feeling in poetry when he stated: 

Far from thinking that the clear, dis
tinct operations of the mind are opposed 
to poetry, these headstrong persons 
/Tcertain unnamed poets^ claim that the 
ambition to analyze and to grasp the poetic 
essence, besides being in itself in conformity 
with the general tendency of our will to 
intelligence, and exercising to the full our 
powers of understanding, is indeed essential 
to the dignity of the muse—or rather of all 
the muses, for at present I am speaking 
generally of all our powers of ideal 
invention. "+ 

For Vale'ry, such Instances of unification in poetry are found 

to be rare, and he makes much of the modern spiritual disorder 

in his writing. His views are echoed by the Fugitive-Agrarians 

who decry the effects of scientism and materialism on the 

modern sensibility . 

A variation on the theme of the dissociation of sensibility 

which Stallman notes is the "loss of tradition."^5 Civiiiza-

tion before the seventeenth century shared a religious.. 

^Paul Valery, The Art of Poetry, trans. Denlse Folliot 
("Bolllngen Series XLVr The^ollected Works of Paul Valery," 
ed. Jackson Mathews, Vol. VII; New York: Pantheoh Books, 
1958), p. 1+. Hereafter referred to as Valery. 

25 
Stallman, p. 1+88. 
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social tradition which enabled the community to extend 

"moral and Intellectual authority"^^ to the poet. The communal 

bond allowed the poet to actually speak for his society, 

expressing its world view. The beliefs in a structured 

universe and in the living of an ordered way of life from 

generation to generation characterize the tradition of a 

particular culture. Allen Tate has described the concept of 

tradition in this way: 

A society . . . would be traditional 
because it could hand something on. 
That something would be a moral con
ception of man in relation to the 
material of life.2' 

The poet, in a traditional society as described, would reflect 

not only his immediate contemporaries and their tradition of 

life, but also the heritage of the past. It is this second 

nuance of tradition which Eliot affirmed in his famous essay 

on "Tradition and the Individual Talent." EllOt observed 

that tradition "involves, in the first place, the historical 

sense"; f\irthermore, the historical sense "involves a per

ception, not only of the pastness of the past, but of its 

28 
presence." This statement is the basis for Eliot's belief 

Stallman, p. 1+88. 

^^Tate, "What Is a Traditional Society?" Reason in Mad' 
ness, p. 229. 

The Sacred Wood, p. 1+9. 
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that the artist does not have "his complete meaning alone." 

He thus names tradition as the touchstone for determining the 

value of a particular poet; 

His /"the poet's_7 significance, his 
appreciation is the appreciation of 
his relation to the dead poets and ix 
artists. You cannot value him alone; 
you must set him, for contrast and 
comparison, among the dead. I mean 
this as a principle of aesthetic, 
not merely historical, criticism.30 

This same concept of tradition Is expressed by Remy de 

Gourmont: 

When we compare the past with the 
present we always forget to consider 
how much the present is Indebted to 
the past.-̂ -*" 

Gourmont, however, did not apply this concept to his 

literary criticism, as Eliot and Tate do. Whether, then, we 

can consider the concept of tradition and its loss in 

modern society to be solely the result of a direct French 

influence is doubtful. We may, however, note the characteristi

cally French belief in a system of ordered values, and a keen 

awareness of the importance of the past reflected in the 

29 
ThdicSacred' Wood, p. 1+9. 

3^The Sacred Wood, p . 1+9 

31 
Rqmy de Gourmont, "Philosophical Excursions: II," 

Remy de Goiirmont, Vol. II, trans., ed. Richard Aldington 
Tlew YorET Povlci-Priede, 1929), $98. Hereafter referred 
to as Aldington edition. 
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writings of the New Critics. 

A second variation which Stallman has observed is the 

theme described as the "loss of a fixed convention"3^—the 

convention which enables the poet to relate his vision to his 

society. Convention, for the New Critics, is expressed in 

terms of language, which Stallman calls "the embodiment of 

our experience in words.?'33 When a poet lacks the security of 

a fixed, rationally established conventional mode of expressiorv 

he is forced Into either "resurrecting a dead convention . . . 

or erecting a new one . . . ."-̂ ^ This concern for the impor

tance of language in poetry runs through all the criticism of 

the New Critics, but most explicitly in the poetic analyses of 

Cleanth Brooks, AllentTate, and R. P. Blackmur. Brooks partic

ularly is concerned with the manner in which the word choices 

of the poet reflect the various shades of meaning which a 

society has placed on a certain word. He states: 

. . . the paradoxes spring from the 
very nature of the poet's language; 
it is a language in which the con
notations play aSĵ great a part as 
the denotations,3-^ 

By speaking conventionally, then, the poet can be understood. 

32 
Stallman, p. 1+89. 

33stallman, p. 1+89. 

^^Stallman, p. 1+89. 

3^Cleanth Brooks, "The Language of Paradox," Critiques, 
p. 69. 
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(I should note here that the New Critics, in demaiiding 

coherence on the part of a poem do not negate the poet's in

dividuality; rather, the uniqueness of a poem arises, accord

ing to the New Critics, in the poet's treatment of the con

ventional modes of utterances.) Allen Tate considers language 

as an Important basis for criticism in analyzing a poem. In 

.discussing "The Vine" by James Thomson, he says: 

Now good poetry can bear the closest 
literal examination of every phrase, 
and Is its own safeguard against our 
irony.3^ 

The dependence of the poet upon the language of the 

people is expressed by Paul Valery in his discussion of the 

"poetic universe" as contrasted to the "musical universe." 

He observes that: 

The poet is deprived of the immense 
advantages possessed by the musician. 
He does not have before him, ready 
for the uses of beauty, a body of 
resources expressly made for his 
art. He has to borrow language--
the voice of the public, that col* 
lection of traditional and 
irrational terms and rules, oddly 
created and transformed, oddly 
codified, and very variedly 
understood and pronounced.3' 

3"Reason in Madness, p. 66. 

