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in the world” meaning “He is stupid.” The figure is frequent in Anglo-Saxon po-
etry, where the effect is usually one of grim irony. In Beowulf, after Hrothgar has
described the ghastly mere where the monster Grendel dwells, he comments,
“That is not a pleasant place.”

hypermedia: 150.

hypertext: Hypertext designates a nonsequential kind of text, achieved by embed-
ding within it a number of links and references to other texts; the result is to make
the experience of reading the hypertext nonlinear, open, and variable. That is, the
reader of the hypertext, instead of reading along a single verbal line, is free to
branch off into other texts at will. (This Glossary can be accounted a form of hy-
pertext, in that the italicized terms invite readers to suspend forward progress
while they look ahead or back in order to consult other relevant entries.) The
term was coined in the 1960s, but later was applied specifically to texts on a com-
puter, in which browsers and hyperlinks enable the reader to move instantly from
one document to another. The use of the nonsequential mode in other media,
such as sound, graphics, and video, is referred to as hypermedia.

See George P. Landow, ed., Hyper/Text/Theory (1994).

hypotactic style (hi’ potak” tik): 351.

iambic (iam’ bik): 195; 28, 131.

icon (in semiotics) (T kon): 324.

iconography (ikond’ grif€): 163.

id: 291.

identity theorists: 147.

ideology (idesl’ &je): 181; 4, 19, 39, 219, 277, 302, 364.
idyll: 240.

illocutionary act (i’ ckyoo” shunary): 338.
illuminated (books): 31.

Imagery: This term is one of the most common in criticism, and one of the most
variable in meaning. Its applications range all the way from the “mental pictures”
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which, it is sometimes claimed, are experienced by the reader of a poem, to the
totality of the components which make up a poem. Examples of this range of us-
age are the statements by the poet C. Day Lewis, in his Poetic Image (1948, pp. 17—
18), that an image “is a picture made out of words,” and that “a poem may itself
be an image composed from a multiplicity of images.” Three discriminable uses of
the word, however, are especially frequent; in all these senses imagery is said to
make poetry concrete, as opposed to abstract:
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- Imagery is used, more narrowly, to signify only specific descriptions of visible
objects and scenes, especially if th

¢ description is vivid and particularized, a5 in
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overall tonality or atmosphere of a play. Many critics in the next tew decades Jjoined
Spurgeon in the search for images, image clusters, and “thematic Imagery” in
works of literature. Some New Critics held that the implicit Interactions of the i
agery—in distinction from explicit statements by the author or the overt speeches
and actions of the characters—were the way that the controlling literary subject,
or theme, worked itself out in many plays, poems, and novels. See, for example,
the critical writings of G. Wilson Knight; Cleanth Brooks on Macbeth in The
Well Wrought Um (1947), chapter 2; and Robert B. Heilman, T Great Stage:

Image and Structure i “King Lear” (1948).

See also H. W/, Wells, Poetic Imagery (1924); Richard H. Fogle, The Imagery of
Keats and Shelley (1949); Norman Friedman, “Imagery: From Sensation to
Symbol,” Jourmal of Aesthetics and Ay Criticism 12 (1953); Frank Kermode,
Romantic Image (1957). For references to imagery in other entries

imaginary (in Lacanian criticism): 294,

imagination: 109.

poetry at the turn of the century. Pound, the first leader of the movement, wag
soon succeeded by Amy Lowell; after that Pound sometimes referred to the
movement, slightingly, a5 « ygism.” Other leading participants, for , time,
were H. D. (Hilda Doolittle), D. H. Lawrence, William Carlos Williams, John
Gould Fletcher, and Richard Aldington. The Imagist proposals, a5 voiced by

poetic materals and versification, is free to choose any subject and to create its
own rhythms, yses common speech, and Presents an “image” (vivig sensory
description) that js hard, clear, and concentrated. (See imagery.)

The typical Imagist poem is written in free verse and undertakes to render ag
precisely, vividly, and tersely as possible, and without comment or genenalization,
the writer’s Impression of 2 visual object or scene; often the impression s rendered
by means of metaphor, or by Juxtaposing, without indicating a relationship, the
description of one object with that of 4 second and diverse object. This famed

example by Ezra Pound exceeds other Imagist poems in the degree of it
concentration;

In a Stap

The app:
Petals on

In this poem Pound, Jike
Japanese haiky

Imagism was too restry
served to naugurate a dis
Poet from the 1920 thro
W. B. Yeats, T. §. Eliot, 4
Imagist eXperiments with t}
posed without specifying th.

See T. E. Hulme, Specu,
William Prage (1963); Hug
Imagism and the Imagists: 4 §
Limbo: Imagism, 1908191 7
page 248

imitation: I, literary criticism
applications: (1) to define th
indicate the relationship of
served as its model,

1. In his Poetigs, Aristotle defi
human actions. (See criticisn
sentation,” in jgg TOOt sense:
action and Ie-presenting it i)
ing differences in the artistic
manner of imitation (for ex.
guishes poetry from other ary
poetic kinds, such a5 drama .
through the cighteenth ceng,
cussing the nature of poetry.
cept of the nature of the minx
external world that works of
ories of imitation varied in ¢
realism to remote idealism,
tury of an expressiye criticism (i}
the poet’s feelings or Imagin;
from its centra) position in lice;
however, the use of the term
other Chicago critics, whe groi
basic distinctions of Aristotle’s

————

®Lines from “In 4 Station of the Metro” from Persos
permission of New Directions Publishing Corporatic




