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PREFACE TO THE FIRST EDITION

THE present volume has grown out of certain
chapters relating to the Poetics in the first edition
of ‘Some Aspects of the Greek Genius.’ These
chapters have been enlarged and partly re-written ;
and further questions, not touched on in the earlier
volume, and bearing on Aristotle’s theory of tragedy,
are here discussed. A text and a translation of the
Poetics are prefixed to the Essays.

It is just a hundred years since a critical text
of the Poetics has been published in Great Britain.
Tyrwhitt’s edition, which appeared at Oxford in
1794, was, indeed, the work of an admirable
scholar ; but since that time much light has been
thrown on almost every page of this treatise. And
yet even to-day, after all the labours of German
scholars, no editor can hope to produce a text
which will not provoke dissent on the part of com-
petent critics. For my own part, I find myself
raore frequently in agreement with William Christ

on questions of reading, than with any previous
v
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Poetry and Art are not affected by the minor
difficulties with which the Poetics abounds. In-
complete as our material is when all scattered
references have been brought together, the cardinal
points of Aristotle’s aesthetic theory can be seized
with some certainty. But his Poetics must be read
in the light of his other writings; we must trace
the links which connect his theory of Art with his
philosophic system as a whole; we must discover
the meaning he attaches to ¢Imitation’ as an
aesthetic term,—a somewhat infelicitous term, it
must be owned, inherited by him from his pre-
decessors, but henceforth charged with a new
meaning. Such an inquiry will dispel the vulgar
notion that still survives in popular manuals, that
by ‘Imitation’ Aristotle means a literal copy, a
mere facsimile of the world of experience. The
clue to his real thought is to be found in the
assertion that Poetry is an expression of the
‘universal’; that is, of the universal element in
human life. In interpreting the full significance
of this conception frequent reference will of
necessity be made to the wider principles of
the Aristotelian philosophy.

In the following pages I have attempted to bring
out some of the vital connexions which are thus
suggested between Aristotle’s theory of Poetry
and other sides of his comprehensive thought. In
endeavouring to state his views and estimate their
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worth candidly and without exaggeration, I have
not forgotten that Aristotle, more than any other
writer, has suffered from the intemperate admiration
of his friends. There have been periods when he
was held to be infallible both in literature and
in philosophy. A sovereign authority has been
claimed for him by those who possessed no first-
hand knowledge of his writings, and certainly were
not equipped with sufficient Greek to interpret
the text. A far truer respect would have been’
shown him had it been frankly acknowledged, that
in his Poetics there are oversights and omissions
which cannot be altogether set down to the frag-
mentary character of the book ; that his judgments
are based on literary models which, perfect as
they are in their kind, do not exhaust the
possibilities of literature; that many of his
rules are tentative rather than dogmatic; that
some of them need revision or qualification ; that,
for example, the requisites laid down in chap. xiii.
for the character of the tragic protagonist would
exclude from the first rank of art some of the
noblest figures of the Greek drama,—Antigone,
Clytemnestra, and possibly Prometheus. On the
other hand, we may well wonder at the im-
partiality of mind, which lifted him above some,
at least, of the limitations of his age, though he
could not wholly emancipate himself from the
external rules and usages of the Athenian theatre.
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Above all we may admire his insight into the
essential quality of Poetry as a concrete expression
of the universal. To this result he was led by a
penetrating analysis of the imaginative creations
of Greece itself. Universality is, indeed, their
characteristic note. = The accidents of human
nature seem here to fall into the background,
while its larger lineaments are disengaged.

A list of the more important works which treat
of the Poetics will be found on page xxxvii. 1
desire, however, here to mention the books which
bhave chiefly aided me in the preparation of the
Essays: E. Miller, Geschichte der Kunst ber
der Alten, Breslau, 1834. Vahlen, Beitrdge
zu Amristoteles’ Poetik, Wien, 1865. Teichmiiller,
Aristotelische Forschungen, Halle, 1869. Rein-
kens, Aristoteles iiber Kunst, Wien, 1870. Déring,
Die Kunstlehre des Aristoteles, Jena, 1870. Ber-
nays, Zwer Abhandlungen iber die Aristotelische
Theorie des Drama, Berlin, 1880. 1 owe, more-
over, special and personal thanks to Prof. A. C.
Bradley for valuable criticisms on my earlier
volume, which I have here turned to account. I
have reason also gratefully to acknowledge the

singular care and skill displayed by Messrs. R. & R.
Clark’s Reader.

EDINBURGH, Novemler 1894.



PREFACE TO THE SECOND EDITION

THE chief alterations in this edition, as compared
with the first, consist in the enlargement of the
Critical Notes, and a careful revision of the Trans-
lation. Minor changes and additiors will be found
in the Essays. A third index also has been added
containing a list of the passages in Greek authors
referred to in the volume.

In making use of the mass of critical material
which has appeared in recent years, especially in
Germany, I have found it necessary to observe a
strict principle of selection, my aim still being
to keep the notes within limited compass. They
are not intended to form a complete Apparatus
Criticus, still less to do duty for a commentary.
I trust, however, that no variant or conjectural
emendation of much importance has been over-
looked.

Of my own conjectures, printed in the text of
the first edition, one or two appear to have carried

general conviction, in particular that in xxiii. 1.
xi
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Two have been withdrawn (see p. vii.). One,
which I previously relegated to the notes, while
putting in a plea for its acceptance in the preface,
has since won the approval of many scholars,
including the distinguished names of Professor
Susemihl and Professor Tyrrell, and it is with
some confidence that I now insert it in the text.
I refer to od (ofre MSS.) 7a Tvydvra évduara in
ix. 5. 1451 b 13, where the Arabic has ‘names
not given at random.” For the copyist’s error
cf. ix. 2. 1451 a 387 (=a 36 Bekk.), where A°
has ofirw, though o0 76 rightly appears in the
‘apographa’: and for a similar omission of o2
in A° cf. vi. 12. 1450 a 29, o0 woujoes b #Hw Tis
Tpaypdias épyov, the indispensable negative being
added in ‘apographa’ and found in the Arabic.
The emendation not only gives a natural instead
of a strained sense to the words ta Tvydrra
ovépara, but also fits in better with the general
context, as I have argued at some length, pp.
376-9 (note).

Another conjecture of my own I have ventured
to admit into the text. In the much disputed
passage, vi. 8. 1450 a 12, I read <mwdvres> ds elmeiv
for odx O\iyor adrdv s elmwetv of the MSS., follow-
ing the guidance of Diels and of the Arabic. I
regard odx S\iyor adrdv as a gloss which displaced
part of the original phrase (see Critical Notes). As
a parallel case I have adduced Rhet. i. 1. 1354 a
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12, where o08¢v s elmeiv, the reading in the
margin of A°, ought, I think, to be substituted in
the text for the accepted reading ériyov. The
word éniyov is a natural gloss on oddér w@s elmeiv,
but not so, oddeév ds elmeiv on éAiyov.

In two other difficult passages the Rhetoric
may again be summoned to our aid. In xvii. 1.
1455 a 27 I have (as in the first edition) bracketed
Tov Oeatriv, the object to be supplied with érxdvbavev
being, as I take it, the poet, not the audience.
This I have now illustrated by another gloss of
a precisely similar kind in Rhet. i. 2. 1358 a 8,
where Aavfdvoveiv Te [Tols dxpoaras] has long been
recognised as the true reading, the suppressed
object being not the audience but the rhetoricians.

Once more, in xxiv. 9. 1460 a 23, where A°
gives the meaningless dahov &, I read (as in the
first edition) &xA’ 098¢, following the reviser of A°.
This reading, which was accepted long ago by
Vettori, has been strangely set aside by the chief
modern editors, who either adopt a variant @axe
8¢ or resort to conjecture, with the result that
mpocfetvar at the end of the sentence is forced into
impossible meanings. A passage in the Rhetoric,
1 2. 1357 a 17 ff., appears to me to determine the
question conclusively in favour of &ax\’ ovde . . .
avdykn . . . wpooleivar. The passage runs thus:
éav qap 7 T. ToUTWV gudpipov, ovdé Bet Néyew: aidTds

¥ap TobTo WpooTifnow o drpoatiis, olov 6T Awpieds
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oTepavitTny dydva veviknkev, ixavov elmeiv 81 "OAduria
yap veviknxev, 7o 8 8T oTedpavirns Ta ‘ONdumia, 0d8e
8¢t mpocleivar: yuryvdorovar yap mwdvres. The general
idea is closely parallel to our passage of the Poetics,
and the expression of it is similar, even the word
o08é (where the bare od might have been expected)
in the duplicated phrase ov8¢ 8ei Aéyew, o08¢ Sei
mpoafeivac. One difficulty still remains. The sub-
ject to elvac % yevéoBar is omitted. To supply it
in thought is not, perhaps, impossible, but it is
exceedingly harsh, and I have accordingly in this
edition accepted Professor Tucker’s conjecture,
avdryxkn <kdxeivo> elvai 1) yevéalac.

The two conjectures of my own above mentioned
are based on or corroborated by the Arabic. I
ought to add, that in the Text and Critical Notes
generally I have made a freer use than before of
the Arabic version (concerning which see p. 4).
But it must be remembered that only detached
passages, literally rendered into Latin in Professor
Margoliouth’s Analecta Orientalia (D. Nutt, 1887),
are as yet accessible to those like myself who are
not Arabic scholars; and that even if the whole
were before us in a literal translation, it could not
safely be used by any one unfamiliar with Syriac
and Arabic save with the utmost caution and
subject to the advice of experts. Of the precise
value of this version for the criticism of the
text, no final estimate can yet be made. But it
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seems clear that in several passages it carries us
back to a Greek original earlier than any of our
existing MSS. Two striking instances may here
be noted :—

(1) i. 6-7. 1447 a 29 ff., where the Arabic
confirms Ueberweg’s excision of émomoiia and the
insertion of dvdvuuos before tuvyydvovea, accord-
ing to the brilliant conjecture of Bernays (see
Margoliouth, Analecta Orientalia, p. 47).

(2) xxi. 1. 1457 a 36, where for peyahiwrdv of
the MSS. Diels has, by the aid of the Arabie,
restored the word Macsoatiwrdv, and added a most
ingenious and convincing explanation of ‘Epuoxai-
kéEavBos (see Critical Notes). This emendation
is introduced for the first time into the present
edition.  Professor Margoliouth tells me that
Diels’ restoration of émevEduevos in this passage is
confirmed by the fact that the same word is
employed in the Arabic of Aristotle’s Rhetoric
to render eiyeobar.

Another result of great importance has been
established. In some fifty instances where the
Arabic points to a Greek original diverging from
the text of A°, it confirms the reading found in
one or other of the ‘apographa,” or conjectures
made either at the time of the Renaissance or in
a more recent period. It would be too long to
enumerate the passages here; they will be found
noted as they occur. In most of these examples
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the reading attested by the Arabic commands our
undoubting assent. It is, therefore, no longer
possible to concede to A° the unique authority
claimed for it by Vahlen.

I have consulted by the side of Professor
Margoliouth’s book various criticisms of it, e.g. by
Susemihl in Berl. Phil. Wochenschr. 1891, p. 1546,
and by Diels in Sitzungsber. der Berl. Akad.
1888, p. 49. But I have also enjoyed the special
benefit of private communication with Professor
Margoliouth himself upon a number of difficulties
not dealt with in his Analecta Orientalia. He has
most generously put his learning at my disposal,
and furnished me, where it was possible to do so,
with a literal translation. In some instances the
Arabic is itself obscure and throws no light on
the difficulty; frequently, however, I have been
enabled to indicate in the notes whether the exist-
ing text is supported by the Arabic or not.

In the following passages I have in this edition
adopted emendations which are suggested or con-
firmed by the Arabic, but which did not find a
place in the first edition :—

ii. 3. 1448 a 15, @owep oi Tovs?

vi. 7. 1450 a 17, <6 8¢ Blos>, omitting xai eddaipuovias
kal 7 etdawpovia of the MSS.

xi. 6. 1452 b 10, [rodrev 8 . . . epnrai]

xviil. 6. 1456 a 24, <kal> eixds?

1 Ined. 3 Isimply give the MSS. reading in the text, domwep T yast.
2 In ed. 3 the word here added is omitted in the text.
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xx. 5. 1456 b 35, <oivk> avev!

xxi. 1. 1457 a 34, [xal dosjuov]. The literal trans-
lation of the Arabic is ‘and of this some is
compounded of significant and insignificant,
only not in so far as it is significant in the
noun’

xxi. 1. 1457 a 36, Macoalwrsv (see above, p. xv.)
xxv. 17. 1461 b 12, <«kal lows dSvarov>

I hesitate to add to this list of corroborated
conjectures that of Dacier, now admitted into the
text of xxiii. 1. 1459 a 21, xai u%) ouolas icroplais
ras ovvbécews, for xai uzn opolas ioropias Tas ocuvvibers
of the MSS. (In defence of the correction see note,
p- 165.) The Arabic, as I learn from Professor
Margoliouth, is literally ‘and in so far as he does
not introduce (or, there do not enter) into these
compositions stories which resemble.” This version
appears to deviate both from our text and from
Dacier’s conjecture. There is nothing here to
correspond to cuwjfers of the MSS. ; on the other
hand, though owfésers may in some form have
appeared in the Greek original, it is not easy to
reconstruct the text which the translation implies.
Another conjecture, communicated privately to
me by Mr. T. M‘Vey, well descrves mention. It
involves the simpler change of ouoias to ofas. The
sense then is, ‘and must not be like the ordinary
histories’; the demonstr. Tocodrovs being sunk in

1 In ed. 3 the word here added is omitted in the text.
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ofas, so that olat icropiar ai auviifers becomes by
attraction, otas {acToplas Tas cvvnbecs.

I subjoin a few other notes derived from corre-
spondence with Professor Margoliouth :—

(a) Passages where the Arabic confirms the
reading of the MSS. as against proposed emenda-
tion :—

iv. 14. 1449 a 27, éBaivovres Tijs AekTikis dppovias:
Arabic, ‘when we depart from dialectic com-

position.” (The meaning, however, is obviously
misunderstood.) -

vi. 18. 1450 b 13, 7édv pév Aéywv: Arabic, ‘of the
speech.” The pév is not represented, but, owing
to the Syriac form of that particle being identical
with the Syriac for the preposition ‘of,” it was
likely to be omitted here by the translator or
copyist.

xviil. 1. 1455 b 25. The Arabic agrees with the
MSS. as to the position of moAAdxes, ‘as for
things which are from without and certain things
from within sometimes.’

xviii. 5. 1456 a 19, kai év Tols arlois wpaypaac: Arabic,
‘and in the simple matters.’

xix. 2. 1456 a 38, 7& wdl@y mapaokevdlew: Arabic,

‘to prepare the sufferings.’

More doubtful is xvii. 2. 1455 a 30, amo Tis adTis
¢voews : Arabic, ‘in one and the same nature.’
The Arabic mode of translation is not decisive as
between the MSS. reading and the conjecture 4=’
avTis Ths Ploews, but rather favours the former.

(D) Passages where the conjectural omission of
words is apparently supported by the Arabic :—
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ix. 9. 1451 b 31, ola dv eixds yevérBar kai Svvara yevé-
ofar: Arabic, ‘there is nothing to prevent the
condition of some things being therein like those
which are supposed to be.” But we can hardly
say with certainty which of the two phrases the
Arabic represents.

xvi. 4. 1454 b 31, olov 'Ope'o-ms év ‘rﬁ ’Iduycvu’g
dveyvdpwrev o1 'Opéorys: Arabic, ‘as in that
which is called Iphigenia, and that is whereby
Iphigenia argued that it was Orestes.’ This
seems to point to the omission of the first
Opéorys.?

In neither of these passages, however, have I
altered the MSS. reading.

(c) Passages on which the Arabic throws no
light :—

i. 9. 1447 b 22. The only point of interest that
emerges is that in the Arabic rendering (‘of all
the metres we ought to call him poet’) there is
no trace of xai, which is found alike in A° and
the ‘apographa.’

x. 3. 1452 a 20. The words ylyveocfar Tadra are
simply omitted in the Arabic.

xxv. 18. 1461 b 18, dore xal avtdov MSS. The line
containing these words is not represented in the
Arabic.

xxv. 19. 1461 b 19, Srav u3y dvdykns olons pndév . . .
The words in the Arabic are partly obliterated,
partly corrupt.

1 Vahlen (Hermeneutische Bemerkungen zw Aristoteles’ Poetik ii.
1898, pp. 3—4) maintains that the inference drawn from the Arabic
is doubtful, and he adds strong objections on other grounds to Diels’
excision of the first ’Opéoryns.
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Apart from the revision of the Text, the Trans-
lation has, I hope, been improved in many passages,
and the improvements are largely due to the in-
valuable aid I have received from my friend and
colleague, Professor W. R. Hardie. To him I
would return my warmest thanks; and also to
another friend, Professor Tyrrell, who has read
through the proof-sheets of the earlier portion of
the volume, and has greatly assisted me by his
literary and critical skill.

The Essays are substantially unchanged, though
they have undergone revision in detail and some
expansion. In the notes to the Essays some
new matter will be found, e.g. pp. 142-4 (on
ch. i. 6-9), pp. 376-9 (on ch. ix. 4-5), pp. 259-
260 (on ch. xiii. 2).

In conclusion, I desire to acknowledge my
obligations to friends, such as Mr. B. Bosanquet
(whose History of Aesthetic ought to be in the hands
of all students of the subject), Dr. A. W. Verrall,
Mr. W. J. Courthope, Mr. A. O. Prickard, and Rev.
Dr. Lock, who have written me notes on particular
points, and to many reviewers by whose criticism I
have profited. In a special sense I am indebted to
Professor Susemihl for his review of my first edition
in the Berl. Phil. Wochenschr., 28th September
1895, as well as for the instruction derived from his
numerous articles on the Poetics, extending over
many years in Bursian’s Jahresbericht and else-
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where. Among other reviewers to whom I feel
grateful, I would mention Mr. Herbert Richards
in the Classical Review, May 1895; Mr. R. P.
Hardie in Mind, vol. iv. No. 15; and the authors
of the unsigned articles in the Saturday Review,
2nd March 1895, and the Oxford Magazine, 12th
June 1895.

To Messrs. R. & R. Clark’s Reader I would once

again express no merely formal thanks.

EDINBURGH, November 1897.






PREFACE TO THE THIRD EDITION

IN preparing this third edition for the press I have
expanded the critical notes and introduced some
fresh material here and there into the Essays. The
whole has been subjected to minute revision, and
nothing of importance, I hope, has escaped me
either in the criticisms of reviewers or in recent
contributions made to the study of the text or to the
general literature of the subject. Certain topics,
indeed, might well have invited fuller treatment,
but I have been reluctant to allow the volume to
grow to an unwieldy size.

In the revision of the text I have had the
advantage of consulting two new editions, based
on very different principles, those of Professor
Bywater and Professor Tucker, from both of which
I have derived assistance. In Professor Bywater’s
edition I have noted the following passages in
which manuscript authority (Parisinus 2038) is
cited for readings which hitherto have been given
as conjectural :—i. 4. 1447 a 21; xi. 5. 1452 b 3

xX1i1
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and 4; xv. 1. 1454 a 19; xviii. 1. 1455 b 32;
xxil. 7. 1458 b 20 and 29; xxiv. 8. 1460 a 13;
xxv. 4. 1460 b 19; xxv. 16. 1461 b 3 and 17.
1461 b 13; xxvi. 3. 1462 a 5; xxvi. 6. 1462 b 6.
I am also indebted to Professor Bywater’s text
for several improvements in punctuation. Most
of his important emendations had appeared before
the publication of my earlier editions, and had
already found a place in the text or in the notes.

I now append the chief passages in which the
text of this edition differs from that of the last :—

vii. 6. 1451 a 9. Here I keep the reading of the
MSS., Gomrep more kai dAloté Pacw. Schmidt’s
correction eidBaoww for paociv seemed at first
sight to be confirmed by the Arabic, but, as
Vahlen argues (Hermeneutische Bemerkungen zu
Aristoteles’ Poetik, 1897), this is doubtful, and
—a more fundamental objection—the question
arises whether the correction can, after all, con-
vey the sense intended. Can the words as
emended refer to a known practice in present
time, ‘as is the custom on certain other occasions
also,’ i.e. in certain other contests, the dy&ves of
the law-courts being thus suggested? As to
this I have always had misgivings. Further
observation has convinced me that woré xal dAMote
can only mean ‘at some other time also,’
in an indefinite past or future. With aciv
(sc. dywvicacBac) the reference must be to the
past. This lands us in a serious difficulty, for
the use of the xAey¥Spa in regulating dramatic
representations is otherwise unheard of. Still
it is conceivable that a report of some such
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old local custom had reached the ears of Aristotle,
and that he introduces it in a parenthesis with
the ¢paciv of mere hearsay.

ix. 7. 1451 b 21. I accept Welcker’s ’Avfei for
4vfe.. Professor Bywater is, I think, the first
editor who has admitted this conjecture into
the text.

xvii. 5. 1455 b 22. I restore the MSS. reading
dvayvwploas Twds, which has been given up by
almost all editors, even the most conservative.
Hitherto a parallel was wanting for the required
meaning, ‘having made certain persons acquainted
with him,” ‘having caused them to recognise
him.” But Vahlen (Herm. Bemerk. 1898) has,
if I am not mistaken, established beyond question
this rare and idiomatic use of the verb by a
reference to Diodorus Siculus iv. 59. 6, and by
the corresponding use of yvwpifw in Plut. Vit
Thes. ch. xii.

xix. 3. 1456 b 8. For %8¢ of the MSS. I now read
13 Sudvowe. (Previously I had accepted Tyrwhitt’s
correction %8y & 8ei.) This gonjecture was first
made by Spengel, and strong arguments in its
favour have recently been urged by V. Wrébel
in a pamphlet in which this passage is discussed
(Leopoli, 1900).

xxv. 6. 1458 b 12. For pérpov I now read pérpeov
with Spengel. (So also Bywater.) Is it possible
that in xxvi. 6. 1462 b 7 we should similarly
read 1o Tod perplov (uérpov codd.) mijkes, ‘a fair
standard of length’?

In xiv. 8-9. 1454 a 2—4 a much vexed question
is, I am disposed to think, cleared up by a simple
alteration proposed by Neidhardt, who in a 2 reads
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xpdTiacTor for Sedrepor, and in a 4 Sevrepor for
xpdricrov. This change, however, I have not intro-
duced into the text.

The Arabic version once more throws interesting
light on a disputed reading. In xvii. 2 éroraricol
instead of éferacTicol is a conjecture supported by
one manuscript. In confirmation of this reading,
which has always seemed to me correct, I extract
the following note by Professor Margoliouth (Class.
Rev. 1901, vol. xv. 54) :—* Professor Butcher . . .
informed me that a continental scholar had asserted
that the Arabic read éxoraricol for éferactikel In
this passage. I had been unable to satisfy myself
about the Arabic word intended by the writer of
the Paris MS., and therefore could not confirm
this ; but I must regret my want of perspicacity,
for I have now no doubt that the word intended is
ayabiyyina, which is vulgar Arabic for ¢ buffoons,”
literally ““men of wonder.” The Syriac translated
by this word will almost certainly have been
mathh'r@neé, a literal translation of éxorarwcol,
which the Syriac translator probably thought
meant ‘“men who produce ecstasies.” The verb
étioraclar is not unfrequently rendered by the
Syriac verb whence this word is derived.’

In a few other passages the Critical Notes or
Translation contain new matter; e.g. ix. 8. 1451
b 23; xvi. 7. 1455 a 14; xxiv. 10, 1460 b 1;
*xvi, 6. 1462 b 7.
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Turning now from the text to the subject-
matter of the treatise, I must mention a wvalu-
able book, Platon und die Aristotelische Poetik,
by G. Finsler (Leipzig, 1900). Aristotle’s debt
to Plato is here set forth in fuller detail than
has ever been done before; and though in some
instances it may be doubted whether the obligation
is not exaggerated and the ideas of these two
thinkers brought into rather forced relation, yet
there is much to be learned from the volume.
In the notes to the Essays I have added many
fresh illustrations from Plato, which have been
suggested by reading Finsler.

Mr. W. J. Courthope’s Oxford Lectures form
another noteworthy volume, concerned chiefly with
modern poetry, but embodying Aristotelian prin-
ciples. The estimate of the Poetics in the lecture
on ‘ Aristotle as a Critic’ is marked by rare insight
and sureness of judgment.

The learned and interesting History of Criticism,
by Professor Saintsbury, ought also to be consulted
by all students of the Poetics. The first five
chapters of vol. i. give an instructive survey of
Greek criticism, chapter iii. being devoted to
Aristotle. I would direct attention, moreover,
to the Hustory of ILaterary Criticism in the
Renarssance (New York, 1899), by J. E. Spingarn,
to which frequent reference is made in the notes.

I owe to the kindness of Professor Sonnenschein
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the information as to the significant names in
Roman comedy contained in the note pp. 376 ff.
In rewriting this whole note, as also that on p. 259,
I have slightly modified my former view. Another
note, pp. 344-5, gives in a compressed form the
result of a conversation with Mr. A. C. Bradley,
whom I desire to thank, not for the first time.
The remarks added on pp. 225-6 are designed
further to elucidate the relation between Art and
Morality as I believe it to have been conceived by
Aristotle. A few observations on Ibsen’s drama
will be found on pp. 270-1. It is needless to
specify other minor additions of a like kind.

I cannot in concluding omit a word of cordial
thanks to Messrs. R. & R. Clark’s accomplished
Reader.

EDINBURGH, Ocfober 1902.



PREFACE TO THE FOURTH EDITION

Tris edition differs but little from the last, the
only two changes of any importance being in the
interpretation of ¢@ov (ch. vii. 4-5, xxiii. 1) p.
188, and of mepiméreia pp. 329-331. On particular
points, including bibliographical matter, I have
received kind assistance from Dr. J. E. Sandys.
I desire also to express once more my obligations

to Messrs. R. & R. Clark’s Reader.

LoNpoN, January 1907.



PREFACE TO REPRINT OF 1911

IN a set of sheets of this book found among my
brother’s papers after his death, he had introduced
a few corrections both in the textual notes and in
the translation as far as p. 110. These have been
embodied in the present reprint, which is otherwise
an exact reproduction of the edition of 1907, when
the book was for the first time printed from
electrotype plates. The additions to the textual
notes consist mainly of references to two MSS.,
Parisinus 2038 and Riccardianus 46. The slight
verbal changes in the English version are in every
case aimed at conveying the sense more closely,
and are interesting illustrations of the author’s
scrupulous care in such matters.

J. G. BUTCHER.
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ARISTOTELIAN LITERARY
CRITICISM

By
John Gassner

HALF a century earlier, an introduction to a com-
bined edition of Aristotle’s Poerics and S. H.
Butcher’s notable commentary would have been un-
necessary. - Today, however, Aristotle’s thoughts on
art are apt to seem remote to the general reader and
disputable to critics. The values of a moral and
philosophical nature that interpenetrate Aristotle’s
esthetics have been challenged in our tlme,’ and it is
yet to be determined by events beyond the control
of both artists and philosophers whether such values
will have much hold upon the century’s turbulent
generations. The arts, moreover, have been subject
to such upheavals, both separately and collectively,
that a classical theory may at first glance seem about
as useful in sustaining art as a sieve is in retaining
water.
XXXvii
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What is it, then, that nevertheless still keeps mind
and spirit fastened on a twenty-four century old
document? For the Porrics still concerns us to a
greater degree than a cursory glance at Western
culture would suggest—this even in America, where
the classical tradition is virtually extinct. We are
attracted, I would suggest, by a way of looking
equally at art and humanity as objects of rational
inquiry and ideal expectations.

Call the PoETics, if you will, a mere manual on
poetry in general and on epic and dramatic literature
in particular. And a fragmentary manual at that!
Yet implicated in it is virtually everything that
makes esthetics truly and deeply practical rather
than an airy exercise for life’s and society’s ineffec-
tuals. No typical Greek thinker, and Aristotle least
of all, was apt to exercise himself in a partial vacuum
filled only with private sensibilities. A cool lucidity
in the PoEeTics involves the total experience that is
life.

In Aristotle’s fragment we find an urbane, open-
minded man of the fourth century B.C. observing
the specific literary products of Greek civilization and
drawing generalizations from them concerning the
craft of writing. We find him inquiring into the
nature of each literary medium and into its po-
tentialities. Even more remarkably, we see him con-
tinually mingling with his judgments on art a sense
of how man, the public at whom every artist aims
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his effects, is apt to respond by nature, moral bent,
and emotional involvement. (‘“Audience psychol-
ogy’ is the popular American term for this last-
mentioned inquiry.) Here, then, is an eminently
empirical approach that observes and appraises works
of art in terms of their forms, possibilities, and
effects.

The PoETICS is the first extant essay on art that
is honestly exploratory. Such criticism was unusual
in Aristotle’s time, and it continued to be rare long
after his death when he was considered the supreme
arbiter in esthetic judgment. It is, indeed, one of
the ironies of history that Aristotle’s admirers from
the sixteenth to the eighteenth centuries should have
tried to convert the explorer into an absolute law-
maker. It was their chief ambition, next to that of
establishing themselves as legislators, too, by stand-
ing under the ample shadow of the great man’s
reputation. (Did Aristotle say undogmatically that
the action of a tragedy—that is, of Greek tragedies—
tended to be restricted, ‘‘as far as possible,” to “a
single revolution of the sun”’? That was not enough
for the new arbiters; they made it imperative for
tragic action to transpire within twenty-four or even
within twelve hours. Did Aristotle take note of a
tendency toward concentration in tragedy? In-
stantly, although he never sc much as mentioned
‘“‘unity of place,” they ordered playwrights to keep
all their action in a single place.) Nor has dogmatic
criticism been so rare in a century full of manifestoes
from almost every conceivable school of art and
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politics that the PoETics can no longer set us a good
example of empirical criticism today.

Still, it is one of the marks of the comprehensive
Greek mind that the practical involves the ideal. By
viewing art in terms of its effect, Aristotle places
humanity squarely in the center of his esthetics. He
makes humanistic values paramount from the be-
ginning by asking the right—or, at least, the current,
modern—question of how the artist can please men.
Since, moreover, man is a creature endowed with

"reason, art is viewed by Aristotle under the category
of rational procedure, and this involves a sense of
appropriateness, measure, and organization in ar-
tistry. And in this respect, art is seen only as another
aspect of an ideal of man first developed in Greece
and left as a legacy to civilization.

It is true that in stressing the pleasure-giving
feature of art, this dispassionate thinker broke with
the moralistic attitudes of Plato and asserted the free-
dom of the arts from moral censorship. Yet he also
mediated between the artists and the philosophers of
Greece; and in doing so, he found a perfect solution
equally satisfactory to free men in fourth century
Greek and twentieth century Western civilization.
The mediating concept is ideality or universality.
The ideal, to Aristotle, is that which is free from
idiosyncrasy or specialness, and art is an abstract—
although not an unliving symbol—of what all men
are in their humanity. For realism of detail such
a view substitutes the ideality of significant outline.
It is not, as Butcher rightly notes, the opposite of
the real, but rather its fulfillment and perfection—in
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the sense that reality stands in clear relief and be-
comes meaningful. .

Without actually crossing boundaries and employ-
ing the methods of discursive reason, true art is akin
to philosophy in arriving at general truth and co-
ordinating the data of existence. It is actually, says
Aristotle, more philosophic than history. Art creates
an idea of order where, to the inartistic or unphilo-
sophical observer, life is only a whirl of action and a
chaos of emotion. In literature, and especially in °
its highest form, which for Aristotle is tragedy, the
writer creates a logical sequence and causal connec-
tion of events. The crude matter of life assumes
significance from the shaping hand of the artist. '

We also see the same connection between practi-
cality and ideality in Aristotle’s discussion of char-
acterization and style.. It is only plain sense for
Aristotle to maintain that comedy revolves around
men whose defects can provoke ridicule and that

ftragedy concentrates on characters that we can take
seriously, for which reason they must possess some
degree of importance in our eyes and be neither un-
regenerately villainous nor flawless., Other conclu-
sions are inevitable from this premise, and it is little
wonder, for example, that the Aristotelian principle
of hamartia, or the ‘“tragic flaw,”’” should recur so
frequently in our thinking about tragedy. Underly-
ing Aristotle’s thought, here as elsewhere, is his acute
awareness of ‘“final ends’ or ultimate objectives.
The tragedian’s objective is to move us with the
meaningful experience of human beings with whom
we can identify ourselves to the extent of suffering
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with them—from which, in turn, other conclusions
follow. All the reasoning is pragmatic, and Aristotle
is disconcertingly bland by comparison with seven-
teenth or twentieth century authors who speak glow-
ingly of the grandeur of tragedy. Aristotle, indeed,
sounds flat and business-like. But we may never
forget that the business in hand is that of stirring us
with a presentation of human destiny, and there is
no higher subject available to our experience. The
ends of tragedy are implicit in Aristotle’s discussion
of the means.

The stress on the efficiency or, as Aristotle would
have said, ‘‘the efficient causes,’”’ in art cannot, then,
be our sole and final impression of the PoeTics. The
essay assumes standards by its very concern with
the problem of affecting an audience. Success in this
respect is measured by high humanistic standards,
and Aristotle’s frame of reference when he discusses
tragedy is an ‘“‘ideal’”’ spectator—which does not, of
course, mean a superhuman one. The writer of
tragedies, unlike a Hollywood showman, is not ex-
pected to titillate everybody by resorting to sensa-
tional effects and to cater to the sentimentalism of
the immature. The tragic effect must reside in the
matter and mode of the written drama rather than
in the ‘“‘spectacle’’ on the stage; the tragedian works
on the heart and the mind. Nor are we to be melted
with ‘““pity,”’ as sentimentalists suggested, but stirred
by the more exacting experience of “pity and fear.”
And so tragedy involves our capacity to feel for
others and fear for ourselves, too, by knowing that we
share in their humanity and that they share in ours,
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which rules out the possibility of our ever dismissing
humane considerations concerning other members of
the species.