37„ , / ,„ r 
Valery, p. 67/ 
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The New Critics recognize that, while the poet is dependent 

upon society for his terms of expression, modern society 

does not at the same time provide the poet with a means of 

"discipline and authorlty"3^ t6 create a new order of 

language, which is the work of the great poet. There is a 

paradox here, which Eliot has expressed in his introduction 

to Valery's The Art of Poetry. In commenting on the state

ment by Valery on the language of poetry, Eliot states: 

The poet can improve. Indeed it is 
his duty to try to improve, the 
language that he speaks and hears. 
, . , But neither the poem nor the 
play can afford to Ignore the 
necessity of persuading us that this 
is the language we should ourselves 
speak. . . . 39 

Thus, in criticizing poetry, the New Critics look for the 

expressions which reveal a culture, and at the same time 

elevate and refine it. 

The "loss of belief" is the third characteristic of 

modern civilization which is the concern of the New Criticism. 

Eliot has described this belief in his essay on Blake as 

a "framework of accepted and traditional ideas.®^^ He goes 

on to say that: 

The concentration resulting from a frame
work of mythology and theology and philos
ophy is one of the reasons why Dante is 
a classic, and Blake only a poet of genius. kl 

3 stallman, p. 1+89. 

3̂ Elil)t, Introduction, The Art of Poetry, xvii. 

'+̂ "̂Blake," The Sacred Wood, p. 158. 

The Sacred Wood, p. l58. 
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Eliot's description of the framework of belief calls to 

mind Valery's comment on our knowledge of the "poetic essence": 

A little metaphysics, a little mysticism, 
and much mythology will for a long time 
yet be all we have to take the place of 
positive knowledge In this kind of 
question.^ 

It is this lack of a suitable system of values suraong modern 

writers which the New Critics declaim and which has led them 

to emulating the metaphysical poets of seventeenth-century 

England, who wr6te from a framework of belief. 

The fourth variation of the theme is the "loss of a 

world order,"^3 ^n ordered world-view which the poet 

expresses and which becomes the unifying factor for his 

poetry. It Is the absence of sui ordered world-view which the 

New Critics attribute to Romanticism and scientific positivism, 

which developed in France and were abetted by the French 

critics. It Is these French elements which form an essential 

point for contention among the New Critics, and thus may 

be labeled "counter-influences." 

^ V a l e r y , p. 7. 

^Sta l lman , p . 1+90 

^^o be discussed at length in bhap. v. 
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CHAPTER IV 

FRENCH LITERARY AND PHILOSOPHICAL INFLUENCES 

Bergsonlanlsm 

One Important Influence on the development of modern 

French criticism can be noted in the introduction of Bergsonian 

philosophy and its application in the field of aesthetics. 

Intuitionlsm held that the method employed in philosophic study 

should be based on non-rational intuited knowledge as opposed 

to the Intellectual activity of scientific study. Since such a 

philosophy negated absolute standards, it has a remarked Influence 

when Introduced into the field of literary criticism. As 

applied to literature, Bergson's philosophy Included the 

opposition to materialism, an Interest in the sub-conscious and 

intuitional (as opposed to the rational) as these ideas were 

adopted by Marcel Proust.-*-

Bergson's philosophy was directly influential on the theories 

of T. E. Hulrae, who has translated Bergson's works into English, 

and on a foremost New Critic, John Crowe Ransom. As Rene Wellek 
p 

observed:*^ 

Ransom's criticism of abstractism, his distinction between 
structure and the "irrelevant texture" of a poem, his 
attack on Platonic poetry in favor of a poetry of things, 
is Bergsonian, /though s ome of It may come from T. E. Hulme 
and Imagism/. 

•̂'A la Recherche du Temps Perdu", (an essay) Creative 
Vision, p. 69. 

^Rene Wellek, "Philosophy and Post-War American Criticism^, 
Comparative Literature Studies. I, special advanced issue 
(iw), p. ii: 
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In addition to cultural influences on a large scope, 

there were two literary movements originating and 

reflecting Bergson's Influence which contributed to the 

development of the New Criticism. 

The Influence of the French Symbolists 

The Symbolist movement in French literature, which 

occurred in the latter half of the nineteenth century as a 

reaction against naturalism, had important repercussions 

on the modern literary scene. Based on the Kantian philosophy 

of man's inability to comprehend the essence of reality (the 

Noumena), the Symbolist theory formed an idealistic world 

view which was anti-intellectual. Art was thus for the 

Symbolists a means of expressing an incomprehensible world 

in terms of illusions and dream-like images. Verlaine, 

Rimbaud and Mallarme'̂ e relied heavily upon the use of language 

to evoke particular sensations. 

The importance of the movement as regards contemporary 

criticism lies in the Symbolists' transmitting to contemporary 
* 

poetry Coleridge's definition of a poem. Coleridge had stated: 

A poem is that species of composition, 
which is opposed to works of science, 
byproposing for its immediate object 
pleasure, not truth; and from all other 
species--(having this object in common 
with it)—it is distinguished by proposing 
to itself such delight from the whole, as is 
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compatible with a distinct gratification from 
each component part.3 

This view has been inculcated into modern thought, and the 

statements of Coleridge have been adapted by the New 

Criticism. The New Critics thus share with the symbolists 

an awareness of the difference between poetic and scientific 

knowledge and this viewpoint is the basis for the New 

Critical tenet of Poetry as Knowledge.^ 

Further, we may find a concern for language on the part 

of the symbolists which has been objected to by the New Critics. 

