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1.  Supplementary Discussion of “English” 
and “Englishes”

At first glance, the word “literature” appears to be perfectly straight-
forward. It means just what we know it to mean, and what it has always 

meant. The Library of Congress in Washington and the British Library in 
London, two of the world’s great copyright libraries, are repositories of all 
of the books that are published in each of their countries. Besides having 
huge collections on every conceivable topic, they are filled with books that 
people have agreed comprise the collected works of literature over the ages. 
Similarly “English” seems to be clear in its meaning. Millions of people 
around the world speak it and the Oxford English Dictionary and Merriam 
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2 What is English and What is Literature?

Webster’s Dictionary contain the words that constitute the English language. 
So what’s the fuss about?

Winston Churchill’s History of the English-Speaking Peoples (1956–8) 
begins with the conquest of Britain by Julius Caesar and concludes with the 
First World War. In between he divides the English people into two streams, 
those from Britain, including those loosely affiliated with Britain in the 
British Commonwealth of Nations (Canada, Australia, New Zealand, South 
Africa, and so on) and those who broke away from the British crown, namely 
the United States. He does not include the many nations that separated from 
the British crown since World War II (such as India, Pakistan, many nations 
in Africa, Hong Kong, and so on). But his division scarcely does justice now 
to the varieties of people for whom English is a first language. Further, the 
phrase “English-speaking peoples” might have further and more threatening 
implications, perhaps referring to the people from Britain who spoke English 
to the people in the “colonies” as a means of subordinating them, while the 
“English spoken-to peoples” might refer to those who were taught in English, 
perhaps ordered about, or colonized, whose first language might not have 
been English at all.

Some people raised on the sounds of the British Broadcasting Corporation 
with its plummy mid-Atlantic accent or the Canadian Broadcasting Corpo-
ration might have some difficulty in catching the lyrics of the latest rap song, 
just as some rap enthusiasts might have trouble writing what is often called 
“Standard Written English.” Dialects are well-known aspects of oral speech 
throughout England, where it is often said that you can identify where a per-
son was born within a few miles by means of accent. Generally speaking, when 
you move out of England into other parts of Britain, people’s overall speech 
patterns are markedly different. A Welsh person speaks differently from some-
one from Scotland or Ireland. In North America, the southern drawl is well 
known, and people of Spanish American descent have different accents and 
speech rhythms from those of Afro-Americans or Caribbeans – yet all are 
speaking English. So perhaps we might be wiser to speak of various kinds of 
English, of “Englishes,” as some language historians have called it, to make the 
different kinds of English less competitive, allowing each of them their place.

For the purposes of The English Handbook, then, English can mean all of 
these things, and some of our references to examples of literature will move 
among different geographies, social classes, and language groups. But above 
all, no matter what the differences in local dialects, spellings, or grammati-
cal forms, readers of Standard Written English (SWE) are equally at home in 
reading newspapers in California or Canberra. Readers in London, England 
and London, Ontario are comfortable in reading the works of Margaret 
Atwood, Salmon Rushdie, or Charles Dickens.
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What is English and What is Literature? 3

2.  Supplementary Discussion: Literature as a Cultural 
Value: National Asset, Pleasure, and Beauty

Literature as a cultural and national value is praised in one of the founda-
tional books in English literary theory, An Apology for Poetry (1595) by the 
Elizabethan courtier, Sir Philip Sidney, writing about poetry – or, in our 
sense, literature in general. Sidney draws on other sixteenth-century writers 
who themselves had been influenced by Horace’s Art of Poetry, so he fol-
lows in a well-established tradition of what literature is and why it is impor-
tant. Sidney writes that not even nature can “set forth the earth in so rich 
tapistry as divers Poets have done” to “make the too much loued earth more 
louely” (1950: 8). Literature to Sidney, then, improves upon nature and also 
has an aesthetic impact (“louely”). Poets are both useful and pleasureful; 
they “teach and delight” not by representing was has been or shall be in 
historical fact, but by representing “what may be, and should be” (11). 
Hence, to Sidney poetry deals with what is universal not with the particular 
(which is the domain of history), and moves one to truthful action or to 
virtue more efficiently than philosophy (24, 38). Such humanistic claims 
become persistent appeals on behalf of literature, and there is no doubt that 
literature can lay claim historically to such goals.