Tragic art is for those who are not merely mature
but humanely mature. It does not address itself to
the storm-trooper any more than to the sentimenta-
list. We can imagine men who would be pleased to
see villainous and degraded individuals succeed and
innocent and noble people destroyed. What can we
not imagine concerning the taste and appetites, the
delusions and frenzies, of the species? Nor do we
have to conjure up these possibilities out of thin air
when history—including, unfortunately, recent his-
tory—provides so many examples. Aristotle meas-
ures the effects of art with reference to reasonable
men rather than lunaties, grown-up men rather than
infants, and men capable of sympathy rather than
inveterate sadists. He also makes assumptions in-
herent in the Greek worldly, though not necessarily
anti-spiritual, view. We can imagine, for instance,
a convocation of saints exulting in the trials of the
flesh as a preparation for the heavenly life or an
assembly of yogis completely unmoved by tragic
events because suffering is only “Maya’’ or illusion.
It is more than possible, too, that a completely col-
lectivistic society, as envisioned by Aldous Huxley
or George Orwell, would consider individual mis-
fortune inconsequential. But none of the anti-
humanist approaches to the human situation are en-
tertained by Aristotle, and his standards have been
potent for so long a time precisely because they have
been those of Western humanistic society until now.
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II

In reading the PoEgTics, nevertheless, we dare not
be easily satisfied that we know what we are reading.
There is the Aristotle of the bald text, now at last
painstakingly established, and also the Aristotle of
all the extant treatises correctly ascribed to him.
The one without the other is obscure and incomplete.
To know what the PoETICS means at every point we
must know what certain concepts meant to Aristotle
in his other works. For example, what do the terms
“imitation’ and ‘““action” mean to him? Only by
determining this can we understand why he calls art
an ‘“‘imitation” and why he places “action’ at the
head of all the elements that constitute a play. Also,
what particular process did he have in mind when he
wrote that tragedy effects a katharsis or purgation of
“pity and fear’’ by exciting ‘“‘pity and fear’ in the
spectator? There is trouble, besides, with the very
language he employs, since many Greek nouns lack
distinet single equivalents in modern languages, and
since Aristotle, the great synthesizer, is apt to sub-
sume several ideas under a single term.

There is, moreover, a third Aristotle—the Aristotle
of his many interpreters, who encrusted the PogTics
with their own artistic and social attitudes. It is
always a problem to determine how far we are to
accept critics’ adumbrations as consonant with Aris-
totelian thought. One might word the question sim-
ply as ‘“whom are we following, Aristotle or his
interpreters?”’” We can try to determine this, and we
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can succeed up to a point. But there is the Aristotle
who is significant precisely because so many attitudes
and ideas have accreted around his words. This
Aristotle cannot be ignored either, without depriving
ourselves of important stimulations and gratifica-
tions. Besides, it is almost impossible for most of us
to read the PoETics now with pristine innocence.

It was in order to correct misconceptions and pre-
vent further perversions of Aristotle’s book that late
nineteenth century English scholars undertook the
exacting labor of preparing definitive editions and
commentaries. The present book, a product of many
decades of modern scholarship and revised contin-
ually between 1895 and 1911, is, along with Ingram
Bywater’s ARISTOTLE ON THE ART OF POETRY, the
most reliable introduction to the PoeTics available
in English. Although it is still possible to disagree
on particular readings of the text and on details of
translation, the reader can turn to Butcher’s memo-
able book with confidence. As the notes show us,
Butcher substantiated disputable points with a pains-
taking scholarship that belongs to the grand tradition
of English learning. Moreover, Butcher’s commen-
tary, ‘“Aristotle’s Theory of Poetry and the Fine
Arts,” appended to the Greek text and the transla-
tion, leaves nothing to be desired; nothing that
Butcher could have supplied without venturing into
unresolved discussions of modern drama. At all
points the scholar appears to be as thoroughly in ac-
cord with Aristotle’s mode of thinking as anyone can
be over the wide chasm of the centuries. A mere
smattering of Greek enables us to realize this, and
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no Greek is necessary for the reader to sense that
this must be so.

We can avoid disappointment, however, only by
resigning ourselves to the limitations of the text that
has come down to us. It was written around 330
B.C., but the oldest surviving Greek text is dated
about the year 1000 A.D., and a section on comedy
was apparently lost by then. We have, besides a
general introduction to the nature and types of
literature, only that part of the treatise which deals
with epic poetry and tragedy. And even this part is
incomplete and apparently unrevised, as if it had
been intended solely for the author’s use in delivering
lectures on the subject. It is frustrating not to be
able to follow some of the illustrations cited by
Aristotle from the literature known to him and lost
to us, and it is disconcerting to be forced to resort
to speculations on how he expected tragedy to purge
us by means of pity and fear. Are we to assume
that, according to Aristotle, many men are troubled
by too much inclination toward pity and fear, and
that in experiencing these emotions in the theatre
we discharge them successfully by means of em-
pathy? Are we to include other emotions too under
the terms? Are we to content ourselves with the
probability that, in accordance with the views of
Greek medicine, Aristotle thought of the process of
katharsis as a sort of homeopathic practice, whereby
we are cured by taking a hair of the dog that bit us?
Or are we to assume that the complex of pity and
fear in us is transformed into an ennobling experience
by being directed outwardly toward characters dis-
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tanced by the stage and, at the same time, exalted
by the tragic poet to such a degree that they sum up
the human situation and universalize it? Are we,
as Butcher maintains, ‘lifted above the special case
and breught face to face with universal law and the
divine plan of the world?” And, finally, is there no
katharsis in comedy as well—no purgation, different
in quality, by means of which our dislikes, our re-
belliousness at social restraints, and our own tend-
encies to self-depreciation or self-criticism are dis-
charged on the deserving object of a comically drawn
character? On these and other matters Aristotle is
by no means as explicit as we should have liked him
to be. His students in Greece were probably better
served than his readers have been since his spare
essay was recovered for us.

Only when we know, indeed, what not to expect,
can we make the most of the extant portions of the
PoeTics and pursue the lines of inquiry they open
up to us. And we may be sure it will not be a
fruitless inquiry when we reflect that it was under-
taken with variable results by Ben Jonson, Milton,
Corneille, Dryden, Lessing, and Goethe among other
luminaries of the literary world. To this very day,
in far from classically minded America, statements
in the Porrics have engaged the interest of in-
fluential crities such as Joseph Wood Krutch and
John Mason Brown and successful playwrights such
as Maxwell Anderson and Arthur Miller. It is
surely significant that a playwright so closely bound
to the contemporary social scene as Miller should
have attempted to reconcile his practice in Death of
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a Salesman with the Aristotelian criterion that a
tragic hero should possess stature. Although Aris-
totle’s knowledge of epic and dramatic literature was
confined to writings in the Greek language before the
end of the fourth century B.C., his essay has been
found relevant to the literary production of later
ages. Ever since the PoeTrics was translated into
Latin by the Italian humanist Valla in 1498, we have
tended to employ Aristotle’s terms and standards
even in our judgment of literary productions unin-
fluenced by the book: to oriental epics and plays, to
medieval epics and romances, and to the work of
Shakespeare, Lope de Vega, and other writers for
the popular stage who were either ignorant of Aris-
totle’s essay or indifferent to it. Nor have we hesi-
tated to apply his ideas to the experiments of modern
dramatists such as lbsen, Strindberg, Chekhov, and
Shaw, who struck out in their several new directions
with scant respect, if any, for tradition. Whether or
not we think we apply or should apply Aristotelian
criteria, the fact is that we do apply them.

The problem is merely one of accommodation to
the civilization and art of the latest transitional
period the generations of Western man have expe-
rienced since the nineteenth century. Aristotelian
esthetic theory is bound to be viewed in our time
with the perspectives laid down by modern Romanti-
cism and Realism, terms under which we may in-
clude the creative and critical approaches of Sym-
bolism, Expressionism, Surrealism, and modern psy-
chological and social literature. Although at least
one of Aristotle’s ideas—the spiritual significance of
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tragedy—actually looms larger than ever in critical
thought, many of his observations now require re-
consideration. Whether we can mediate between
them and our own observations is an important
question to writers, critics, and teachers. I believe
that, on the whole, we can. 1 am convinced, in fact,
that Aristotle’s thinking is still a useful corrective
to whatever views we maintain on the subject of
narrative and dramatic art, since he is free from our
habits of excessive romanticization of ideas and
ideals, including those we promulgate in his name.

III

Aristotle looks into the craft of writing with a
lively interest, concerning himself with language, dic-
tion, style, the forms of literature, the characteristic
qualities of the medium, the nature of effects, and
how they are achieved. He sets later criticism a
lesson in intelligent, systematic, and inductive pro-
cedure. But it is true that we shall not find in his
work certain refinements of the modern critical ap-
proach, such as “levels of meaning,” symbolization,
and chains of association. He treats broad and
generally direct or objective effects. He is no more
concerned with the poet’s unique personality or
special creative processes than he is with the state
of his own soul, for which he claims no notable
uniqueness. Art is not a divine madness or a mani-
festation of subjective intimations. Nor is criticism
a purely personal adventure among masterpieces.

-
K,



The reason becomes apparent in the second para-
graph of the treatise. Romanticists have stressed
the element of self-expression in art, whereas Aris-
totle defines art as an ‘‘imitation,” a term that
Butcher’s scholarship will clarify and broaden for us.
An entire field of critical inquiry is opened up by the
difference between the Aristotelian and the romantic
view. For example, are the two views entirely irre-
concilable? Does ‘“‘imitation”’ necessarily exclude
self-expression or, for that matter, even symboliza-
tion? Is there no possibility of self-expression
through imitation, since we view reality through a
temperament and we comment on it through the very
acts of perceiving and representing objects and ex-
perience. Also, is not all communication and, indeed,
the very apprehension of reality an act of symboliza-
tion on our part? Suzanne Langer’s PHILOSOPHY 1IN
A New Key points out that even the eye and the
ear make abstractions, so that these organs present
our mental faculties with already symbolized data.
At what point, too, does ‘‘self-expression’ lead to
private or coterie art as incommunicable to the
average intelligent man as, let us say, FINNEGAN'S
Wake? To what degree this is artistically and
socially defensible became, in fact, the main issue in
the arts of the twentieth century, a controversy as
keen as was the ‘“‘battle between the ancients and the
moderns”’ in the eighteenth century. If Aristotle
was aware of any such problem, and it is extremely
doubtful that he could have been in his time, he gives
no attention to it, and many centuries were to pass
before even the literal sense of his theory of ‘“‘imita-
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tion’”” would be challenged. Aristotle fastens our
attention on everything that is directly communica-
ble and socially digestible in artistic endeavor.

Next we may note that Aristotle stirs up a veri-
table beehive by maintaining that tragedy is ‘“‘an
imitation, not of men, but of action and of life, and
life consists in action, and its end is a mode of action,
not a quality,” for which reason he gives preemi-
nence to plot. Modern writers tend to bristle at this
statement, overlooking the fact that he has earlier
declared that the ‘‘action implies distinctive quali-
ties both of character and thought; for it is by these
that we qualify actions themselves, and these—
thought and character—are the two natural causes
from which actions spring.”” And Butcher, indeed,
helps us to understand that by the term ‘““action’’ he
must have meant more than simply external events.
Nevertheless, the phrase ‘“not of men, but of an
action’”’ gives rise to the question of the relative
importance of character and action; and, in extreme
cases of modern theory and practice, even to the
question whether external action or plot is needed at
all. What could O’Neill, for example, have con-
sidered more important, action or inner stress, in
Strange Interlude? He continually stopped stage ac-
tivity in order that his characters might express their
hidden feelings, and yet large audiences found the
story of Nina and her lovers absorbing and dramatic.
Did not Zola and other champions of modern drama,
besides, make the subordination of ‘“‘plot’’ to repre-
sentations of human nature and environment the
prime requisite for dramaturgy? Did not Shaw in
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the eighteen-nineties also proclaim the superiority of
the ‘‘discussion play,”’ as written by Ibsen and him-
self? And did not Galsworthy, actually a moderate
iconoclast, declare that ‘“‘character is the best plot
there is?”’ The fact is that modern drama, as well
as fiction, for we also have the ‘‘plotless’’ short story
and novel, has conformed to prescriptions of priority
for characterization, ‘“psychology’’ and psychological
analysis, environment, discussion, and mood—the
latter, often by ‘‘symbolist” suggestion and subcon-
scious association. Some playwrights—most con-
spicuously, Maeterlinck and Andreyev—even went
so far as to condemn action as barbaric and to call
for the representation of a “‘stasis’”’ on the stage. In
modern times, as Andreyev wrote in 1914, “life has
gone within.”’

We can try to mediate, of course, between Aristotle
and the latter-day writers by maintaining that the
difference between the Aristotelian and the modern
emphasis is only a matter of degree. It would seem,
too, that the argument over the priority of charac-
terization reduces itself to the absurd question of
which comes first, the chicken or the egg. We may
ask, besides, how character or psychological reality
can manifest itself effectively, especially in the
theatre, without a sequence of revelatory responses,
decisions taken or evaded, and externalized feelings
and thoughts. Does not this sequence, too, consti-
tute ‘“‘action” and ‘“plot’’? To what extent is the
mental action of discussion, especially when Shaw
presents it, not action? Or is the self-revelation of
characters not action when Shakespeare writes a
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soliloquy in Hamlet or Strindberg a dramatic mono-
logue in The Stronger? Is not even a succession of
moods, as in Maeterlinck’s The Intruder, ‘‘action,”
and is not the organization of the mood—with a
“beginning, middle, and end,’”’ with a rising intensity
and a final discharge of tension—*‘plot.”’?

It may have to be conceded, nevertheless, that a
complete reconciliation cannot be effected between
the introspective moderns and Aristotle. It is pre-
cisely matters of degree that are decisive in art, and
a strong inclination in one direction or another de-
termines the singular quality of an author’s writing.
We are forced back, as is Butcher, to the position
that for Aristotle, too, action could not be consonant
solely with external activity. Aristotle, moreover,
does not think of action without characters—char-
acters so fully realized, indeed, that he pays special
attention to their ethical disposition, or ethos, and
their intellectual content, or dianoia. It is because
Aristotle kept his mind on the nature of the drama
as the medium in which things are represented rather
than narrated, and surely not because he was less
interested in man than we are, that he gave priority
to action. If he refrained from painting a nimbus
around characterization as an element in drama, we
may be certain that he took it for granted that
tragedy’s sole consideration was man and his destiny.
Nor was there, indeed, any want of characterization
or even ‘psychological interest’” in the classical
works he knew and admired. They are actually less
plotty than many later tragedies. If character de-
velopment is less marked in the Greek tragedies than
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in Shakespearian and some modern dramas, the main
reason is structural: a Greek tragedy is shorter and
starts closer to the crisis of the story.

Can we be so certain, finally, that the trend in
modern literature has been in all respects contrary to
the Aristotelian emphasis on action or that we may
not actually come full circle round to it? Two nine-
teenth century ideas in criticism have proved seminal
in our time. One is Hegel’s dialectical view that a
conflict of opposites is the driving force in tragedy,
and the other is Brunetiére’s stress on the volitional
factor in drama—specifically, that ‘drama is the
representation of the will of man in conflict.” Both
concepts are more honored in the teaching and praec-
tice of playwriting today than is the romanticist
Schlegel’s preference for subjective experience and
sensation; this in spite of later symbolist theory in
literature and in spite of Gordon Craig’s emphasis
on nuance and suggestion in the art of theatrical pro-
duction. Both ideas, ‘“tragic conflict”’ and ‘“‘the will
of man in conflict,” have found a specially active
realization in social, especially ‘‘class-struggle,”
drama in our century; and this, in spite of theories of
social determinism in human behavior. Today, in
fact, the tide may often be seen running counter to
introspective writing, which has been subjected to
denunciation from both the political right and the
political left. Activism in art has been propounded
by Malraux during both his communist and De
Gaullist phases. ‘“Epic drama,” as preached and
practiced by the German poet-playwright Brecht, re-
gards action as the very end of dramatic demonstra-
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tion. So much so, indeed, that Brecht deprecates a
katharsis or purgation of the emotions, lest the emo-
tional involvement of the spectator blind him to
courses of action and drain him of the will and ability
to be effective in life! In Sartre’s existentialism, too,
action is considered the exclusive test of character.
Propagandist ‘‘class-struggle’’ literature never fails,
of course, to represent action and to clamor for it,
and “‘Socialist Realism,”’ entrenched in a large seg-
ment of the world, rules out subjectivity in the arts
as a symptom of middle-class decadence. It is, in-
deed, a question whether, were Aristotle alive today,
he would not be more disconcerted by those who
could agree than by those who would disagree with
him on the primacy of action.

IV

The largest area of discussion is opened up by
Aristotle’s special enthusiasm for tragedy as a liter-
ary form, although the subject might not have
loomed as large as it does in his book if the Pogrics
contained the treatment of comedy promised by him.
With the examples of the OpyssEy and ILiap before
him, Aristotle, it is true, esteems epic poetry highly.
Yet after noting the attributes epic poetry has in
common with tragedy, he gives his accolade to the
latter as the more unified and concentrated art. It
is possible to contend, as it has indeed been con-
tended, that the novel, which is the present equiva-
lent of the epic, is the superior form of modern
literature. Weighty evidence can be collected in
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favor of this view if we confine ourselves only to THE
RED AND THE BLACk, WAR AND PEAcCE, THE BrOTH-
ERS KArRamazov, Proust’s novelistic cycle, THE
Magic MouNTAIN, and, perhaps, ULyssEs, in which
Joyce paralleled the epic events and structure of the
Opyssey. Those who, like T. S. Eliot, set a higher
valuation on THE Divine CoMeDpY than on Shake-
speare’s work, can also throw Dante’s epic into the
scales. And it might also be contended that had
Aristotle known Hamlet, King Lear, and Antony and
Cleopatra, he might not have been able to draw the
line between epic and dramatic form quite so sharply.
Today, indeed, we find the school of ‘“‘epic drama,’”
led by Piscator and Brecht, maintaining that drama
needs epic scope if it is to express modern life. But
Aristotle’s ideal tragic form does have a valid claim
to esthetic superiority in so far as, other qualities
being equal, a work that exerts a single concentrated
effect is superior to a work that does not. As a
logician, too, Aristotle could hardly resist favoring
the tightly closed system of Greek tragedy, and we
may also remember that he was the spiritual heir of
the fifth century Athenian civilization in which the
classic drama attained its perfection after epic writ-
ing had lost vitality.

We are primarily concerned, then, with tragedy
when . we read the PogTics, and it is a subject full of
pitfalls and miasmas largely of our own making since
the sixteenth century. Involved in this subject are
such matters as the character of the tragic hero, the
manner in which tragic purification is effected, the
matter with which tragedy can treat, and the va-
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rieties of tragic effect. The accepted view is that
tragedy must concern itself with a character well
above the common level, that we must be emotionally
shattered and yet somehow purified by his expe-
rience, and that there is only one kind of drama—a
character’s downfall—that can effect all this. These
ideas dominate most thinking about tragedy, judg-
ments on plays, and prescriptions for the stage. We
may wonder, however, whether these have not been
employed too narrowly and without reference to cor-
rectives supplied by Aristotle himself. We shall not
perhaps feel entirely reconciled to modern drama
until we realize how broadly operative his thinking
is by comparison with the tendency to seize upon
one of his ideas and erect it into a taboo or a pre-
scription.

When we talk of the uncommon nature of the hero,
for example, as well as when we tend to think of
tragedy occurring only in a rarified atmosphere of
conflict uncontaminated by ordinary life, it is useful
to recall that for Aristotle the gratification of art
comes first of all from ‘‘recognition.” In harmony
with his theory of art as an ‘“‘imitation,’”’ he declares
that our pleasure comes from ‘‘seeing a likeness,”
although he is not so dogmatic as to assert that
gratification may not also have other sources, such as
artistic execution. And surely, if this is so, is there
not a place in tragedy for an ordinary man? Not
merely for a man of low station, which is now granted
by modern critics, but for a man whose mentality is
common and whose spiritual endowment is not
notably above the ordinary. Many effectively real-
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ized characters of serious modern drama fall into this
category. Are modern plays that revolve around
them, such as Ghosts, Drayman Henschel, and The
Lower Depths, automatically ruled out as tragedies,
as many a critic has maintained, or is there a type
of “naturalistic tragedy’’ to which we owe respect as
a high form of dramatic art even if it does not satisfy
the standardized. requirements for so-called high
tragedy?

May we not wonder in the case of such a powerful
example of intermediate drama as Arthur Miller’s
Death of a Salesman whether the audiences have not
been more strongly moved and, indeed, uplifted by
the superannuated salesman’s close likeness to them-
selves and people they know than by anything extra-
ordinary in the character? Here the critic for whom
tragic experience is the prime requisite, if he does
not rule the play out of the argument as pathetic
rather than tragic, has only one recourse. He can
maintain that Miller’s drama scales the tragic
heights because the character Willy Loman is extra-
ordinary in the persistent efforts he makes to hold
on to high evaluations of himself and his son Biff, in
the passionateness of his nature, and in his excep-
tional capacity for suffering. Yet even if this con-
tention is correct in every particular (and not every-
one will grant this in America while few have
granted it in England), it is undeniable that the
element of ‘“‘recognition’ is dominant and decisive in
Death of a Salesman. Audiences would have dis-
missed Willy as simply an untragic, merely pathetic,
dolt if he had not been so much like themselves and
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their relatives and acquaintances whose defects are
neither heroic like Macbeth’s nor ludicrous like Mal-
volio’s. If his struggles and sufferings provided them
with tragic exultation, it was less because Willy was
eminent than because he epitomized their own lack
of eminence. If they did not consider him ignoble,
it was because they do not consider themselves
ignoble. If he made large claims upon their sym-
pathy, it was because, along with Arthur Miller, they
attributed his failure, as well as their own, to en-
trapment in social delusions and circumstances. If
they considered him heroic at all, they did so es-
sentially in terms of their awareness of how much
fortitude the soul must bring to common everyday
situations, his and theirs. If our aristocratic sensibili-
ties shudder at the thought of this democratization
of tragedy, and if Aristotle himself, living in a society
founded on slave labor, was actually unlikely to con-
ceive of tragedies devoted to the Willy Lomans of
the world, the trend in this direction has been none-
theless strong. And Aristotle’s own plain words are
less of a prohibition of tragic gratification on Willy
Loman’s democratic level than his interpreters as-
sume when they rhapsodize, as he definitely did not,
over the spiritual elevation of tragic heroes.

As for Aristotle’s principle of katharsis through
“pity and fear,” continually stressed after him,
should we not also limit the degree of emotional in-
volvement required for purgation by tragedy? ‘‘Ob-
jects,” Aristotle writes, “which in themselves we view
with pain, we delight to contemplate when repro-
duced with minute fidelity.”” Implicit here is the
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doctrine of ‘“‘esthetic distance’’—to wit, that we de-
rive gratification in art from being able to stand at
some remove from the object. The death of a charac-
ter simulated on the stage or described in the pages of
a book can be artistically gratifying whereas, in
normal cases, the actual death of a person in our
presence is only painful. If Aristotle does cite the
arousing of ‘“‘pity and fear’” as the specific charac-
teristic of tragedy, he does not insist that it is the
only element that makes the pain of tragedy ‘‘pleas-
urable.” Katharsis in tragedy is more dependent
than has been generally realized upon this esthetic
distance and upon the perspectives it affords. Other-
wise it would be impossible to explain how we are
to be liberated from the pity and fear we are sup-
posed to experience in witnessing a tragedy. And to
what end would Aristotle have made dianoia or the
thought (or intellect) of characters an important
dramatic element and described it as containing the
subdivisions of “proof and refutation’” and the ‘“‘sug-
gestion of importance and its opposite’’ if he had
considered nothing but emotion important in trag-
edy?*

*In ‘“Catharsis and the Modern Theatre” (EUrRoOPEAN THEORIES
oF Drama, ed. by Barrett H. Clark, Crown Publishers, 1947), I
have maintained that there can be no complete purgation for the
spectator or reader without ‘“‘enlightenment’® ensuing upon the ‘“pity
and fear’’ he has experienced; and there can surely be no enlighten-
ment concerning an experience that we cannot view from some
emotional distance. Maxwell Anderson, in TuHr EsseNcE orF
TRAGEDY, postulated that the tragic hero must make some decisive
discovery about himself and about the world that will alter his
course of action. This, of course, affords realizations to the audience
as well, and neither the tragic hero nor his audience can of course

arrive at such realizations while engaged in purely emotional re-
actions.
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Merely being enabled by the artist to stand at
some distance from a painful experience, to observe
and understand it, can in itself afford some release
from our tensions. And if it is our own tension or
plight that we are able to discover and evaluate in
others, our release from it is all the greater. In a
sense, we master what we manage to observe ob-
jectively. In harping continually on the idea of
“pity and fear,” critics and writers, ever since the
great critic Lessing hammered away at it in his
HamBUrRG DRAMATURGY, in order to discredit feeble
neoclassic French tragedy, have virtually given the
impression that tragedy is an emotional orgy. Un-
questionably an orgy can exhaust us to such a degree
that we are no longer capable of feeling our own and
our fellow-creature’s pain. But is this the most de-
sirable way to be ‘‘released,” and is it consonant with
the dignity of tragic art, which is expected to sharpen
our sensibilities instead of dulling or numbing them?
Emotional involvement and detachment, ‘“pity and
fear’’ and objectivity, are present in tragedy, and
to varying degrees in different plays, as well as in
different effective productions of the same play.
Aristotle’s thinking, indeed, allows for far greater
latitude than is usually assumed in the major
qualifying statement of the Porrics which reads:
“Whether Tragedy has yet perfected its proper types
or not, and whether it is to be judged in itself or in
relation also to the audience—this raises another
question.” This single sentence, which gives us free-
dom to reconsider tragic art since his time, should
certainly give pause to critics who maintain that
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playwrights since Ibsen have not written true trage-
dies because the plays fail to conform to the postu-
lated absolutes for tragic art.

Cannot a problem play, for example, be a tragedy?
Aristotle never had to consider this question in our
particular terms because the problems he found in
such Greek tragedies as Aniigone and The Trojan
Women—the rival claims of private conscience and
obedience to the state or the inhumanity of war—
were surely inherent in the traditional material upon
which they were based. Is there not, besides, a
genuine tragedy of attrition, best exemplified by
The Three Sisters and The Cherry Orchard, as more
or less distinct from the classic tragedy of a re-
sounding fall from a great height? And have we not
overstressed the ‘““fall” as a tragic element even in
the older drama? Is not attrition, or the “breaking
down’”’ process, actually an element in such plays as
Oedipus the King, King Lear, and Macbeth. 1 may
not be alone in reporting that I have been more
deeply stirred by the manner in which Oedipus is
deprived of his certainties and Lear is worn out as a
human being than by a precipitate fall from great-
ness.* It is not that they are hurled down like

*J. Dover Wilson’s description is to the point: “Lear is a king
‘more sinned against than sinning.” Hell, in the person of his two
daughters and in the symbol of the storm, scems to rise up in full
panoply, first to crush the old man’s pride, then to overthrow his
intellect, and last of all to break his heart.”” This suffering does not,
of course, deprive Lear of sublimity but actually enables his great-
ness to shine forth, just as fate brings out the greatness in that other,
even more ensnared, king Qedipus. ‘‘The Lear that dies,” writes
Wilson, “is not a Lear defiant, but a Lear redeemed’’ in his late-won

humility, presenting to God ‘‘the oblation of a broken heart.”” (THE
EssgNTIAL SHAKESPEARE, pp. 124-27)
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Lucifer from heaven but that they crumble in some
fundamental respect, as many men do, that moves
me most. And I should have been so moved, 1 sus-
pect, even if Oedipus had not gouged out his eyes
at the end and Lear had not died. To be ground
down is the most universal—the only truly universal
—destiny. It can also be made just as pitiful and
fear-inspiring as physical destruction. Even Mac-
beth, who falls like a tower, is most profoundly
tragic in the gradual deterioration of his character,
and the most plangent notes in the play come after
his way of life is ‘“fall’n into the sear, the yellow
leaf” in the great ‘“Tomorrow, and tomorrow, and
tomorrow’’ soliloquy of universal disenchantment.
The only difference between his end and that of such
modern characters as ‘‘the three sisters’ and the
‘““cherry orchard’ family is that he rallies his spirits
to wage a final battle in which he is slain whereas they
rally their spirits to endure the continuance of their
misfortunes; and we may wonder which is the more
trying experience requiring the greater fortitude.

It is pertinent, indeed, to observe that Aristotle,
like the Greek playwrights and the play-contest
judges of the Theatre of Dionysus, does not insist
that all the plays the Greeks called tragedies must
end in disaster; he prefers a catastrophic ending as
the best or ‘‘perfect’”’ for tragedy, but refers to two
possible sequences of events—‘‘a change from bad
fortune to good, or from good fortune to bad.” We
may be certain, for example, that Aristotle would
have accepted Anna Christie as a tragedy in spite of
the resolution in which Anna and her suitor are
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reconciled. The Greeks had no separate category for
“tragicomedy.” And does it really matter whether
we insist upon a sharp distinction, as we have tended
to do? There is more high seriousness in Sophocles’
Philoctetes, which has a ‘“happy ending,”” than in
gory Gorboduc or Titus Andronicus. If we put a low
estimation on, let us say, some of Fletcher’s tragi-
comedies and Cymbeline, not $é#mention Hollywood
drama, our criticism is surely founded on other con-
siderations than ‘‘the change from bad fortune to
good;”’ we object to the unconvincing manner in
which the happy ending is effected and to the organi-
zation and quality of the work as a whole. Normally,
as Aristotle noted, the disastrous conclusion is more
tragic. but the tendency of modern drama to omit
the last rites and come to rest on what Aristotle in-
definitely calls ‘““the scene of the suffering’’ is not
inconsonant with tragic effect? Shaw actually re-
garded the fatal endings in Ibsen’s plays as a defect.
In taking exception to the suicide of Hedda Gabler,
he held that the real tragedy of the futile Heddas of
the world is not that they die but that they have to
live on. To have to live on is also, in a sense, the
ultimate tragedy of Oedipus at the end of Oedipus
the King.

v

For all the qualifications we may or must, indeed,
make concerning any narrow interpretation of trag-
edy that places most modern drama beyond the
pale, it is, nevertheless, true that there is an irre-
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ducible minimum below which no play can fall with-
out losing tragic distinction. The ‘“letter’’ of pre-
scriptions for tragedy is immaterial; the spirit is all
important. Even those who put altogether too nar-
row constructions upon the concept of tragedy may
be forgiven, because their eyes are fixed on the pro-
foundly spiritual gg@ence of the tragic experience.
This essence is sometimes referred to as tragedy’s
‘“universality’’ but with questionable applications.
The term has been used, for example, as a weapon
in the hands of critics of modern ‘“problem plays.”
It is true enough that writers of such plays should
be aware of the commonplaceness and imperma-
nence they risk when they present sociological mat-
ter. But it is not at all certain that the genius of a
writer cannot under any circumstances transmute a
present subject into a universal one. It was the
problem Maxwell Anderson set himself in Winterset,
even if he ultimately flew away from it on pseudo-
Shakespearian wings. And, in any case, the fear of
impermanence and ‘‘untragic’ drama has not, and
need not, deter an able playwright from taking ad-
vantage of the communion that is theatre and from
having his say in it. Greatness, like lightning, strikes
infrequently. While we wait for it, it is well at least
to have a vital theatre that has interest and meaning
for its own time. Nor is it certain that the worship
of universality is not hedged about with its own
dangers. The cult can encourage writing in a
vacuum. It can divert the writer from his own times,
about which he knows something by observation, into
a world he knows only through literature. He may
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also become a mere echo of the great writers of the
past and intoxicate himself (as, for example, George
Chapman, Schiller, and occasionally Maxwell And-
erson did) with his own high-sounding generalizations
to the detriment of significant action and characteri-
zation. Concerning ‘‘universality,” as concerning
other matters, Aristotle’s own words are, in fact, de-
flatingly modest. ‘“By the universal,”” he writes, “I
mean how a person of a certain type will on occasion
speak or act, according to the law of probability or
necessity.”” He does not impregnate the term with
philosophical or spiritual content. We must not lay
at his door the sententious magniloquence of some
genuine and many pinchbeck tragedians.
Universality, if not romantically misconstrued, is
a quality of tragedy. But the most distinctive value
of tragic art consists of the high valuation it places
upon man as a species and upon the individual as its
representative. Tragic art predicates the special
universality of man’s capacity for greatness of soul
and mind in spite of his hamartia or the flaw in his
nature. Man is endowed with an acceptable or a
deplorably perverse yet somehow admirable nobility
(rather than eminence) in so far as his tragic repre-
sentatives belong, in Edith Hamilton’s apt words,
“to the only true aristocracy, that of all passionate
souls.”* The French critic Saint-Evremond declared
that tragedy induced ‘‘admiration,” and it does, if
*Aristotle’s own spare words are that tragedy is “an imitation of
persons who are above the common level” and should ‘‘preserve
the type and yet ennoble it,”” which may mean simply that the

character’s traits should be carried to some pitch of intensity or be
given more than inconsequential dimensions.
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not necessarily in the old-fashioned heroic sense of
the term. Tragedy is a poetry of man. The indi-
vidual is exemplified by the highest reaches of his
humanity in erring and bearing the consequences,
willing and suffering, groping and arriving at deci-
sions, collaborating in his destiny (becoming its dupe
when necessary but never its puppet), and affirming
his personality even in defeat and dissolution.
Twentieth century critics and playwrights have
fixed their expectations for the drama almost ex-
clusively upon this view of tragedy and have sub-
ordinated virtually every Aristotelian principle to it.
Romantic Aristotelianism has been the keynote of
our criticism.* The latter-day Aristotelians, have

*Even practitioners of the ‘‘New Criticism,” who pay more atten-
tion to the ‘‘texture’ of literature than to its explicit ideas, do not
provide an exception. Their talented leader John Crowe Ransom
arrives at the concept of ennoblement via his own close consideration
of writing. In the stimulating essay ‘“The Literary Criticism of
Aristotle” (LEcTtures IN CriticisM, Pantheon Books 1949), called
to my attention by Dr. Dorothy Richardson of Queens College,
Ransom holds that the poetry in tragedy diverts us from obsessive
horror. We recover presence of mind when the mind resumes its
“gallant and extravagant activities.”” And identification makes it
possible for us to experience the tragic katharsis because the heroes
of Greek tragedy ‘‘themselves were not terrified out of their wits but
continued in the easy exercise of the most liberal powers of mind.”
With the tragic characters, we experience a suspension of mere
animal suffering. Tragedy, then, enables our sensibility to triumph
over ‘‘vile occasions.”

For Ransom, ‘“‘the heroic style is the thiug.”” This is a poet’s view
of tragedy, and I am not certain that it is strictly applicable to plays
where the characters are incapable of deathless poetry. But Ran-
som’s view, too, gives primacy to the concept of tragedy as an
exaltation of man’s status in the animal world, and Ransom con-
cludes that the tragic hero ends “in full character . . . perfect in his
fidelity to the human career.”
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turned compulsively to tragedy as a way—as the
only way—of asserting the stature or dignity of the
human being in the face of the indignities of a world
of real and fancied slurs on man. Whether or not
they have been entirely correct in attributing the
whittling down of the individual to the literature and
plays, the psychopathology and psychoanalysis, and
the science and philosophy, as well as the social
pressures, of our time is a large question. The fact
is that the critics express an unease and uncertainty
characteristic of Western society in our century, and
their romantic vocabulary betrays a sense of dismay,
if not actually, of defeat. They speak of the ‘“‘recon-
ciliations’ and ‘‘consolations’”’ of tragedy in the ac-
cents of Schopenhauer, and even their strenuousness
in affirming the strong spirit of man sounds com-
pensatory in a familiar, Nietzschean vein. Be that as
it may, their disenchantments combine with their
protest against a petty world and against petty views
of man to crystallize an attitude that later and per-
haps happier times may set down as unduly ro-
mantic. Only theological thinking, on the one hand,
and collectivist thinking, on the other, actually chal-
lenge this emphasis at present—the former by warn-
ing us that neither man nor art should be exalted
without reservations, the latter by deprecating the
stress on ‘‘individualism.”