Arthiir Symons has noticed the symbolist view of the language 

of poetry as an ordering principle: 

.... It is on the lines of that 
spiritualizing of the word, that 
perfecting of form in its capacity 
for allusion and suggestion, that 
confidence in the eternal corres
pondences between the visible and 
invisible universe....5 

that Mallarmee built his poetics. This statement is in 

direct contrast to the words of Rene Wellek, who has stated 

that modern literary analysis "has to cope" with the problems 

3 
Samuel Taylor Coleridge, Blo^raphla Llterarla, ed. J, 

Shawcross (New York: Oxford, 1902)vol. II, chap, xlv, 
p. 202. 

For critical commentaries against this tenet of the New 
Criticism, see Richard Foster, the New Romantics, chap, vli, 
and Murray Krieger, The New Apologists for Poetry, p. l89. 

5 / 
Arthur Symons, "Stephane Mallarmee," The Symbolist Movement 

in Literature (New York: E. P. Sutton & C o . 7 T 9 1 1 , pp. 131+-135, 2d e. 



36 

of "poetic semantics and diction and imagery" while avoiding 

"the pitfalls of the psychological and impressionist 

approaches."^ Thus, one tenet of the New Criticism is placed 

in opposition to the pjpactlces of the Symbolists, for the 

New Critic aims to distinguish between the word and its 
7 

referent in the poem. 

The Influence of the Imagist Movement 

A primary Influence on the New Critical movement was 
Q 

T. E. Hulme. Hulme's essay on "Romanticism and Classicism" 

became the manifesto for the Imagist movement. The Imagists 

emphasized symbol and image, and this emphasis continued 

through the practices of Eliot and American theorists to have 

far-reaching effects in both the poetry and criticism of 
o 

recent times. John Paul Pritchard notes an influence 

exerted by the idea expressed by Amy Lowell, a foremost 

Imagist, on the theories of John Crowe Ransom. Miss Lowell 

had observed that: 

Modern poets . . . being concerned with 
truth Instead of dogma, see the universe 
in Emerson's terras as a huge symbol, 
which so thoroughly absorbs their 

Rene Wellek, "The Mode of Existence," Critiques, p. 220 

7 
For further commentary on Symbolism and its tenets, see 

Edmxind Wilson, Axel's Castle (New York, 1931). 

Critiques, pp. 3-l6. 

"pritchard summarizes the effects of Imagism, p. 21i+. 
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attention that they feel no need to 
dwell constantly upon the meaning of 
this symbol.J-0 

The parallel may be noted in the statement which Ransom 

expressed in describing the "pure poetry" based on images: 

The art of poetry depends more frequently 
on this faculty than on any other in its 
repertory; the faculty of presenting 
Images so whole and clean that they resist 
the catfiLlysis of thought.-'-̂  

Similarly, the concept of the poet as expressed by Amy 

Lowell has found its way Into New Critical thought. She 

had described the poet as one who possessed "extraordinarily 

sensitive and active subconscious personality, fed by, 

13 and feeding, a non-resistant consciousness." Miss 

Lowell's definition is similar to Eliot's famous statement 

in '^Tradition and the Individual Talent": 

There is a great deal, in the writing of 
poetry, which must be conscious and 
deliberate. In fact, the bad poet is 
usually unconscious where he ou^ht to 
be conscious and conscious where he 
ought to be unconscious.Ill-

In speaking thus of the impersonality of the poet during the 

creative act, Eliot indicates a similarity (but not an 

^^Cited by Pritchard, p. 211+. 

John Crowe Ransom, "Poetry: A Note in Ontology," 
Critiques, p. 33. 

12 
Ransom, p. 3l+. 

13 
Cited by Pritchard, p. 211+. 

Ik 
The Sacred Wood, p. 58. 
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identity) in thought^^ with Remy de Gourmont, who had an 

Important Influence on the Imagist movement.^^ 

The imagists reflected Gourmont's concept of the image 

as he expressed it in Le Probleme du Style; 

Without visual memory, without the 
reservoir of Images where imagination 
dips for new and infinite combinations, 
there is no style, no artistic creation.**•' 

The discussion of the image as having a concrete basis is 
1 A 

fundamental to John Crowe Ransom's theories of poetry, 

and basic to his formulation of the Concrete Universal. 

Similarly, the Imagist influence introduced an awareness of 

language, where the image has a concrete, conventional 

foundation—a primary New Critical concern. R. P. Blackmur 

has expressed a marked Interest in the language of poetry and 

his statements parallel those of Gourmont: 

Blackmur: Gourmont: 

The rational imagination in /imagination/ alone permits 
poetry. • . is based upon us not only to paint the 
the reality of words and the different movements of life 
emotion of their joining.^^ by means of verbal figures. 

allot acknowledged his debt to Gourmont in the Preface to 
the 1928 Edition, The Sacred Wood, p. vlii. For further comments 
on the influence Gourmont exerted on Eliot, see E.J.H, Greene, 
T. S. Eliot et 1|L France (Paris, 1951) . 

Professor Burns delineates the controversy over the extent 
of Gourmont's influence on Imagism, pp. Ill, II6. 

Gourmont, p. 1+25. 

For Ransom's comments on the Imagist doctrine of poetry, 
see "Poetry and Ontology,"' Critiques, pp. 33-35. 

R. P. Blackmur, "The Later Poetry of W. B. Yeats," 
Critiques, p. 376. 
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but to transform immediately into 
visions every association of words. • • 
All imaginative literature, then, 
rests on reality. 20 

This concept of the reality of the image and the 

concrete foundation for the workings of the imagination of 

the poet expressed by Gourmont, the Imagists and the New 

Critics, is in direct contrast to the beliefs and practices 

of Romanticism. 

20 , . 
GoTirmont, "The Problem of Style", p. 1+30, 1+25, Aldington, 

Vol. II. 
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CHAPTER V 

COUNTER-INFLUENCES 

In 1921+,-*- T. E, Hulme's "Romanticism and Classicism" 

provided an incisive (perhaps prophetic) statement on the 

literary situation. At that time, Hulme heralded a "classical 

revival" In literature, and T. S. Eliot advocated a classical 

traditional approach to literary studies in The Sacred Wood. 