In the seventeenth and eighteenth centuries Sidney’s views about the impor-
tance of literature were extended by many other writers, notably by John 
Dryden, Samuel Johnson, and William Wordsworth. To Dryden in An Essay of 
Dramatic Poesy (1668), a play – and even literature in general – is “a just and 
lively Image of Humane Nature, representing its Passions and Humours, and 
the Changes of Fortune to which it is subject; for the Delight and Instruction of 
Mankind” (1971: 15). While Sidney had maintained that the poet does not 
imitate the world as it is, but improves it by inventing a better or “golden” one, 
Dryden puts it differently. Aristotle had argued that literature, and especially 
tragedy – the chief topic of his Poetics – imitates human actions: “tragedy is a 
mimesis of a high, complete action (‘complete’ in the sense that implies ampli-
tude)” (Ancient 1972: 97), while to Dryden “nature” becomes “human nature”: 
“a just and lively Image of Humane Nature.” A century later, in the preface to 
his edition of Shakespeare (1765), Samuel Johnson continues Dryden’s argu-
ment: “Nothing can please many, and can please long, but just representations 
of general nature. . . . Shakespeare is above all writers, at least above all modern 
writers, the poet of nature; the poet that holds up to his readers a faithful mir-
rour of manners and of life” (1968: 61–2). By “nature” here, Johnson means 
human nature, as in the citation from Dryden, but he adds to his definition the 
notion that we already encountered in Sidney, that literature gives pleasure.
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4 What is English and What is Literature?

Literature gives pleasure in a story well told, pleasure in the right words 
in the right place, pleasure in exalted thoughts expressed in exalted lan-
guage. This pleasure is both visceral and aesthetic, and is one of the rewards 
of reading and being read to. Reading for pleasure is one of the treasures of 
our lives – we crave the leisure to do it, and when deprived of it by work or 
duty, we long to return to it as an anxious lover. But such pleasure is notori-
ously hard to evaluate and sometimes even to describe.

Nevertheless, criteria for evaluation and judgment are identified by many 
readers and critics as part of English literature. Intuitively-recognized artistic 
merit, or supposed national importance, or being a part of a great tradition 
are customarily agreed to be distinctive marks of English literature. Yet, sur-
prisingly enough, such assertions are usually both vague and untested or 
unexamined. They all point to an undefinable essence or central core that 
cannot be reached, some unchanging and characteristic quality that lies at the 
heart of what is sometimes called “English literature itself.” The argument is 
fundamentally circular: English literature is the embodiment of that literature 
that is most beautiful or artistic and that best expresses the English nation 
and its tradition of great writing. We know that each work of English litera-
ture is aesthetically pleasing and the expression of the English tradition 
because it is accorded a place within that tradition. That is, the values and the 
aesthetic qualities are claimed as inherent in English literature. They are part 
of literature’s essence, and so are beyond definition or rational understand-
ing. They are known by intuition, especially to persons who have been raised 
within that tradition, or who come to know it through good taste, good 
breeding, or good education. English literature, by this account, is an exclu-
sive preserve sacred to those who share that good taste, and is élitist because 
its enjoyment is restricted to those who can be educated to appreciate it.

Such a view, founded upon good taste and class distinctions, strikes at the 
heart of English literature as a democratic tradition; but it leaves intact the 
notion of enjoyment and pleasure. Peter Widdowson urges readers to pay 
attention to the “way (usually vague and unexamined) criteria of judgement 
and valuation are structurally built into the very definition of literature” 
(1999: 9). Literature might well be a repository of national treasures or of 
high art, but its contours are now drawn much wider, in considering what 
books are agreed to be the core of English studies – and how that set of core 
books and values is challenged. For the moment, however, literature at least 
includes, along with other writings, the core of “great books,” but also 
many others that are considered important as works of human invention or 
exploration – some would say imagination – by which an age can be identi-
fied, assessed, or discussed. It is usually claimed that they are important to 
a people’s self-definition on different levels of class or geography, and across 
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What is English and What is Literature? 5

time, and that they are the books that teachers and students want to come 
to know for their own self-fulfillment as members of a particular society.