If Aristotle’s book had not provided the fabric of
this view of tragedy, it would have been spun out of
the tragic literature of the past, as well as out of the
needs of present-day critics and writers themselves.
But it so happens that the fabric can be assembled
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rom various elements in the PoeETics—from Aris-
,otle’s references to the uncommon character of the
ragic heg_c_?f the high style of tragic writing, and the
fistinctive function of tragedy in effecting a purga-
iion of the soul. Aristotle’s view that the spectator
‘s to be cleansed specifically of ‘‘pity and fear’’ has
seen made to signify a general cleansing—a view that
1 classicist such as Aristotle would perhaps have dis-
slaimed as fuzzy thinking. According to contempo-
‘ary critics and dramatists—among whom Joseph
Wood Krutch, Edith Hamilton, Philo Buck, John
Mason Brown, and Maxwell Anderson have been
-epresentative—the tragic hero wins a final victory
“or mankind over pettiness and pain. His personality
sxalts the human race, his struggle exhilarates men,
and even his death is an affirmation.

For Joseph Wood Krutch, in his chapter on ‘“The
Tragic Fallacy,”’* tragedy was predicated upon the
ability of men to believe ‘‘in the greatness and im-
portance of men.”” The writer may ‘‘not believe in
God, but he must believe in man.”” Tragedy is, then,
a ‘‘profession of faith,” although Mr. Krutch re-
flected that it could suffer the ‘““fate of all faiths’’ and
be ‘‘ultimately lost as a reality,” as, indeed, he
thought it had already been ‘‘in those distressing
modern works sometimes called by its name.” (And
in this connection we may reflect that there have
already been periods of world history in which the
humanistic basis for tragedy was absent and no
tragic literature was created.) Almost at the same
time, in THE GREEK WAY TO WESTERN CIVILIZA-

*TeE MoperN TEMrER (1929).
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TION (1929), Edith Hamilton maintained a similar
view. For her, tragedy is “pain transmuted into
exaltation by the alchemy of poetry,” and the
‘“‘dignity and significance of human life”’ is attested
by the tragic hero’s rich capacity for ‘“‘the high
estate of pain.”” For Maxwell Anderson, in THE
EsseNcCE oF TraGEDY (1938), a tragedy had to pro-
ceed toward a ‘‘spiritual awakening, or rejuvenation”
of the hero. The tragedian must ‘‘so arrange his
story that it will prove to the audience that men
pass through suffering purified, that, animal though
we are in many ways, there is in us all some divine,
incalculable fire that urges us to be better than we
are.”” Somewhat more ecstatically, John Mason
Brown voiced the same faith in his Broapway IN
Review (1940), declaring that tragedy leaves us
‘“spiritually cross-ventilated;” and even the less
eloquent author of the present Introduction referred
to the final tragic experience, in ‘“‘Catharsis and the
Modern Theatre” (1937, 1946), as ‘‘a state of grace

. . an Apollonian attitude . . . a clarity of mind and
spirit, a resilience and cheerfulness even.”

If such statements as these seem curiously rhap-
sodic by comparison with Aristotle’s matter-of-fact
notations, if they appear to be time-dictated intensi-
fications of his bland analysis, they are, nevertheless,
allied to the man-centered point of view in the
PorTics. Provided we do not really turn tragic art
or any form of art into an ersatz religion and believe
that the substitute can actually take the place of the
genuine article; provided, too, that we refrain from
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slighting the plain but serviceable humanism of good
untragic drama, we serve Aristotelian humanism
well with this stress on tragic ennoblement. And so
it appears that the reverberations of Aristotle’s book
continue to be as strong as ever, and more clearly
perhaps than ever before they ring out words that
penetrate the heart of man. This has been a curious
destiny for an incomplete first manual on literature,
but it is surely the best evidence of its power of
survival. Its survival can, indeed, be truly jeopard-
ized only by the triumph of a philosophy that would
abolish concepts of right and wrong and of individual
responsibility, deny the possibility of free will, and
reduce life to pure mechanism or to nihilistic mean-
inglessness. In such an event, the PoeTics would be
a mere relic from a vanished age. Because this
possibility, indeed, seems no longer speculatively re-
mote, there is all the more reason for interest in Aris-
totle’s essay as a document in the history of civiliza-
tion and as an affirmation.

The PorTics is, nonetheless, I repeat, a book
through which a reader should move warily. We
must avoid coming out of our reading with impres-
sions either too strict or too loose. A “little knowl-
edge’’ in the case of this book has proved ‘“‘a danger-
ous thing’’ for many centuries and to many men,
including even scholars. Butcher’s ARISTOTLE’S
TrEORY OF POETRY AND FINE ART, therefore, still
makes large claims upon our attention.
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Spingarn (J. E.), 4 History of Literary Criticism in the Renaissance.
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Tucker (T. G.), Aristotelis Poetica. London, 1899.

Saintsbury (G.), 4 History of Criticism, Vol. I. Edinburgh and London,
1900.

Finsler (G.), Platon und die Aristotelische Poetik. Leipzig, 1900.

Courthope (W. J.), Life in Poetry : Law in T'aste. London, 1901,

Bywater (1.), On certain technical terms in Aristotle’s Poctics, Festschrift
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Tkat (J.), Ueber den arabischer Kommentar des Averroes zur Poetik des
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NOTE

ProreEssor BurcHER's preceding bibliography ends in 1906. Note-
worthy editions of Aristotle’s text appeared after that date. These
are: Ingram Bywater’'s edition, published in 1909; D. S. Margou-
liouth’s, in 1911; A. Rostagni’s, in 1927; and Alfred Gudeman’s, in
1934.

Concerning these texts, however, crities are likely to agree with the
opinion of Professor W. K. Wimsatt, Jr. (in the New Scholasticism,
Vol. XXVI, No. 4) that the revisions of the text, derived from the
Arabic version and MS Riccardianus, 48, “are not as a matter of fact
important enough to have worked any substantial damage to the
theoretical part of Butcher’s labor.”

Among English translations after 1906, the most notable were:

Cooper (Lane), Aristotle on the Art of Poetry, subtitled “An Amplified
Version with Supplementary Illustrations for Students of FKng-
lish.” First edition, Boston, 1913; revised edition, Ithaca, N.Y.,
1947,

Bywater (Ingram), Aristotle on the Art of Poetry. Oxford, Clarendon
Press, 1920. Professor Gilbert Murray has supplied an illuminat-
ing preface to this translation, which is a terser version than
Butcher’'s.

Nahm (Milton C.), Aristotle on the Art of Poctry with a Supplement:
Aristotle on Music. New York, The Liberal Arts Press, 1948,
This is a slightly corrected text of Butcher's elassic translation
prepared by Professor Nahm of Bryvn Mawr College for the
“Little Library of Liberal Arts”’ series.

Aristotle’s Poetics, along with his other works, continued to occupy
the minds of scholars and crities to such a degree that additiona to

Butcher’s bibliography would have to be forbiddingly extensive.

J. Q.
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ARISTOTLE’S POETICS

ANALYSIS OF CONTENTS

. ¢Imitation’ (ulunoes) the common principle of the Arts of Poetry,

Music, Danbcing, Painting, and Sculpture. These Arts dis-
tinguished according to the Medium or material Vehicle, the
Objects, and the Manner of Imitation. The Medium of
Imitation is Rhythm, Language, and * Harmony ' (or Melody),
taken singly or combined.

The Objects of Imitation.
Higher or lower types are represented in all the Imitative
Arts. In Poetry this is the basis of the distinction between
Tragedy and Comedy.
The Manner of Imitation.
Poetry may be in form either dramatic narrative, pure

narrative (including lyric poetry), or pure drama. A
digression follows on the name and original home of the
Drama.

The Origin and Development of Poetry.

Psychologically, Poetry may be traced to two causes, the
instinct of lImitation, and the instinct of ‘Harmony’ and
Rhythm.

Historically viewed, Poetry diverged early in two directions:
traces of this twofold tendency are found in the Homeric poems:
Tragedy and Comedy exhibit the distinction in a developed
form.

The successive steps in the history of Tragedy are enumer-
ated.

Definition of the Ludicrous (79 «yeloior), and a brief sketch of the
rise of Comedy. Points of comparison between Epic Poetry
and Tragedy. (The chapter is fragmentary.)

1



VI.

VII.

VIII.

XI.

XIIL

XIIlL

X1V,

XvV.

XVI.
XVIIL

ARISTOTLE’'S POETICS

Definition of Tragedy. Six elements in Tragedy : three external,
—namely, Spectacular Presentment (6 7ijs 8 ews xéouos or 8ypus),
Lyrical Song (uelowoula), Diction (Aéges); three internal,—
namely, Plot (uifos), Character (#8os), and Thought (8cdvoia).
Plot, or the representation of the action, is of primary import-
ance ; Character and Thought come next in order.

The Plot must be a Whole, complete in itself, and of adequate
magnitude.

The Plot must be a Unity. Unity of Plot consists not in Unity
of Hero, but in Unity of Action.
The parts must be organically connected.

. (Plot continued.) Dramatic Unity can be attained only by the

observance of Poetic as distinet from Historic Truth ; for
Poetry is an expression of the Universal, History of the Par-
ticular. . The rule of probable or necessary sequence as applied
to the incidents. Certain plots condemned for want of Unity.

The best Tragic effects depend on the combination of the
Inevitable and the Unexpected.

. (Plot continued.) Definitions of Simple (d¢mAot) and Complex

(wemheyuévor) Plots.

(Plot continued.) Reversal of the Sitnation (remmérea), Recog-
nition (drayrdpeaes), and Tragic or disastrous Incident (wdbos)
defined and explained.

The ‘quantitative parts’ (uépm xard 73 wogébr) of Tragedy de-
fined : —Prologue, Episode, ete.  (Probably an interpolation.)

(Plot continued.) What constitutes Tragic Action. The
change of fortune and the character of the hero as requisite
to an ideal Tragedy. The unhappy ending more truly tragio
than the ‘poetic justice’ which is in favour with a popular
audience, and belongs rather to Comedy.

(Plot continued.) The tragic emotions of pity and fear should
spring out of the Plot itself. To produce them by Seenery or
Spectacular effect is entirely againsat the spirit of Tragedy.
Examples of Tragic Incidents designed to heighten the
emotional effect.

The element of Character (as the manifestation of moral purpose)
in Tragedy. Requisites of ethical portraiture. The rule of
necessity or probability applicable to Character as to DPlot.
The ¢ Deus ex Machina’ (a passage out of place here). How
Character is idealised.

(Plot continued.) Recognition : its various kinds, with examples.
Practical rules for the Tragic Poet :
(1) To place the scene lLefore his eyes, and to act the
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parts himself in order to enter into vivid sympathy with the
dramatis personae.

(2) To sketch the bare outline of the action before proceed-
ing to fill in the episodes.

The Episodes of Tragedy are here incidentally contrasted
with those of Epic Poetry.

Further rules for the Tragic Poct :

(1) To be careful about the Complication (dés:s) and Dé-
nouement (Aaes) of the Plot, especially the Dénouement.

(2) To unite, if possible, varied forms of poectic excellence.

(3) Not to overcharge a Tragedy with details appropriate
to Epic Poetry.

(4) To make the Choral Odes—like the Dialogue—an organic
part of the whole.

. Thought (3udrvowa), or the Intellectual element, and Diction in

Tragedy.

Thought is revealed in the dramatic speeches composed
according to the rules of Rhetoric.

Diction falls largely within the domain of the Art of
Declivery, rather thau of Poetry.

Diction, or Language in general. An analysis of the parts of
speech, and other grammatical details. (Probably interpolated.)

. Poetic Diction. The words and modes of speech admissible

in Poetry : including Metaphor, in particular.
A passage—probably interpolated—on the Gender of Nouns.

(Poetic Diction continued.) How Poetry combines elevation of
language with perspicuity.

Epic Poetry. It agrees with Tragedy in Unity of Action : herein
contrasted with History.

(Epic Poctry continued.) Further points of agreement with
Tragedy. The points of difference are enumerated and illus-
trated,—namely, (1) the length of the poem ; (2) the metre ;
(3) the art of imparting a plausible air to incredible fiction.

Critical Objections brought against Poetry, and the principles on
which they are to be answered. In particular, an elucidation
of the meaning of Poetic Truth, and its difference from common
reality.

A general estimate of the comparative worth of Epic Poetry and
Tragedy. The alleged defects of Tragedy are not essential toit.
Its positive merits entitle it to the higher rank of the two.



ABBREVIATIONS IN THE CRITICAL NOTES

Ac=

apogr. =

Arabs =

Ald.

Vahlen =

Vahlen coni. =

the Parisian manuscript (1741) of the 11th
century : generally, but perhaps too con-
fidently, supposed to be the archetype from
which all other extant MSS. directly or in-
directly are derived.

one or more of the MSS. other than A¢,

the Arabic version of the Poetics (Paris 882 A),
of the middle of the 10th century, a version
independent of our extant MSS. It is not
directly taken from the Greek, but is a trans-
lation of a Syriac version of the Poetics by an
unknown author, now lost. (The quotations
in the critical notes are from the literal Latin
translation of the Arabic, as given in Mar-
goliouth’s Analecta Orientalia.)

the Greek manuscript, far older than A° and no
longer extant, which was used by the Syriac
translator. (This symbol already employed
by Susemihl I have taken for the sake of
brevity.) It must be remembered, therefore,
that the readings ascribed to Z are those which
we infer to have existed in the Greek exemplar,
from which the Syriac translation was made.

the Aldine edition of Rhetores Graeci, published
in 1508.

Vahlen’s text of the Poetics Ed. 3.

a conjecture of Vahlen, not admitted by him into
the text.

words with manuscript authority (including A°),
which should be deleted from the text.

a conjectural supplement to the text.

a lacuna in the text.

words which are corrupt and have not been satis-
factorily restored.
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ARISTOTLE’S POETICS

I propose to treat of Poetry in itself and of its various
kinds, noting the essential quality of each; to inquire into
the structure of the plot as requisite to a good poem ;
into the number and nature of the parts of which a
poem is composed ; and similarly into whatever else falls
within the same inquiry. Following, then, the order of
nature, let us begin with the principles which come
first.

Epic poetry and Tragedy, Comedy also and Dithyrambic 2
poetry, and the music of the flute and of the lyre in
most of their forms, are all in their general conception
modes of imitation. They differ, however, from one s
another in three respects,—the medium, the objects, the
manner or mode of imitation, being in each case
distinet. |

For as there are persons who, by conscious art or4
mere habit, imitate and represent various objects through
the medium of colour and form, or again by the voice;
so in the arts above mentioned, taken as a whole, the
imitation is produced by rhythm, language, or ¢ harmony,’

either singly or combined.
7
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Thus in the music of the flute and of the lyre,
‘harmony’ and rhythm alone are employed; also in
other arts, such as that of the shepherd’s pipe, which
are essentially similar to these. In dancing, rhythm 5
alone is used without ‘harmony’; for even dancing
imitates character, emotion, and action, by rhythmical
movement. '

There is another art which imitates by means of 6
language alone, and that either in prose or verse—which

1447 b verse, again, may either combine different metres or con-
sist of but one kind—but this has hitherto been without
aname. For there is no common term we could apply to 7
the mimes of Sophron and Xenarchus and the Socratic
dialogues on the one hand; and, on the other, to
poetic imitations in iambic, elegiac, or any similar
metre. People do, indeed, add the word ‘maker’ or
¢poet’ to the name of the metre, and speak of elegiac
poets, or epic (that is, hexameter) poets, as if it were not
the imitation that makes the poet, but the verse that
entitles them all indiscriminately to the name. Even 8
when a treatise on medicine or natural science is brought
out in verse, the name of poet is by custom given to the
author; and yet Homer and Empedocles have nothing in
common but the metre, so that it would be right to
call the one poet, the other physicist rather than poet.
On the same principle, even if a writer in his poetic 9
imitation were to combine all metres, as Chaeremon did
in his Centaur, which is a medley composed of metres
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of all kinds, we should bring him too under the general
term poet. So much then for these distinctions.

There are, again, some arts which employ all the 10
means above mentioned,—namely, rhythm, tune, and
metre. Such are Dithyrambic and Nomic poetry, and
also Tragedy and Comedy; but between them the
difference is, that in the first two cases these means
are all employed in combination, in the latter, now one
means is employed, now another.

Such, then, are the differences of the arts with respect
to the medium of imitation.

1I Since the objects of imitation are men in action, and

82 these men must be either of a higher or a lower type
(for moral character mainly answers to these divisions,
goodness and badness being the distinguishing marks
of moral differences), it follows that we must represent
men either as better than in real life, or as worse, or
as they are. It is the same in painting. Polygnotus
depicted men as nobler than they are, Pauson as less
noble, Dionysius drew them true to life.

Now it is evident that each of the modes of imitation 2
above mentioned will exhibit these differences, and be-
come a distinet kind in imitating objects that are thus
distinct. Such diversities may be found even in dancing, 3
flute-playing, and lyre-playing. So again in language,
whether prose or verse unaccompanied by music. Homer,
for example, makes men better than they are; Cleophon
as they are; Hegemon the Thasian, the inventor of
parodies, and Nicochares, the author of the Deiliad, worse
than they are. The same thing holds good of Dithyrambs 4
and Nomes; here too one may portray different types, as



12 IL 4—IIIL 3. 1448 a 16—37

Eevos [uepriocairo &v Tes]s év Th adry 8¢ Siadopd Kal 7
Tpaypdia mpos Ty kwpediav SiéoTnkev: 7 uév yap xei-
povs 3 8¢ Belriovs uipelobar Bodherar Tdv viw.
111 "Eri 8¢ ToUTwv TpiTn Stadopd 1o ds EkacTa ToUTwY pip)-
20 cauto dv Tis. kal yap év Tols avrols kal TA adrd -
petcbar EoTiv ot pév amayyéAhovra (1) Erepéy Ti yuyvo-
pevoy, damep “Ounpos moiet, ) ds Tov adTov Kal pi) pera-
Bd\\ovra), ) wdvras @s mpdTTovTas xal évepyodvras [Tods
pepovpévous).  €v Tpuai 8 TavTacs Suadopais 1 pipncis éoTw,
25 &5 elmouev Kat dpyds, év ols Te kal & Kkal ds. daTe TH
pév 6 adros v eln wpntys Owijpe Sopoxhis, wipodvrar
yap dudpw gmovdalovs, 17 8¢ 'ApioToddves, wpdTTOVTAs Yap
ppodvrar kal Spdvras dupw. 8fev xal Spdpata kaket-
olal Tives adtd pasiw, Ti ppoivrar Spdvras. S kai
30 dvTimototvTar THs Te Tpaypdias ral Tis xwpedlas ol Aw-
piels (tiis pév yap rxwupdias of Meyapels ol Te évraifa
ds émi THs map alrols Smuoxpatias yevouévys, xal ol éx
SukeNias, éxelfev yap W 'Emiyappos o mouytis morhg
mporepos dv Xiwvidov rai Mdyvnros: kal Tis Tpaypdias
35 &vio Tév év Tlehomovvijow) motoduevor Ta dvopata onueiov:
adrol pév yap kopas Tas mwepwowkidas xalew ¢pacw, “Aby-
valovs 8¢ Srjuovs, bs kwupdols ovk Amo Tob xwudlew Ae-

16. [uutoairo &v ris] secludendum coni. Vahlen 9 alry 8¢ Vettori
(‘in eadem discrepantia’ Arabs): ravrp 3¢ 7§ M. Casaubon: avrp 5¢ 79 codd.
18. rdv »iv om. ut videtur = 21. or¢ mév . . . yeyrduevor] <f> oré
puév sxayyéNovra <oré 8 > Erepby i yvyvéuevov Zeller, recte, ut opinor:
eodem fere pervenit Arabem secutus Margoliouth 7¢ secl. Zeller, Spengel
22. rov secl. Bywater 23. wdvras] wdvra 1. Casaubon TOUS [ALpOV-
pévous seclusi (olim secl. Vahlen): tuetur =: [7ois] meuobuevor Friedrichs,
Schmidt 25. xal & xal &s] dvaykalws ut videtur = xkal & om. A°:
add. apogr. (confirm. Arabs) 32. Snuoxparelas Ac 34. Xuwwvldov
Robortello (confirm. Arabs): xwwidov A° 85. fort. <& > &0 Bywater
36. adrol Spengel: obro codd. ’A@nvalovs edit. Oxon. 1760 et Spengel:
dfyvaio codd. (cf. 1460 b 35), tuetur Wilamowitz

[ ]



ARISTOTLE’S POETICS II. 4—III 3 13

Timotheus and Philoxenus differed in representing their
Cyclopes. The same distinction marks off Tragedy from
Comedy; for Comedy aims at representing men as worse,
Tragedy as better than in actual life.

III There is still a third difference—the manner in which
each of these objects may be imitated. For the medium
being the same, and the objects the same, the poet may
imitate by narration—in which case he can either take
another personality as Homer does, or speak in his own
person, unchanged—or he may present all his characters
as living and moving before us.

These, then, as we said at the beginning, are the <
three differences which distinguish artistic imitation,—
the medium, the objects, and the manner. So that from
one point of view, Sophocles is an imitator of the same
kind as Homer—for both imitate higher types of
character ; from another point of view, of the same kind
as Aristophanes—for both imitate persons acting and
doing. Hence, some say, the name of ‘drama’is given.
to such poems, as representing action. For the same
reason the Dorians claim the invention both of Tragedy
and Comedy. The claim to Comedy is put forward by
the Megarians,—not only by those of Greece proper, who
allege that it originated under their democracy, but also by
the Megarians of Sicily, for the poet Epicharmus, who is
much earlier than Chionides and Magnes, belonged to that
country. Tragedy too is claimed by certain Dorians of the
Peloponnese. In each case they appeal to the evidence of
language. The outlying villages, they say, are by them
called x&pat, by the Athenians Sijuo:: and they assume
that Comedians were so named not from xwudfew, ‘to
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revel,” but because they wandered from village to village
(kata rwpas), being excluded contemptuously from the
1asb city. They add also that the Dorian word for ‘doing’
is dpav, and the Athenian, mpdrrew.
This may suffice as to the number and nature of the 4
various modes of imitation.
v Poetry in general seems to have sprung from two
causes, each of them lying deep in our nature. First, the 2
|) instinct of imitation is implanted in man from childhood,
one difference between him and other animals being
that he is the most imitative of living creatures, and
through imitation learns his earliest lessons; and no less
universal is the pleasure felt in things imitated. We 3
have evidence of this in the facts of experience.
Objects which in themselves we view with pain, we
~ delight to contemplate when reproduced with minute
fidelity : such as the forms of the most ignoble animals
and of dead bodies. The cause of this again is, that tos
-z) learn gives the liveliest pleasure, not only to phllosophers

e e e o S e e

but to men in general whose capacity, however, of
learning is more limited. Thus the reason why mens
enjoy seeing a likeness is, that in contemplating it they
find themselves learning or inferring, and saying perhaps,
¢ Ah, that is he’ For if you happen not to have seen
the original, the pleasure will be due not to the imitation
as such, but to the ‘pxeqution_,'t‘he colouring, or some such
other cause. T
#* Imitation, then, is one instinet of our nature. Next,s6
|/ there is the instinet for ‘harmony’ and rhythm, metres
being manifestly sections of rhythm. TPersons, therefore,

starting with this natural gift developed by degrees their
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special aptitudes, till their rude improvisations gave birth
to Poetry.

Poetry now diverged in two directions, according to 7
the individual character of the writers, The graver
spirits imitated noble actions, and the actions of
good men. The more trivial sort imitated the actions
of meaner persons, at first composing satires, as
the former did hymns to the gods and the pra{ses of
famous men. A poem of the satirical kind cannot8 -
indeed be put down to any author earlier than Homer;
though many such writers probably there were. But
from Homer ‘onward, instances can be cited,—his own
Margites, for example, and other similar compozs;i;n\s.
The appropriate metre was also here introduced ; hence
the measure is still called the iambic or lampooning
measure, being that in which people lampooned one
another. Thus the older poets were distinguished as9
writers of heroic or of lampooning verse.

As, in the serious style, Homer is pre-eminent among
poets, for he alone combined dramatic form with
excellence of imitation, so he too first laid down the
main lines of Comedy, by dramatising the ludicrous
instead of writing personal satire. His Margites bears

149 the same relation to Comedy that the Tliad and Odyssey
do to Tragedy. But when Tragedy and Comedy came 10
to light, the two classes of poets still followed their
natural bent : the lampooners became writers of Comedy,
and the Epic poets were succeeded by Tragedians,
since the drama was a larger and higher form of |
art.

Whether Tragedy has as yet perfected its proper 11
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types or not; and whether it is to be judged in itself, or
in relation also to the audience,—this raises another
question. Be that as it may, Tragedy—as also Comedy 12
—was at first mere improvisation. The one originated
with the authors of the Dithyramb, the other with those
of the phallic songs, which are still in use in many of
our cities. Tragedy advanced hy slow degrees; each
new element that showed itself was in turn developed.
Having passed through many changes, it found its natural
form, and there it stopped.

Aeschylus first introduced a second actor; he dimin- 13
ished the importance of the Chorus, and assigned the
leading part to the dialogue.” Sophocles raised the number
of actors to three, and added scene-painting. Moreover, 14
it was not till late that the short plot was discarded for
one of greater compass, and the grotesque diction of the
earlier satyric formm for the stately manmer of Tragedy.
The iambic measure then replaced the trochaic tetrameter,
which was originally employed when the poetry was of
the satyric order, and had greater affinities with dancing.
Once dialogue had come in, Nature herself discovered the
appropriate measure. For the iambic is, of all measures,
the most colloquial: we see it in the fact that con-
versational speech runs into iambic lines more frequently
than into any other kind of verse; rarely into hexa-
meters, and only when we drop the colloquial in-
tonation. The additions to the number of ‘episodés’ 15
or acts, and the other accessories of which tradition
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tells, must be taken as already described ; for to discuss
them in detail would, doubtless, be a large under-
taking.

v Comedy is, as we have said, an imitation of characters
of a lower type,—not, however, in the full sense of the
word bad, the Ludicrous being merely a subdivision of
the ugly. It consists in some defect or ugliness which
is not painful or destructive. To take an obvious
example, the comic mask is ugly and distorted, but does
not imply pain.

The successive changes through which Tragedy passed, 2
and the authors of these changes, are well known, whereas
Comedy has had no history, because it was not at first

149 b treated seriously. It was late before the Archon granted
a comic chorus to a poet; the performers were till then
voluntary. Comedy had already taken definite shape
when comic poets, distinctively so called, are heard of.
Who furnished it with masks, or prologues, or increased 8
the number of actors,—these and other similar details
remain unknown. As for the plot, it came originally
from Sicily; but of Athenian writers Crates was the
first who, abandoning the ‘iambic’ or lampooning form,

W”‘ generalised his themes and plots.

Epic poetry agrees with Tragedy in so far as it is an 4/
imitation in verse of characters of a higher type. They ﬁ
differ, in that Epic poetry admits but one kind of
metre, and i3 narrative in form. They differ, again,
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in their length: for Tragedy endeavours, as far as
possible, to confine itself to a single revolution of the
sun, or but slightly to exceed this limit; whereas the
Epic action has no limits of time. This, then, is a
second point of difference; though at first the same
freedom was admitted in Tragedy as in Epic poetry.

Of their constituent parts some are common to both, 5
some peculiar to Tragedy: whoever, therefore, knows
what is good or bad Tragedy, knows also about Epic
poetry. All the elements of an Epic poem are found
in Tragedy, but the elements of a Tragedy are not all
found in the Epic poem. U4 *p*

VI Of the poetry which imitates in hexameter verse, and
of Comedy, we will speak hereafter. Let us now discuss
Tragedy, resuming its formal definition, as resulting from
what has been already said.

¥/ Tragedy, then, is an_imitation of an action that is2
sg_rio;g,m:iomplete,‘ and of a certain magnitude ; in language
emﬁished with each kind of Mament, the
several kinds being found in separate parts of the play;
in the form of action, not of narrative; through pity and
fear effecting the proper purgation of these emotions. By 3
‘language embellished, 1 mean language into which
rhythm, ‘harmony,” and song enter. By ¢ the several kinds
in separate parts,’ I mean, that some parts are rendered
through the medium of verse alone, others again with

the aid of song. -

Now as tragic imitation implies persons acting, it neces- 4
sarily follows, in the first place, that Spectacular equip-
ment will be a part of Tragedy. Next, Song and Diction,
for these are the medium of imitation. By ‘Diction’
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I mean the mere metrical arrangement of the words:

as for ‘Song,’ it is & term whose sense every one under-
stands. :
plet
Again, Traoedy 18 the imitation of an action; and an 5

action 1mphes personal agents who necessanly possess

certain distinctive qualities both of character and thought;

for it is by these that we qualify actions themselves,
and these——tyg}}_ght and character—are the two natural
causes from Which actions spri;g, and on actions again
all success or failure depends. Hence, the Plot is the6
imitation of the actlon —for by plot I here mean the
a,_r_rha'jlr;:v;;nenutw of the incidents. By Character I mean
that in virtue of which we ascribe certain qualities to
the agents. Thought is required wherever a statement
is proved, or, it may be, a general truth enunciated.
Every Tragedy, therefore, must have} sllx parts, which 7
parts determine its quality—namely, Plot, Character,
Diptipn, Thought, Spectacle, Song. Two of the parts con-
stitute the medium of imitation, one the manner, and three
the objects of imitation. And these complete the list.
These elements have been employed, we may say, by the 8
poets to a man; in fact, every play contains Spectacular
elements as well as Character Plot, Diction, Song, and

Thought.

But most important of all is the structure of thec
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incidents. For Tragedy is an imitation, not of men, but
of an action and of life, and life consists in action, and
its end is a mode of action, not a quality. Now 10

.character determines men’s qualities, but it is by their
actions that they are happy or the reverse. Dramatic
action, therefore, is not with a view to the representation
of character: character comes in as subsidiary to the
actions. Hence the incidents and the plot are the end of -
a tragedy; and the end is the chief thing of all. Again, 11
without action there cannot be a tragedy; there may be

without character. The tragedies of most of our modern

poets fail in the rendering of character; and of poets in
general this is often true. It is the same in painting;
and here lies the difference between Zeuxis and Polygnotus.
Polygnotus delineates character well : the style of Zeuxis
is devoid of ethical quality. Again, if you string 12
together a set of speeches expressive of character, and
well finished in point of diction and thought, you will
not produce the essential tragic effect nearly so well as
with a play which, however deficient in these respects, .
yet has a plot and artistically constructed incidents. |
Besides which, the most powerful elements of emotional 13
interest in Tragedy— Peripeteia or Reversal of the
Situation, and Recognition scenes—are parts of the plot.
A further proof is, that novices in the art attain to finish 14
of diction and precision of portraiture before they can
construct the plot. It is. the same with almost all

the early poets.
The Plot, then, is the first principle, and, as it were,
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the soul of a tragedy: Character holds the second place.

1us0b A similar fact is seen in ‘iﬁﬁtmg The most bLeautiful 15
colours, laid on confusedly, will not give as much pleasure
as the chalk outline of a portrait. Thus Tragedy is the
imitation of an action, and of the agents mainly with a
view to the action.

Third in order is Thought,—that is, the faculty of 16
saying what is possible and pertinent in given circum-
stances. In the casc of oratory, this is the function of
the political art and of the art of rhetoric: and so indeed
the older poets make their characters speak the language
of civic life; the poets of our time, the language of the
rhetoricians. Characber is that which reveals moral 17
purpose, showmo' what kind of things a man chooses or
avoids. Speeches, therefore, which do not make this
manifest, or in which the speaker does not choose or
avoid anything whatever, are not expressive of character. |
Thought, on the other hand, is found where something is
proved to be or not to be, or a gemeral maxim is
enunciated.

Fourth among the elements enumerated -comes 18
Diction ; by which I mean, as has been already said, the
expression of the meaning in words; and its essence is
the same both in verse and prose.

Of the remaining elements Song holds the chief place 19
among the embellishments. o

The Spectacle has, indeed, an emotional attraction of
its own, but, of all the parts, it is the least artistic, and
connected least with the art of poetry. For the power
of Tragedy, we may be sure, is felt even apart from
representation and actors. Besides, the production of



30 VI. 19—VIL 5. 1450 b 20—14512 4

20 kal UmokpiTdv éoTiv, &L 8¢ KupLwTépa Tepl THY amepyaciay

TOV §Yrewv 1) Tob ckevomrotod Téxvn THS TV TONTOV €TTLY.

VII Awwptopévoy 8¢ TobTwy, Mywuev pera TabTa molav
Twa 8el Ty oloracw elvar TOV TpayudTwy, émedy ToiTo
kal mpdTov Kxai péyiorov Tis Tpaypdlas éoTiv. Keitar &7 2
e A A 7 ’ \ o ’ b d 4

25 Uiy THv Tpaywdiav Tekeias kal OAns mwpdfews elvar pi-
k] 7/ ! v \ [:4 \ ‘. I!
unow éyovons ti péyebos: €otiv ryap Shov kai undév éxov
4 o 8/ b \ b \ \ 4 \ 3
péyefos. Ghov &é éaTiv TO éyov dpymv Kal pégov kai Te-
Nevrijy.  dpxn &8¢ éotw b avro uév um EE avdykns per
dX\ho éoriy, pet éxeivo & Erepov mépukev elvar 7 ryiveaBas-
30 TehevuTy O¢ Tolwavtiov & avTo per dANo mwépukev elvar 7
éE dvdykns 1) ds émi To MONU, wetda 8¢ ToDTO dANO 0UOEV*
14 \ \ > \ k] . A A b -~ .4
péoov 8¢ & kal adro per’ dAho kal per éxeivo Erepov.
~ -~ 13 4
8¢l dpa Tovs guveordrTas e uvbous wnd omober Ervyev
t ~ -~
dpyeofar pnl 8mov Eruye Televrav, dANa kexprobai Tals
b /. N7 » LI \ \ \ ~ \ o
35 elpnuévass Séaws. éri & émel To rahov xai {wov kal Gmav 4
mpayua & guvéoTnkev éx Twdv ol pdvov TadTa TeTayuéva
8l Exyew dM\a kal péyefos Umdpyxew pn TO TUXGYT TO
Y \ b3 4 \ 4 b 4 by b4 ’
yap xahov €v peyéler xai tdfer éativ, 860 ovre wdupikpov
» ! x\ ~ ( ~ \ 4 e ’ pJ AY
dv T yévorro Kalov {Pov (ouvyyeitar yap 1) Oewpia éyyis
~ ’
40 7o avairafiTov ypovov ywouévn), obire Tapuéyebes (ob yap
2] ~ ~
Wsla dua ) Bewpia vyiverar dAN oiyetar Tols Bewpoboe To év
N \ o’ » ~ ’ i ’ ’ »
kal 10 6\ov ék Ti)s Oewpias), olov € pvpiwv gradiwv €n
~ ” ~ ’ 3 \ ~ ’ \ h) \ ~
Cwov: dore et kabdmep émi TV cwpdTwv kai émwi TV 5

g 4 ¥ \ 4 9 ~ 8\ i / * o
wwy €x€ﬂl MEY [LeyEVOS, TOUTO O€ EVOVVOTTTOV €vat, OVT®

24. & Bywater: §' A° 28. uh) é¢ dvdykns codd.: é dvdyxns piy Pazzi
35, 8éais apogr.: eidéais AC 38. wdpmpov Riccardianus 16: wav uupdy
Ac: wdyvyv uuxpdv Laurentianus Ix. 16 40, xpévov secl. Bonitz: tutatur
Arabs maupuéyedes Riccardianus 16 : wav uéyefos A¢: wdvv uéya Lauren-
tianus Ix, 16 1461 a 3. cwudrwy] cuornudrwy Bywater



VII

ARISTOTLE’S POETICS VI. 19—VII. 5 31

spectacular effects depends more on the art of the stage
machinist than on that of the poet.