The words of these two men provided the Impetus for the 

reaction against romanticism which runs through the writing 

of the New Critics. 

The Development of Romanticism in France 

The influx of romanticism in France had a profound 

effect on literary criticism. Freedom became the aesthetic 

criterion and individuality the most praised quality. 

Madame de Stael transmitted the German Influence in literatiire 

and criticism and Introduced an awareness of the unique literary 

quality which reflects national thought. She was largely 

responsible for conveying the medievalism devised by German 

criticism to France where it became a basic tenet of 

Romanticism. The return to the past and the concern for national 

heritage formed the basis for her critical viewpoint, and 

1 
The essay was written in 1913 and was published after 

Hulme's death in 1921+. 

2 
"Romanticism and Classicism", Critiques, p. 3. 
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Madame de Stael followed her theories by attacking formalism. 

We may note throughout her comments on literature the use of 

national differences to explain her observations on poetry. 

As a result her criticism has a cosmopolitan flair. 

The New Critics reflect the cosmopolitan attitude of 

Madame de Stael in their Interest in the literature of 

all coiintries, and in their awareness of a variety of cultures. 

As Ezra Pound has observed: 

He /the true artlst7 writes not the 
language of any country, but an 
international tongue common to the 
excessively cultivated, and to those 
more or less familiar with French 
literature of the first three fourths 
of the nineteenth century.3 

At the same time, the New Critics share Madame de Stael's 

belief that the poet is the spokesman for his culture. 

The French philosopher-critic of consequence who 

anticipated the New Criticism was Joseph Joubert (1751+-1821+) , 

who spoke for tradition and unity of sensibility: 

Whatever we think, we must thlnki with 
our whole selves, soul and body.^ 

Joubert also spoke out against vague abstractions (another 

point stressed by the New Criticism), and strove to apply 

3 
Ezra Pound, Instigations, p. l8, cited by Raleigh, p. 195. 

1+ , 
Joseph Joubert, Pensees, ed. Paul de Raynal (i+th ed.; 

n. p. 1866), chaps. Ix, 111, cited by Irving Babbitt, The 
Masters of Modern French Criticism (Boston: Houghton 
Mifflin TOmpany; The Riverside Press Cambridge, 1912), p. 1+2. 
Hereafter cited as Babbitt. 
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his philosophical studies to the criticism of poetry. 

He posited the following: 

When the image masks the object, and you 
make of the shadow a body, when expression 
gives such pleasure that you no longer tend 
to pass beyond, to penetrate to the meaning, 
when the figure in fine absorbs the whole of 
your attention, you are held up on the way 
and the road Is taken for the goal, because 
a bad guide is conducting you. 

This demand for clarity and for a fusion of ideas and images 

in poetry contradicted the contemporary tendency in romantic 

poetry and criticism and foreshadowed the New Critical 

commentaries. Robert Penn Warren's statement is typical of 

the New Criticism's tenet for unity in poetry: 

The attempt to read ideas out of the 
poetic party violates the unity of our 
being and the unity of our experience.' 

While Joubert's pronouncements were not accepted by his 

society, much of his criticism has withstood the test of time,. 

As Professor Babbitt observes, Joubert possessed a critical 

insight "more completely perhaps than any other modern French 

critic."" It is also interesting to note that Joubert's 

Professor Babbitt tellsrus that Joubert was "one of 
the first Frenchmen to make a thorough study of Kant." 
Babbitt, p. 1+3. 

Joubert, chaps, xxii, ex, cited by Babbitt, p. 1+5. 

Robert Penn Warren, "Pure and Impure Poetry," Critiques, 
p. 111. 

^Babbitt, p. 312. 
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critical philosophy, in which he distinguished between 

1'imagination (the active, creative faculty, as found in 

artists) and 1'imaginative (the passive faculty as found, 

for example, in children), anticipates Jacques Marltaln's 

description of the creative intuition." 

Joubert's critical approach was the exception during 

the romantic period in French literature. The primary bases 

for criticism then followed the romantic conception of poetry. 

A good poem at that time was therefore one which elevated 

the Imagination and expressed freedom, individuality, and 

harmony with nature. The intellectual order was thus 

Ignored, and there was a real split in the romantic sen

sibility. Ideas and emotions were no longer expressed by 

single Images in poetry, and this disorder was reflected 

in the criticism in the period. 

The dichotomy of thought and feeling expressed by 

Rousseau^^ was shared by the poet-critic Chateaubriand. 

Professor Babbitt blames Chateaubriand for transmitting 

this attitude through his criticism to the French poets. 

9 
Although not a New Critic, Maritaln is often cited by 

the New Critics. Maritaln defines his theory in The Creative 
Intuition in Art and Poetry (Cleveland; Meridian Books, 1951+) • 

10 
Rousseau had stated several times that "...mon coeur 

etait sans cease en contradiction avec mon esprit." Illumination 
sur le Chemin de Vlncennes, anthologized in Pran9ois 
nftinoeu. ed. Sommets Lltteraires Francals (Boston: D. C. Heath 
and Company, 1957)# P« 210. ^ 
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He states that Chateaubriand: 

encouraged them /French writers/ 
to cultivate their sansorium and 
neglect their Intellect. The heart 
and the head of the century were 
thus put into opposition with each 
other.11 

Chateaubriand thus proposed classical theories in his 

aesthetic, while his critical practices were characteristically 

romantic. In Lê  Gê nle du Chrlstlanisme, published in l802, 

Chateaubrismd presented his thesis that religion must be the 

foundation for all that is human. He thus exalted a tradi

tional order as the foxmdatlon for art. His romantic beliefs 

appear most obviously in his preface to Atala (published in 

1801) and in Les Natchez, which appeared in 1826. 