On the other hand, either a restrictive or a democratic canon says almost 
nothing about what causes or provokes pleasure in literature, and both resist 
explaining why what is pleasurable to one person is annoying or downright 
ugly to another. In 1973 a French critic, Roland Barthes, published The 
Pleasure of the Text in which he addresses this age-old notion of the kinds of 
pleasure that reading or studying a work of literature gives one. He maintains 
that such pleasure derives from the comfortable feelings of security and even 
serenity that come with something well known and much loved. It is a feeling 
of comfortableness, tinged even with some notions that you have joined a 
group of readers who take the same pleasure in the text that you do. He main-
tains that these pleasurable feelings derive from what he calls a “readerly” 
text, a text that invites you to read it precisely for that comfortable pleasure, 
so that it does not either disturb or challenge you. On the other hand, Barthes 
draws attention to a deeper pleasure, a kind of bliss that he calls (in French) 
“jouissance,” meaning ecstasy, or explosion (as in sexual release) in which the 
reader can break out of the position of being a reading self (the “reader’s 
subject position”) to be challenged or confronted or made a participant with 
the text in constructing a new meaning in it. He calls such a text a “writerly” 
text in which the reader’s jouissance is deeper, making the reader participate 
with the text, making it mean something more or different, making it more 
open, more indeterminate, because it is always being written anew (1975).

So, the reader’s experience – of pleasure, of beauty, of values, and even of 
jouissance – is a little like “Englishes” and like “literature” in that it is not 
so straightforward as we might think. It is called into question or becomes 
unstable. That being so, what can be claimed for literature as that well-
known and much-loved collection of books that everyone, or everyone who 
should know, points to as a reference point? In the canon, at least, we should 
find some standards, and especially in the set books for national examina-
tions or in university curricula – there the accepted standards of value are 
outlined. And there, even though English is a comparative newcomer to the 
disciplines – only about 100 years old – it is embodied in formal study.

3.  Literary Interpretation and Analysis: Further 
Applications

In this section we are considering the role that literary criticism plays in the 
understanding and enjoyment of literature. We take up a problem that Alice 
has in Wonderland when she confronts Humpty Dumpty who sets about 
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6 What is English and What is Literature?

 teaching her how language works for him, even though it works in a different 
way for Alice. Both think they are explaining texts, or doing literary criticism 
in a way – and the text that they are both talking about indirectly is the nursery 
rhyme about Humpty Dumpty, though neither of them mentions it at first. 
Another problem for readers is how to interpret or criticize the opening of 
James Joyce’s A Portrait of the Artist as a Young Man. Such examples introduce 
a number of problems in literary interpretation and analysis, problems that we 
return to in a number of different ways, and with different tools throughout 
The English Handbook and on the website. Such explanations are intended to 
help you meet any panic that you might have when you receive your first assign-
ment, a “criticism” of this poem, that play, or such-and-such a chapter of 
Achebe’s novel, Things Fall Apart. Things do indeed seem about to fall apart.

In Lewis Carroll’s Through the Looking-Glass (1872) Humpty Dumpty 
poses various problems about language and its relation to the real world. 
Carroll shows how meaning is constructed, that Alice is interpreting Humpty 
Dumpty’s words, and that we are interpreting Carroll. Chapter Six begins 
with the problem of names – for both Humpty Dumpty and for Alice. In the 
previous chapter Alice had been trying to buy an egg that was receding from 
her in the shop run by the Sheep, a shop that was turning into a garden. The 
Humpty Dumpty chapter continues directly on from that point:

However, the egg only got larger and larger, and more and more human: when 
she had come within a few yards of it, she saw that it had eyes and a nose 
and mouth; and, when she had come close to it, she saw clearly that it was 
HUMPTY DUMPTY himself. “It ca’n’t be anybody else!” she said to herself. 
“I’m as certain of it, as if his name were written all over his face!”