These principles being established, let us now discuss -
the proper structure of the Plot, since this is the first =

and most important thing in Tragedy.

Now, according to our definition, Tragedy is an 2
imitation of an action that is complete, and whole, and
of a certain magnitude; for there may be a whole that
is wanting in magnitude. A whole is that which has 3

a beginning, a middle, and an end. ~A beginning is that

which does not itself follow anythm" by causal necessity,
but after which something naturally is or comes to be.

~An end, on the contrary, is that which itself naturally

1451 a

follows some other thing, either by necessity, or as a rule,
but has nothing following it. ¥’A middle is that which
follows something as some other thing follows it. A well

constructed plot, therefore, must neither begin nor end
at haphazmd but conform to these prmmples T
Again, a beautiful object, whether it be a living 4
organism or any whole composed of parts, must not
only have an orderly arrangement of parts, but must
also be of a certain magnitude; for beauty depends on

magnitude and order. ~ Hence a very small animal

e

organisin cannot be beautiful; for the view of it is con-
fused, the object being seen in an almost imperceptible
moment of time. Nor, again, can one of vast size be
beautiful ; for as the eye cannot take it all in at once,
the unity and sense of the whole is lost fox,_the spectator ;
as for instance if therc were one a thousand miles
long.  As, therefore, in the case of animate bodies and &
organisms a certain magnitude is necessary, and a magni-
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tude which may be easily embraced in one view; so in
the plot, a certain length is necessary, and a length
which can be easily embraced by the memory. The

limit of length in relation to dramatic competition and
sensuous presentment, is no part of artistic theory. For,
had it been the rule for a hundred tragedies to compete,
together, the performance would have been regulated by;I
the water-clock,—as indeed we are told was formerly |
done.  But the limit as fixed by the nature of the
drama itself is this:— the greater the length, the "
more beautiful will the piece be by reason of its '
size, provided that the whole be perspicuous. And
to define the matter roughly, we may say that the
proper maﬂnltude is compnsed within such limits, that
the sequénce of events, according to the law of i»robablhty {
or necessity, will admit of a change from bad fortune tc to,
good, or from good fortune to bad.

VIII Unity of plot does not, as some persons think, consist
in the unity of the hero. For infinitely various are the
incidents in one man’s life which cannot be reduced to
unity ; and so, too, there are many actions of one man
out of which we cannot make one action. Hence the 2
error, as it appears, of all poets who have composed a
Heracleid, a Theseid, or other poems of the kind. They
imagine that as Heracles was one man, the story of
Heracles must also be a unity. But Homer, as in all g
else he is of surpassing merit, here too—whether from
art or natural genius—seems to have happily discerned
the truth. In composing the Odyssey he did not include
all the adventures of Odysseus—such as his wound on
Parnassus, or his feigned madness at the mustering of
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the host—incidents between which there was no necessary
or probable connexion: but he made the Odyssey, and
likewise the Iliad, to centre round an action that in our
sense of the word is ome. As therefore, in the other
imitative arts, the imitation is one when the object imitated
is one, so the plot be1n<r an imitation of an action, must
imitate one action and that a whole, the structural union
of the parts being such that, if any one of them is
displaced or removed, the whole will be disjointed and
disturbed. JFor a thing whose presence or absence makes
no visible difference, is not an organic part of the
whole.

X It is, moreover, evident from what has been said
that it is not the function of the poet to rolate what
has happened, but what Jnay happen,—what is possible
accordmS to the law of ] probablht;} or )ncceSSItyR_’:.[‘—l-l—;

us1 b poet and the historian differ not by writing in verse or
in prose. The work of Herodotus might be put intc
verse, and it would still be a species of history, with
metre no less than without it. The true difference is
that one relates what has happened, the other what may
happen. DPoetry, therefore, is a more philosophical anc
a higher thing than history : for poetry t tends to exprese
the universal, thular By the universa.
I mean how a person of a certain type will on occasior
speak or act, according to the law of probability or
necessity ; and it is this universality at which poetry
aims in the names_she attaches to_the personages. The

particular is—for example—what Alcibiades did or
suffered. In Comedy this is already apparent: for here
the poet first constructs the plot on the lines of prob-
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ability, and then inserts characteristic names;—unlike
the lampooners who write about particular individuals.
But tragedians still keep to real names, the reason being ¢
that what is possible is credible: what has not happened
we do not at once feel sure to be possible: but what has
happened is manifestly possible: otherwise it would not
have happened. Still there are even some tragedies in 7
which there are only one or two well known names, the rest
being fictitious. In others, none are well known,—as
in Agathon’s Antheus, where incidents and names alike
are fictitious, and yet they give none the less pleasure.
We must not, therefore, at all costs keep to the received s
legends, which are the usual subjects of Tragedy. Indeed,
it would be absurd to attempt it; for even subjects that
are known are known only to a few, and yet give pleasure
to all. It clearly follows that the poet or ‘maker’o
should be the maker of plots rather than of verses;
since he is a poet because he imitates, and what he
imitates are actions. And even if he chanceé to take
an historical subject, he is none the less a poet; for |
there is no reason why some 7ev-ént‘s“ that have ;étual]y
happened should not conform to the law of the probable
and possible, and in virtue of that quality in them he is
their poet or maker.

Of all plots and actions the epeisodic are the worst. 10
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I call a plot ‘ epeisodic ’ in which the episodes or acts suc-
ceed one another without probable or necessary sequence.
Bad poets compose such pieces by their own fault, good
poets, to please the players; for, as they write show
pieces for competition, they stretch the plot beyond its

1452a capacity, and are often forced to break the natural con-
tinuity.

But again, Tragedy is_an imitation not only of a11

omplete action, but of events inspiring fear or plty
Such an effect is best }Trga{;ced when the evunts come on
us by surprise ; and the effect is heightened when, at the
same time, they follow as cause and effect. The tragic 12
wonder will then be greater than if they happened of
themselves or by accident ; for even coincidences are most
striking when they have an air of design. We may
instance the statue of Mitys at Argos, which fell upon his
murderer while he was a spectator at a festival, and killed
him. Such events seem not to be due to mere chance;
Plots, therefore, constructed on these principles are,
necessarily the best.

X Plots are either Simple or Complex, for the actions
in real life, of which the plots are an imitation, obviously
show a similar distinction. An action which is one and 2
continuous in the sense above defined, I call Simple, when
the change of fortune takes place without Reversal of
the Situation and without Recognition.

A Complex action is one in which the change is
accompanied by such Reversal, or by Recognition, or
by both. These last should arise from the internal3
structure of the plot, so that what follows should be the
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necessary or probable result of the preceding action. It
makes all the difference whether any given event is a
:ase of propter hoc or post hoc. el P e v

XI Reversal of the Situation is a change by which
the action veers round to its opposite, subject always
to our rule of probability or necessity. Thus in the
Oedipus, the messenger comes to cheer Oedipus and
free him from his alarms about his mother, but by
revealing who he is, he produces the opposite effect.
Again in the Lynceus, Lynceus is being led away to
his death, and Danaus goes with him, meaning to slay
him; but the outcome of the preceding incidents is that
Danaus is killed and Lynceus saved.

Recognition, as the name indicates, is a change from 2
ignorance to knowledge, producing love or hate between
the persons destined by the poet for good or bad fortune.
The best form of recognition is coincident with a Reversal
of the Situation, as in the Oedipus. There are indeed other 8
forms. Even inanimate things of the most trivial kind 2
may in a sense be objects of recognition. Again, we may
recognise or discover whether a person has done a thing
or not. But the recognition which is most intimately
connected with the plot and action is, as we have said,
the recognition of persons. This recognition, combined 4

us2b with Reversal, will produce either pity or fear; and actions
producing these effects are those which, by our definition,
Tragedy represents. Moreover, it is upon such situations

that the issues of good or bad fortune will depend.
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Recognition, then, being between persons, it may happen s
that one person only is recognised by the other—when
the latter is already known—or it may be necessary that
the recognition should be on both sides. Thus Iphigenia
is revealed to Orestes by the sending of the letter; but
another act of recognition is required to make Orestes
nown to Iphigenia.
/( Two parts, then, of the Plot—Reversal of the Situation 6
and Recognition—turn upon surprises, A third part is
the Scene of Suffering. The Scene of Suffering is a
destructive or painful action, such as death on the stage,
bodily agony, wounds and the like.

XII [The parts of Tragedy which must be treated as
elements of the whole have been already mentioned.
We now come to the quantitative parts—the separate
parts into which Tragedy is divided—namely, Prologue,t
Episode, Exode, Choric song; this last being divided
into Parode and Stasimon. These are common to all
plays: peculiar to some are the songs of actors from the
stage and the Commoi.

The Prologue is that entire part of a tragedy which 2
precedes the Parode of the Chorus. The Episode is
that entire part of a tragedy which is between complete
choric songs. The Exode is that entire part of a tragedy
which has no choric song after it. Of the Choric part
the Parode is the first undivided utterance of the
Chorus: the Stasimon is a Choric ode without anapaests
or trochaic tetrameters: the Commos is a joint lamenta-
tion of Chorus and actors. The parts of Tragedy which 3
must be treated as elements of the whole have been
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already mentioned. The quantitative parts—the separate
parts into which it is divided-—are here enumerated.]

XIIT As the sequel to what has already been said, we must
proceed to consider what the poet should aim at, and
what he should avoid, in TE?EE‘E@EE_EE _plots; and by
what means the specific effect of Tragedy will be produced.

A perfect tragedy should, as we have seen, be arranged
not on the simple but on the complex plan. It should,
moreover, imitate actions which excite pity and fear, this
being the distinctive mark of tragic imitation. Tt follows
plainly, in the first place, that the change of fortune
presented must not be the spectacle of a virtuous man
brought from prosperity to adversity: for this moves
neither pity nor fear; it merely shocks us. Nor, again,
that of a bad man passing from adversity to prosperity :
for nothing can be more alien to the spirit of Tragedy; it

1s3a possesses no single tragic quality; it neither satisfies
~ she moral sense nor calls forth pity or fear.  Nor,
\gain, should the downfall of the utter villain be ex-
nibited. A plot of this kind would, doubtless, satisfy

the moral sense, but it would inspire neither pity nor
fear ; for plty is aroused by unmerited misfortune,. fear

by the misfortune of a man like ourselves. Such an
event, “therefore, will be neither pitiful nor terrible.
There remains, then, the character between these two

extremes,—that of a man who is not eminently good and
just, yet whose misfortune is brought about not by vice
or depravity, but by some error_ or frailty. He must
be one who is highly remowned and prosperous,—a
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sersonage like Oedipus, Thyestes, or other illustrious
nen of such families.
A well constructed plot should, therefore, be single ¢

n its issue, rather than double as some maintain. The
hange of fortune should be not from bad to good, but,
reversely, from good to bad. It should come about as
he result not of vice, but of some great error or frailty,

‘n a character either such as we have described, or better
-ather than worse. The practice of the stage bears out 5
our view. At first the poets recounted any legend that
zame in their way. Now, the best tragedies are founded
on the story of a few houses,

on the fortunes of Alemaeon,
Jedipus, Orestes, Meleager, Thyestes, Telephus, and those
sthers who have done or suffered something terrible. A |
“ragedy, then, to be perfect according to the rules of art
should be of this construction. Hence they are in error 6
who censure Euripides just because he follows this
Jrinciple in his plays, many of which end unhappily.
lb is, as we have Sd.ld the right cndm(r The Dest proof
is that on the %ta(m “and in dramatic competition, such f
plays, if well worked out, are the most tragic in effect;
and Euripides, faulty though he may be in the general -
management of his subject, yet is felt to be the most
tragic of the poets.

In the second rank comes the kind of tragedy which 7
some place first. Like the Odyssey, it has a double
thread of plot, and also an opposite catastrophe for the
good and for the bad. Tt is accounted the best because
of the weakness of the spectators; for the poet is guided
in what he writes by the wishes of his audience. Thes
pleasure, however, thence derived is not the true tragic
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pleasure. 1t is proper rather to Comedy, where those
who, in the piece, are the deadliest enemies—Ilike Orestes
and Aegisthus—quit the stage as friends at the close,
and no one slays or is slain.

X1V Fear and pity may be aroused by spectacular means :

MBP but they may also result from the inner structure of the
piece, which is the better way, and indicates a superior
poet. For the plot ought to be so constructed that, even
without the aid of the eye, he who hears the tale told
will thrill with horror and melt to pity at what takes
place. This is the impression we should receive from
hearing the story of the Oedipus. Dut to produce this
effect by the mere spectacle is a less artistic methoed,
and dependent on extraneous aids. Those who employ
spectacular means to create a sense not of the terrible
but only of the monstrous, are strangers to the purpose
of Tragedy; for we must not demand of Tragedy any and
every kind of pleasure, but only that which is proper
to it. And since the plmsufe which the poet slxc;uid
afford is that which comes from pity and fear through
imitation, it is evident that this quality must be impressec
upon the incidents.

Let us then determine what are the circumstances
which strike us as terrible or pitiful.

Actions capable 6f this effect must happen betweer
persons who are either friends or enemies or indifferent
to one another. If an enemy kills an enemny, there ic
nothing to excite pity either in the act or the intention.
—except so far as the suffering in itself is pitiful. Sc
again with indifferent persons. DBut when the tragic
incident occurs between those who are near or dear tc
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one another—if, for example, a brother kills, or intends to
kill, a brother, a son his father, a mother her son, a son
his mother, or any other deed of the kind is done—these
are the situations to be looked for by the poet. He may not
indeed destroy the framework of the received legends—the &
fact, for instance, that Clytemnestra was slain by Orestes
and Eriphyle by Alecmaeon—but he ought to showinvention
of his own,and skilfully handle the traditional material. Let
us explain more clearly what is meant by skilful handling.
The action may be done consciously and with know- 6
ledge of the persons, in the manner of the older poets.
It is thus too that Euripides makes Medea slay her
children.  Or, again, the deed of horror may be done,
but done in ignorance, and the tie of kinship or friend-
ship be discovered afterwards. The Oedipus of Sophocles
i3 an example. Here, indeed, the incident is outside
the drama proper; but cases occur where it falls within
the action of the play: one may cite the Alcmaeon of
Astydamas,or Telegonus in the Wounded Odysseus. Again, 7
there is a third case,

<to be about to act with knowledge
of the persons and then not to act. The fourth case is>
when some one is about to do an irreparable deed through
ignorance, and makes the discovery before it is done. These
are the only possible ways. For the deed must either be
done or not done,—and that wittingly or unwittingly.
But of all these ways, to be about to act knowing the
persons, and then not to act, is the worst. It is shocking
without being tragic, for no disaster follows. It is, there-
fore, never, or very rarely, found in poetry. One instance,
however, is in the Antigone, where Haemon threatens to
kill Creon. The next and better way is that the deed 8
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should be perpetrated. Still better, that it should be
perpetrated in ignorance, and the discovery made after-
wards. There is then nothing to shock us, while the
discovery produces a startling effect. The last case is the s
best, as when in the Cresphontes Merope is about to slay
her son, but, recognising who he is, spares his life. So
in the Iphigenia, the sister recognises the brother just in
time. Again in the Helle, the son recognises the mother .
when on the point of giving her up. This, then, is why
a few families only, as has been already observed, furnish .
the subjects of tragedy. It was not art, but happy
chance, that led the poets in search of subjects to
impress the tragic quality upon their plots. They are
compelled, therefore, to have recourse to those houses
whose history contains moving incidents like these.

Enough has now been said concerning the structure
of the incidents, and the right kind of plot.

XV In respect of Character there are four things to be -
aimed at. First, and most important, it must be good.
Now any speech or action that manifests moral purpose
of any kind will be expressive of character: the character
will be good if the purpose is good. This rule is relative
to each class. Even a woman may be good, and also a
slave ; though the woman may be said to be an inferior
being, and the slave quite worthless. The second thing 2
to aim at is propriety. There is a type of manly valour ;
but valour in a woman, or unscrupulous cleverness, is in-
appropriate. Thirdly, character must be true to life: for 3
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this is a distinct thing from goodness and propriety, as here
descril;f;d. The fourth point is consistency : for though 4
the subject of the imitation, who suggested the type,
be inconsistent, still he must be consistently inconsistent.
As an example of motiveless degradation of character, we 5
have Menelaus in the Orestes: of character indecorous
and inappropriate, the lament of Odysseus in the Seylla,
and the speech of Melanippe: of inconsistency, the
Iphigenia at Aulis,—for Iphigenia the suppliant in no
way resembles her later self.

As in the structure of the plot, so too in the por- 6
traiture of character, the poet should always aim either
at the necessary or the probable. Thus a person of a
given character should spe:;k— or act in a given way, by
the rule either of mnecessity or of probability; just as

this event should follow that by necessary or probable

sequence. It is therefore evident that the unravelling 7

of the plot, no less than the complication, must arise out

14540 of the\plot itself, it must not be brought about by the
: D(—um/;z’{a—as in the Medea, or in the Return of
the Greeks in the Iliad. The Decus ex Machina should

be employed only for events external to the drama,—

for antecedent or subsequent events, which lie beyond

the range of human knowledge, and which require to be
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reported or foretold ; for to the gods we ascribe the power
of seeing all things. Within the action there must be
nothing irrational. If the irrational cannot be excluded,
it should be outside the scope of the tragedy. Such is
the irrational clement in the Oedipus of Sophocles.

Again, since Tragedy is an imitation of persons who
are above the common level, the example of good portrait-
painters should le followed. They, while reproducing
the distinctive form of the original, make a likeness
which is true to life and yet more beautiful. So too
the poet, in representing men who are irascible or
indolent, or have other defects of character, should
preserve the type and yet ennoble it. In this way
Achilles is portrayed by Agathon and Homer.

These then are rules the poet should observe. Nor
should he neglect those appeals to the senses, which,
though not among the essentials, are the concomitants of
poetry; for here too there is much room for error. But
of this enough has been said in our published treatises.

XVI ‘What Recognition is has been already explained.
We will now enumerate its kinds.

First, the least artistic form, which, fromm poverty of
wit, is 1most co;moTy—anployed—r(_:gognition by sigus.
Of these some are congenital,—such as ‘ the spear which
the ecarth-born race bear on their bodies,’ or the stars
introduced by Carcinus in his Thyestes. Others are
acquired after birth; and of these some are bodily marks,
as scars; some external tokens, as necklaces, or the little
ark in the Tyro by which the discovery is effected. Even
these admit of more or less skilful treatment. Thus in

the recognition of Odysseus by his scar, the discovery is
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made in one way by the nurse, in another by the swine-
herds. The use of tokens for the express purpose of proof
—and, indeed, any formal proof with or without tokens
—1s a less artistic mode of recognition. A better kind
is that which comes about by a turn of incident, as in
the Bath Scene in the Odyssey.

Next come the recognitions invented at will by the 4
poet, and on that account wanting in art. For example,
Orestes in the Iphigenia reveals the fact that he is
Orestes. She, indeed, makes herself known by the letter;
but he, by speaking himself, and saying what the poet,
not what the plot requires. This, therefore, is nearly
allied to the fault above mentioned :—for Orestes might
as well have brought tokens with him. Another similar
instance is the ‘voice of the shuttle’ in the Tereus of
Sophocles.

The third kind depends on memory when the sight of 5
some object awakens a feeling: as in the Cyprians of

Dicaeogenes, where the hero breaks into tears on seeing
the picture; or again in the ‘Lay of Alcinous,’ where
Odysseus, hearing the minstrel play the lyre, recalls the
past and weeps; and hence the recognition.

The fourth kind is by process of reasoning. Thus in 6
the Choiphori :—* Some one resembling e has come :
no one resembles me but Orestes: therefore Orestes has
come.”  Such too is the discovery made by Iphigenia
in the play of Polyidus the Sophist. It was a natural
reflexion for Orestes to make, ‘So I too must die at the
altar like my sister” So, again, in the Tydeus of
Theodectes, the father says, ‘I came to find my son, and
I lose my own life’ So too in the Phineidae: the

women, on seeing the place, inferred their fate :— Here
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we are doomed to die, for here we were cast forth.
Again, there is a composite kind of recognition involving
false inference on the part of one of the characters, as in
the Odysseus Disguised as a Messenger. A said <that
no one else was able to bend the bow; . . . hence B
(the disguised Odysseus) imagined that A would>
recognise the bow which, in fact, he had not seen; and
to bring about a recognition by this means—the expecta-.
tion that A would recognise the bow—is false inference.

But, of all recognitions, the best is that which arises 8
from the incidents themselves, where the startling dis-
covery is made by natural means. Such is that in the
Oedipus of Sophocles, and in the Iphigenia; for it was
natural that Iphigenia should wish to dispatch a letter.
These recognitions alone dispense with the artificial aid
of tokens or amulets. Next come the recognitions by
process of reasoning.

XVII In constructing the plot and working it out with

the proper diction, the poet should place the scene,
:is’m before his eyes. 1In this way, seeing
everything with the utmost vividness, as if he were a
spectator of the action, he will discover what is in keeping
with it, and be most unlikely to overlook inconsistencies.
The need of such a rule is shown by the fault found in
Carcinus. Amphiaraus was on his way from the temple.
This fact escaped the observation of one who did not see
the situation. On the stage, however, the piece failed,
the audience being offended at the oversight.

Again, the poet should work out his play, to the

best of his power, with appropriate gestures; for2
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those who feel emotion are most convincing through
n'Ltural _sympathy with the clxarachpresent

and one who is a‘ﬂt%t?] storms, one who is angry rages,
with the most life-like reality. Hence poetry implies
either a happy gift of nature or a straln of madness. In
the one case a man can take the mould of any character;
in the other, he is lifted out of his proper self.

As for the story, whether the poet takes it ready 3

s » made or constructs it for himself, he should first sketch
its_gencral outline, and then fill in_ the gplsodes and
amphfy in detail.  The general plan may ' be illustrated by
ﬂ'ﬁi“ﬂiﬁé&lia. A young girl is sacrificed ; she disappears
mysteriously from the eyes of those who sacrificed her;
she is transported to another country, where the custom is
to offer up all strangers to the goddess. To this ministry
she is appointed. Some time later her own brother
chances to arrive. The fact that the oracle for some reason
ordered him to go there, is outside the general plan of
the play. The purpose, again, of his coming is outside the
action proper. However, he comes, he is seized, and, when
on the point of leing sacrificed, reveals who he is. The
mode of recognition may be either that of Euripides or of
Polyidus, in whose play he exclaims very naturally :—
“So it was not my sister only, but I too, who was doomed
to be sacrificed’; and by that remark he is saved.

After this, the names being once given, it remains 4
to fill in the episodes. We must see that they are
relevant to the action. In “the case of Orestes, for
emadness which led to his capture,
and his deliverance by means of the purificatory rite.

In the drama, the episodes are short, but it 1s these that 5
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give extension to Epic poetry. Thus the story of the
Odyssey can be stated briefly. A certain man is absent
from home for many years; he is jealously watched by
Poseidon, and left desolate. Meanwhile his home is in
a wretched plight—suitors are wasting his substance and
plotting against his son. At length, tempest-tost, he him-
self arrives; he makes certain persons acquainted with
him; he attacks the suitors with his own hand, and is
himself preserved while he destroys them. This is the
essence of the plot; the rest is episode.

Every tragedy falls into two parts,—Complication

and Unravelling or Dénouement. Incidents extraneous

tamequentlymcombined with a portion of
the action proper, to form the Complication ; the rest is
the Unravelling. By the Complication I mean all that
extends from the beginning of the action to the part
which marks the turning-point to good or bad fortune.
The TUnravelling is that which extends from the
beginning of the change to the end. Thus, in the
Lynceus of Theodectes, the Complication consists of the
incidents presupposed in the drama, the seizure of the
child, and then again * * <The Unravelling> extends

from the accusation of murder to the end.

There are four kinds of Tragedy, the Complex, depend- 2
ing entirely on Reversal of the Situation and Recognition ;
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1s6 s the Pathetic (where the motive is passion),—such as the
tragedies on Ajax and Ixion; the Ethical (where the
motives are ethical),—such as the Phthiotides and the
Peleus. The fourth kind is the Simple. <We here
exclude the purely spectacular elements, exemplified by
the Phorcides, the Prometheus, and scenes laid in Hades.
The poet should endeavour, if possible, to combine all 3
poetic elements ; or failing that, the greatest number and
those the most important; the more so, in face of the
cavilling criticism of the day. For whereas there have
hitherto been good poets, each in his own branch, the
critics now expect one man to surpass all others in their
several lines of excellence.

In speaking of a tragedy as the same or different, the
best test to take is the plot. Identity exists wherc the
Complication and Unravelling are the same. Many poets
tic the knot well, but unravel it ill. Both arts, how-
ever, should always be mastered.

'S

Again, the poet should remember what has been often
said, and not make an Epic structure into a Tragedy—
by an Epic structure I mean one with a multlphcmy of
plots——as if, for instance, you were to make a tragedy

out of the entire story of the Iliad. In the Epic poem,
owing to its length, each part assumes its proper
magnitude. In the drama the result is far from
answering to the poet’s expectation. The proof is that 5
the poets who have dramatised the whole story of the
Fall of Troy, instead of selecting portions, like Euripides;
or who have taken the whole tale of Niobe, and not a
part of her story, like Aeschylus, either fail utterly or
meet with poor success on the stage. Even Agathon
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has been known to fail from this one defect. In his
Reversals of the Situation, however, he shows a marvellous
skill in the effort to hit the popular taste,—to produce a
tragic effect that satisfies the moral sense. This effect is ¢
produced when the clever rogue, like Sisyphus, is out-
witted, or the brave villain defeated. Such an event is
probable in Agathon’s sense of the word : ‘it is probable,
he says, ‘that many things should happen contrary to -
probability.’

The Chorus too should be regarded as one of the?
actors; it should be an integral part of the whole, and
share in the action, in the manner not of Euripides but
of Sophocles. As for the later poets, their choral songs
pertain as little to the subject of the piece as to that of
any other tragedy. They are, therefore, sung as mere
interludes,—a practice first begun by Agathon. Yet
what difference is there between introducing such choral
interludes, and transferring a speech, or even a whole act,
from one play to another ?

XIX It remains to speak of Diction and Thought, the
other parts of Tragedy havmg ‘been al;é;a); _Eiscussed
Concerning Thought, we may assume what is said in
the Rhetoric, to which inquiry the subject more strictly
belongs. Under Thought is included every effect which
has to be produced by speech, the subdivisions being,— 2
proof and refutation ; the _excitation of the feelings, such

useb as pity, fear, anger, and the like; ; the suggestion of
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importance or its opposite.  Now, it is evident that .
the dramatic incidents must be treated from the same
points of view as the dramatic speeches, when the object
is to evoke the sense of plt;y, fear, importance, or prob~
ability. The only dlfference is, that the mcldents

should speak for themselves w1thout verbal exposmon H
while the ‘eﬁ'ects aimed at in speech should"—b»é pro-
duced by the speaker, and as a result of the speech.
For what were the business of a speaker, if the Thought
were revealed quite apart from what he says?

Next, as regards Diction. One branch of the inquiry 4
treats of the Modes of Utterance. Buf this province
of knowledge belongs to the art of Delivery and to
the masters of that science. It includes, for instance,
—what is a command, a prayer, a statement, a threat,

 a question, an answer, and so forth. To know or not5
to know these things involves no serious censure upon
the poet’s art. For who can admit the fault imputed
to Homer by Protagoras,—that in the words, Sing,
goddess, of the wrath,” he gives a command under the
idea that he utters a prayer? For to tell some one to
do a thing or not to do it is, he says, a command. We
may, therefore, pass this over as an inquiry that belongs
to another art, not to poetry.

XX [Language in general includes the following parts :—
Letter, Syllable, Connecting word, Noun, Verb, Inflexion
or Case, Sentence or Phrase.

A Letter is an indivisible sound, yet not every such 2
sound, but only one which can form part of a group of
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sounds. For even brutes utter indivisible sounds, none
of which I call a letter. The sound I mean may be 3
either a vowel, a semi-vowel, or a mute. A vowel is
that which without impact of tongue or lip has an
audible sound. A semi-vowel, that which with such
impact has an audible sound, as S and R. A mute,
that which with such impact has by itself no sound,
but joined to a vowel sound becomes audible, as G and
D. These are distinguished according to the form 4
assumed by the mouth and the place where they are
produced ; according as they are aspirated or smooth,
long or short; as they are acute, grave, or of an inter-
mediate tone; which inquiry belongs in detail to the
writers on metre.

A Syllable is a non-significant sound, composed of a5
mute and a vowel: for GR without A is a syllable, as
also with A—GRA. But the investigation of these
differences belongs also to metrical science.

A Connecting word is a non-significant sound, which 6

1457 a neither causes nor hinders the union of many sounds

into one significant sound; it may be placed at either
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end or in the middle of a sentence. Or, a non-significant
sound, which out of several sounds, each of them signi-
ficant, is capable of forming one significant sound,—as
appi, mept, and the like. Or, a non-significant sound, 7
which marks the beginning, end, or division of a sentence;
such, however, that it cannot correctly stand by itself at
the beginning of a sentence,—as uév, 77oc, &é.

A Noun is a composite significant sound, not marking 8
time, of which no part is in itself significant: for in
double or compound words we do not employ the
separate parts as if each were in itself significant. Thus
in Theodorus, ‘ god-given,’ the 8@pov or ‘gift’ is not in
itself significant.

A Verb is a composite significant sound, marking e
time, in which, as in the noun, no part is in itself signi-
ficant. For ‘man, or ¢ white’ does not express the idea
of ‘when’; but ‘he walks,’ or ‘he has walked’ does
connote time, present or past.

Inflexion belongs both to the noun and verb, and 10
expresses either the relation ‘of’ ‘to, or the like; or
that of number, whether one or many, as ‘man’ or
‘men’; or the modes or tones in actual delivery, e.g. a
question or a command. ‘Did he go?’ and ‘go’ are
verbal inflexions of this kind.

A Sentence or Phrase is a composite significant 11
sound, some at least of whose parts are in themselves
significant ; for not every such group of words consists
of verbs and nouns— the definition of man,’ for example
—but it may dispense even with the verb. Still it will
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always have some significant part, as ‘in walking’ or
‘Cleon son of Cleon.” A sentence or phrase may form 12
a unity in two ways,—either as signifying one thing, or
as consisting of several parts linked together. Thus the
Iliad is one by the linking together of parts, the definition
of man by the unity of the thing signified.]

XXI Words are of two kinds, simple and double. By
simple I mean those composed of non-significant elements,
such as 7. By double or compound, those composed
either of a significant and non-significant element
(though within the whole word no element is significant),
or of elements that are both significant. A word may
likewise be triple, quadruple, or multiple in form, like

1457b 50 many Massilian expressions, e.g. ¢ Hermo-caico-xanthus
<who prayed to Father Zeus>.

Every word is either current, or strange, or meta- 2
phorical, or ornamental, or newly-coined, or lengthened,
or contracted, or altered.

By a current or proper word I mean one which is3
in general use among a people; by a strange word, one
which is in use in another country. Plainly, therefore,
the same word may be at once strange and current, but
not in relation to the same people. The word oiyvvov,
‘lance, is to the Cyprians a current term but to us a
strange one.

Metaphor is the application of an alien name by 4

” transference either from genus to species, or from species

to genus, or from species to species, or by analogy, thm:_iﬂ:~
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proportion. Thus from genus to species, as: ‘ There lies 5
my ship’; for lying at anchor is a species of lying.
From species to genus, as: ‘ Verily ten thousand noble
deeds hath Odysseus wrought’; for ten thousand is a
species of large number, and is here used for a large
number generally. From species to species, as: < With
blade of bronze drew away the life, and ¢ Cleft the water
with the vessel of unyielding bronze’ Here dpioar, ‘ to
draw away,” is used for Tauelv, ‘to cleave,’ and Tauetv
again for dpiloac,—each being a species of taking away.
Analogy or proportion is when the second term is to the ¢
first as the fourth to the third. We may then use the
fourth for the second, or the second for the fourth.
Sometimes too we qualify the metaphor by adding the
term to which the proper word is relative. Thus the
cup is to Dionysus as the shield to Ares. The cup may,
therefore, be called ‘the shield of Dionysus,’ and the
shield ‘ the cup of Ares’ Or, again, as old age is to life,
so is evening to day. KEvening may therefore be called
‘the old age of the day, and old age, ‘the evening of
life, or, in the phrase of Empedocles, ‘life’s setting sun.
For some of the terms of the proportion there is at times 7
no word in existence; still the metaphor may be used.
For instance, to scatter seed is called sowing: but the
action of the sun in scattering his rays is nameless. Still
this process bears to the sun the same relation as sowing
to the seed. Hence the expression of the poet ‘sowing
the god-created light” There is another way in which 8
this kind of metaphor may be employed. We may apply
an alien term, and then deny of that term one of its

'V|SVA—~“HARAT' ‘
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proper attributes; as if we were to call the shield, not
“the cup of Ares,’ but ‘ the wineless cup.’

<An ornamental word . . .~

A newly-coined word is one which has uever been 9
even in local use, but is adopted by the poet himself.
Some such words there appear to be: as épwiyes,
¢ sprouters,’ for «épata, ‘horns,” and épyrip, ¢ supplicator,
for [epevs, ‘ priest.

A word is lengthened when its own vowel is exchanged 10
for a longer ome, or when a syllable is inserted. A
word is contracted when some part of it is removed.
Instances of lengthening are,—moAnos for molews, and
IInampadew for IImhelbov: of contraction,—xpi, 8a, and
oy, as in uia yiverar apdorépwy Sy

An altered word is one in which part of the ordinary 11
form is left unchanged, and part is re-cast; as in Befi-
Tepov wata palov, Sefutepdv is for Sefiov.

[Nouns in themselves are either masculine, feminine, 12
or neuter. Masculine are such as end in v, p, 5, or in
some letter compounded with ,—these being two, 4
and £  Feminine, such as end in vowels that are always
long, namely 5 and o, and—of vowels that admit of
lengthening—those in @. Thus the number of letters in
which nouns masculine and feminine end is the same;
for 4 and £ are equivalent to endings in 5. No noun ends
in a mute or a vowel short by nature. Three only end in
,—pé\e, woput, mémepe: five end in v. Neuter nouns
end in these two latter vowels; also in » and .]