The reaction against romanticism, which is a basic tenet 

of the New Criticism, is based on an objection to the split 

in sensibility^^ which has its origins in the philosophy of 

Descartes, aggravated by the literary statements of Rousseau, 

and completed by the critical pronouncements of Chateaubriand. 

In noting the New Criticism's objection to romantic 
« 

elements in poetry, it should be pointed out that the New 

Critics have not denounced the entire Romantic movement as such; 

11 
Babbitt, p. 72. 

Supra, chap, ii, p. 25. 
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in fact, several of the critics have expressed an appreciation 

for much of Keats and Coleridge and some of Wordsworth and of 

Shelley. Tate summarizes the New Critical objection to the 

over-emotional "stock-responses" element in Romantic poetry: 
The weakness of the Romantic sensi
bility is that it gave us a poetry 
of "poetical" (or poetized) objects, 
predlgested percept ions. 11+ 

Naturalism 

While the New Criticism holds a basic objection to the 

romantic convention, it also takes issue with the Nineteenth 

Cent\iry»s answer to Romanticism. 

The latter half of the Nineteenth Century served as 

the battleground for the reaction to the romantic dicta 

and saw the development of the logical consequence of a 

view which regarded nature as a living force-* naturalism. 

The development of naturalism with the perfection of the 

scientific method and the increasing number of specialized 

areas of scientific study exerted an obvious Influence on 

literary criticism. Scientific methods were applied to the 

study of art, and the critics approached a work of art with 

13 
See Tate. "Understanding Modern Poetry", Reason in 

Madness, pp. o2-99; Cleanth Brooks, The Well-Wrought Urn 
New York; Reynal & Hitchcock, 191+7); and Robert Penn Warren, 
"Pure and Impure Poetry", Critiques, pp. 85-10l+# 

Tate,"Understanding Modern Poetry", p. 89. 
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clinical precision. Sainte-Beuve was the leader among those 

critics who developed an intensely precise critical method.^ 

He introduced a heavy reliance on the biographical method in 

evaluating an art work. Thus to understand the poem, 

according to Sainte-Beuve, we must Investigate the poet, 

his life, his experiences, his hereditary background and his 

associations. 

Thus, Sainte-Beuve's criticism is characterized by a 

concern for placing the individual poet in a particular 

historical period, for noting the poet's relationship to his 

contemporaries, and by an avoidance of detailed textual 

examination of the poem* Martin Turnell observes that 

although the critical position which Sainte-Beuve developed 

resulted in a less "literary" criticism later in his career, 

the later work is perhaps of "more lasting value". 

Turnell continues to say that the great value of Sainte-

Beuve 's later criticism "lies in the skill with which he 

describes backgrounds and tendencies",!^ and which Turnell 

believes to be of greater Importance than any of Sainte-

15 
While Martin Turnell believes that Sainte-Beuve avoided 

the challenge of true literary criticism (see Turnell, p. 1+29), 
Irving Babbitt says that Sainte-Beuve "almost alone of modern 
critics, succeeded in practicing criticism both as a science 
and as an art." Babbitt, p. 321+. 

16 
Turnell, p. 1+33. 

17 
Turnell, p« 1+33. 
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1 fi 
Beuve's comments on style. Nevertheless, we should be 
aware of the fact that as a critic, Sainte-Beuve as a rule 

19 
failed to illuminate the particular work under his discussion. 

Sainte-Beuve further expressed in his criticism the 

Nineteenth Century struggle between the traditional view of 

life and that of naturalism. The basis for the struggle was 

a philosophical one. During the latter half of the Nineteenth 

Century, the philosophical movement in France exerted a 

direct and substantial Influence upon the literary field. 

Auguste Comte's scientific positivism had its literary 

parallels in the aesthetics of naturalism. Both views were 

founded on the emphasis upon careful observation of facts 

as the basis for accurate conclusions. It was in the field 

of literary criticism that the conflict between the 

traditional world view and the naturalistic-posltivistic 

approach was most obvious. By his application of science to 

criticism and his acceptance of scientific positivism, Sainte-

Beuve built up a good case for the poet's dependence on out-

18 
See Remy de Gourmont, "Sainte-Beuve, createur de 

valours". Promenades philosophiques. Aldington edition, 
for an evaluation of Sainte-Beuve as a great critic who 
established permanent literary values. 

^^rnell observes that: "Though his writings contain 
interesting observations about language or the content of a 
work of art, he rarely gives us the "feel" of a poem." Turnell, 
•1)1^3, And Henri Peyre characterizes Sainte-Beuve's failure as 
a 1udge of quality by saying that: "No great critic, however, 
has ever been so often and so utterly mistaken about his 
contemporaries as Sainte-Beuve." Peyre, p. 122. 
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side influences. In this respect in particular, he and 

Hlppolyte Taine were similar. 

According to Edmund Wilson, the historical view of 

society and artistic expression reach "its first complete 

flower in the work of the French critic Talne".^^ 

Taine established his critical theory on the trilateral 

platform of 1^ race, le milieu, le moment. For Taine, the work of 

art is the product of all three elements and their combined 

Influence upon the artist. Thus in his criticism he described 

the conditions of a particular culture and on that basis 

indicated the quality of the artist who would necessarily 

appear in answer to the demands of the age. His studies 

are carefully presented, specific, and well-documented, 

and Taine possessed an insight into the general tendencies 

characterizing a particular age. But Taine»s criticism 

refuses to analyze the work itself. For example, in his 

critical essays in Nouveaux essais de critique et d'hlstolre. 

Taine skirted the issue of the value of particular works, and 

presented instead an analysis of the author's style and his 

20 
Edmund Wilson, "Historical Criticism", Critiques, p. l+5l. 
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historical importance. His His toire de la lltterature 

anglaise is similarly based on generalizations. His criterion 

for evaluating the artist is twofold: the artist's uniqueness 

and his ability to relate his individual vision to universal 

humanity. But in the final act of literary criticism, Taine 

tended to avoid judging a work, and described it and the 
21 

society which produced it. 