It might have been written a hundred times, easily, on that enormous face. 
Humpty Dumpty was sitting, with his legs crossed like a Turk, on the top of a 
high wall. (1992: 159)

Through a number of transformations a reader learns of the process of the 
egg’s becoming human. The egg is first identified as being Humpty Dumpty 
on the basis of having eyes, a nose, and a mouth. But it is not Alice who 
directly claims to know its identity – it is a third-person narrator who tells 
us readers that Alice “saw clearly” who it was. An egg with those character-
istics is identified by the narrator as “HUMPTY DUMPTY himself” as if to 
distinguish him from imposters or disguised eggs. Alice makes three further 
moves in identification: first, she excludes other possibilities; second, she 
declares her certainty; and third, she uses a simile about identification being 
like inscription. Then the narrator interjects about the space available for 
such a possible inscription – “a hundred times.”

9781405183765_4_001.indd   69781405183765_4_001.indd   6 10/9/2009   12:58:51 PM10/9/2009   12:58:51 PM



What is English and What is Literature? 7

It seems clear then that this particular egg is the nursery-rhyme character, 
and that Alice, whose identity until now is unquestioned, is his observer and 
companion in conversation. The naming and the meaning of the egg in 
Alice’s encounter appear well established. But the next sentences make that 
certainty unstable as the expected meaning is disrupted:

“And how exactly like an egg he is!” she said aloud, standing with her 
hands ready to catch him, for she was every moment expecting him to fall.

“It’s very provoking,” Humpty Dumpty said after a long silence, looking 
away from Alice as he spoke, “to be called an egg – very!”

“I said you looked like an egg, Sir,” Alice gently explained. “And some eggs 
are very pretty, you know,” she added, hoping to turn her remark into a sort 
of compliment. (159)

Again the similes – Humpty is “exactly like an egg” according to Alice, but 
according to himself, he is provoked to be “called an egg.” Alice corrects 
herself by distancing Humpty’s identity from the being of an egg, saying 
merely that he looks like one.

At this point meaning is complicated further as Alice’s own identity – and 
her meaning – are questioned by Humpty, who leads off:

“Tell me your name and your business.”
“My name is Alice, but –”
“It’s a stupid name enough!” Humpty Dumpty interrupted impatiently.
“What does it mean?”
“Must a name mean something?” Alice asked doubtfully.
“Of course it must,” Humpty Dumpty said with a short laugh: “my name 

means the shape I am – and a good handsome shape it is, too. With a name 
like yours, you might be any shape, almost.” (160)

Here two different views of language are in conflict. Humpty first says that 
words are names that pertain directly to a referent: but further, the name 
“Alice” does not only refer to Alice as a person, Alice means her shape, just 
as the Humpty Dumpty’s “name means the shape I am.” Later, however, 
when Humpty defines “glory,” he adopts another view of language, that 
word meanings are not conventional, but completely arbitrary.

These few sentences of Carroll’s Looking-Glass have led us into several 
ways that language constructs and destroys meanings, and we cannot step 
back from this passage to claim that it means only this or that. Other 
 arguments could have been made, perhaps about the intertextual relations 
between Humpty Dumpty and the nursery rhyme about him that is quoted 
in the following pages, and that then takes on a life of its own as though it 
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8 What is English and What is Literature?

were in a real world with real king’s men whose expected task is to repair 
Humpty if he should fall. We could discuss this transition not from a real to 
a fictional world, but the reverse (perhaps expected in Looking-Glass Land), 
from the fictional world of the nursery to the real (but still fictional?) world 
of kings and soldiers. We could have talked about the transformations from 
egg to person, and drawn connections to some sources for this idea, as in the 
story of Leda and the Swan of Jupiter in Ovid’s Metamorphoses, or we 
could have considered the relations between Alice as a privileged Victorian 
girl wandering in a dangerous wood who meets a middle-aged egg-shaped 
person with all of the threats and imputed violence that that suggests. In 
other words, we have a large range of meanings available, but we choose to 
discuss only a few, and on those we base our interpretation, our argument 
about what meanings the work contains for these particular purposes. So 
interpretation is based on what meanings we have established in a text, 
choosing certain meanings over others.