The perfection of style is to be clear without being
mean. The clearest style is that which uses only current
Mper words; at the same time it is mean :—witness
the poetry of Cleophon and of Sthenelus. That diction,
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on the other hand, is lofty and raised above the common-

place whichemploys unusual words. By unusual, I

mean strance (or rare) words, metaphorical, lengthened,—

z;nyt;hmg,~ _m “short, that differs from the normal 1d10m
fggmyle Wholly composed of such words is either a2
riddle or a jargon; a riddle, if it consists of metaphors ;
a jargon, if it consists of strange (or rare) words. For the
essence of a riddle is to express true facts under im-
possible combinations. Now this cannot be done by any
arrangement of ordinary words, but by the use of meta-
phor it can. Such is the riddle:— A man I saw who
on another man had glued the bronze by aid of fire, and
others of the same kind. A diction that is made up of
strange (or rare) terms is a jargon. A certain infusion,
therefore, of these elements is necessary to style; for the

strange (or rare) word, the metaphorical, the ornamental,
and the other kinds above mentioned, will raise it above
the commonplace and mean, while the use of proper
words will make it perspicuous. But nothing contributes 4

1456 b more to produce a clearness of diction that is remote
from commonness than the lengthening, contraction, and
alteration of words. For by deviating in exceptional
cases from the normal idiom, the language will gain
distinction ; while, at the same time, the partial con-
formity with usage will give perspicuity. The ecritics, 5
therefore, are in error who censure these licenses of
speech, and hold the author up to ridicule. Thus
Eucleides, the elder, declared that it would be an easy
matter to be a poet if you might lengthen syllables at
will. He caricatured the practice in the very form of
his diction, as in the verse:
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"Emriydpny eldov Mapabdvide Badifovra,
or,

ovk dv & épdpevos Tov éxelvov éaAéBopov.
To employ such license at all obtrusively is, no doubt,6
grotesque; but in any mode of poetic diction there
must be moderation. Even metaphors, strange (or rare)
words, or any similar forms of speech, would produce
the like effect if used without propriety and with the
express purpose of being ludicrous. How great a differ- 7
ence is made by the appropriate use of lengthening, may
be seen in Epic poetry by the insertion of ordinary forms
in the verse. So, again, if we take a strange (or rare)
word, a metaphor, or any similar mode of expression,
and replace it by the current or proper term, the truth
of our observation will be manifest. For example
Aeschylus and Euripides each composed the same iambre
line. But the alteration of a single word by Kuripides,
who employed the rarer term instead of the ordinary
one, makes one verse appear beautiful and the other

trivial. Aeschylus in his Philoctetes says :
payédawa <& > 4 pov odpras éobier modis:
Euripides substitutes Oowdrac ‘feasts on’ for éofiec
‘feeds on.” Again, in the line,
viv 8é ' éwv ONiyos Te xal oUTdavos xai dekils,
the difference will be felt if we substitute the common
words,

viv 8¢ ' éwv uikpds Te kai dobBevixos xal dedis.
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Or, if for the line,

Sippov dewcéniov karabels Shiyny Te Tpdmelav,

we read,

Sigpov poxOnpov rartalbeis pixpdv Te Tpdmelav.
Or, for Huoves Boowow, fudves rpdfovaw.

Again, Ariphrades ridiculed the tragedians for using s
phrases which no one would employ in ordinary speech :
for example, Swudrwr dmo instead of dmo depdTwv,
célev, éyw 8¢ v, 'AxiANéws mépe instead of repl
"AxiA\éws, and the like. It is precisely because such
phrases are not part of the current idiom that they
give distinction to the style. This, however, he failed
to see.

It is a great matter to observe propriety in these o
several modes of expression, as also in compound words,
strange (or rare) words, and so forth. But the greatest
! thing by far is to have a comﬂnlzgl_d_o_i: ) Wﬁs
alone cannot be 1mpa.rted by another; it is the mark of
gemus for’ to make ‘good metaphors 1mphes an_eye for
resemblances,

Of the various kinds of words, the compound are 10
best adapted to dithyrambs, rare words to heroic poetry,
metaphors to iambic. In heroic poetry, indeed, all
these varieties are serviceable. But in iambic verse,
which reproduces, as far as may be, familiar speech, the
most appropriate words are those which are found even
in prose. These are,—the current or proper, the meta-
phorical, the ornamental.

Concerning Tragedy and imitation by means of
action this may suffice.
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XXIII As to that poetic imitation which is narrative in
form and employs a single metre, the plot manifestly
ought, as in a tragedy, to be constructed on dramatic
principles. It should have for its subject a single
action, whole and complete, with a beginning, a middle,
and an end. It will thus resemble a living organism
in all its unity, and produce the pleasure proper to
it. Tt will differ in structure from historical composi-
tions, which of necessity present not a single action,
but a single period, and all that happened within
that period to one person or to many, little connected
together as the events may be. For as the sea-fight at 2
Salamis and the battle with the Carthaginians in Sicily
took place at the same time, but did not tend to any one
result, so in the sequence of events, one thing sometimes
follows another, and yet no single result is thereby
produced.  Such is the practice, we may say, of
most poets. Here again, then, as has been already 3
observed, the transcendent excellence of Homer is
mauvifest. He never attempts to make the whole war of
Troy the subject of his poem, though that war had a
beginning and an end. It would have been too vast a
theme, and not easily embraced in a single view. If,
again, he had kept it within moderate limits, it must
have been over-complicated by the variety of the in-
cidents. As it is, he detaches a single portion, and
admits as episodes many events from the general story
of the war—such as the Catalogue of the ships and
others—thus diversifying the poem. All other poets

useb take a single hero, a single period, or an action single
indeed, but with a multiplicity of parts. Thus did the
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author of the Cypria and of the Little Iliad. For this ¢
reason the Iliad and the Odyssey each furnish the
subject of one tragedy, or, at most, of two; while the
Cypria supplies materials for many, and the Little Iliad
for eight—the Award of the Arms, the Philoctetes, the
Neoptolemus, the Eurypylus, the Mendicant Odysseus,
the Laconian Women, the Fall of Ilium, the Departure
of the Fleet.

XXTV Again, Epic poetry must have as many kinds as
| Tragedy : it must be simple, or complex, or ‘ethical,
or ‘pathetic” The parts also, with the exception of
"song and spectacle, are the same; for it requires
Reversals of the Situation, Recognitions, and Scenes of
Suffering. Moreover, the thoughts and the diction must 2
be artistic. In all these respects Homer is our earliest
and sufficient model. 1Indeed each of his poems has a
twofold character. The Iliad is at once simple and
‘pathetic, and the Odyssey complex (for Recognition
scenes run through it), and at the same time °ethical’
Moreover, in diction and thought they are supreme.

]plc poetry ditfers from Tragedy in the scale on3

which it is constructed, and in its metre. As regards
scale or length, we have already laid down an adequate
limit :—the beginning and the end must be capable of
being brought within a single view. This condition
will be satisfied by poems on a smaller scale than the
old epics, and answering in length to the group of
tragedies presented at a single sitting.

Epic poetry has, however, a great—a special— 4
capacity for enlarging its dimensions, and we can see the
reason. In Tragedy we cannot imitate several lines of
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actions carried on at one and the same time; we must
confine ourselves to the action on the stage and the part
taken by the players. But in Epic poetry, owing to the
narrative form, many events simultaneously transacted
can be presented; and these, if relevant to the subject,
add mass and dignity to the poem. The Epic has here
an advantage, and one that conduces to grandeur of
effect, to diverting the mind of the hearer, and relievin{:,;r
the story with varying episodes. For sameness of
incident soon produces satiety, and makes tragedies fail
on the stage.

As for the metre, the heroic measure has proved its
fitness by the test of experience. If a narrative poem

(=]

in any other metre or in many metres were now com-
posed, it would be found incongruous. For of all
measures the heroic is the stateliest and the most
massive ; and hence it most readily admits rare words
and metaphors, which is another point in which the
narrative form of imitation stands alone. On the other
hand, the iambic and the trochaic tetrameter are stirring
measures, the latter being akin to dancing, the former
expressive of action. Still more absurd would it be to 6
mix together different metres, as was done by Chaeremon.
Hence no one has ever composed a poem on a great scale
in any other than heroie verse. Nature herself, as we
have said, teaches the choice of the proper measure.
Homer, admirable in all respects, has the special merit 7
of being the only poet who rightly appreciates the part
he should take himself. The poet should speak as little
as possible in his own person, for it is not this that makes
him an imitator. Other poets appear themselves upon
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the scene throughout, and imitate but little and rarely.
Homer, after a few prefatory words, at once brings in
a man, or woman, or other personage; none of them
wanting in characteristic qualities, but each with a
character of his own.

The element of the wonderful is required in Tragedy. 8 A
The irrational, on which the wonderful depends for its
chief effects, has wider scope in Epic poetry, because there
the person acting is not seen. Thus, the pursuit of
Hector would be ludicrous if placed upon the stage—the
Greeks standing still and not joining in the pursuit, and
Achilles waving them back. But in the Epic poem the
absurdity passes unnoticed. Now the wonderful is
pleasing: as may be inferred from the fact that every
one tells a story with some addition of his own,
knowing that his hearers like it. It is Homer who 9
has chiefly taught other poets the art of telling lies
skilfully. The secret of it lies in a fallacy. For,
assuming that if one thing is or becomes, a second is
or becomes, men imagine that, if the second is, the first
likewise is or becomes. But this is a false inference.
Hence, where the first thing is untrue, it is quite un-
necessary, provided the second be true, to add that the
first is or has become, For the mind, knowing the
second to be true, falsely infers the truth of the first.
There is an example of this in the Bath Scene of the
Odyssey.

Accordingly, the poet should prefer probable im- 10
possibilities to ig1_p_r_ojgg_bl} _possibilities. The tragic plot
must not be composed of irrational parts. Everything
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irrational should, if possible, be excluded; or, at all
events, it should lie outside the action of the play (as,
in the Oedipus, the hero’s ignorance as to the manmer
of Laius’ death); not within the drama,—as in the
Electra, the messenger’s account of the I’ythian games;
or, as in the Mysians, the man who has come from Tegea
to Mysia and is still speechless. The plea that otherwise
the plot would have been ruined, is ridiculous; such a
plot should not in the first instance be constructed.
But once the irrational has been introduced and an air
of likelihood imparted to it, we must accept it in spite of
the absurdity. Take even the irrational incidents in the
Odyssey, where Odysseus is left upon the shore of Ithaca.
How intolerable even these might have been would be
apparent if an inferior poet were to trecat the subject.

ueob As it is, the absurdity is veiled by the poetic charm
with which the poet invests it.

The diction should be elaborated in the pauses of 11
the action, where there is no expression of character
or thought. For, conversely, character and thought are
merely obscured by a diction that is over brilliant.

XXV With respect to critical difficulties and their solu-
tions, the number and nature of the sources from which
they may be drawn may be thus exhibited.

The poet being an imitator, like a painter or any
other artist, must of necessity imitate one of three
objects,—things as they were or are, things as they are
said or thought to be, or things as they ought to be.
The vehicle of expression is language,—either current 2
terms or, it may be, rare words or metaphors. There
are also many modifications of language, which we
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concede to the poets. Add to this, that the standard of s
correctness is not the same in poetry and politics, any
more than in poetry and any other art. Within the art
of poetry itself there are two kinds of faults,—those
which touch its essence, and those which are accidental.
If a poet has chosen to imitate something, <but has 4
imitated it incorrectly> through want of capacity, the
error is inherent in the poetry. But if the failure is
due to a wrong choice—if he has represented a horse
as throwing out both his off legs at once, or introduced
technical inaccuracies in medicine, for example, or in
any other art—the error is not essential to the poetry.
These are the points of view from which we should
consider and answer the objections raised by the
critics.

First as to matters which concern the poet’s own j
art. If he describes the impossible, he is guilty of
an error; but the error may be justified, if the end
of the art be thereby attained (the end being that
already mentioned),—if, that is, the effect of this or
any other part of the poem is thus rendered more
striking. A case in point is the pursuit of Hector.
If, however, the end might have been as well, or better,
attained without violating the special rules of the poetic
art, the error is not justified: for every kind of error
should, if possible, be avoided.

Again, does the error touch the essentials of the
poetic art, or some accident of it? For example,—not
to know that a hind has no horns is a less serious matter
than to paint it inartistically.

Further, if it be objected that the description is not 6
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true to fact, the poet may perhaps reply,—*‘But the
objects are as they ought to be’: just as Sophocles said
that he drew men as they ought to be; Euripides, as
they are. In this way the objection may be met. If,7
however, the representation be of neither kind, the poet
may answer,—* This is how men say the thing is” This
applies to tales about the gods. It may well be that
these stories are not higher than fact nor yet true to

ue1a fact : they are, very possibly, what Xenophanes says of
them. But anyhow, ‘this is what is said’ Again, a
description may be no better than the fact: still, it was
the fact’; as in the passage about the arms: ¢ Upright
upon their butt-ends stood the spears’ This was the
custom then, as it now is among the Illyrians.

Again, in examining whether what has been said or8
done by some one is poetically right or not, we must
not look merely to the particular act or saying, and ask
whether it is poetically good or bad. 'We must also con-
sider by whom it is said or done, to whom, when, by
what means, or for what end; whether, for instance, it
be to secure a greater good, or avert a greater evil.

Other difficulties may be resolved by due regard to o
the usage of language. We may note a rare word, as in
ovpfias pév mpdTov, where the poet perhaps employs
ovpijas not in the sense of mules, but of sentinels. So,
again, of Dolon : ‘ill-favoured indeed he was to look upon.’
It is not meant that his body was ill-shaped, but that his
face was ugly; for the Cretans use the word ededés,
¢ well-favoured, to denote a fair face. Again, {wpoTepov
3¢ xépaie, ‘mix the drink livelier, does not mean ‘ mix
it stronger’ as for hard drinkers, but ‘ mix it quicker.’
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Sometimes an expression is metaphorical, as ¢ Now all 10
gods and men were sleeping through the night,’—while at
the same time the poet says: ¢ Often indeed as he turned
his gaze to the Trojan plain, he marvelled at the sound
of flutes and pipes.” *‘All’is here used metaphorically
for ‘many, all being a species of many. So in the
verse,— alone she hath no part . ., oinp, ‘alone’ is
metaphorical ; for the best known may be called the
only one.

Again, the solution may depend upon accent or 1l
breathing. Thus Hippias of Thasos solved the difficulties
in the lines,—8/8ouer (818ouev) &€ of, and 7o pév ob (od)
xkatamilerar SuBpo.

Or again, the question may be solved by punctuation, 12
as in Empedocles,—* Of a sudden things became mortal
that before had learnt to be immortal, and things un-
mixed before mixed’

Or again, by ambiguity of meaning, —as rap- 13
oxnxer 8¢ wAéw vif, where the word #Aéw is
ambiguous.

Or by the usage of language. Thus any mixed 14

drink is called oivos, ‘wine” Hence Ganymede is said
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‘to pour the wine to Zeus,’ though the gods do not
drink wine. So too workers in iron are called ya«éas,
or workers in bronze. This, however, may also be taken
as a metaphor.

Again, when a word seems to involve some incon- 15
sistency of meaning, we should consider how many
senses it may bear in the particular passage. For 16
example: ‘there was stayed the spear of bronze’'—we
should ask in how many ways we may take °being
checked there” The true mode of interpretation is the

1461 b precise opposite of what Glaucon mentions. Crities, he
says, jump at certain groundless conclusions; they pass
adverse judgment and then proceed to reason on it; and,
assuming that the poet has said whatever they happen
to think, find fault if a thing is inconsistent with their
own fancy. The question about Icarius has been treated
in this fashion. The critics imagine he was a Lacedae-
monian. They think it strange, therefore, that Tele-
machus should not have met him when he went to
Lacedaemon. But the Cephallenian story may perhaps
be the true one. They allege that Odysseus took a wife
from among themselves, and that her father was Icadius
not Icarius. It is merely a mistake, then, that gives
plausibility to the objection.

In general, the impossible must be justified by 17

reference to artistic requirements, or to the higher
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reality, or to received opinion. With respect to the
requirements of art, a probable impossibility is to be
preferred to a thing improbable and yet possible. Again,
it may be impossible that there should be men such as
Zeuxis painted. ‘Yes’ we say, ‘but the impossible is
the higher thing; for the ideal type must surpass the
reality.” To justify the irrational, we appeal to what is
commonly said to be. In addition to which, we urge
that the irrational sometimes does not violate reason;
Just as ‘it is probable that a thing may happen contrary
to probability.’

Things that sound contradictory should be examined 18
by the same rules as in dialectical refutation—whether
the same thing is meant, in the same relation, and in the
same sense. We should therefore solve the question by
reference to what the poct says himself, or to what is
tacitly assumed by a person of intelligence.

The element of the irrational, and, similarly, depravity 19
of character, are justly censured when there is no inner
necessity for introducing them. Such is the irrational
element in the introduction of Aegeus by Euripides and
the badness of Menelaus in the Orestes.

Thus, there are five sources from which ecritical 20
objections are drawn. Things are censured either as
impossible, or irrational, or morally hurtful, or contra-
dictory, or contrary to artistic correctness. The answers
should be sought under the twelve heads above mentioned.

XXVI The question may be raised whether the Epic or
Tragic mode of imitation is the higher. If the more
refined art is the higher, and the more refined in every
case is that which appeals to the better sort of audience,
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the art which imitates anything and everything is
manifestly most unrefined. The audience is supposed to
be too dull to comprehend unless something of their own
is thrown in by the performers, who therefore indulge
in restless movements. Bad flute-players twist and twirl,
if they have to represent ‘ the quoit-throw, or hustle the
coryphaeus when they perform the ‘Scylla’ Tragedy, 2
it is said, has this same defect. 'We may compare the
opinion that the older actors entertained of their suec-
cessors. Mynniscus used to call Callippides ‘ape’ on
account of the extravagance of his action, and the same

ueza view was held of Pindarus. Tragic art, then, as a whole,
stands to Epic in the same relation as the younger to
the elder actors. So we are told that Epic poetry is
addressed to a cultivated audience, who do not need
gesture; Tragedy, to an inferior public. Being then 3
unrefined, it is evidently the lower of the two.

Now, in the first place, this censure attaches not to
the poetic but to the histrionic art; for gesticulation
may be equally overdone in epic recitation, as by Sosi-
stratus, or in lyrical competition, as by Mnasitheus the
Opuntian. Next, all action is not to be condemned—
any more than all dancing—but only that of bad per-
formers. Such was the fault found in Callippides, as
also in others of our own day, who are censured for
representing degraded women. Again, Tragedy like Epic
poetry produces its effect even without action ; it reveals
its power by mere reading. If, then, in all other respects
it is superior, this fault, we say, is not inherent in it.

And superior it is, because it has all the epic4
elements—it may even use the epic metre—with the



110 XXVI. 4—8. 1462 a 16-—1462 b 19

’ \ \ NNy s A e e \ ’
wépos Ty povaikny kai Tas oyrews, 8 as ai ndovai cuvicTav-
Tat dvapyéoTaTa: elta kai T6 évapyés Exel Kal év T) dvayve-

[N TR Y ~ »” » ) w 7 ’ \ ’

gel kal éml Tév Epywy: €L TO év éNdTTOVL prjKelL TO TENOS B

-~ A ~

uezd Tijs ppraews elvar (1o yap abpowtepov 7idiov 1) TOANG Kekpa-
~ ! \
wévov T ypove' Méyw & olov el Tis Tov Oibimovy Bein
,
Tov Zodoxhéovs év émeow Goows 7 INids): €Ti frTOv pia 7) 6
~ ~ ~ 14 ~
plunaws 1 Ty émomoidv (omuelov 8é- éx yap omoiacoiv
4 / ’ 7 L4 3\ \ [

5 [pepijoews] mrelovs Tpaywdial yivovrasr), doTe éav pev &va
~ ~ A ’ / 4 7 A
pbov mordaw, %) Bpayéws Sewxviuevoy povpor paiveabad, 4
i) ~ “~ ’ 4 3 ~ 4 \
axorovbobyra T cuppétpe pixer Udapi). * * Aéyw OS¢
b4 I\ ) ’ 14 b ’ e (S \
olov éav éx mhewovwy Tpafewy 7 ouyketuérn, @amwep 1 I\as
éyer woMa TowadTa pépn kai 7 'O8locea & kai kal
10 éavra Eyer péyebos: kaitor TavTa T4 WoujpaTa cuvéoTnKev

L4 3 ! b \ e 7 ~ ’ ’
ws évdéyerar dpioTa kal 8Ti pdhioTa pids Tpdafews pipm-
’ A / l ~ \ W -~ ~ /
ois. €l odv ToUTows Te Stapéper wacw Kkal éri T ThS TéyVns T
> ~ \ 3 \ ~ . \ ~ 3\ 5 \
EpyQ (8¢t yap ov TRV TUYOUTAV novny morely alras dAla
\ ’ ~
TV elpnuévny), pavepov OTL KpeltTwy 4v €ln pallov Tob
15 TéAovs Tuyydvovea Tis émwomouias.
7 ~
wepl ey obv Tpaywdias kal émomoias, kal adTdv 8
\ ~ IO A \ ~ ~ \ ’ \ ’ ’
kai TOV €bdv kal THV pepdv, xai mwoca kal T Sapépet,
~ /
kal ToD €) 7 uiy Tives aitial, kai wepi émiTywioewy Kai

’ 9y é ~
Moewy, elpicbw TocaiTa. * * *

16. xal ras 8yeis secl. Spengel : post évapyéorara collocavit Gomperz : xal Tiw

Sy Ald. & &s (vel als) coni. Vahlen: & #s codd. 17. avayvdoe
Maggi: dvayvwpice. A® 18. #rv 70 Winstanley: & 7¢ codd.

1462 b 1. #éwov 7 Magyi: hdeiov 7 Riccardianus 16: 7dov Ac 2. Tov
diwour pr. Ac Geln bis Ac 3. % I\ds Riccardianus 16 : 9 Mlas (fuit
i5las) Ac pla 9 Spengel : § ula Ac: ula érocacody Riccardianus 16

6. wuhoews secl. Gomperz 6. peiovpor Parisinus 2038 7. ovupérpy
Bernays: roi uérpov codd.: fort. Tob uerplov (cf. 1468 b 12) post Udapd,

<éav 8¢ whelovs> Ald.: <Néyw &8¢ olov + * &v 8¢ ph, oV ula % wlunous>
coni. Vahlen: <éav 8¢ whelovs, o0 mia 7 plpnois> Teichmiiller : lacunam
aliter supplevi, vide versionem 9. & add. apogr. 10. xalrou Taira
7¢ Riccardianus 16 : kal rowadr’ drra Ac 18. 4 apogr. : el Ac



ARISTOTLE’S POETICS XXVI. 4—8 111

music and spectacular effects as important accessories;
and these produce the most vivid of pleasures. Further,
it has vividness of impression in reading as well as in
representation. Moreover, the art attains its end within 5

t2p narrower limits; for the concentrated effect is more
pleasurable than one which is spread over a long time
and so diluted. What, for example, would be the effect
of the Oedipus of Sophocles, if it were cast into a form
as long as the Iliad? Once more, the Epic imitation ¢
has less unity ; as is shown by this, that any Epic poem
will furnish subjects for several tragedies. Thus if the
story adopted by the poet has a strict unity, it must
either be concisely told and appear truncated; or, if it
conform to the Epic canon of length, it must seem weak
and watery. <Such length implies some loss of unity,>
if, I mean, the poem is constructed out of several actions,
like the Iliad and the Odyssey, which have many such
parts, cach with a certain magnitude of its own. Yet
these poems are as perfect as possible in structure; each
is, in the highest degree attainable, an imitation of a
single action.

If, then, Tragedy is superior to Epic poetry in all these 7
respects, and, moreover, fulfils its specific function better
as an art—for each art ought to produce, not any chance- g
pleasure, but the pleasure proper to it, as already stated|
—it plainly follows that Tragedy is the higher art, as
attaining its end more perfectly.

Thus much may suffice concerning Tragic and Epic s
poetry in general; their several kinds and parts, with
the number of each and their differences; the causes
that make a poem good o1 bad; the objections of the
critics and the answers to these objections. # % #*






ARISTOTLE’S THEORY OF POETRY
AND THE FINE ARTS

CHAPTER 1
ART AND NATURE

ARISTOTLE, it must be premised at the outset, has
not dealt with fine art in any separate treatise, he
has formulated no theory of it, he has not marked
the organic relation of the arts to one another.
While his love of logical distinctions, his tendency
to rigid demarcation, is shown even in the province
of literary criticism by the care with which in
the Poetics he maps out the subordinate divisions
of his subject (the different modes of recognition,
the elements of the plot, etc.), yet he nowhere
classifies the various kinds of poetry ; still less has
he given a scientific grouping of the fine arts and
exhibited their specific differences. We may con-
fidently assert that many of the aesthetic problems
which have been since raised never even occurred to
his mind, though precise answers to almost all such

questions have been extracted from his writings
113
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by the unwise zeal of his admirers. He has how-
ever left some leading principles which we shall
endeavour to follow out.

There is a special risk at the present day at-
tending any such attempt to bring together his
fragmentary remarks and present them in a con-
nected form. His philosophy has in it the germs
of so much modern thought that we may, almost
without knowing it, find ourselves putting into his
mouth not his own language but that of Hegel.
Nor is it possible to determine by general rules
how far the thought that is implicit in a philo-
sophical system, but which the author himself has
not drawn out, is to be reckoned as an integral
part of the system. In any case, however,
Aristotle’s Poetics cannot be read apart from his
other writings. No author is more liable to be
misunderstood if studied piecemeal. The careless
profusion with which he throws out the suggestions
of the moment, leaving it to the intelligence or
the previous knowledge of his readers to adjust
his remarks and limit their scope, is in itself a
possible source of misapprehension. It was an
observation of Goethe that it needs some insight
into Aristotle’s general philosophy to understand
what he says about the drama; that otherwise he
confuses our studies ; and that modern treatises on
poetry have gone astray by seizing some accidental
side of his doctrine. If it is necessary, then, to
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interpret Aristotle by himself, it will not be unfair
in dealing with so coherent a thinker to credit him
with secing the obvious conclusions which flow
from his principles, even when he has not formally
stated them. To bring out the lines of attachment
which subsist between the correlated parts of his
system is a very different thing from discovering
in him ideas which, even if present in the germ,
could only have ripened in another soil and under
other skies.

The distinction between fine and useful art
was first brought out fully by Aristotle. In the
history of Greek art we are struck rather by the
union between the two forms of art than by their
independence. It was a loss for art when the
spheres of use and beauty came in practice to be
dissevered, when the useful object ceased to be
decorative, and the things of common life no
longer gave delight to the maker and to the user.
But the theoretic distinction between fine and
useful art needed to be laid down, and to Aristotle
we owe the first clear conception of fine art as a
free and independent activity of the mind, outside
the domain both of religion and of politics, having
an end distinet from that of education or moral
improvement. He has not indeed left us any
continuous discussion upon fine art. The Poetics
furnishes no complete theory even of poetry, nor
is it probable that this is altogether due to the
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imperfect form in which this treatise has come
down to us. But Aristotle is a systematic thinker,
and numberless illustrations and analogies drawn
from one or other of the arts, and scattered through
his writings, show that he had given special
attention to the significance of art in its widest
sense; and that as he had formed a coherent
idea of the place which art held in relation to
nature, science, and morality, so too he had in his
own mind thought out the relation in which the
two branches of art stood to one another.

¢ Art imitates nature_: (7 Téxrn ppelTac THY
¢vow), says Aristotle, and the phrase has been
repeated and has passed current as a summary
of the Aristotelian doctrine of fine art. Yet the
original saying was never intended to differentiate
between fine and useful art; nor indeed could it

possibly bear the sense that fine art is a copy
or reproduction of natural objects. The use o
the term ‘nature’ would in itself put the matter
beyond dispute ; for nature in Aristotle is not the
‘outward world of created things; it is the creative
force, the productive principle of the universe.
The context in each case where the phrase occurs
determines its precise application. In the Physics
the point of the comparison is that alike in art anc
in nature there is the union of matter (¥Ag) with
constitutive form (eldos), and that the knowledge
1 Phys. ii. 2. 194 a 21.
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of both elements is requisite for the natural
philosopher as for the physician and the architect.
In the Meteorologica' the reference is to cooking
as an artificial mode of producing results similar to
those produced by the spontaneous action of heat
in the physical world; digestion (mwéys) itself
(according to the medical theory of the day) being
given as an instance of a process of cooking
(&ymaes) carried on by nature within the body.
In the instances above quoted ‘art’ is limited by
the context to useful art; but the analogy does
not rest there. Art in its widest acceptation has,
like nature, certain ends in view, and in the
adaptation of means to ends catches hints from
nature who is already in some sort an unconscious
artist.

While art in general imitates the method of
nature, the phrase has special reference to useful
art, which learns from nature the precise end at
which to aim. In the selection of the end she acts
with infallible instinct, and her endeavour to attain
it i1s on the whole successful. But at times she
makes mistakes as indeed do the schoolmaster and

! Meteor. iv. 3. 381 b 6. The phrase ‘ Art imitates Nature’ is
also found in de Mundo 5. 396 b 12, which, however, cannot be
reckoned among the genuine Aristotelian writings. There the
order of the universe is explained to result from a union of
opposites ; and three illustrations, derived from painting, music,
and grammar, are added of the mode in which art, in imitating
nature’s diversity, works out harmonious results.
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the physician ;! failures rather than mistakes they
should be called, for the fault is not hers; her
rational intention is liable to be frustrated by
inherent flaws in the substances with which she is
compelled to work. She is subject to limitations,
and can only make the best of her material.?

The higher we ascend in the scale of being, the
more does nature need assistance in carrying out
her designs. Man, who is her highest creation,
she brings into the world more helpless than any
other animal,—unshod, unclad, unarmed.®* But in
his seeming imperfection lies man’s superiority, for
the fewer the finished appliances with which he is
provided, the greater is his need for intellectual
effort. By means of the rational faculty of art,
with which nature has endowed him richly, he is
able to come to her aid, and in ministering to his
own necessities to fulfil her uncompleted purposes.
Where from any cause nature fails, art steps in.
Nature aims at producing health ; in her restorative
processes we observe an instinctive capacity for
self-curing.* But she does not always succeed, and
the art of the physician makes good the defect.

1 Phys. ii. 8. 199 a 33.

2 Cf. de Part. Anim. iv. 10. 687 a 15, 7 6¢ Ppluis & TOV
év8exopevov mowel 70 BéAdTwoTov.

3 De Part. Anim. iv. 10. 687 a 24.

4 Phys. ii. 8. 189 b 30, do7 €l év Ty TéXVY éveoTe TO évexd Tov,
kal év Pploe. pdAwra 8¢ Sijdov Stav Tis latpely avTds éavrov:
TOUTY Yap Eoikev 1) pios.
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He discovers one of the links of the chain which
terminates in health, and wuses nature’s own
machinery to start a series of movements which
lead to the desired result.! Again, nature has
formed man to be a ¢ political animal.’? Family
and tribal life are stages on the way to a more
complete existence, and the term of the process is
reached when man enters into that higher order of
community called the state. The state is indeed
a natural institution, but needs the political art to
organise it and to realise nature’s full idea. The
function, then, of the useful arts is in all cases ‘to
supply the deficiencies of nature’;® and he who
would be a master in any art must first discern

-

1 Metaph. vi. 7. 1032 b 6, ylyverar 8y 70 dyiés vooijoavTos
olTws” éredy Todl iylewa, dvdyky € Uywes éorTac Todl Vwdpfar,
olov GuaAéTyra, el 8¢ Toliito, BeppoTnTa. kal o¥Tws del voel, éws
av dydyy €ls TobTo & alTos Stvatar éoxaTov moceiv. eira Won 3
amd TotTOv KiVyoLs moinos kaleiTat, 1) érl TO Vyaivew.

2 Pol. i. 2. 1253 a 2, dvfpwmos Pioger moAirikdy (gov.

3 Pol. iv. (vil) 17. 1337 a 1-2, wdoa yap Téxvy kal waideila T
wpoaAecimov Botderar T7)s Ppioews avarAnpotv. The context here,
in its reference to education, limits the scope of Téxwvy to useful
art. In Phys. ii. 8. 199 a 15, % Téxvy Ta peév émitelel d 1) pios
ddvvarel drepydoacBat, Ta 8¢ pmipeitae it is probable that the dis-
tinction is not, as would at first sight seem, between useful and fine
art, but between two aspects of useful art. The sentence is not
quite logical in form, but the meaning is that useful art on the one
band satisfics those needs of man for which nature has not fully
provided, on the other hand its processes are those of nature
(uepeirar se. Ty o). The two clauses respectively mark the
end and the method of useful art. The main argument of the
chapter is in favour of this view.
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the true end by a study of nature’s principles, and
then employ the method which she suggests for
the attainment of that end.

‘Nature taught Art,’ says Milton; and the
same Aristotelian idea was in the mind of Dante,
when he makes Virgil condemn usury as a departure
from nature: ¢ Philosophy, to him who hears it,
points out not in one place alone, how Nature
takes her course from the Divine Intellect, and
from its art. And, if thou note well thy Physics,!
thou wilt find, not many pages from the first, that
your art as far as it can, follows her (Nature), as
the scholar does his master. . . . . And because the
usurer takes another way, he contemns Nature in
herself, and in her follower (Art), placing elsewhere
his hope.’? The phrase on which we have been
commenting is the key to this passage: useful art
supplements nature, and at the same time follows
her guidance.