The historical approach to criticism which Taine and 

Sainte-Beuve represented was also pursued by two less out

standing, but more traditional, critics. 

Ferdinand Brunetlere established an objective method of 

criticism following the historical approach developed earlier. 

Briinetiere emphasized the supremacy of reason and demanded 

that literature present ideas to the reader, and that this 

appeal to the intellect must be the basis for judging a work 

of art. The influence of scientism is evident in Brunetlere's 

use of individual analysis of the poet (following Sainte-

Beuve and his critical method) and the study of society 

(following Taine's work). In addition, Brunetlere attempted to 

21 
In defense of both Sainte-Beuve and Taine, see Henry 

James's essay, "Criticism," in which he dist inguishes between 
the h i s t o r i c a l c r i t i c (Sainte-Beuve) and the c r i t i c a l 
h i s tor ian (Taine) . 

CEXAS TeCHNOLDGICAL CDLLEGH 
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prove the evolution des genres, following a scientific 

method of classifying literary types to indicate their 

objective development. The Darwinism Influence is clear 

here, and Brunetlere employed terms and Images from the 

natural sciences in formulating his study. 

With the publication of Le Roman natural is te in I883, 

Brunetlere's was the "first weighty protest"22 against the 

doctrine of naturalism in literature since Taine's essay on 

Balzac and the publication of Madame Bovary. But while 

Brunetlere was in opposition to the main literary tenets 

of his contemporaries, he was, according to Professor Babbitt, 

unable to avoid "the vicious dilemma of nineteenth-century 

thought" which was characterized by a failure to find a 

compromise between "anarchical self-assertion and a 

collectivism that would crush individual initiative."^3 

Brunetlere posed the problem of salvaging a society 

which deposes the traditional modes of ordering reality and 

provides no replacements--no unifying principle to balance 

and counteract individualism. He provided no solution but his 

idea of the importance of the literary critic Implied at least 

a partial remedy. The role of the critic is thus, for 

Brunetlere, to judge literature on objective, traditional 

22 
Babbitt, p. 306. 

23 
Babbitt, p. 329. 

i^ 
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Standards, using the history of thought as a touchstone, 

and thus educating the reading public as to the worth of an 

artistic work. His concept of criticism was opposed by 

that of Anatole France, who proposed a subjective and 

personal, individual critique in place of Brunetlere's 

objective, traditional one. Professor Babbitt sees in 

the opposition between these two critics a reflection of a 

"main line of cleavage in contemporary French thought."^ 

The critical dilemma also appears in the writing of 

Renan, who represented the philosophy of scientific 

positivism while demonstrating a belief in traditional 

restraint in literature. In L'Avenir de la Science, published 

in 1890,^ and written in I8I+8, he Imposed the role of 

religion on the new science. His Intellectual skepticism 

had a profiind influence on the thought of his age. 

The opposition between Brunetlere and France is clear 

when we realize that Brunetlere applied objective standards 

to his criticism in an attempt to improve literature by 

attacking the cultural evils. France, on the other hand, 

accepted a humanistic view of the arts, but limited his 

criticism to society. 

Anatole France presented his aesthetic in La Vie lltteraire. 

in which he presented a belief in a subjective, impressionistic 

criticism. France displayed classical taste, but the methods 

^Babbittf p. 300. 

^?hls work Is typical of Renan's skepticism. 
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which he imposed upon criticism were of a particular 

scientific nature following his skepticism. The paradox 

lying in the success of his social criticism and the failure 

of his literary criticism occasioned the following remark 

from Alexandre Bells: 

/. / France a ete, en effet, le plus grand 
critique des institutions soclales et 
religleuses que la France alt possede 
depuis Pierre Bayle et Voltaire . . . . 
Chose curieuse, cet homme qui est un 
critique universel et complet, pour 
ainsi dire, n'est presque pas un 
critique lltteraire.26 

Reaction against Positivism and the Historical 
Method 

The New Critics' denunciations of the philosophy of 

scientific positivism and of the historical method are closely 

related. What the critics are objecting to is the use of the 

method of the natural sciences in the criticism of poetry. In 

objecting to scientific positivism, the New Critics are 

reiterating their demand for a wholeness of sensibility and a 

clarification of the role of science distinct from the role of 

science distinct from the role of poetry. Richards's usê , in his 

earlier criticism, of the terms from experimental psychology 

to describe the poetic process occasioned Tate's denouncement 

^^Alexandre Bells, La Critique Francalse a lâ  fin du XIX^ 
siecle (Paris: Librairie Universltalre j. GamEer, 192677 
p. 251. 
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of the use of scientific terms in an Irrelevant way. 

Tate said of this practice of Richards': 

Mr. Richards like a good positlvlst was 
the victim of a deep-seated compulsive 
analogy, an elusive but all-engrossing 
assumption that all experience can be 
reduced to what is actually the very 
limited frame of reference supplied 
by a doctrine of correlation, or of 
the relevance of stimulus to response.27 

We see in Tate's commentary an echo of the denouncement of 

romanticism mentioned previously, in which Tate had also 

voiced an objection to the limiting of the responses of 

poetry to a specific reference. 