This passage from Carroll’s novel is discussed at some length by the 
critic E. D. Hirsch in Validity in Interpretation (1967). He argues, against 
the American New Critics of the 1930s (see Chapter 9) and postmodern 
literary theory, that literary meaning always depends on an author’s 
intention. He draws a distinction between meaning and interpretation, 
proposing that interpretation is what a reader or critic brings to or derives 
from a text. Drawing his distinctions ever narrower, Hirsch insists that 
we must recognize “the fundamental distinction between the author’s 
verbal intention and the meanings of which he was explicitly conscious,” 
itself resting on another distinction, between the “speaking subject” of a 
literary work, which is “a very limited and special aspect of the author’s 
total subjectivity; it is . . . that ‘part’ of the author which specifies or 
determines verbal meaning.” Hirsch maintains that he is not conflating 
the speaking subject with a literary persona or a narrator, or with an 
actual historical writer:

The fundamental distinction . . . is that between the meaning of a text and the 
significance of that meaning to a present situation. . . . There is a difference between 
the meaning of a text (which does not change) and the meaning of a text to us 
today (which changes). The meaning of a text is that which the author meant by 
his use of particular linguistic symbols. . . . However, each time this meaning is 
construed, its meaning to the construer (its significance) is different. (1967: 10)

That is, some part of an author’s subjectivity produces verbal constructs, 
and through them the author intends a meaning, without an author’s even 
being conscious of a specific intention. Such a meaning is permanent and 
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What is English and What is Literature? 9

abiding; it “does not change.” Such a view has been widely discussed and 
questioned, especially for being unprovable and tautological (contradictory 
because it uses a conclusion to prove a premiss). Even if there were such a 
meaning whose original were located somewhere in an author’s unconscious 
verbal structures and intentions, what access would we as readers have to 
them, and by what means except through the levels of textuality? How can 
such a hidden goal be maintained as a meaning, or the meaning? Such a 
view is unnecessarily limiting and, ultimately, frustrating, for it puts the 
meaning of a work beyond what a reader has access to, and at the same time 
does not admit of a plurality of meanings.

When Hirsch comes to discuss the discussion between Alice and Humpty 
Dumpty he deals with the passage where they are discussing the meaning of 
“glory”:

“That shows that there are three hundred and sixty-four days when you 
might get un-birthday presents –”

“Certainly,” said Alice.
“And only one for birthday presents, you know. There’s glory for you!”
“I don’t know what you mean by ‘glory,’ ” Alice said.
Humpty Dumpty smiled contemptuously. “Of course you don’t – till I tell 

you. I meant ‘there’s a nice knock-down argument for you!’”
“But ‘glory’ doesn’t mean ‘a nice knock-down argument,’ ” Alice objected.
“When I use a word,” Humpty Dumpty said, in rather a scornful tone, “it 

means just what I choose it to mean – neither more nor less.”
“The question is,” said Alice, “whether you can make words mean so many 

different things.”
“The question is,” said Humpty Dumpty, “which is to be master – that’s 

all.” (1992: 163)

Alice asks whether meaning must be subject to some kind of wider author-
ity, or whether it is restricted to the one person’s meanings. Humpty Dumpty 
dominates this discussion as an ever more authoritative authorial presence, 
as “master” of word meanings, as he said earlier. He declares now that 
meaning is what he says it, not a distinction from other words or meanings, 
and not a socially agreed-upon consensus. In Aims of Interpretation (1976) 
Hirsch defends Humpty’s arbitrary quest for meanings that are imposed 
only by himself and in defiance of usage. But above all, Hirsch does not sug-
gest what the intention of the author was here, and so what the singular 
meaning is that the author intended.

So, setting aside such increasingly narrow and abstruse notions of deriv-
ing meaning from authorial intention, are there other ways in which we can 
determine what a text means?
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10 What is English and What is Literature?

Another key moment of literary interpretation in Modernist literature is 
the opening scene in James Joyce’s Portrait of the Artist (1916), where we 
are almost invited by the text to interpret the baby-talk of the opening.

Once upon a time and a very good time it was there was a moocow coming 
down along the road and this moocow that was coming down along the road 
met a nicens little boy named baby tuckoo. . . .

His father told him that story: his father looked at him through a glass: he 
had a hairy face.

He was baby tuckoo. The moocow came down the road where Betty Bryne 
lived: she sold lemon platt.

O, the wild rose blossoms
On the little green place.

He sang that song. That was his song.

O, the green wothe botheth.