1 Phys. ii. 2.
2 Inferno xi. 97-111, Carlyle’s Translation.



CHAPTER 1I
‘IMITATION’ AS AN AESTHETIC TERM

‘THE term ‘fine art’ is not one that has been
transmitted to us from the Greeks. Their phrase
was the ‘imitative arts’ (uepnTical Téyvac), ‘modes
of imitation’ (wpuijoes),! or sometimes the ¢ liberal
arts’ (éxevfépior Téyvar). Almitation’ as the com-
mon characteristic of the fine arts, including poetry,
was not originated by Aristotle. In literature the
phrase in this application first occurs in Plato,
though, not improbably, it may have been already
current in popular speech as marking the antithesis
between fine art and industrial production. { The
idea of imitation is connected in our minds with
a want of creative freedom, with a literal or
servile copying: and the word, as transmitted
from Plato to Aristotle, was already tinged by
some such disparaging associations. The Platonic

1 He applies the term pymjoers only to poetry and music (Poet.
i. 2), but the constant use of the verb pipeicfac or of the adjective
ppyTikds in connexion with the other arts above enumerated
proves that all alike are counted arts of imitation.
17
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view that the real world is a weak or imperfect
repetition of an ideal archetype led to the world
of reality being regarded in a special sense, and
on a still lower plane, as a world of mere imita-';
tion. Aristotle, as his manner was, accepted the
current phrase and interpreted it anew. True, he
may sometimes have been misled by its guidance,
and not unfrequently his meaning is obscured by
his adherence to the outworn formula. But he
deepened and enriched its signification, looking at
it from many sides in the light of the masterpieces
of Greek art and literature. 3
\_This will become apparent as we proceed.
Meanwhile—if we may so far anticipate what is to
follow—a crucial instance of the inadequacy of the
literal English equivalent ‘imitation’ to express
the Aristotelian idea is afforded by a passage in
ch. xxv. "The artist may ‘imitate things as they
ought to be’:' he may place before him an
unrealised ideal. We sce at once that there is no
question here of bare imitation, of a literal tran-
script of the world of reality.
« It has been already mentioned that ‘to imitate
nature,’ in the popular acceptation of the phrase, is
not- for Aristotle the function of fine art. The
actual objects of aesthetic imitation are threefold
1 Poet. xxv. 1, dvdyky pepcicBar tpiov Svrwv Tov dplbudv év

Tt del, %) yap ola v 5) éoTiv, 7 old paot xai Soxei, 7 ola elvar Sei.
Sec also pp. 167 ff,, 376.
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Choinae. g g Oc ﬁgflw C I
—1j07, wd6n, 'n'pa.{-'el,e. By 465 are meant the

characteristic moral qualities, the permanent dis-
positions of the mlnd whlch reveal a certain
condition of the will: men are the more transient
emotions, the passing moods of feeling : mpdEeis are
actions in their proper and inward sense. An act
viewed merely as an external process or result, one
of a series of outward phenomena, is not the true
object of aesthetic imitation. The mpaks that art
seeks to reproduce is mainly an inward process,
a psychical energy working outwards; deeds, in-
cidents, events, situations, being included under it
so far as these spring from an inward act of will,
or elicit some activity of thought or feeling.?

Here lies the explanation of the somewhat
startling phrase used in the Poetics, ch. ii., that
‘men in action’ are the objects imitated by the
fine arts : >--by all and not merely by dramatic or
narrative poetry where action is more obviously
represented. Everything that expresses the mental
life, that reveals a rational personality, will fall
within this larger sense of ‘action.’” Such actions
are not necessarily processes extending over a
period of time: they may realise themselves in a

1 Cf. Poet. i. 5.

2 Cf. Eth. Nic. i. 8. 1098 b 15, ras 8¢ wpdfes kai Tas
Svepyelus Tas Yuyikas wept Yuxyv Tilepev. See also infra, p. 334.

3 Poet. ii. 1, émel 8¢ pepotvrar ol pepodpevor TpdTTOVTAs

x.T.A. Cf. Plat. Rep. x. 603 ¢, mpdrrovtas, ¢auér, dvlpdmovs
pyreiTar ) ppunTiky Bialovs i) éxovoias mpdfeds.
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single moment; they may be summed up in a
particular mood, a given situation./ The phrase
is virtually an equivalent for the #6n, wdifn, wpdfecs
above enumerated.

(‘ The common original, then, from which all the
arts draw i is human life,—its mental processes, its
spiritual movements, its outward acts issuing from
deeper sources; in a word, all that constitutes the
inward and essential activity of the soul. On this
principle landscape and animals are not ranked
among the objects of aesthetic imitation. The
‘whole universe is not conceived of as the raw
material of art. Aristotle’s theory is in agreement
with the practice of the Greek poets and artists
of the classical period, who introduce the external
world only so far as it forms a background of
action, and enters as an emotional element into
man’s life and heightens the human interest,)

We may now proceed to determine more nearly
the meaning of ‘imitation.’

‘A work of art is a likeness (époiwpa) or re-
productzon of an orzgmal and not a s meolzc
representation of <t ;' and this holds good whether
the artist draws from a model in the real world
or from an unrealised ideal in the mind.y The
distinction may be shown by Arvistotle’s own
illustrations. A sign or symbol has no essential

1 This point is worked out in detail by Teichmiiller, Ari-
stotelische Forschungen, ii. 145-154.
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resemblance, no natural connexion, with the thing
signified. ~Thus spoken words are symbols of
mental states, written words are symbols of spoken
words ; the connexion between them is con-
ventional.! On the other hand mental impressions
are not signs or symbols, but copies of external
reality, likenesses of the things themselves. In
the act of sensuous perception objects stamp upon
the mind an impress of themselves like that of
a signet ring, and the picture (¢dvrascua) so en-
graven on the memory is compared to a portrait
(¢wypdpnpa, eikov).” Thus the creations of art
are, as 1t were, pictures which exist for the
‘ phantasy.’

Of this faculty, however, Aristotle does not
give a very clear or consistent account. He defines
it as ¢ the movement which results upon an actual
sensation” : more simply we may define it as the
after-cffect of a sensation, the continued prescence
of an impression after the object which first
excited 1t has been withdrawn from actual ex-
perience.’® As such it is brought in to explain

1 De Interpret. i. 1. 16 a 3, éore puév odv Ta év 71 Pwvy Tev év
) Yuxy mebpudrev cipBola, kai Ta ypaddueva Tov év T dwry.
In ch. 2. 16 a 27 the connexion is said to'be kard cvvbijxyy.

2 De Mem. et Remin. 1. 450 a 27—451 a 17. Cf. de Interpret.
i. 1. 16 a 7, where the ra@juara or mental impressions are said
to be dpordpara of reality.

3 E. Wallace, Aristotle’s Psychology, Intr. p. Ixxxvii.: see the whole
section relating to this subject, pp. Ixxxvi.—xcvii. The definition
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the illusions of dreaming and other kindred
phenomena. But it is more than a receptivity
of sense,’ it is on the border-line between sense and
thought. It is treated as an image-forming faculty,
by which we can recall at will pictures previously
presented to the mind ? and may even accomplish
some of the processes of thought.®* It represents
sub_]ectwely all the particular concrete objects
perceived by the external senses. From these
‘ phantasms’ or representations of the imagination
the intellect abstracts its ideas or universal con-
cepts.  Without the imagination the intellect
cannot work through lack of matter. The idea,
therefore, which is purely intellectual, implies and
contains 1n itself whatever 1s universal, that iIs
intelligible, in the object of sense.  'When in default
of a nearer equivalent we use the term ‘imagina-
tion’—that is, an image-making power—we must
remember that Aristotle’s psychology does not
admit of such a faculty as a creative imagination,
which not merely reproduces objects passively
perceived, but fuses together the things of thought
and sense, and forms a new world of its own,
recombining and transmuting the materials of
is in de Anim. iii. 3. 429 a 1, %) davrucia dv ey kivos TTd
Ts alobijoews Tis kat évéipyewav yiyvouévy. So de Somno 1.
459 a 17.
1 De Anim. iii. 3. 428 a 5-16.

2 De Anivm. iii. 3. 427 b 17-20.
3 De Anwm. iii. 10. 433 a 10,
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experience." This work is for Aristotle the result '
of the spontancous and necessary union of intellect -
and sense.

We have thus advanced another step in the
argument. A work of art reproduces its original,
not as it is in atself, but as it “appears to the
senses. Art addresses itself not to the abstract
reason but to the sensibility and 1mage-mak1ng
faculty ; it is concerned with outward appearances ;
it employs illusions; its world is not that Whlch‘
is revealed by pure thought; it sees truth, but in
its concrete manifestations, not as an abstract idea. J

( Important consequences follow from the doctrine
of aesthetic semblance, first noted by Plato?—
though in depreciation of fine art—and firmly
apprehended by Aristotle. Art does not attempt
to embody the objective 1eahty of things, but only
their sensible appearances. Indeed by the very

1 The idea of a creative power in man which transforms the
materials supplied by the empirical world is not unknown either to
Plato or Aristotle, but it is not a separate faculty or denoted by a
distinct name. In Philostratus (circa a.p. 210), F72t. Apoll. vi. 19,

- ¢pavracia is the active imagination as opposed to the faculty of
pipnos.  ¢pavracia, édy, Tavra (e. the sculptured forms of the
gods by a Phidias or Praxiteles) elpydoato codwrépa ppioews
Snuovpyds® pipmois pév yap Snmovpyioe & ellev, davracia
3¢ kal & g3 €ler.

2 In Rep. x. 598 B painting, like other imitative arts, is a
plunos pavrdoparos.  In Sophist 264 c—267 A, these arts fall
under the head of ¢urraoriki). For the importance of this con-
tribution to aesthetic theory see Bosanquet, History of Aesthetic,
PPp. 28-30.
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principles of Aristotle’s philosophy it can present
no more than a semblance; for it impresses the
artistic form upon a matter which is not proper
4o that form. Thus it severs itself from material
reality and the corresponding wants. Herein lies
the secret of its emancipating power. The real
emotions, the positive needs of life, have always
in them some element of disquiet. By the union
of a form with a matter which in the world of
experience 1is alien to it, a magical effect is wrought.
The pressure of everyday reality is removed, and
tzhe aesthetic emotion is released as an independent
aétivit)'. Art, then, moving in a world of images
and appearances, and creating after a pattern
existing in the mind, must be skilled in the use
of illusion.\) By this alone can it give coherence to
its creations and impart to its fictions an air of
reality. The doctrine of aesthetic semblance and
of 7o mibavév, which depends on it, is carried so
far that the poet working by illusions ‘ought
to prefer probable 1impossibilities to possible
improbabilities.” !
( While all works of art are likenesses of an
original and have reference to a world indepen-
dently known, the various arts reflect the image
from without by different means and with more
or less directness and vividness.
Music was held by Aristotle,”as by the Greeks
) 1 Poet. xxiv. 10, xxv. 17 : see pp. 173 .
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generally, to be the nlggt 1“m'1‘tat1ve or represent-
ative of the arts. It is a direct image, a copy of
character. We generally think of it in a different
way. The emotion it suggests, the message it
conveys, corresponds but little with a reality
outside itself, with a world of feeling already
known. We cannot test its truth by its accordance
with any original. It is capable of expressing
general and elementary moods of feeling, which
will be variously interpreted by different hearers.
It cannot render the finer shades of extra-musical
emotion with any degree of certainty and precision.
Its expressive power, its capacity to reproduce in-
dependent realities, i1s weak in proportion as the
impression it produces is vivid and definite. But
to Aristotle, who here accepts the traditions of his
country, the very opposite seems true. Music is the
express image and reflexion of moral character.
‘In rhythms and melodies we have the most real-
istic imitations of anger and mildness as well as of
courage, temperance and all their opposites.”! Not
only states of feeling but also strictly ethical
qualities and dispositions of mind are reproduced
by musical imitation, and on the close correspond-
ence between the copy and the original depends

1 Pol. v. (viii.) 5. 1340 a 18, éore 8¢ dpowdpara pdAwra wapd
Tas dAnOuwas ¢piveas év Tois pubpois kal Tois péleoiv dpyis xal
wpabTyros ére § dvdpias xui cwdpoolrys kal wdvrwv TOV évav-
Tiwv TovTois.
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the importance of music in the formation of
character. Music in reflecting character moulds
and influences it.

A partial explanation of the prevalence of such
a view is to be found in the dependent position
which music occupied among the Greeks. It was
one of the accessories of poetry, to which it was
strictly subordinate, and consisted of comparatively
simple strains. Much of its meaning was derived
from the associations it called up, and from the
emotional atmosphere which surrounded it. It
was associated with definite occasions and solem-
nities, it was accompanied by certain dances and
attached to well-known words. ¢ When there are
no words,’ says Plato, ‘it is very diflicult to
recognise the meaning of harmony or rhythm, or
to see that any worthy object is imitated by them.”*

1 Laws ii. 669 E. On the whole subject of Greek music sce
The Modes of Ancient Greek Music by D. B. Monro (Oxford, 1894),
Mr. Monro after insisting on the close connexion between worde
and melodies thus proceeds : ¢The beauty and even the persuasive
effect of a voice depend, as we are more or less aware, in the first
place upon the pitch or key in which it is set, and in the second
place upon subtle variations of pitch, which give emphasis, or light
and shade. Answering to the first of these clements, ancient
music, if the main contention of this essay is right, has its system
of Modes or keys, Answering to the second it has a series of
scales in which the delicacy and variety of the intervals still fill
us with wonder. In both these points modern music shows
diminished resources. We have in the Keys the same or even a
greater command of degrees of pitch; but we scem to have lost
the close relation which once obtained between a note as the result
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But even apart from interpretative words it would
seem that the ethical significance of music was
maintained by Aristotle and his school. In the
Problems we find it said,  Melody even apart from
words has an ethical quality.’! Though we may
not be able entirely to comprehend the Greek point
of view as to the moral import of music, we must

bear in mind that the dominant element in Greek

music was the rhythm ; the spirit and meaning
of any given composition was felt to reside

of physical facts and the same note as an index of temper or
emotion. A change of key affects us, generally speaking, like a
change of colour or of movement-—mnot as the heightening or
soothing of a state of feeling. In respect of the second' element
of vocal expression, in the rise and fall of the pitch, Greek music
possessed in the multiplicity of its scales a range of expression to
which there is no modern parallel. The nearest analogue may be
found in the use of modulation from a major to a minor key, or
the reverse. But the changes of genus and ‘“colour” at the
disposal of an ancient musician must have been acoustically more
striking, and must have come nearer to reproducing, in an idealised
form, the tones and inflexions of the speaking voice. The tendency
of music that is based upon harmony is to treat the voice as one
of a number of instruments, and accordingly to curtail the use of
it as the great source of dramatic and emotional effect. The
consequence is two-fold. On the one hand we lose sight of the
direct influence exerted by sound of certain degrees of pitch on
the human sensibility, and thus ultimately on character. On the
other hand, the music becomes an independent creation. It may
still be a vehicle of the deepest feeling ; but it no longer seeks the
aid of language, or reaches its aim through the channels by which
language influences the mind of man.’

1 Probl. xix. 27. 919 b 26, xal yap éav ff dvev Aéyov uélos,
Suws éxe H}bos.
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especially here; and the doctrine which asserted
the unique imitative capacity of music had for
Aristotle its theoretic basis in this, that the ex-
ternal movements of rhythmical sound bear a close
wféééﬁlblahce to the movements of the soul. Each
smgle note is felt as an inward agitation. The
regular succession of musical sounds, goverped by
the laws of melody and rhythm, are allied to
those mwpdfeis or outward activities which are the
expression of a mental state.’

This power which belongs in an eminent degree
to the sense of hearing is but feebly exhibited by
the other senses. Taste and touch do not directly
reflect moral qualities; sight, but little, for form
and colour are ‘rather signs of moral qualities’

1 In Probl. xix. 29. 920 a 3, the question is asked Sia 7{ of
prbpol xai ra pédy 4""‘"’7 odra jleocv wmcv, and the answer
suggested is 7 67¢ xun)aus‘ elaiv wcr1r¢p xal ai Wpa&cts, 7]87) 8¢ 7
pév évépyea 10ukdv kal mowel jfos, oi 8¢ yvpol xai Td xpupata
oV wowvoty Spoiws. Again in Probl. xix. 27. 919 b 26, the
similar question &:id T¢ 7O dxovoTdv p.évov 70os ;xa TOV ai-
001]1’&)1’, is put, and again the answer is % J7¢ ktw;cnv ¢xa p.ovov
ovxi, 1)y 6 Yopos Nuds kiwvel; . . . dAAG TS e‘rrop,cvns 1'(9 'rowvrcp
Yopy alobavipela xumjoews. It is added ai 8¢ xumjoess adrac
wpakTikai elow, ai 8¢ wpdfets 1j6ovs anuacia éoriv. A distinction
is further drawn between the kunjoets produced by sight and by
hearing, but the precise meaning is not beyond dispute and need
not detain us here.

The classification of melodies into %7ikd, évfovoiaorind,
mwpaxticd (Pol. v. (viii.) 7. 1341 b 33), corresponds, it may be
observed, with the three objects of imitative art %56y, wdfn,
wpdets.



‘IMITATION’ AS AN AESTHETIC TERM 133

than actual imitations of them.® This passage of
the Politics would seem to imply that painting and
sculpture directly render little more than the out-
ward and physical features of an object, and that
they convey moral and spiritual facts almost wholly
by signs or symbols. Here, it might be thought,
we are introduced to a type of art foreign to the mind
of Greece, an art in which the inner qualities are
shadowed forth in outward forms, with which they
are conventionally associated, but which suggest no
obvious and immediate resemblance.

But the phrase here used, like many of Aristotle’s
obiter dicta, must be taken with considerable lati-
tude and in conjunction with other passages. Some
emphasis, too, must be laid on the admission that
form and colour do, in however slight a degree,
reflect the moral character, and on the qualifying
‘rather’ prefixed to the statement that they are
‘signs of moral qualities.” They are indeed less
perfect manifestations of these qualities than music,
whose rhythmical and ordered movements have a

1 Pol. v. (viii.) 5. 1340 a 28, ovufeBnke 8¢ v aioclOnrdv év
pev Tols dAAows undeév imdpxewv dpoiwpa Tois 7Beoiv, olov év Tols
amrols xal Tols yevorrols, dAX év Tols Spavois rpépa‘ oxfjpara
vép éort Towatra, AN éml pukpdy, . . . éru 8¢ odk éoTe TavTa
Spotpara Tov 106y, dAdd onuela udAdov T4 ywidpeva oxjpaTa
xai xpwpara Tov §Ocr. The two passages just quoted from the
Problems go farther and declare that sound alone carries with it
any immediate suggestion of moral qualities ; sight, taste, and smell

are expressly excluded. This is perhaps an exaggeration of the
proper Aristotelian view.
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special affinity with the nature of the soul, and re-
produce with most directness the moral life, which
is itself an activity, a movement.? Still facial
expression, gestures, attitudes, are a dialect which
nature herself has taught, and which needs no
skilled interpreter to expound. They are in the
truest sense a natural, not an artificial medium of
expression, and convey their meaning by the force
of immediate suggestion and without a conscious
process of inference. If symbols they may be called,
they are not conventional symbols, but living signs
through which the outward frame follows and reflects
the movements of the spirit; they are a visible token
of the inner unity of body and soul.

The reading of character by gesture and facial
expression, as explained by the Aristotelian school,
rests on an assumed harmony, not in the case of
hearing only but of other organs of sense also,
between the movements within and those without.?
The comparisons, moreover, elsewhere made between

1 Pol. v, (viil.) 5. 1340 b 17, xai Tes éoike guvyyevera Tuis
appoviais kal Tois pvbuois elvar, where the sense, as the context
shows, is that harmonies and rhythms have a certain affinity wsth
the soul. Hence, Aristotle proceeds, some have wrongly inferred
that the soul itself is a harmony. Cf. Probl. xix, 38. 920 b 33,
pvlug 8¢ xaipopev 8ia T yvdpiuov kai Teraypévor dpiBudy éxew,
Kal Kively puds TETUYMEVWS® OLKELOTEPA Ydp 7] TeTayuevy xiviois
$iaed Ti)s dTdrToV, GUTE Kal KaTd Vo paidov. Plato, Tim. 47D, %)
8¢ appovia Lvyyevels Exovaa popas Tals év fuiv s Yuxis meprodors.

2 Physiognom. i. 2. 806 a 28, ék Te yap TGV kuvijTewy pvrioyve-
pOVOLT L, Kal €k TOV oxnudTwy, Kai ¢k TOV YpwpdTwy, Kal ¢k TGV
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painting and poetry as expressive of character cease
to be relevant if we suppose that form and colour
have no natural, as distinct from a conventional,
significance in rendering the phenomena of mind.
Aristotle no doubt holds that sound is unequalled
in its power of direct expression, but he does not
deny that colour and form too have a similar capacity
though in an inferior degree. The instinctive move-
ments of the limbs, the changes of colour produced
on the surface of the body, are something more than
arbitrary symbols; they imply that the body is of
itself responsive to the animating soul, which leaves
its trace on the visible organism.

Painting and sculpture working through an inert
material cannot indeed reproduce the life of the
soul in all its variety and successive manifesta-
tions. In their frozen and arrested movement they
fix eternally the feeling they portray. A single
typical moment is seized and becomes representative
of all that precedes or follows. Still shape and
line and colour even here retain something of
their significance, they are in their own degree a
natural image of the mind; and their meaning is
helped out by symmetry, which in the arts of repose
answers to rhythm, the chief vehicle of expression
in the arts of movement. Aristotle does not himself

~ ~ ~ N N
206y Tov émi Tol wpoodmor éugawopévwy. 806 b 28, Ta &
) ~ ,
oxjpare kal Ta rabijpara TG émidpawdupeva €mi TOY TPOTWTwWY
. -,
katd Tds opodTyTas AupBdverar v wdbec
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notice the analogy between dancing and sculpture,
which is brought out by later writers, but he would
have perfectly apprehended the feeling which sug-
gested the saying, ¢ The statues of the classic artists
are the relics of ancient dancing.’! The corre-
spondence lies in the common element of rhythmic
form. This, which was the soul of Greek music
and Greek dancing, would not on Aristotle’s general
principles lose all its expressive power when trans-
ferred to the material of the plastic arts, modified
though it may be in the transference.

Even dancing, we read in the Poetics, imitates
character, emotion, action.? The expressive power
of dancing, admitted by Aristotle and by all Greek
tradition, receives its most instructive commentary
in Lucian’s pamphlet on the subject, which, when
due allowance is made for exaggeration and the
playful gravity so characteristic of the writer, is
still inspired by an old Greek sentiment. Rhetori-
cians and musicians had already written treatises
on the art, and Lucian in handling the same theme
imitates their semi-philosophic manner. Dancing is
placed in the front rank of the fine arts, and all the

1 Athen. xiv. 26 p. 629, érre 8¢ xui T TGy dpxalwy Sypuovpydy
dydApata Ti)s Talawds opxrrems Aelyava.

2 Poet. i. 5, kai Nl kai wdby xal wpdfes.  Similarly (of
choral dance and song) Plato, Laws ii. 655 D, pyojuara Tpomrwy
éoti Ta Tepl Tas xopelas, év mpifeoi Te mavrodumwais ytyvdueva
kal Tixas kai Rlert ppijpact Sefrivror éxdoTwy, where Tixat

takes the place of mafy.
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sciences are made contributary to it. The dancer
must have a fine genius, a critical judgment of
poetry, a ready and comprehensive memory ; like
Homer’s Calchas he must know the past, the present,
and the future. Above all he needs to have mastered
all mythology from chaos and the origin of the
universe down to Cleopatra, queen of Egypt, and to
be able to reproduce the legends in their spirit and
their details. Iie must avoid the ‘terrible solecisms’
of some ignorant performers. Like the orator he
should aim at being always perspicuous; he must
be understood though he is dumb and heard though
he says nothing. Dancing is not inferior to tragedy
itself in expressive capacity; it is descriptive of
every shade of character and emotion. Moreover
it harmonises the soul of the spectator, trains the
moml sympathies, and acts as a curative and
quieting influence on the passions.

) unlike the other arts produces its effects
(except such as depend on metre) through symbols
alone. Tt cannot directly present form and colour
to the eye; it can only employ words to call up
images of the objects to be represented; nor need
these words be audible ; they may be merely written
symbols. The sign too and the thing signified are
not here so linked together by obvious suggestion
that their meaning is at once and everywhere appre-
hended ; they vary with race and country, they
cannot claim to be a universal language. Yet poetry,
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though it makes use of symbols which have to be
interpreted by the mind, is no exception to Aris-
totle’s principle that fine art is not a body
of symbols. The image it represents is not one
which through artificial means or remote associa-
tion reminds us of a reality already known.
Though signs are the medium of expression, the
representation is not purely symbolical; for the
signs are those significant words which in life are
the natural and familiar medium by which thought
and feeling are revealed. The world which poetry
creates is not explicitly stated by Aristotle to be a
likeness or ouoiwua of an original, but thisis implied
all through the Poetics. The original which it
reflects is human action and character in all their
diverse modes of manifestation; no other art has
equal range of subject-matter, or can present so
complete and satisfying an image of its original.
In the drama the poetic imitation of life attains its
perfect form ; but it is here also that the idea of
imitation in its more rudimentary seunse is at once
apparent ; speech has its counterpart in speech, and,
if the play is put on the stage, action is rendered
by action. Indeed the term imitation, as popularly
applied to poetry, was probably suggested to the
Greeks by those dramatic forms of poetry in which
acting or recitation produced an impression allied
to that of mimicry.

# Poetry, music, and dancing constitute in Aris-
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totle a group by themselves, their common element
belng imitation by means of rhythm——rhythm which
admits of being applied to words, sounds, and the
movements of the body.® The history of these
arts bears out the views we find expressed in
Greek writers upon the theory of music; it is a
witness to the primitive unity of music and poetry,
and to the close alliance of the two with dancing.
Together they form a natural triad, and illustrate a
characteristic of the ancient world to retain as indi-
visible wholes branches of art or science which the
separative spirit of modern thought has broken up
into their elements. The intimate fusion of the
three arts afterwards known as the ‘musical’ arts
—or rather, we should perhaps say, the alliance of
music and dancing under the supremacy of poetry
—was exhibited even in the person of the artist.
The office of the poet as teacher of the chorus
demanded a practical knowledge of all that passed
under the term ‘dancing,’ including steps, gestures,
attitudes, and the varied resources of rhythmical
movement. Aeschylus, we are told,” ‘ was the in-
ventor of many orchestic attitudes,” and it is added
that the ancient poets were called orchestic, not
only because they trained their choruses, but. also
because they taught choral dances outside the

1 Poet. i. 2-5. On the unity of this group cf. Prickard, Aristotle
on the Art of Poetry (Macmillan, 1891), pp. 19-21,
? Athenaeus i. 40.
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theatre to such as wished to learn them. ‘So
wise and honourable a thing,’ says Athenaeus,’
‘was dancing that Pindar calls Apollo the dancer,’
and he quotes the words : 'Opx1o7’, dyralas dvdoowy,
edpudpdperp’ “Amorrov.

Improvements in the technique of music or in

- the construction of instruments are associated with

~many names well known in the history of poetry.
The poet, lyric or dramatic, composed the accom-
paniment as well as wrote the verses; and it was
made a reproach against Euripides, who was the
first to deviate from the established usage, that he
sought the aid of Iophon, son of Sophocles, in the
musical setting of his dramas. The very word
mouTijs ‘ poet’ in classical times often implies the
twofold character of poet and musician, and in later
writers is sometimes used, like our ¢ composer,” in
a strictly limited reference to music.

Aristotle does full justice to the force of rhythmic
form and movement in the arts of music and dancing.
The instinctive love of melody and rhythm is, again,
one of the two causes to which he traces the origin
of poetry,” but he lays little stress on this element

1 xiv. 26.

2 T take the two airiat dvoikai (Poet. iv. 1) of poetry to be (1)
the instinct of uiunos, regarded as a primitive mode of learning
(iv. 2-5), and (2) the instinct for dppovia and pvBuss (iv. 6).
The whole passage gains much by this interpretation. The
objection to it is the abruptness with which the instinct for
harmony and rhythm is introduced in § 6, so as to suggest a
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in estimating the finished products of the poetic
art. In the Rhetoric! he observes that if a sentence
has metre it will be poetry; but this is said in
a popular way. It was doubtless the received
opinion,® but it is one which he twice combats in
the Poetics, insisting that it is not metrical form
that makes a poem.® In one of these passages

doubt whether there is not after § 5 a lacuna in the text, in
which harmony and rhythm were mentioned as the second cause.
Mr. R. P. Hardie (in Mind, vol. iv. No. 15) would account for the
abruptness of § 6 in another way: ‘I would suggest that the
transition to the second airia is to be found in the preceding
pentence, which is to the effect that when an object imitated has
not been seen before, so that the pleasure of recognition cannot
be present, there may still be pleasure, which “ will be due, not
to the imitation as such, but to the execution (dwepyacia), the
colouring (xpotd), or some such cause.” Here plainly two kinds of
pleasure which are necessarily independent are referred to, and
there is no difficulty in supposing dmepyacia and xpoid to be
intended by Aristotle to correspond roughly in ypadukij to dpuorvia
and pvOuds in wounrixi.’

The ordirary interpretation makes the two airiac to be the
instinct of imitation, and the pleasure derived from imitation.
This interpretation is open to the objection that it gives us not two
independent airia: but two tendencies, both of which are referred
to the same airia,—namely, the natural love of knowledge.

1 Rhet. il 8. 1408 b 30, 80 fvBuov 8¢t éxewv TOV Adyov, pérpov
8¢ pn- molypa yap érrac

2 Cf, Plat. Phaedr. 258 E, év pe"rpgu ws ToLMTS, ﬁ dvev p.e'rpov
&s iBudrys: and Repub. x. 601 B on the xijAnois of melody and
thythm : stripped of these adornments poetical compositions are
like faces from which the bloom of youth is gone. Gorg. 502¢c,
Tis mepiédotro Tis TowjTews wdans TS T péos kai TOV proucy kal
T pérpov, GAXo T 7} Adyor yiyvorrar 7O Aaumrduevoy ;

8 Poet. i. 6-9; ix. 2, cf. 9. See also the quotation from
Aristotle preserved in Athenacus xi. 112 (where, however, the
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(ch. i. 7-9) he goes a step farther and presents what
appears to have been at the time an original view.
Poetry, he explains, is a form of artistic uiunocs,
and its essence lies rather in the ‘imitation’ of the
idea than in the mere versification. Within the
field of literature he recalls actual examples of such
artistic ‘imitation,” even in prose writings, and
notes the want of a common term which would
embrace every imaginative delineation of life that
employs language as its medium of expression.
In illustration of his point he mentions different
kinds of literary composition, which have not
hitherto been brought under a single distinctive
designation,—(1) the mimes of Sophron and
Xenarchus and the dialogues of Plato, all of them
prose compositions of a dramatic or semi-dramatic
character: (2) verse composition, whether written
in a single metre or in heterogeneous metres.
The obvious suggestion of the passage is that the

text as it stands is hardly sound), *ApwroréAns 8¢ év T mepi
wouyTEOV 0VTWS Ypdes ¢ oVkoLY 0V8E éupéTpous (1) Tols kadovuévouvs
Sd¢povos pipovs un Popev elvar Adyovs xal meunioess %) Tovs
'Adefapévov Tov Tylov Tovs mpdrovs (1 mpdrepov) ypadévras ToV
ZwxpaTikov Siaddywy;” ‘Are we therefore to deny that the mimes
of Sophron’ (whose very name shows that they are imitative or
mimetic), ‘though in no way metrical,—or again the dialogues of
Alexamenus of Teos, the first (¥) Socratic dialogues that were
written,—are prose and at the same time imitations (and hence,
poetic compositions) 1’ On this passage see Bernays, Zwei 4bhand-
lungen twber die Aristotelische Theorie des Drama, p. 83. Cf. Diog.
Laert. iii. 37, ¢nol 8 "Apuwrrorédys mjv Té6v Adywv i8éav avTov
(ITAdrwvos) perald wovjparos elvar xai mefot Adyou.
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meaning of the word ¢ poet’ should be widened so
as to include any writer, either in prose or verse,
whose work is an ‘imitation’ within the aesthetic
meaning of the term.!

1 The general sense of the passage (Poet. i. 6-9) is clear, though
the text offers difficulties in detail. In § 6 Ueberweg’s deletion
of émomotia and Bernays’ admirable conjecture dvavupos are both
confirmed by the Arabic version and may be accepted without
hesitation. Again in § 6 pudvov Tots Adyors I understand to mean
‘by language alone’ (i.e. without music), YtAots ¢ without metre’
(as eg. Rhet. iii. 2. 1404 b 14 where év 3¢ Tois YiAois Adyors is
opposed to éml TOV peTpwy), YieAds as usual implying the absence
of some accompaniment or adjunct which is suggested by the
context. The order of words Tois Aoyots Yidois instead of Tois
Yidois Adyors is due to the pause in the semse at pévov Tois
Aoyots, at which point ytdols comes in with a predicative force as
if the whole phrase were to be Yilois 7) éuuérpois: Tois pérposs,
however, being substituted for éuperpocs.

In § 9 Spolws 3¢ kav el Tis x.7.A. I accept the reading of the
apographa kai TotTov (kai A®) mouyTiy wporayopevtéor : ‘and the
same principle will apply even if a person mixed all his metres
(and could not, therefore, be called a —moi6s of a certain metre); we
must bring him too under our general term poet;’ i.e. by shifting
the point of view, and fixing our mind on the piunois not on the
metrical form, we bring in another writer whom strictly we should
exclude, if we made the title to the name woumjs to be the
construction of a certain sort of metre.

As I read the whole passage there is a transition from the
negative to the positive form of expression. In §§ 6 and 7 the
form is negative. ‘The art . .. is at present without a name.
There is no common term we can apply to artistic * imitation”
in prose, in metre of a single kind—' the proper continuation of
which would have been, ‘and in mixed metres.” But in the course
of §§ 7-8 the positive idea bas now emerged that it is piunois not
verse-writing which makes the mouymjs and accordingly § 9 is cast
in a new mould, as if the whole had run thus, ‘ we ought to give
the comprehensive name of mouyrys to artistic imitators whether in
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The general question whether metre is necessary
for poetical expression has been raised by many
modern critics and poets, and has sometimes been
answered in the negative, as by Sidney, Shelley,
Wordsworth.! It is, however, worth observing

prose, or metre of a single kind, or mixed metres,’” The parenthetic
remark of § 8 8 7dv pév wouyTuy Sikatov kaleiv x.T.A. may
through its positive form have had some influence in determining
the form of éuoiws 8¢ . . . wpooayopevréov.

If, on the other hand, we supply with Vahlen the words ov8ev
dv éxotpev dvoudaar xowwév as the apodosis to Spolws 8¢ kév el Tis—
motoiTo, the following clause,—«at woumriy wpocayopevréov ‘and we
must style him poet,’—tacked on to the suppressed apodosis is in-
tolerably harsh. The correction kairot mwotyryv wpocayopevréov
(Rassow, Zeller) obviates this objection and may be the true
reading. But whether we read kal Totrov or kairor we are
relieved from the necessity of assuming, with Susemihl, a dislocation
in the general order of the clauses (see Crit. Notes) and of bracketing
certain phrases.

1 Cf. Sir Philip Sidney, An Apologie for Poetrie: ¢ The greatest
part of the poets have apparelled their poetical inventions in that
numberous kind of writing which is called verse. Indeed but
apparelled, verse being but an ornament and no cause to poetry,
since there have been many most excellent poets that never versified,
and now swarm many versifiers that need never answer to the name
of poets. For Xenophon, who did imitate so excellently as to give
us effigiem tustt imperii—the portraiture of a just empire under the
name of Cyrus (as Cicero saith of him)—made therein an absolute
heroical poem.’

And again : ‘One may be a poet without versing, and a versifier
without poetry.’

Cervantes, Don Quixote : ‘ An epic may also be as well written
in prose as in verse.’