In attempting to describe the role of poetry in society, 

the New Critics have consistently denounced any imposition 

of scientific method on the study of literature. The critics 

are reacting against the type of ciMtlcism introduced and 

perfected by Sainte-Beuve and Taine. The New Criticism has 

maintained the distinction (but not the contradiction) of 

scientific experience and poetic experience in the field of 

eplstemology.^^ Tate terras the application of scientific 

method on poetry the "Doctrine of Relevance", because it 

attempts to limit the poetic statement to a fixed set of 

referents. Any such attempt to narrow the reference of 

27 
Tate, "Literature as Knowledge", Reason in Madness, p. 51+. 

28 
See above, p. 13. 
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poetry is wrong, Tate observes, because: 

Of all the arts, poetry has a medium the 
most complex and the least reducible to 
any one set of correlations, be they 
historical, or economic, or theological, 
or moral.29 

Poetry should not be limited to a specific "set of correlatlons"30 

for such an approach automatically negates the poetic insight 

into the reality of nature. As soon as "Nature. . . became 

the field of positivism," Tate says, "the language of poetry 

ceased to represent it.31 

In conjunction with the reaction against positivism is 

the New Critics' point of contention with the historical 

method of criticism. As Richard Foster has observed, 

the significance of the New Criticism in the field of literary 

history, lies "somewhere in the success of its rebellion, 

in the cause of literature, against unliterary and vmcrltlcal 

academicism, r'33 Tate again speaks for the New Criticism 

when he notes that the abuse of the historical study of 

literature leads to an evasion of responsibility on the part 

of the critic. In "Understanding Modern Poetry", Tate emphasized 

the importance of historical scholarship, and referred to it 

29 
Tate, "The Present Function of Criticism", Reason in 

Madness, p. 11+• 

30 ,, 
Tate, p. 11+. 

31 
Tate, "Literature as Knowledge", Reason in Madness, p. 59, 

32 
Poster, p. 23. 

33 
Tate, "Understanding Modern Poetry. Reason in Madness, p. 89 
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as "lndlspensable"3^; yet he noted the New Critics' objection 

to the neglect on the part of the historical scholars to study 

the poem itself. He described the end result of the method 

in question to be: 

The poem as a formal object to be looked 
at, to be studied, to be construed . . . 
dissolved into biography and history, 
so that in the long run the poetry was 
only the pretext. . . /for the study of/ 
anything else the scholar wished to 
'study'; and he usually wished to study 
anything but poe try. 3-̂  

We may observe in this series of comments on the proper 

method of approaching the criticism of poetry a demand, on 

the part of the New Critics, for the study of literature based 

on the examination of the work itself. The influence of 

the methods of study devised by Sainte-Beuve and Taine are 

evident in t his area of scholarship, and the New Critics have 

rebelled against their French mentors. 

While Sainte-Beuve and Taine were leaders in the field 

of French criticism, they represent the historical aspect 

of the critical approach. A second view may be characterized as 

^historical or aesthetic, and marks the return of analytical 

textual criticism which the New Criticism upholds. This 

method of criticism bases its judgment on the conformity of 

the work of art to be certain absolute values. Its chief 

3h 
Tate, pp. 89-90. See Tate's comments along these 

same lines in "Miss Emily and the Bibliographer", Reason in 
Madness, pp. 100-116. 

35 
Turne l l , p . 1+36. 
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proponents among nineteenth-century French critics were 

Baudelaire and Remy de Gourmont. 

As Martin Turnell observes, the study of Baudelaire's 

criticism is rewarding although difficult to assimilate.3^ 

In L'Art romantlque and Curiosites esthetlques. Baudelaire 

gave an insight into his own poetic method, and his evaluations 

of the schools and writers of his own time, says Turnell, 

"illuminate the intricacies of the French literary scene as 

no oth^r criticism of the time does."37 Compared to the 

criticism of Sainte-Beuvre, Baudelaire's is concrete and 

specific. Baudelaire's concept of tradition was vivid and 

his evaluations of artists were based on permanent standards 

of judgment. His viewpoint was basically religious, and the 

faults which he discovered in the romantic school were, he 

felt, primarily due to an absence of faith and a loss of the 

unity of an older world view. 

Remy de Gourmont was the official critic of the Symbolist 

Movement, and his aesthetic was founded in Impressionism.38 

His basis for literary criticism, then, was subjective, as 

he himself admitted: 

36 
Turnell, p. 1+36. 

37 
See his "Essal sur la Critique", Revue Encyclopedlque. 

December, I896. 

38 
Unfortunately, Gourmont's criticism of the Symbolists 

Is disappointing. 
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As I have already explained several 
times, contrary to common opinion, 
criticism is perhaps the most sub
jective of all literary forms; 
it is a perpetual confession; while 
we think we are analyzing the works 
of others we are unveiling and 
exposing ourselves to the public.39 

Gourmont did not hesitate to admit that criticism was subject 

to the personal limitations of the individual critic. His 

views reflected the theories of Kant and Charles Maurras, 

and he thus expresses an objection to conformity in art. 

He nevertheless had an awareness of the value of tradition, 

and viewed eplstemology as a search for the Eternal and 

Absolute. He reconciled this apparent contraditlon by positing 

the existence of a "relative Absolute." In his preface to Le 

Llvre des Masques, in I896, he stated: 

It is therefore toward the relative 
absolute that symbolism aims, to 
establish what it can of the eternal 
in the personal.^^ 

In applying his belief that the critic is necessarily 

subjective, Gourmont was at the same time careful to explain 

that the critic must be properly trained if his statements are to 

39 
Remy de Gourmont, "Literary Excursions", Remy de 

Gourmont, ed, and trans. Richard Aldington (New York: Covlci' 
iî rlede,'"l929). Vol. II, 1+30. 

1+0 
Goiirmont, cited by Glenn S. Burns, Remy de Gourmont: 

His Ideas and Influences in England and America (Carbondale, 
YlTinois: Southern Illinois University Press, 1963), p. 25. 
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have meaning for others. Glenn S. Burns describes Gourmont's 

concept of the critic thus: 

The critic who formulates the tastes 
and interests of his caste is 'determined' 
by his education and heredity and is 
therefore involuntarily the guardian of a 
tradition, and . . . the more he consults 
his sensibility, the more he will be faithful 
to that role.^1 

Thus, for Gourmont, the critic must be a man of keen 

sensibility, sensitive to the words of the poet and a 

defender of tradition against contemporary fads and popular 

thought. 