When you wet the bed first it is warm and then it gets cold. His mother put 
on the oilsheet. That has a queer smell.

His mother had a nicer smell than his father. She played on the piano the 
sailor’s hornpipe for him to dance. He danced:

Tralala lala Tralala tralaladdy
Tralala lala Tralala lala.

(1968: 7)

We are not certain who is speaking in the opening lines, but the narrator 
(the artist of the title? baby tuckoo of the third paragraph?) says that it was 
“his father” and it starts out like a fairy story told to a small child whom we 
learn was indeed baby tuckoo. The third-person narrative seems to be ven-
triloquizing the sound of both the father’s telling the story of the moocow 
and also of baby tuckoo. The father and mother are described in particular 
terms of the five senses: sight (the father’s eyeglass or monocle, and his hairy 
beard), smell, hearing and speaking, touching, and taste (the lemon platt). 
There is action too, the mother’s playing the piano and singing, and the 
father’s dancing. But above all, it is the interaction of two different levels of 
discourses, the language of very young childhood and the perceptions that 
go with it, interacting with the fragments of poetic song, that make this pas-
sage so arresting.
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What is English and What is Literature? 11

So, we might ask, how is it to be read? And what is our response to it to 
be? We might like it or not (many of the first readers, including many of 
Joyce’s literary friends, loved it, but many others thought it dreadful, a lapse 
of taste), or we might have difficulty in framing in our mind, or with our 
tongue, the different intonations and word sequences. Literary scholarship 
might involve us in discussions about how the novel was first serialized in a 
periodical, The Egoist, but then had difficulty being published in book form 
because the printers refused to undertake the job. Such work might also 
involve various earlier versions of the novel that Joyce wrote, and certain 
problems with the manuscript, and so on. Explication would have to deal 
with some of the difficult words, such as “nicens” and “tuckoo” (are they 
baby talk, family terms of endearment?), as well as “platt” (twisted lemon 
candy). Analysis would have to look at the alteration of song fragments 
with descriptive narration and many details of verbal ingenuity. But inter-
pretation? How to get at the meaning, even if we effectively combine all of 
these elements? That is, what is the text saying and how is it saying that in 
a specific historical context just being published at the time of the Easter 
risings in Dublin, and written during the previous seven years when those 
uprisings were in ferment?

Some of the meanings we have already hinted at – the introduction of the 
fairy-tale beginning to tell the biography of the “Artist” of the title. But it is 
also assembling the cast of characters that will later shape the novel, and, 
indeed, one critic has argued that the whole of the opening two pages “enact 
the entire action [of the novel] in microcosm” (Kenner 1966: 112–33). 
Suppose that it is indeed the father that is speaking baby-talk, and that you 
are young parents reading this. You might understand it as a real-life docu-
mentation. Or if a child were speaking and recalling this event from early 
childhood, how could a different meaning be articulated? If one were Irish, 
and read it in a working-class Dublin accent and intonation, what different 
associations, connotations, and meanings might the passage take on? What 
might a reader make of that in London, or Manchester, or Vancouver, or 
New York? What are the differences at this stage between these different 
readings and interpretations?

Clearly there are problems in meanings – and not just one meaning for 
the text. Even “baby tuckoo” means many different things – in the con-
text of the novel, or as a version of “Babie Tuckoo” as Joyce’s father 
called him in a letter he wrote to his son on January 31, 1931. “Moocow,” 
too, we learn is the moocow “that used to come down from the moun-
tain and take little boys across [Brighton Square in Dublin]” (Joyce 1966: 
3. 212).
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12 What is English and What is Literature?