Shelley, A Defence of Poetry: ‘Yet it is by no means essential
that a poet should accommodate his langnage to this traditional form,
so that the harmony, which is its spirit, be observed. The practice
is indeed convenient and popular, and to be preferred, especially in
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that from Aristotle’s point of view, which was
mainly one of observation, the question to be
determined was rather as to the vehicle or medium
of literary upiumoiws; and so far as the plunos
doctrine is concerned, it is undeniable that some
kinds of imaginative subject-matter are better
expressed in prose, some in verse, and that Aristotle,
who had before him experimental examples of
writings poetic in spirit, but not metrical in form,
had sufficient grounds for advocating an extension
of meaning for the term moupris. But as regards
the Art of Poetry, his reasoning does not lead us
to conclude that he would have reckoned the
authors of prose dialogues or romances among poets
strictly so called. As Mr. Courthope truly says,!

such composition as includes much action: but every great poet
must inevitably innovate upon the example of his predecessors in
the exact structure of his peculiar versification. The distinction
between poets and prose-writers is a vulgar error. . . . Plato was
essentially a poet—the truth and splendour of his imagery, and
the melody of his language are the most intense that it is possible
to conceive. . . . Lord Bacon was a poet. IHis language has a sweet
and majestic thythm, which satisfies the sense, no less than the
almost superhuman wisdom of his philosophy satisfies the intellect.

Wordsworth in his Preface also enforces the doctrine that nietre
is not essential to poetry.

On the discussion in the Renaissance as to whether poetry could
be written in prose see Spingarn, Literary Criticism in the Renais-
sance (New York, 1899), pp. 35 ff.  The expression ‘ poetic prose’
appears, he observes, perhaps for the first time in Minturno L’ Arte
Poetica (1564).

1 Life in Poetry : Law in Taste (Macmillan, 1901), p. 70. The
whole lecture (on Poetical Expression) well deserves reading.
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‘he does not attempt to prove that metre is
not a necessary accompaniment of the higher
conceptions of poetry,” and he, ‘therefore, cannot
be ranged with those who support that extreme
opinion.’

Still there would appear to be some want of
firmness in the position he takes up as to the place
and importance of metre. In his definition of
tragedy (ch. vi. 2) ¢ embellished language’ (#8vouévos
Aéyos) is included among the constituent elements
of tragedy; and the phrase is then explained to
mean language that has the twofold charm of
metre (which is a branch of rhythm) and of
melody. But these elements are placed in a sub-
ordinate rank and are hardly treated as essentials.
They are in this respect not unlike the visible
spectacular effect (8y+s), which, though deduced
by Aristotle from the definition, is not explicitly
mentioned in it. The essence of the poetry is the
‘imitation’; the melody and the verse are the
‘seasoning’! of the language. They hold a place,
as Teichmiiller observes,? similar to that which

1 They are n8lopara: Poet. vi. 19, 7 pedomoria péyworrtov 7oV
nSvoudrwv. Cf. Rhet. iii. 3. 1406 a 18 (of Alcidamas’ use of
epithets), o0 yap §Slouare xpirar dAN ds édéopare Tols éribérors,
—they are not the sauce but the dish itself. Pol. v. (viii.) 5. 1340
b 16, 7 8 povoikny ¢Pioer TdV Ndvopévwv éoriv, opposed to dwmj-
Svvrov. Plato, Rep. x. 607 A, €& 8¢ T ydvapévyy Moboav wapa-
Séfet év pédeowv 9} €meawy. . . . Plut. Symp. Qu. vii. 8. 4, 10 uélos
kal 6 pvOucs Somep Syov émi 7o Aéyo.

2 Aristotelische Forschungen, ii. 364.
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‘external goods’ occupy in the Aristotelian defini-
tion of happiness. Without them a tragedy may
fulfil its function, but would lack its perfect charm
and fail in producing its full effect of pleasurable
emotion.

Aristotle, highly as he rates the aesthetic
capacity of the sense of hearing in his treatment
of music, says nothing to show that he values at
its proper worth the power of rhythmical sound as
a factor in poetry ; and this is the more striking in
a QGreek whose enjoyment of poetry came through
the ear rather than the eye, and for whom poetry
was so largely associated with music. After all,
there can hardly be a greater difference between
two ways of saying the same thing than that one
is said in verse, the other in prose. There are some
lyrics which have lived and will always live by
their musical charm, and by a strange magic that
lies in the setting of the words. We need not
agree with a certain modern school who would
empty all poetry of poetical thought and etherealise
it till it melts into a strain of music; who sing to
us we hardly know of what, but in such a way
that the echoes of the real world, its men and
women, its actual stir and conflict, are faint and
hardly to be discerned. The poetry, we are told,t
resides not in the ideas conveyed, not in the!
blending of soul and sense, but in the sound itself, |
in the cadence of the verse. |
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Yet, false as this view may be, it is not perhaps
more false than that other which wholly ignores
the effect of musical sound and looks only to the
thought that is conveyed. Aristotle comes peril-
ously near this doctrine, and was saved from it,
we may conjecture—if indeed he was saved—only
by an instinctive reluctance to set at naught the
traditional sentiment of Greece.

His omission of architecture from the list of
the fine arts may also cause surprise to modern
readers; for here, as in sculpture, the artistic
greatness of Greece stands undisputed. In this,
however, he is merely following the usage of his
countrymen who reckoned architecture among the
useful arts. It was linked to the practical world.
It sprang out of the needs of civic and religious
life, and the greatest triumphs of the art were
connected with public faith and worship. To a
Greek the temple, which was the culmination of
architectural skill, was the house of the god, the
abode of his image, a visible pledge of his pro-
tecting presence. At the same time,—and this
was the decisive point—architecture had not the
‘imitative’ quality which was regarded as essential
to fine art. Modern writers may tell us that its
forms owe their origin to the direct suggestions
of the physical world—of natural caverns or forest
arches—and in the groined roof they may trace a
marked resemblance to an avenue of interlacing
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trees. Such resemblances, however, are much
fainter in Greek than in Gothic architecture ; apart
from which the argument from origin would here
be as much out of place, as it would be to main-
tain, in relation to musie, that the reason why
people now enjoy Beethoven is, that their earliest
ancestors of arboreal habits found musical notes to
be a telling adjunct to love-making.

Be the origin of architecture what it may, it is
certain that the Greeks did not find its primitive
type and model in the outward universe. A
building as an organic whole did not call up any
image of a world outside itself, though the method
of architecture does remind Aristotle of the
structural method of nature. Even if architecture
had seemed to him to reproduce the appearances
of the physical universe, it would not have satisfied
his idea of artistic imitation ; for all the arts imitate
human life in some of its manifestations, and
imitate material objects only so far as these serve
to interpret spiritual and mental processes. The
decorative element in Greek architecture is alone
‘imitative’ in the Aristotelian sense, being indeed
but a form of sculpture; but sculpture does not
constitute the building, nor is it, as in Gothic
architecture, an organic part of the whole. The
metopes in a Greek temple are, as it were, a setting
for a picture, a frame into which sculptural repre-
sentations may be fitted, but the frame is not
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always filled in. The temple itself, though con-
structed according to the laws of the beautiful,
though realising, as we might say, the idea of
the beautiful, yet is not ‘imitative’; it does
not, according to Greek notions, rank as fine
art.

From the course of the foregoing argument we
gather that a work of art is an image of the
impressions or ‘phantasy pictures’ made by an
independent reality upon the mind of the artist,
the reality thus reflected being the facts of human
life and human nature. To this we must make
one addition, which contains the central thought of
Aristotle’s doctrine. Imaitative art in its highest
form, namely poetry, is an expression of the
unwversal element in human bLfe! If we may
expand Aristotle’s idea in the light of his own
system,—fine art eliminates what is transient and
particular and reveals the permanent and essential
features of the original. It discovers the ‘form’
(eldos) towards which an object tends, the result
which nature strives to attain, but rarely or never
can attain. Beneath the individual it finds the
universal. It passes beyond the bare reality given
by nature, and expresses a purified form of reality
disengaged from accident, and freed from conditions
which thwart its development.\ , J_,The real and the
ideal from this point of view are not opposites, as

1 Poet. ix. 3.
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they are sometimes conceived to be. The ideal is
the real, but rid of contradictions, unfolding itself
according to the laws of its own being, apart from
alien influences and the disturbances of chance. '~

We can now see the force of the phrase o
BérTiov, as applied in the Poetics® to the creations
of poetry and art. It is identical in meaning
with the ola elvar 8 of ch. xxv. § 1, and the
otovs 8¢l (? elvar)? of § 6. The ‘better’ and the
‘ought to be’ are not to be taken in the moral, but
in the aesthetic sense. The expression ‘ the better’
is, indeed, almost a technical one in Aristotle’s ,
general philosophy of nature, and its meaning and,
assoclations in that connexion throw light on the
sense it bears when transferred to the sphere of Art.
Aristotle distinguishes the workings of inorganic
and organic nature. In the former case, the
governing law is the law of necessity: in the
latter, it is purpose or design; which purpose,
again, is identified with ¢the better’® or ‘the

1 xxv. 17, cf. 7. 2 See p. 370.

3 De Gen. Anim. i. 4, 717 a 15, wdv 7 $pdois 1) Sua 70 dvaykaioy
wotel 7) Sta TO [BéATiov, the distinction being that between ¢piaes
é¢ dvdyxms mworodoa, the inorganic processes of nature, and ¢ios
évexd Tou Towotaa, organic processes. So éf dvdykns is opposed in
de Gen. Anim. iii. 1. 731 b 21 to Swa 10 BérTwov kal v airiav
TV évekd Twos: de Gen. Anim. iii. 4. 755 a 22, to xdpw ToD
BeXriovos: in de Part. Anim. iv. 11. 692 a 3, to Tov BeAriovos
éveka. For 70 BéAtov as the aim of Nature when working
organically cf. de Gen. et Corr. ii. 10. 336 b 27, év dmacwv del ToV
BeAtiovos dpéyerbal dpupev v ¢iow. Phys. viii. 7. 260 b 22,
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I3

best.”! | Nature, often baffled in her intentions,?
thwarted by unfavourable matter or by human
agency, yet tends towards the desirable end. She
can often enlist even the blind force of necessity
as her ally, giving a new direction to its results.’
Wherever organic processes are in operation, order
-and proportion are in varying degrees apparent.
The general movement of organic life is part of a
progress to the ‘better,” the several parts working
together for the good of the whole. The artist in
his mimic world carries forward this movement to a
more perfect completion. The creations of his art are
framed on those ideal lines that nature has drawn:
her intimations, her guidance are what he follows.
He too aims at something better than the actual.
He produces a new thing, not the actual thing of
experience, not a copy of reality, but a Bérrwr, or
higher reality—* for the ideal type must surpass
the actual’; 4 the ideal is ‘ better’ than the real.

75 8¢ BéAriov del UmolapSdvouev év T Ppive Imdpxew, av
Svvardy: viil. 6. 269 a 10, év yap Tols PpioeL Sei TO Temepacpévor
kal 10 BérTiov, dv év8éxmrac, Uwdpyew paAlov.

Y De Ingr. Anim. 8. 708 a 9, v Pvow unlev moweiv pdryy,
dAAa wdvTa wpds 16 dpwrrov dmofAémovoav ékdoTe TOY évde
Xopévwy : 11, 1 Plots ovdev Syuovpyel pdryy: . . dAAd mdvra
wpds T PBéATioTov éx TEV évdexopévuv.  So passim.

2 Pol. i. 6. 1255 b 2,17 8¢ Ppors BovAerar pév Todro morely,
moAAdkis pévrol od Sivarac

3 Cf. de Gen. Anvm. ii. 6. 744 b 16, domwep yap oikovdpos
dyabds, kal 7 Ppiois ovfév droBdArew elwbev éf dv ot movjoa
TL XpNOTEY.

¢ Poet. xxv. 17, dAA& Béirwov: 10 yop mapdleypa el Vmep
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Art, therefore, in imitating the universal imitates
the ideal ; and we can now describe & work of art
as an idealised representation of human life—of
character, emotion, action—under forms manifest
to sense.

‘Imitation,” in the sense in which Aristotle
applies the word to poetry, is thus seen to be
equivalent to ‘producing’ or ‘creating according
to a true idea,” which forms part of the definition l“
of art in general’ The ‘true idea’ for fine art
is derived from the el80s, the general concept
which the intellect spontaneously abstracts from
the details of sense. There is an ideal form which
is present in each individual phenomenon but im-
perfectly manifested. This form impresses itself
as a sensuous appearance on the mind of the
artist ; he seeks to give it a more complete ex-
pression, to bring to light the ideal which is
only half revealed in the world of reality. His
distinctive work as an artist consists in stamping
the given material with the impress of the form
which is universal. The process is not simply that
which is described by Socrates in the conversa-
tion he is reported to have held in the studio
éxew. Cf. Plat. Rep. v. 472D, oler dv odv Hr7év Ti dyafov
{wypdov elvas, 8s v ypdyas mapdderypa, olov &v ein) 6 kdAArTos
dvBpwmos, . . . pn &y dmodeifar Gs kal Svvardv yevéioOa
TowovTov Gvlpa; See also p. 168.

1 Eth. Nic. vi. 4. 1140 a 10, &s perc Adyov dAnbois
TOUPTIKY).
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of Parrhasius, by which the artist, who is no
servile copyist, brings together many elements
of beauty which are dispersed in nature.! It
is not enough to select, combine, embellish,—to
add here and to retrench there. The elements
must be harmonised into an ideal wunity of
type.

’ ¢Imitation,’ so understood, is a creative act.
It is the expression of the concrete thing under
an image which answers to its true idea. To
seize the wuniversal, and to reproduce it in
simple and sensuous form is not to reflect a
reality already familiar through sense perceptions ;
rather it is a rivalry of nature, a completion
of her unfulfilled purposes, a correction of her
failures.

( If, however, the ‘imitation’ which is the prin-
ciple of fine art ultimately resolves itself into an
effort to complete in some sense the work of
nature, how, then, it may be asked, does fine art,
after all, differ from useful art? We have seen
that the character of the useful arts is to co-
operate with nature, to complete the designs
which she has been unable to carry out. Does

1 Xen. Mem. iii. 10. Cf. Arist. Pol. iii. 11. 1281 b 10, To¥7g
Suacpépovow oi omovdaioc TGV dvSpdv ékdoTou TGV TOAADY, damep
kal TGV un kaAdv Tols kalovs ¢aot kal T& yeypappéva S
Téxvns TOV dAnOwdy, T ouvixBal Td Sieomapuéva xwpls eis &,
rel kexwplopévoy ye kdAdiov Exewr ToD yeypappévov Tovdl uév
70V dpbaludyv érépov 8¢ Tivos érepov udpiov.
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not Aristotle’s distinction, then, between the two
forms of art disappear? To the question thus
raised Aristotle offers no direct answer; nor per-
haps did he put it to himself in this form. But if
we follow out his thought, his reply would appear
to be something of this kind.! Nature is a living
and creative energy, which by a sort of instinctive
reason works in every individual object towards a
specific end. In some domains the end is more
clearly visible than in others; the higher we carry
our observation in the scale of existence the more
certainly can the end be discerned. Everywhere,
however, there is a ceaseless and upward progress,
an unfolding of new life in inexhaustible variety.
Each individual thing has an ideal form towards
which it tends, and in the realisation of this form,
which is one with the essence (odoia) of the
object, its end is attained.! Nature is an artist
who is capable indeed of mistakes, but by slow

1 The 7élos of an object is 70 Tédos 7ijs yevéaews or kujrews,
the term of the process of the movement. The true ovoia or ¢ploes
of a thing is found in the attainment of its TéAos,—that which the
thing has become when the process of development is completed
from the matter (JA7) or mere potential existence (8vaucs) to form
(e80s) or actuality (évreAéxewa). Phys. ii. 2. 194 a 28, 7 8¢ Ppios
Tédos kai od éveka:® &v yap ouvexols THS KujoEws olans €oTL TU
TéNos Tijs kunjoews, TovTo EoxaTtov kal ol &vexa. Cf. Pol. i. 2.
1252 b 32. Metaph. iv. 4. 1015 a 10, (plots) . . . kal 70 eldos
kal % ovola Tobro & éori 10 Tédos Tijs yevéoews. Hence
(of the development of tragedy) Poet. iv. 12, wodAds pera-
Bolés perafBadoboa 1) Tpaypdia émadoaro, émel éoxe TV avris
Pbaw.
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advances and through many failures realises her
own idea.! Her organising and plastic power dis-
plays itself in the manifest purpose which governs
her movements. Some of the humbler members of
her kingdom may appear mean if taken singly
and judged by the impression they make upon
the senses. Their true beauty and significance
are visible to the eye of reason, which looks not
to the material elements or to the isolated parts
but to the structure of the whole.? In her structural

1 Phys. ii. 8. 199 a 17 sqq.

2 Cf. de Part. Anim. i. 5. 645 a 4 sqq., ‘ Having already treated
of the celestial world, as far as our conjectures could reach, we
proceed to treat of animals, without omitting, to the best of our
ability, any member of the kingdom, however ignoble. For if
some have no graces to charm the sense (mpds Tnv aioOnow),
yet even these, by disclosing to intellectual perception the artistic
spirit that designed them, give immense pleasure to all who can
trace links of causation and are inclined to philosophy (xara Tov
Oewplav Spws 1 Spuovpyioraca Ppiois dunxdrovs ndovas Tapéxet
Tois Suvamévors Tas aitios yrvwpilev kai ¢pioer Pirogdpors).
Indeed it would be strange if mimic representations of them were
attractive because they disclose the constructive skill of the painter
or sculptor, and the original realities themselves were not more
interesting, to all at any rate that have eyes to discern the reason
that presided over their formation’ (Ogle’s Trans.).

The thought of the shaping and plastic power of nature is in
one form or another a persistent one in Greek philosophy and
literature. In Plato (Soph. 265 B 8qq.) God is the divine artist ; in
the Stoics nature, ¢artifex,’ ¢artificiosa,” fashions by instinct works
which human skill cannot equal (Cic. de Nat. D. ii. 22); with them
the universe is the divine poem. In Plotinus God is artist and
poet. In Dion Chrysostom (OAvur. Or. xii. 416 R) Zevs is
wpdros kai TeAlewdtatos Snumiovpyds: in Philostratus {wypddos
6 Becs.
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faculty lies nature’s perfection. With her the
attainment of the end ‘holds the place of the'
beautiful.”!

Now, art in its widest sense starts from a
mental conception of the ideal as thus determined.?
Useful art, employing nature’s own machinery,
aids her in her effort to realise the ideal in the

world around us, so far as man’s practical needs '

/

are served by furthering this purpose. Fine art
sets practical needs aside; it does not seek to

affect the real world, to modify the actual. By

mere imagery it reveals the ideal form at which
nature aims in the highest sphere of organic exist-
ence,—in the region, namely, of human life, where
her intention is most manifest, though her failures
too are most numerous. Resembling nature in a
certain instinctive yet rational faculty, it does not
follow the halting course of nature’s progress. The
artist ignores the intervening steps, the slow pro-

cesses, by which nature attempts to bridge the

space between the potential and the actual. The
form which nature has been striving, and perhaps

1 D¢ Part. Anim. i. 5. 615 a 25, ob &8 é&veka ocuwvéoTnkev 7
yéyove Tédovs T Tob Kadob xupav elAnde.

2 Met. vi. 7. 1032 a 32, dwd Téxvys 88 yiyverar Sowv 75 elbos
év ) Yuxy. De Part. Anim. i. 1. 640 a 31, 1} 8¢ Téxvy Adyos Tob
épyov 6 dvev Tijs DAns. The mental conception of the eldos in a
concrete form is called véyos, the impressing of this conception on
the matter is called moinots, Met. vi. 7. 1032 b 15. This whole
theory of art is summed up in the words % yap Téxvn 70 eldos
(Met, vi. 9. 1034 a 24).
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vainly striving, to attain stands forth embodied
in a creation of the mind. The ideal has taken
concrete shape, the finished product stands before
us, nor do we ask how it has come to be what it
is. The flaws and failures incident to the natural
process are removed, and in a glorified appearance
we discern nature’s ideal intention. ¢ Fine art,
then, is a completion of nature in a sense not
applicable to useful art ; it presents to us only an
image, but a purified image of nature’s original.V

~ Such would appear to be Aristotle’s position.
We may here note the difference between this
view and the attitude adopted by Plato towards
fine art, especially in the Republic; ‘}remembering,

however, that Plato was capable of writing also
in another strain and in a different mood.? ( tart-

1 In some domains nature carries out her artistic intentions
in a manner that surpasses all the efforts of art; and in omne
place Aristotle actually says pdAlov & éori 70 ob évexa kal Td
kaAov év Tois Tis Ploews épyois 1) év Tois Tis Téxvys (de Part.
Anim. i. 1. 639 b 19). This, however, requires to be taken with
proper qualification. Similarly the continuity of nature is con-
trasted with the want of continuity in a bad tragedy : Met. xiii. 3.
1090 b 19, ovk éowke 8¢ 1) piois émerodudns oloa éx TOV
dawopévwy domep poxbOnpa Tpayedia.  The general position
taken up by Aristotle is not materially different from that of
Goethe when he says: ¢‘Nature in many of her works reveals a
charm of beauty which no human art can hope to reach ; but I am
by no means of opinion that she is beautiful in all her aspects.
Her intentions are indeed always good, but not so the conditions
which are required to make her manifest herself completely.’

2 See especially the Phaedrus and the Symposium and observe
the concessions made in the Laws Book ii. and Book vii. Finsler,
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ing from the notion of pure Being he found
reality only in the world of ideas, sensible pheno-
mena being but so many images which at best
remind us of the celestial archetype. To him.
Becoming was the simple antithesis of Being; it
meant the world of change, the sphere of pheno-
mena, the region in which the individual life
appears for a moment and then vanishes away..
The poet or painter holds up a mirror to material
objects—earth, plants, animals, mankind—and
catches a reflexion of the world around him, which
is itself only the reflexion of the ideal.® The
actual world therefore stands nearer to the idea
than the artistic imitation, and fine art is a copy
of a copy, twice removed from truth.?2 It is con-
versant with the outward shows and semblances
of things, and produces its effects by illusions
of form and colour which dupe the senses. The
imitative artist does not need more than a surface
acquaintance with the thing he represents. He is
on a level below the skilled craftsman whose art
is intelligent and based on rational principles, and
who alone has a title to be called a ‘maker’ or
creator. A painter may paint a table very ad-
mirably without knowing anything of the inner
construction of a table, a knowledge which the

Platon und die Aristotelische Poetik (Leipzig, 1900), ch. vii. is worth
reading in this connexion.
1 Rep. x. 596 E. 2 Rep. x. 597 E.
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carpenter, who would fashion it for its proper end,
must possess. And poets, too, whose ideas of men
are formed on a limited experience,' cannot pass
beyond the range of that experience, they have no
insight into the nature of man, into the human
soul as it is in itself; this can be attained only by
philosophic study. )

The fundamental thought of Aristotle’s philo-
gophy: 'on the other hand, is Becoming not Being;
and Becoming to him meant not an appearing
and a vanishing away, but a process of develop-
ment, an unfolding of what is already in the gei'm,
a;n upward ascent ending in Being which is the
highest object of knowledge.) The concrete indi-
vidual thing is not a shadowy appearance but the
primary reality. The outward and material world,
the diverse manifestations of nature’s life, organic
and inorganic, the processes of birth and decay,
the manifold forms of sensuous beauty, all gained
a new importance for his philosophy. Physical
science, slighted by Plato, was passionately studied
by Aristotle. { Fine art was no longer twice
removed from the truth of things; it was the
manifestation of a higher truth, the expression of
the universal which is not outside of and apart from
the particular, but presupposed in each particular.
The work of art was not a semblance opposed to

reality, “but the image of a reality which is pene-

1 Timaeus 19 D.



‘IMITATION’ AS AN AESTHETIC TERM 161

trated by the idea, and through which the idea
shows more apparent than in the actual world.
Whereas Plato had laid it down that  the greatest
and fairest things are done by nature, and the
lesser by art, which receives from nature all the
greater and primeval creations and fashions them
in detail,”! Aristotle saw in fine art a rational
faculty which divines nature’s unfulfilled inten-
tions, and reveals her ideal to sense. * The illusions
which ﬁue art employs do not cheat the mmd
tfley lmaoe ‘forth the immanent idea which can-
not find adequate expression under the forms of
material existence.)

Some critics, it may be observed, have attempted
to show that the fundamental principles of fine
art are deduced by Aristotle from the idea of the
beautiful. But this is to antedate the theory of
modern aesthetics, and to read into Aristotle more
than any impartial interpretation can find in him.
The view cannot be supported except by forced
inferences, in which many links of the argument
have to be supplied, and by extracting philo-
sophical meanings of far-reaching import out of
chance expressions. Aristotle’s conception of fine
art, so far as it is developed, is entirely detached
from any theory of the beautiful—a separation
which is characteristic of all ancient aesthetic
criticism down to a late period. Plotinus, working

1 Laws x. 889 o (Jowett’s Trans.).
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out Plato’s ideas with the modifications required
by his own mysticism, attempted to determine the
idea of the beautiful as a fundamental problem of
art, and with it to solve the difficult and hitherto
neglected problem as to the meaning of the ugly.
He based his theory of fine art on a particular
conception of the beautiful ; but Aristotle is still
far removed from this point of view. While he
assumes almost as an obvious truth that beauty is
indispensable in a work of art and essential to the
attainment of its end, and while he throws out
hints as to the component elements of the beauti-
ful, he has nowhere analysed that idea, nor did he
perhaps regard the beautiful, in its purely aesthetic
sense, as forming a separate domain of philosophic
inquiry. It is useless, out of the fragmentary
observations Aristotle has left us, to seek to con-
struct a theory of the beautiful. He makes beauty
a regulative principle of art, but he never says or
implies that the manifestation of the beautiful is
the end of art. The objective laws of art are
deduced not from an inquiry into the beautiful,
but from an observation of art as it is and of the
effects which it produces.

1 Poet. vii. 4 ; Met. xii. 3. 1078 a 36 ; cf. Probl. xvii. 1. 915 b
36 ; Plato, Phileb. 64 E.



CHAPTER III
POETIC TRUTH

WHAT is true of fine art in general is explicitly
asserted by Aristotle of poetry alone, to which in a
unique manner 1t applies. Poetry expresses most
adequately the universal element in human nature
and in life.  As a revelation of the universal it
abstracts from human life much that is accidental.
It liberates us from the tyranny of physical sur-
roundings. It can disregard material needs and
animal longings. Thought disengages itself from
sense and makes itself supreme over things outward.
‘It 1s not the function of the poet,’ says Aris-
totle, ¢ to relate what has happened, but what may
happen,—what is possible according to the law of
probability or necessity. The poet and the historian
differ not by writing in verse or in prose. The
work of Herodotus might be put into verse, and
it would still be a species of history, with metre
no less than without it. The true difference is

that one relates what has happened, the other
163
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what may happen.”' The first distinguishing mark,
then, of poetry is that it has a higher subject-
matter than history; it expresses the universal
(& xaférov) not the particular (r& «ab’ &aorov),
the permanent possibilities of human nature
(ola &v yévoiro); it does not merely tell the story
of the individual life, ¢ what Alcibiades did or
suffered.’ *

Though we may be inclined to take exception
to the criticism which appears to limit history to
dry chronicles, and to overlook the existence of a
history such as that of Thucydides,® yet the main
thought here cannot be disputed. History is based

upon facts, and with these it is primg_af_yw “con-
cerned ; poctry Trmiisforms its facts. into_iruths.
The history of Herodotus, in spite of the epic
grandeur of the theme and a unity of design,
which though obscured is not effaced by the
numerous digressions, would still, as Aristotle

says, be history and not poetry even if it werc

put into verse. Next, poetry exhibits a more
rigorous_connexion of events; cause and event
~are linked together in ¢probable or necessary

‘'sequence’ (xata 1o elxdos ) TO avayraiov). Historica:

1 Poet. ix. 1-2.

2 Poet. ix. 4. An interesting comment on this conception ¢
poetry may be found in an article by Mr. Herbert Paul in Th
Nineteenth Century, Feb. 1902, on ¢ Art and Eccentricity.’

3 Unless, indeed, we retain the reading ovwfeis in Poet. xxiii
1 (see infra, p. 165), and find in it the necessary restriction.
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compositions, as Aristotle observes in a later
chapter, are a record of actual facts, of particular
events, strung together in the order of time but
without any clear causal connexion.' Not only:
in the development of the plot? but also in the
internal working of character,® the drama observes<
a stricter and more logical order than that of
actual experience. The rule of probability which
Aristotle enjoins is not the narrow vrawsemblance
which it was understood to mean by many of the
older French critics, which would shut the poet
out from the higher regions of the imagination
and confine him to the trivial round of immediate
reality. The incidents of every tragedy worthy of

1 Poet. xxiii. 1-2, kai (8ei) py dpolas ioroplats Tas cvvbéoets
(ioroplas ras ovvibfas codd.) elvar, év als dvdykny odxl mias
mpdfews mowcirfar SjAwow dAN évds xpdvov, Soa év TolTy
owéfly wepl &va 7 mAelovs, v ékaoTov G5 Eruxev €xer wpds
dAXnAa. The reading of the MSS. ioropilas Tas ovrjfers makes
an intolerably harsh form of inverted comparison, and Dacier’s
conjecture above given is possibly ﬁght: ‘the structure (of the
epic) should not resemble the histories. . . /7 But I strongly
incline to M‘Vey’s correction (mentioned in Preface, p. xvii.) ofas
for 6polias ; no further change is then needed. The Arabic version,
as I learn from Professor Margoliouth, has no equivalent for
ourmjfleis and seems to point, but by no means certainly, to
ocwléges.

2 Poet. ix. 1.

3 Poet. xv. 6, xp7 8¢ xai év Tois fjfeocwy domep xal év Ty TOV
mpaypdrewy oveTdoe dei (nTeiv 9 TO dvaykaiov 1) TO €ixds, doTe
Tov TowbTov Td Towabra Aéyew 7 mpdrrewv 3 () codd.) dvayxaiov
7 eixds, kal ToiTo pera Tobro yiverfar 3 (7) codd.) dvaykaiov 7
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the name are improbable if measured by the likeli-
hood of their everyday occurrence,—improbable
in the same degree in which characters capable of
. great deeds and great passions are rare. The rule
7of ¢ probability,” as also that of ‘necessity,” refers
‘rather to the internal structure of a poem ; it is
[the inner law which secures the cohesion of the
ts.

The * probable’ is not determined by a numerical
average of instances; it is not a condensed expres-
sion for what meets us in the common course of
things. The eixés of daily life, the empirically
usual, is derived from an observed sequence of
facts, and denotes what is normal and regular in
its occurrence, the rule, not the exception.! But
the rule of experience cannot be the law that
governs art. The higher creations of poetry move
in another planc. The incidents of the drama,
and the epic are not those of ordinary life: the
persons, who here play their parts, are not average
men and women. The ‘probable’ law of their
conduct cannot be deduced from commonplace
experience, or brought under a statistical average.
The thoughts and dceds, the will and the emotions

1 Analyt. Prior. ii. 27. 70 a 4, 6 yap s émi 7O WoAD {vaocw
oUTw yryvouevov 3} pi) yryvipevov 1) Ov i) pi Sv, ToiT éoTiv €lkds.
As an instance of the ds émri 76 moAv (with which the elxds is here
identified) we have in Analyt. Post. ii. 12. 96 a 10 the growth of

the beard on the chin : 0d wds dvfpwmos dppyv 7O yéveov TpLxovTaAL,
AN Gs éml 1O Mo,
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of a Prometheus or a Clytemnestra, a Hamlet or
an Othello, are not an epitomised rendering of the
ways of meaner mortals. The common man can
indeed enter into these characters with more or
less intelligence, just because of their full humanity.
His nature is for the moment enlarged by sympathy
with theirs : it dilates in response to the call that
is made on it. Such characters are in a sense better
known to us—qyvwpipdrepor—than our everyday
acquaintances. But we do not think of measuring
the intrinsic probability of what they say or do by
the probability of meeting their counterpart in the
actual world.

Few writers have grasped more firmly than
Aristotle the relation in which poetical truth
stands to empirical fact. He devotes a great part
of one chapter (ch. xxv.) to an inquiry into the
alleged untruths and impossibilities of poetry. He
points out the distinction between errors affecting
the essence of the poetic art, and errors of fact
relating to other arts." We may here set aside the
question of minor oversights, inconsistencies, or
technical inaccuracies, holding with him that these
are not in themselves a serious flaw, provided they
leave the total impression unimpaired. But there
is a more fundamental objection which he boldly
meets and repels. The world of poetry, it is said,
presents not facts but fiction : such things have

1 Poet. xxv. 3—4.
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never happened, such beings have never lived.
‘Untrue’ (o0« daAn673), ‘impossible’ (dddvara), said
the detractors of poetry in Aristotle’s day : ‘these
creations are not real, not true to life.” ‘Not
real,” replies Aristotle, ‘ but a higher reality ’ (aAra
éxreov), < what ought to be (és 8ei), not what is.”}
Poetry, he means to say, is not concerned with fact,
but with what transcends fact; it represents things
which are not, and never can be in actual experience;
gives us the ‘ought to be’; the form that answers
to the true idea.? The characters of Sophocles,®
the ideal forms of Zeuxis,* are unreal only in the
sense that they surpass reality. They are not
untrue to the principles of nature or to her ideal
tendencies.
It would seem that in Aristotle’s day it was still
generally held that  real events '—under which were
included the accepted legends of the people *—were

1 Poet. xxv. 6 and 17. In § 17 a threefold division of 7d ddi-
vaTov is, as I take it, implicit, and a triple line of defence offered :
(L) dvdyew wpds Tiv mwoinoiv, an appeal to the general principle of
poetic imitation, or the TéAos of the art, which prefers the wcfavéy
even if it is d8Vvarov : (ii.) dvdyew mwpds T B°ATeov, an appeal to
the principle of ideal truth or the higher reality ; (iii.) dvdyew
wpbs Tyv 86fav or wpds & ¢aowy, an appeal to current tradition or
belief. The d8vvata under (ii.) and (iii.) correspond to the odx
@Anbi of §§ 6-7, 10 BéATov of § 17 being equivalent to the ds Bei,
ofovs 8¢t (? elvar) of § 6, and to the BéAreov of § 7, while Tv 88fav
of § 17 answers to obrw ¢aciv of § 6 and dAX odv ¢ace of § 7.
Vahlen and Susemihl take the passage otherwise.