Due to the f act that his method of criticism approached 

the work of art on the basis of an emotional a ppeal, 

Gourmont opposed the basically Intellectual theories of 

Sainte-Beuve and Taine.^ Criticism was not for Gourmont 

a science as the historical method was; rather, it was a 

creative expression, similar in nature to that of the poet. 

Contemporary Criticism 

Henri Peyre makes the observation that "Never was 

criticism more floiirishing than in the years 1870-191+0 in 

France."^3 The dogmatic criticism expressed by Brunetlere 

was shared by Sarcey and Souday, and in addition to the 

Burne, p. 73. 

14-2 
He later modified his earlier remarks on Sainte-Beuve in 

"salnte-Beuve, Createur de valeurs", in which he found Sainte-
Beuve sympathetic to emotions in poetry, and in the final 
analysis# a critic of impressionistic qualities. 

1+3 
Peyre, p. 107. 
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individual criticism presented by Gourmont and Amatole France, 

there were the critical essays by Faguet, Lemaitre, and 

Thlbaudet, Perhaps most interesting is the fact that the 

foremost writers of this period left critical commentaries. 

Andre Glde was the Inspirational force behind the 

Nouvelle Revue Francaise. and both he and Marcel Proust 

have written comments on their own work.^ 

Paul Valery was a poet whose criticism has great Importance 

because his thoughts parallel many of those in modern times. 

His tenets presented in The Art of Poetry were basically four: 

the Importance of language in the study as well as in the 

production of poetry; the individuality of the artist; the 

relativity of value-judgments in art; and the validity of 

poetic expression. His critique is perhaps best summarized 

by his statement in "A Foreword": 

But any judgment one wishes to make on 
a work should take into account primarily 
the difficulties that its author has set 
himself. One may say that a survey of 
these deliberate restrictions immediately 
reveals, once one has managed to recon
struct them the Intellectual level of 
the poet, the quality of his pride, the . ^ . 
fastidiousness and despotism of his nature.^^ 

See in particular, Haskell M. Block and Herman Salinger, 
eds.. The Creative Vision: Modern European Writers on Their 
Art (New York: Grove Press, Inc.; Londonj Evergreen Books, 
Ltd. I960). 

i+5 
Paul Valery, "A Foreword", The Art of Poetry, trans. 

Deiiise Folliott ("Bolllngen Series XLV: The Collected Works 
of Paul Valery". ed. Jackson Mathews, Vol. VII: New York: 
Pantheon Books, 1958), p. 5l. 
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Valery presented his critical comments in a clear, imaginative 

style, which has a freshness and originality of expression 

which Is pleasurable to read. He was careful not to impose 

a system on his criticism, and preferred to analyze the 

specific work at hand, or to limit himself to statements 

on the general role of the poet. His Influence on the New 

Criticism has been significant, if we may judge from the 

parallels presented above. 

Professor Peyre states that "Since 1910 no critic has 

enjoyed undisputed pre-eminence"^^ in France. This state of 

affairs exists despite the bulk of criticism in the years 

since 1870. French criticism has been prolific both in 

theoretical development and practical application. Neverthe

less, the greatest of the French critics made their 

pronouncements in the nineteenth century, and the twentieth 

centuny has yet to be judiciously evaluated. As far as 

the New Criticism is concerned, the influential elements 

among the French critics of the twentieth centry lie 

in the writings of Paul Valeoy and Remy Gourmont^ wljereas 

two literary movements originating in France have exerted a 

subtle and definite Influence. 

k(> 
Peyre, p. 132. 
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CHAPTER VI 

CONCLUSION 

The whole of the New Criticism's view of literature 

is bound up with the concept of poetry as knowledge. It is the 

basic tenet of the movement that the good poem presents, by 

the union of image and idea, a form or an expression of, or 

an insight into, reality. The remainder of the New Critical 

creed Is composed of corollaries to this basic doctrine. 

Thus, since the poem is a statement about reality. It is, 

according to the New Critics, autonomous, and requires no 

Information outside Itself to give it meaning (although the 

New Critics do not eliminate additional commentary on the 

poem, they do deny its necessity) . Prom the belief in the 

autonomy of the poem are derived the practice of the return 

to the text and the denouncement of positivism and historical 

method of Sainte-Beuve and Taine. 

The New Critics describe the poetic process as the union 

of idea and image in an organic whole—Ransom's Concrete 

Universal—by an activity in which the poet remains 

impersonal, and we have traced these theories to similar 

pronouncements by Paul Valery and Remy de Gourmont. 

Finally, the consciousness of a tradition and its relation

ship to the poet and to poetry is one which we have noted 
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to be an awareness shared by the French society as such. 

It la such an awareness, coupled with an appreciation for 

fine art, which has contributed to the flourishing of 

criticism in France, and which has served as inspiration to 

those American poet-critics, the Fugitive-Agrarians who 

shared a similar tradition. 

The Indebtedness on the part of the New Critics to 

their French predecessors, we may conclude, is significant. 

The poetical theory of the New Criticism, which is based 

on the concept of poetry as knowledge, contains many parallels 

to the ideas expressed by Valery sind Gourmont. The social 

theory of the movement describes a splrltitual disorder 

similar to that which forms an underlying theme in the 

writings of Valery, a disorder which was instigated by 

the philosophy of Descartes, advanced by the literary 

practices of Rousseau, and Intensified by the critical 

practices of Chateaubriand, and lastly described in 

the writings of Valery. The critical method advocated by the 

New Criticism is basically a reaction against the historical 

method developed by the nineteenth-century French critics. 

Finally, the New Critics themselves reflect a similarity to 

the French in their cultural awareness and in their tendency 

toward philosophical speculation, and in the heritage of 

tradition in literature. 
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