Words as signs are arbitrary and distinguished from other signs. Baby 
tuckoo could be called something else, like Cuckoo, Barbie Cutie, or baby Jim, 
and doubtless in some translations of Joyce’s novel he is. But when we are 
reading this passage, the word-signs and the system in which they are located 
has been made natural as the normal way that a father would speak to a little 
son, or that this father speaks to this little son, or that this little son recalls how 
his father spoke to him. That is the way that this character speaks, and these 
are the ways that these things are to be described and interact. So on this first 
page of Joyce’s novel, there are references to a father and mother and to vari-
ous roles that they play. Apparently it is the father’s role to tell the nursery 
story and to sing the song as “his song,” just as it is the mother’s job to do the 
domestic task of putting the oilsheet on the bed to protect the mattress from 
baby tuckoo’s bed-wetting. The patriarchal and matriarchal roles are distin-
guished not only in these more obvious ways, but in the fact that the mother 
smells nicer than the father (perfume as opposed to tobacco?) and that she 
accompanies his performance of the dance. The patriarchal and matriarchal 
norms that were accepted as normal in Joyce’s Dublin society in the first dec-
ade of the twentieth century are here inscribed in the normal use of language 
that is describing the supposed way that things are. But such supposed trans-
parency of language is actually a discourse that is articulating particular expe-
rience in such a way that it participates in ideology – it sets out the ways that 
people present to themselves the conditions of their own existence – how the 
family thinks, acts, and speaks about its action. So the interpretation of the 
passage along these lines indicates how complex meanings can multiply and 
yield more interesting and even (to a reader) rewarding implications.

Web Pages of Interest from The English Handbook

Dodds, Harry. “English Teaching in the UK” with Links to Electronic Resources: 
http://www.english1.org.uk/etexts.htm

Engler, Balz. “Writing the European History of English Studies”: 
http://www.balzengler.ch/english_studies_in_europe_i.html

“English Studies” Links from the State University of New York at Albany: 
http://library.albany.edu/subject/english.html

Liu, Alan. Literature in English from “The Voice of the Shuttle”: 
http://vos.ucsb.edu/browse.asp?id=3

London School of Journalism. “Index of Resources” on literature: 
http://www.english-literature.org/resources/#General English Literature sites

Lye, John. “On the Uses of Studying Literature” from Brock University: 
http://www.brocku.ca/english/jlye/uses.php
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Melani, Lilia. “Literary Periods” from Brooklyn College: 
http://academic.brooklyn.cuny.edu/english/melani/index.htm

Poets and Poetry Page from the UK: 
http://www.english1.org.uk/poetry.htm

Pridmore, Donna J. Literary History website from the Editorial Institute at Boston 
University: http://www.literaryhistory.com/index.htm

Raley, Rita. “History of English Studies” from the University of California: 
http://www.english.ucsb.edu/faculty/rraley/research/englstud.html

Representative Poetry and Literary Works On-Line from the University of Toronto: 
http://www.library.utoronto.ca/utel/indexauthors.html or 
http://www.library.utoronto.ca/utel/works.html

Other Web Links

Keep, Christopher, McLaughlin, Tim, and Parmar, Robin. “Re-Thinking the Book” 
on The Electronic Labyrinth: http://elab.eserver.org/hfl0240.html

Lamarque, Peter and Olsen, Stein Haugom. “The Philosophy of Literature: 
Pleasure Restored.” In Blackwell Guide to Aesthetics: 
http://books.google.com/books?id=7A_yJGrGVrcC&pg=PA209&lpg=PA209&d
q=%22Literary+Pleasure%22&source=web&ots=9iIaEJ8vrr&sig=uoztPRdiS8
Fi92ED3rY-ITCedmU&hl=en&s a=X&oi=book_result&resnum=9&ct=result

Library of Congress. “Virtual Reference Shelf”: 
http://www.loc.gov/rr/askalib/virtualref.html

Slattery, Sister Mary Francis. Preview of The Theory and Aesthetic Evaluation of 
Literature: 
http://books.google.com/books?id=2hBcVRIfV7EC&pg=PA55&lpg=PA55&dq
=%22Aesthetic+values+in+literature%22&source=web&ots=r0hNjX82bd&si
g=g8g15G_vh34TuYzUbNWgAbOBcB8&hl=en&sa=X&oi=book_
result&resnum=1 &ct=result

University of Connecticut Libraries. English and American Literature Resources: 
http://www.lib.uconn.edu/online/research/bysubject/engweb.html

World Englishes slide share data: http://www.slideshare.net/aidenyeh/world-englishes
Youngs, Charles. “British Literature Links”: 

http://www.charlesyoungs.com/britishliterature/britishliteratureliterarylinks.
html

Youngs, Charles. “World Literature Links”: 
http://www.charlesyoungs.com/english12honors/englishhonorsliterarylinks.
html
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