2 See pp. 151 ff 3 Poet. xxv. 6. 4 Poet. xxv. 17.

5 See p. 403.
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alone the proper subjects for tragedy. Names and
incidents were alike to be derived from this source.
The traditional practice was critically defended by
an argument of this kind :—‘what has happened
is possible: what is possible alone is m0avév,~-likely,
that is, to gain credence.’! In ch. ix. Aristotle
pleads for an extension of the idea of the ¢ possible,’
from 7a yevoueva to ola &v «yévocro, from the Swvard
of history to those ‘universal’ Svward where the
law of causation appears with more unbroken effi-
cacy and power. He would not restrict the poet’s
freedom of choice. At the same time he guards
himself against being supposed utterly to condemn
historical or real subjects. Indeed from many
passages we may infer that he regarded the con-
secrated legends of the past as the richest store-
house of poetic material, though few only of the
traditional myths satisfied, in his opinion, the full
tragic requirements. The rule of *‘what may
happen’ does not, he observes, exclude ¢ what has
happened.” Some real events have that internal
probability or necessity which fits them for poetic:
treatment.? It is interesting to notice how guarded
is his language—* some real events,’ as if by a rare

1 Poet. ix. 6.

2 Poet. ix. 9, TGV y&p yevopévwy évia 008y kwlie TowabTa elvac
ola &v eixds yevérbar xal Svvats yevéobai=Towalra ola dv katd
Td elxds yévoiro xai Svvard (¢éort) yevéobae. This virtually resolves

itself into the formula of ix. 1, ofa &v yévoiro kai 74 Suvara kard
76 eikds 1) TO dvayxaiov.
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and happy chance.! And, no doubt, in general the
poet has to extract the ore from a rude mass of
legendary or historical fact: to free it from the
accidental, the trivial, the irrelevant : to purify it,
in a word, from the dross which always mingles
with empirical reality. Even those events which
possess an inherent poetical quality, which are, in
some sense, poetry ready-made for the dramatist,
are poetical only in certain detached parts and
incidents, not penetrated with poetry throughout.
They will need the idealisation of art before they
can be combined into the unified structure of the
drama. The hints given in subsequent chapters
for treating the traditional legends show how all-
important in Aristotle’s eyes is the shaping activity
of the artist, even when he is dealing with the
most favourable material. Greek tragedies, though
‘founded on fact ’—as the phrase goes—transmute
that fact into imaginative truth.

The truth, then, of poetry is essentially different
fgp;_nﬁj;hq truth of fact. Things that are outside
and beyond the range of our experience, that never
have happened and never will happen, may be
more true, poetically speaking,—more profoundly
true than those daily occurrences which we can
with confidence predict. These so-called dddvara

1 Cf. the similar rule laid down in Plato for 70 wufavév in
oratory : Phaedr. 272 E, ov6¢ yop ad 1o wpayBévra Seiv Aéyew
éviore, éav pi) elkdTws ] Tempaypéva.
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are the very dwvard of art, the stuff and substance
of which poetry is made. ¢What has never
anywhere come to pass, that alone never grows

old.”? .

There is another class of ‘impossibilities’ in
poetry, which Aristotle defends on a somewhat
different ground. It is the privilege, nay, the
duty, of the poet Vrevd Aéyew ds 8ei, ‘to tell lies
skilfully ’: he must learn the true art of fiction.?,
The fiction here intended is, as the context shows,
not simply that fiction which is blended with
fact in every poetic narrative of real events.®
The reference here is rather to those tales of a
strange and marvellous character, which are
admitted into epic more freely than into dramatic

1 Alles wiederholt sich nur im Leben,
Ewig jung ist nur dic Phantasie ;
Was sich nie und nirgends hat begeben,
Das allein veraltet nie.—SCHILLER.

2 Poet. xxiv. 9. Homer, Hesiod, and the poets generally had
been accused by Plato of ‘telling lies’ (yeifecfac) and not even
doing so ‘properly’: Rep. ii. 37T7TE, dAAws 1€ xal édv Tis py
kaAds Yeidnrar.  And TO péywrov kal wepl TOV peyioTwv
Yebdos & elrdw ob kaAds épelgaro. Aristotle transfers the kadds
from the region of morality into that of art, and discovers a merit
in the point of censure. Cf. Dion Chrys. Or. xi. 315 R : dvdpetdTaros
dvBpdmwv Jv mpds 10 Yeddos "Opnpos kai ov8ér frrov éBdpper kai
éoeuvivero éml T¢ Yebdeofar §) T TdAndi Aéyerv. Homer was in
fact ¢splendide mendax.’

3 Cf. Hor. 4. P. 151 (of Homer),

atque ita mentitur, sic veris falsa remiscet.
4 See Twining ii. 346 sqq.



172 POETRY AND FINE ART

poetry. In this art of feigning, Homer, we are
told, is the supreme master; and the secret of
the art lies in a kind of wapaioyiousés or fallacy.
The explanation added, though given in a some-
what bald and abstract manner, renders the nature
of the fallacy perfectly plain.! At the outset the
poet must be allowed to make certain primary
assumptions and create his own environment.
Starting from these poetic data—the pre-supposi-
tions of the imagination—he may go whither he
will, and carry us with him, so long as he does not
dash us against the prosaic ground of fact. He

1 The fallacy, namely, of inferring that because a given thing
is the necessary consequent of a given antecedent, the consequent
necessarily implies the antecedent. Antecedent and consequent
are wrongly assumed to be reciprocally convertible ; cf. de Soph.
Elench. 167 b 1 sqq., an example being, ¢if it rains, the ground is
wet : the ground is wet : therefore it rains’ Similarly in Rhetoric
the skilled speaker adopts a certain appropriate tone and manner
which leads the audience to infer that the facts he states are true:
Rhet. iii. 7. 1408 a 20, mfavoil 8¢ 0 wpdyua xal 7 olkela Aéfis*
wapadoyilerar yap 9 Yvxi) ©s dAnbis Aéyovros, 6T év Tols Torov-
Tots oUTws Exovow, GoT olovra, €l kai pi olTws éxet, G5 & Aéywv,
Ta mpdypata oVrws éxew. Cf. Rhet. iii. 12. 1414 a 1 sqq, iii. 16.
1416 a 36 sqq. Twining (ii. 350) compares the observation of
Hobbes that ¢ probable fiction is similar to reasoning rightly from
a false principle.’

The allusion to the Nimrpa in Poet. xxiv. 10 is, doubtless, as
Vahlen (Beitr. p. 296) shows, to Odyssey xix. 164—-260. The dis-
guised Odysseus has told Penelope that he has entertained Odysseus
in Crete. The detailed description he gives of the appearance,
dress, etc., of the hero is recognised by Penelope to be true. She
falsely infers that, as the host would have known the appearance
of the guest, the stranger who knew it had actually been the host.
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feigns certain imaginary persons, strange situations,
incredible adventures. By vividness of narrative
and minuteness of detail, and, above all, by the
natural sequence of incident and motive, things
are made to happen exactly as they would have
happened had the fundamental fiction been fact.
The effects are so plausible, so life-like, that we
yield ourselves instinctively to the illusion, and infer
the existence of the supposed cause. For the time
being we do not pause to dispute the mp@rov Yrebdos or
original falsehood on which the whole fabric is reared.

Such is the essence of 70 mfavéy, which in
various forms runs through the teaching of the
Poetics. By artistic_treatment things incredible
in real life wear an air of probablhty The im-
even tnevitable. In the phraseology of the Poetics,
the &roya, things impossible or improbable to the
reason, are so disguised that they become eiroya :
the ddivara, things impossible in fact, become
miBavd, and hence Svvara xara TO elkos 7 TO dvary-
xaiov. “Zven the laws of the physical world and
the material conditions of existence may conceiv-
.ably be neglected, if only the inner consistency of
the poetry is not sacrificed. A The magic ship of
the Phaeacians and the landing of Odysseus on the
shores of Ithaca, which ‘might have been intoler-
able if treated by an inferior poet,” are so skilfully
managed by Homer that we forget their inherent
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impossibility.! ‘Probable impossibilities are,’” as
Aristotle declares with twice repeated emphasis,
‘ to be preferred to improbable possibilities.’ *

The drxoya or ‘irrational elements’ which the
logical understanding rejects, are greater stumbling-
blocks to the poetic sense than mere material im-
possibilities. For the impossible may cease to be
thought of as such; it may become logically inevit-
able. But the irrational is always liable to pro-
voke the logical faculty into a critical or hostile
attitude. It seems to contradict the very law of
causality to which the higher poetry is subject.
It needs, therefore, a special justification, if it is to
be admitted at all; and this justification Aristotle
discovers in the heightened wonder and admiration,
which he regards as proper, in a peculiar degree,
to epic poetry.® The instance twice cited* of the

1 Poet. xxiv. 10, Odyss. xiii. 93 &qq.

2 Poet. xxiv. 10, wpoaipeicbal Te¢ Sei ddivata elkéTu paAdov
7 Svvara dmifava. xxv. 17, «iperditepov miflavdv dédvatov 7
dmifavov kai Svvatdv.

3 Poet. xxiv. 8, pdAdov & évééxerar év 7)) émomorly TH dAoyov,
8¢ & avpBaiver pdAwra 1O GavpraoTév.

4 Poet. xxiv. 8 and xxv. 5. In the former passage the incident
is pronounced to be unfit for the drama; in the latter, it is ir
itself a dudprypa but justified by the effect, and justified only as
an epic incident. Further, in ch. xxiv. it is spoken of as ar
dAoyov, in ch. xxv.—less accurately—as an d8dvarov. Cf. Dior
Chrys. Or. xi. 349 R (in reference to this scene), udAwrre yoiv
wpooTéoike Tois dTémous évumviols TG wepl Tv pdxmy éxelrmy. Al
dAoya are not ddvvara, though all ddivara, if realised to be such,

are GAoya. But, as above explained, the art of the poet can make
the dévvara cease to be dAoya and become mifavd.
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pursuit of Hector in the Iliad illustrates the
general conditions under which he would allow
this licence. The scene here alluded to is that in
which Achilles chases Hector round the walls of
Troy : the Greek army stands motionless, Achilles
signing to them to keep still.’ The incident, if
represented on the stage, would appear highly
improbable, and even ludicrous. The poetic
illusion would be destroyed by the scene being
placed directly before the eyes; whereas in epic
narrative, the effect produced is powerfully
imaginative.  Still, even as an epic incident,
Aristotle appears

strangely enough—to think
that it is open to some censure, and justified only
by two considerations. First, the total effect is
impressive : we experience a heightened wonder, a
pleasurable astonishment, which effaces the sense
of incongruity and satisfies the acsthetic end.* In
the next place, a like effect could not have been
produced by other means.®

There is another form of ‘the impossible,” and
even of ‘the irrational,” which, according to Aris-

1 Iliad xxii. 205, Aaotow 8 dvéveve kapijart 8ios "AxtAAels

2 Poet. xxv. 5, judpryrac- dAXN Spbis Exe, € Tvyxdver Tol
TéAovs ToD alrijs (T3 yap TéNos elpnTar), €l obTws ékTANKTIKWTEPOV
1} adTd %) dAdo mowei pépos.

3 le. € pévror 1O Tédos 1) pdAAAov 3) <> HTTOV EvedéxeTo
Imdpxew kal katd THv wepi TovTwy TéXVMY, [jpaprijoba] oix
dpfds. Cf. xxv. 19, Jpby émripnois droylg . . . Srav py
dvdyxns odons unbév xpionTtar 1¢ dAsye.
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totle, may be admitted into poetry. Some things
there are which cannot be defended either as the
expression of a higher reality, or as constituting a
whole so coherent and connected that we acquiesce
in them without effort. They refuse to fit into
our scheme of the universe, or to blend with the
other elements of our thought. Still, it may be,
they are part of the traditional belief, and are
enshrined in popular legend or superstition. If
not true, they are believed to be true. Though
they cannot be explained rationally, it is generally
felt that there is ‘something in them.” Current
beliefs like these cannot be wholly ignored or
rudely rejected by the poet. There are stories
of the gods, of which it is enough to say that,
whether true or false, above or below reality, yet
so runs the tale.”! The principle here laid down
will apply to the introduction of the marvellous
and supernatural under many forms in poetry.
But a distinction ought perhaps to be drawn.
Take a case where the imagination of a people,
such as the Greeks, has been long at work upon

1 Poet. xxv. 7, dAX’ odv ¢pact. Cf. Dryden, The Author's Apology
for Herotc Poetry and Poetic Licence: ¢ Poets may be allowed the
like liberty for describing things which really exist not, if they are
founded on popular belief. Of this nature are fairies, pigmies, and
the extraordinary effects of magic ; for ’tis still an imitation, tho’
of other men’s fancies ; and thus are Shakespeare’s Tempest, his
Midsummer Night's Dream, and Ben Jonson’s Masque of Witches to
be defended.’
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its own mythology, and has embodied in clear
poetic form certain underlying sentiments and
convictions of the race. Facts in themselves
marvellous or supernatural have taken coherent
shape, and been inwrought into the substance of
the national belief. The results so obtained may
be at variance with empirical fact, yet they are °
none the less proper material for the poet. The
legends may be among the d8dvata of experience ;
they are not among the dxoya of poetry. It
may even be within the power of the poet to
efface the lines between the natural and the
supernatural, and to incorporate both worlds in
a single order of things, at once rational and
imaginative.

Meanwhile, within the legends or traditions so
clarified, there remains, we will suppose, some
unassimilated material, unharmonised elements
which offend the reason. A mythology which has
sprung out of childlike intuitions into the truth
of things, combined with a childlike ignorance of
laws and facts, cannot but retain vestiges of the
irrational. It is to these cruder beliefs, which
come to the surface even in Hellenic poetry, that
the defence to which we now allude will more
especially apply :— untrue indeed, nay irrational,
but so men say.’

Aristotle holds that the irrational — whether
under the guise of the supernatural, or under the
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form of motiveless human activity—is less ad-
missible in dramatic than in epic poetry.! He
does not assign the reason, but it is obvious. The
drama is a typical representation of human action :
its mainspring is motive: what is motiveless or
uncaused is alien to it. Following strict rules of
art Aristotlewould exclude the irrational altogether:
failing that, he would admit it only under protest
and subject to rigid limitations. It may form part
of the supposed antecedents of the plot; it has no
place within the dramatic action itself.? Aristotle
summarily rejects the plea that if it is kept out
the plot will be destroyed. <Such a plot,” he
says, ‘should not in the first instance be con-
structed.”® But he proceeds to qualify this harsh
sentence by a characteristic concession to human
infirmity. He will view the fault leniently, if the
incidents in question are made in any degree to
look plausible.*

From what has been said it will be evident that
a material impossibility admits of artistic treat-
ment; hardly so, a moral improbability. When

1 Poet. xxiv. 8.

2 Poet. xv. 7, GAoyov 8¢ undév elvar &v Tols mpdyuaow, €l 8¢
i, éw Tijs Tpayedias. xxiv. 10, udAwrra pév undév Exewv dhoyov,
€l 8¢ wi), éfw Tov pvbevparos.

8 Poet. xxiv. 10, é¢ dpxi)s ydp ob 8ei owvvioracbar Torolrovs
(sc. pBovs).

4le. dv & Oy xal Palvprar edroywrépws, évdéxerbar xai
dromov <dv>.
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once we are placed at the poet’s angle of vision and
see with his eyes, the material improbability pre-
sents no insuperable difficulty. The chain of cause
and effect remains unbroken. Everything follows
in due sequence from the acceptance of the primary
fiction. But a moral improbability is an d&royor of
a more stubborn kind. No initial act of imagina-
tive surrender can reconcile us to a course of action
that is either motiveless or based on unintelligible
principles.  We can sooner acquiesce in the altered
facts of physical nature than in the violation of
the laws which lie at the root of conduct. The
instances of the irrational which Aristotle condemns
are not indeed confined to moral improbabilities.
But he appears to have had these mainly in his
mind,—improbabilities that ultimately depend on
character, and do violence either to the permanent
facts of human nature, or to the feelings and
motives proper to a particular situation. Such are
the ignorance of Oedipus as to the manner of Laius’
death : the speechless journey of Telephus from
Tegea to Mysia :! the scene already mentioned of
the pursuit of Hector. A material improbability
may itself, again, often be resolved into one of the
moral kind. 'Where the events either in themselves
or in their sequence appear irrational, they are
frequently the outcome of character inwardly
illogical. Though Aristotle does not distinguish
1 Poet. xxiv. 10.
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between moral and material improbability or im-
possibility, it falls in with his teaching to recognise
in the first a grave artistic defect, which is not
1ecessarily inherent in the second. In the un-
yroken chain of cause and effect which he postulates
‘or the drama, each of the links is formed by the
;ontact of human will with outward surroundings.
The necessity which pervades his theory of tragedy
is a logical and moral necessity, binding together
the successive moments of a life, the parts of an
action, into a significant unity.

Since it is the office of the poet to get at the
centrafﬁééxmng of facts, to transform them into
truths by supplying vital connexions and causal
links, to set the seal of reason upon the outward
semblances of art, it follows that the world of
poetry rebels against the rule of chance. Now,
accident (to oupBeBnxés) or chance in Aristotle,
exhibiting itself under two forms not always strictly
distinguished,! owes its existence to the uncertainty
and variability of matter.? It is the negation

1 Namely as r6x7, ‘fortune,’ and 70 wdréparov, ‘spontaneity.’
Cf. Poet. ix. 12, dwd Tov avTomdrTov kai Tijs TOxns. The regular
distinction is that given in Met. ix. 8. 1065 a 25 sqq., and Met. xi. 3.
1070 a 6 8qq. But in Phys. ii. 6. 197 a 36, 70 pév yop dwrd TiXYs
wdv dwd TavTopdrov, TovTo 8 0¥ TAv dmwd TiXNs. 197 b 20, dwd
Toxns 8¢, ToVTwy Goa dwd TavTopdrov yiverar TOv wpoaiperav
Tois éxovot wpoaipeowv. See Zeller, Hist. Gr. Phil. ii. 2. 333-6,
Stewart, Eth. Nic. i. 259.

2 Met. v. 2. 1027 a 13, Gore 5 VAy éoTal aitia, ) évlexopéry
wapd 70 ws émri 7O woAY dAAws, Tov ovpfeBnykiTos.
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(otépnais) of Art and Intelligence, and of Nature
as an organising force.! Its essence is disorder
(drakia),® absence of deSIgn (o &vexd Tov),? want of
regularity (r6 ds émi 7o mord). It even borders on
the non-existent.* Its sphere is s that wide domain .
of human life which baffles foresight,® defies -
reason, abounds in surprises: and also those
regions of Nature where we meet with abortive
efforts, mistakes, strange and monstrous growths,
which are ‘the failures of the principle of
design.’®

It is true that the action of Chance does not
invariably defeat the purposes of Nature or Art.
It may so happen that the first step in a natural

1 Viewed as 707 it is the arépnais of Téxvy and vois: viewed
as 70 avTépaTov it is the orépnos of pios.

2 Met. ix. 8. 1065 a 25, Aéyw & 70 kard oupBefnxés - Tov
TotovTou &’ drakTa kal dmwewpa T¢ aitwa. De Part. Anim. i. 1. 641
b 22, TOv odpavdy . . . v ¢ dmd TUXNs kal drafias ovd’ Sreoby
daiverar

3 Anal. Post. ii. 11. 95 a 8, dwd Tixys & ovdev évexd Tov
yiverae.

1 Met. v. 2. 1026 b 21, dpaiverar yap 70 ovuLefykods éyyls T
T0U p3) Svros.

5 Met. ix. 8. 1085 a 33 (of 7dxy), 8 ddnpros dvOpuwrive
Aoyopmp.

¢ Phys. ii. 8. 199 b 3 (just as in art there are failures in the
effort to attain the end), dpoiws dv éxoc kai év Tois puoixois, kal
T4 Tépata dpapTiparta éxelvov Tob évexd Tov. On Tépara in
Nature cf. de Gen, Anim. iv, 4. 770 b 9, éarc yap +5 répas Ty
wapa Giow 11, Taps diow & ob wiocav dANG THY ©s éml TO wOAD.
The mere Teparides in tragedy is emphatically condemned Poet.
xiv. 2, ol 8 vy 10 PoBepdv Sia Tis Spews dAAG TO TepaTes
povov wapackevd{ovres ovdev Tpaypdia kowwvolow.
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or an artistic process is the result of Chance.” To
Chance were due some of the early experiments in
the history of poetry, which were destined to lead
to ultimate success.” But in itself Chance is the
very antithesis of Art. "It is an irrational cause;
it suggests anarchy and misrule; it has no proper
place in poetry, which aims at the attainment of
an ideal unity. The law of ‘ the probable’—as well
as that of ‘ the necessary '__excludes chance ;3 and
yet in a popular sense nothing is more ¢ probable’
than the occurrence of what is called accident.
We gather from the Poctics that the introduction
of anomalous and abnormal incidents in poetry was
sometimes defended by the saying of Agathon:
‘It is probable that many things should happen
contrary to probability.”* A similar saying appears
to have been current by way of mitigating the
appearance of monstrositics in nature: ‘The un-
natural is occasionally, and in a fashion, natuml

1 Eth. Nic. vi. 4. 1140 a 19, kabdmrep xai’ Aydbwv Pnoi:
TéXVY TOXYV €oTepfe kal TOXM TEXVRHV.

2 Poet. xiv. 9, {(nTovvTes yap otk dmwd Téxvys dAN' dwd Tixns
elpov 76 TowobTOV Tapackevdfetv év Tois prbos.

8 De Gen. et Corr. ii. 6. 333 b 6, 7a 8 mapa 76 dei xai s
émi TO oAV dwd Talropdrov kai dmwd Tixys. Cf de Caelo i. 12
282 a 33.

4 Poet. xviii. 8, értw 8¢ ToUTo elxds Gomep 'Aydbwv Aéye,
€ixds yap yiveabar woAdd kal mapd 70 eixds. xxv. 17, obrw
Te xal 4Te woTé otk Aoyl éoTw: elxds yap xal Tapd TO €ixds
yiverOar.

5 De Gen. Anim. iv. 4. 770 b 15, frrov elvar Soxei Tépas Sia
70 kal 16 wapa piowv elvar Tpémov Twd karta Pploy.
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But as a man of science Aristotle does not regard
the deviation from nature as in a proper sense
patural : nor, as a writer on art, does he lend his
authority to the twice quoted phrase of Agathon.
That phrase, indeed, violates the spirit, if not the
letter, of all that he has written on dramatic prob-
ability. ¢ Miss Edgeworth,” says Newman,! ‘ some-
times apologises for certain incidents in her tales,
by stating that they took place ““by one of those
strange chances which occur in life, but seem in-
credible when found in writing.” Such an excuse
evinces a misconception of the principle of fiction,
which being the perfection of the actual, prohibits
the introduction of any such anomalies of ex-
perience.” The ‘strange chances’ here spoken of,
the ‘anomalies of experience,’ are in fact the
‘iﬁlprobable possibilities’* which Aristotle dis-
allows. For chance with its inherent unreason is
as far as possible banished by him from the domain
of poetry,—except indced where the skill of the
poet can impart to it an appearance of design.®
Nor does this exclusion hold good only in the
more serious forms of poetry. It has been held
by some modern writers, that comedy differs from
tragedy in representing a world of chance, where

law is suspended and the will of the individual

Y Essays, Critical and Historical.
9

2 Poet. xxiv. 10, Swara drifava.
- ~ ~ ’
3 Poet. ix. 12, émel xal TOv dwd TUXys TavTa bavpacwraTe

Soxel Soa damep émritndes palveTar yeyovévar.



184 POETRY AND FINE ART

reigns supreme. But this is not in accordance
with the Poetics. The incidents of comedy—at
least of such comedy as Aristotle approves—are
‘framed on lines of probability.’* The connexion
of incidents is, no doubt, looser than in tragedy ;
the more rigorous rule of ¢ probability or necessity’
is not prescribed : and the variation of phrase
appears to be not without design. Yet the plot
even of comedy is far removed from the play of
accident.

To sum up in a word the results of this discussion.
The whole tenor and purpose of the Poetics makes
it abundantly clear that poetry is not a mere re-
production of empirical fact, a picture of life with
all its trivialities and accidents. The world of the
possible which poetry creates is more intelligible
than the world of experience. The poet presents
permanent and eternal facts, free from the elements
of unreason which disturb our comprehension of real
events and of human conduct. In fashioning his
material he may transcend nature, but he may not
contradict her ; he must not be disobedient to her
habits and principles. He may recreate the actual,
but he must avoid the lawless, the fantastic, the
impossible.  Poetic truth passes the bounds of
ireality, but it does not wantonly violate the laws
which make the real world rational.

. ap % -
1 Poet. ix. 5, ocvorijoavres yop 7Tov pvbfov 8id Tov eixérwy
KT
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Thus poetry in virtue of its higher subject-matter
and of the closer and more organic union of its parts
acquires an ideal unity that history never possesses ;
for the prose of life is never wholly eliminated from
a record of actual facts. The Baconian and the
Aristotelian view of poetry, instead of standing in
sharp contrast as is sometimes said, will be seen
to approximate closely to one another. The well-
known words of Bacon run thus:—

‘ Therefore, because the acts or events of true
history have not that magnitude which satisfieth
the mind of man, Poesy feigneth acts and events
greater and more heroical ; . . . because true history
representeth actions and events more ordinary and
less interchanged, therefore Poesy endueth them
with more rareness : so as it appeareth that Poesy
serveth and conferreth to magnanimity, morality,
and delectation. And, therefore, it was ever thought
to have some participation of divineness, because it
doth raise and erect the mind, by submitting the
shows of things to the desires of the mind, whereas
Reason doth buckle and bow the mind unto the
nature of things.’!

1 Bacon, de Aug. Scient. ii. 13. The still more vigorous Latin
deserves to be quoted: ‘Cum res gestae et eventus, qui verae
historiae subiciuntur, non sint eius amplitudinis in qua anima
humana sibi satisfaciat, praesto est poesis, quae facta magis heroica
confingat. . . Cum historia vera, obvia rerum satietate et simili-
tudine, animae humanae fastidio sit, reficit eam poesis, inexpectata
et varia et vicissitudinum plena canens. Quare et merito ctiam
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It may be noticed that the opposition between the
poet and the historian in the Poetics is incidentally
introduced to illustrate the sense in which a tragedy

-is one and a whole.” These two notions as under-

stood by Aristotle are not identical. A unity is
composed of a plurality of parts which cohere
together and fall under a common idea, but are
not necessarily combined in a definite order. The
notion of a whole implies something more. The

ts which constitute it must be inwardly con-
;{ected, arranged in a certain order, structurally
related, and combined into a system. A whole is
not a mere mass or sum of external parts which
may be transposed at will, any one of which may
be omitted without perceptibly affecting the rest.”
It is a unity which is unfolded and expanded ac-
cordmcr to the law of its own nature, an organism
which develops from within. By the rule, again,
divinitatis cuiuspiam particeps videri possit; quia animum erigit
et in sublime rapit ; rerum simulacra ad animi desideria accommo-
dando, non animum rebus (quod ratio facit et historia) submittendo.’
In the sentence above omitted Poetry is said to correct history,
setting forth ‘exitus et fortunas secundum merita et ex lege
Nemeseos.” This is not Aristotelian.

1 Poet. ix. 1, pavepdy 8¢ éx ToV eipnumévov k.T.A.

2 Met. iv. 26. 1024 a 1, Sowv pev uy moiel 3 Béois Suadopay,
wav Aéyeras, Sowy 8¢ woiei, SAov. Ibid. 1023 b 26, SAov Aéyerar
ob Te undév dmweor. pépos €& bv Aéyerar Slov ¢ploer k1A Cf.
Poet. viii. 4, & yap mpogdv 7 un wpoody undév wotel éridnylov,
0¥8¢v pudprov Tov SAov éoriv. Plato, Parm. 137 ¢, odxi ob dv pépos

pndév dmy, SAov dv elyy; Aristotle is here largely indebted to
Plato ; see also infra, pp. 275, 280.
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of beauty, which is a first requirement of art, a
poetic creation must exhibit at once unity and
plurality. If it is too small the whole is perceived
but not the parts; if too large the parts are per}
ceived but not the whole." The idea of an organism
evidently underlies all Aristotle’s rules about
unity ;® it is tacitly assumed as a first principle of
art, and in one passage is expressly mentioned as
that from which the rule of epic unity is deduced.
‘The plot must, as in a tragedy, be dramatically
constructed ; it must have for its subject a single
action, whole and complete, with a beginning, a
middle, and an end. It will thus resemble «

1 Poet. vii. 4—5: cf. the rules laid down for the size of a city
in Pol. iv. (vii.) 4. 1326 a 34 sqq-

2 Cf. Stewart, Eth. Nvc. i. 194 : ¢Living organisms and worke
of art are oxijuara, definite after their kinds, which Nature anc
Man respectively form by qualifying matter. The quantity o
matter used in any case is determined by the form subserved :
the size of a particular organ, or part, is determined by its form.
which again is determined by the form (limiting the size) of the
whole organism or work. Thus animals and plants grow to size.
determined by their separate structures, habitats, and conditions o
life, and each separate organ observes the proportion of the whole
to which it belongs. The painter or sculptor considers the
symmetry of the whole composition in every detail of his work.
The conductor of a choir is forced to exclude a voice which sur-
passes all the others conspicuously in beauty. Pol. iii. 8. 1284 b 8
ot're yap ypaevs édoeev dv Tov VmeplBdAdovra wéda Tis ovupe
Tplaus éxew Td {Pov, ovd el Siagpépor TO kdAAos* ovTe vavwyyd:
wpibpvar 1) TGV GAAwy Tt poplov TEV THs veds® olvde 83 xo0podidd-
oxalos TOv peilov kal xdAAiov Tob wavtés yopov feyyduevor
édoer ovyyopeterv. In all cases form dominates matter, quality
quantity.’
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single and coherent organism, and produce the
pleasure proper to it.’!

1 Poet. xxiii. 1, 8¢t Tods pifovs kabdmep év rais Tpaypdiacs
ouvwrdvar Spaparikods kal mwepi plav wpafw SAnv kal Tedeiav,
éxovoav dpxiv kail péoa kal Télos, (V' damep {@ov &v SAov mouy
v oikelav 78ovijv. I now revert to my earlier opinion and
take {@ov in the sense of ‘a living organism,” not of ‘a picture,
both here (in spite of the strangeness, as it seems to us, in speaking
of an animal as giving an oixeia 78ovy), and also in vii. 4-5.
The arguments in favour of (pov being used in its ordinary sense
in ch. vii. are, as Dr. Sandys has suggested to me, much
strengthened by the parallel passage Pol. iv. (vii.) 4. 1326 a 34—
1326 b 24. According to the other interpretation of vii 4-5,
one of the conditions of T8 kaAdv, namely a certain péyefos, is
illustrated by an analogy between painting and poetry. This
view is advocated with much force by Mr. R. P. Hardie in Mznd,
vol. iv. No. 15. In the course of his argument he observes:
¢ The meaning of wpaypa 3 cvvéornker éx Twov and Ta odpara
seems plain from other passages in Aristotle, for instance de
Anima 412 a 11, where he identifies ovoia &s cuvvférn (sub-
stantia composita) with owuara, and divides these into ¢voika
odpara and the rest, the former class again being divided accord-
ing as they are éuyuvyxa or &yvxa. Thus animated bodies
would seem to be ‘“composite” in the fullest semse of the word.
“{pov” then in the present passage in the Poetics must be
equivalent to * picture,” in which sense, however, it would natur-
ally suggest to a Greek the picture of a {pov in the sense of
oopa pduyov.

For other examples of {pov in a similar sense cf. Plat. Laws,
ii. 669 A, mdvres pévy dv . . . Td kadd TGOV (Puv éyiyvdokouer.
vi. 769 A, and ¢, édv Ti opdAAyTar O (gov Imd xpdvov. Crat.
425 4, 429 A, odkolv of pév duelvovs 7o avTwv épya kalliw
wapéxovray, 76 {pa, oi 8¢ PavAérepa; 430 D, én’ ducgorépocs
Tois prpudpact, Tois T {Gois kal Tols Svépaow. Rep. vii. 5154,
dvBpidvras kai dAla {(Ga Aifwd Te xal EHAwa kal mwavroia
elpyacpéva (cf. de Gen. Anim. ii. 4. 740 a 15 quoted p. 190). In
de Mundo 6. 398 b 18 {yov is used of a puppet worked by oi
vevpooTdoTat.
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Plato in the Phaedrus had insisted that every
artistic composition, whether in prose or verse,
should have an organic unity. ‘You will allow that
every discourse ought to be constructed like a
living organism, having its own body and head
and feet; it must have middle and extremities,
drawn in a manner agreeable to one another and
to the whole.’! Aristotle took up the hint; the
passage above quoted from the Poetics is a remark-
able echo of the words of the Phaedrus ; and indeed
the idea may be said to be at the basis of his whole
poetic criticism.

A work then of poetic art, as he conceives it,
while it manifests the universal is yet a concrete
and individual reality, a coherent whole, animated
by a living principle—or by something which is at
least the counterpart of life—and framed according
to the laws of organic beauty. The artistic product
is not indeed in a literal sense alive ; for life or soul
is in Aristotle the result of the proper form being
nnpressed upon the proper matter.? Now, in art

~——->«.m

1 Phaedr. 264 ¢, dAAa T68e¢ ye olpui oe Ppdvar &v, Seiv wdvra
Abyov Gomep {Pov ouvveoTdvar odud T Exovra avTév alred, GoTe
pijTe drépaldov elvar mijre dmwovv, dAAG péoa Te Exewv kal dxpa,
wpémovT’ dAXjAos kai TQ SAp yeypappéva. Cf. Polit. 277 c,
where the discussion is compared to the sketch of a {@ov in a
painting : dAX drexvds 6 Adyos Nuiv domrep {Gov v éfwbev pev
weprypadmy éoikev ikavis éxew, Tiv 8¢ olov Tois Ppappudros kai T
ovykpdoel T@Y XpwpdTov évdpyetar ovx dreAndévar Tw.

2 Cf. de Part. Anvm. i. 1. 640 b 32 8qq. A dead body has the
same outward configuration as a living one, yet it is not a man ; so
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the matter depends on the choice of the artist;
it has no necessary relation to the form which is
impressed on it. That form it passively receives,
but it is not thereby endowed with any active prin-
ciple of life or movement. The form or cssence
lives truly only in the mind of the artist who con-
ceived the work, and it is in thought alone that it
is transferred to the dead matter with which it has
no natural aflinity. The artist, or the spectator
who has entered into the artist’s thought, by a
mental act lends life to the artistic creation ; he
speaks, he thinks of it as a thing of life; but it has
no inherent principle of movement; it is in truth
not alive but merely the semblance of a living
reality.’

Returning now to the discussion about poetry
and history we shall better understand Aristotle’s
general conclusion, which is contained in the words
so well known and so often misunderstood : ¢ Poetry

Wilosophical and a higher thing than

too a hand of brass or of wood is a hand ounly in name. In de
Gen. Anim, ii. 4. 740 a 15 works of art are spoken of as £vAivwy
7 Ablvev {(pwy, and are contrasted with the truly living
organisin.

1 Cf. Stewart, Eth. Nic. ii. 42: ‘1éxvn realises its good in an
external épyov, and the eldos which it imposes on Ay is only a
surface form—rvery different from the forms penetrating to the very
heart of the DAz, which ¢dues and dpers; produce (cf. Eth. Nic. ii.
8. 9, 1 8’ dperyy wdoys Téxvys dxpifertépa kal dpelvov éoTiv
Bomep xai 7 pioes: Met. 30. 1070 a 7, v pév odv Téxvy dpxi év
AAA, 7 8¢ Ppiois dpxy év adrTp)’
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history,”'—where omovdaiérepor denotes ‘ higher in
the scale’;’—not ‘more serious,’ for the words
apply even to comedy, nor, again, ‘more moral,’
which 1s quite alien to the context;—and _the
reason of the higher worth of poetry is that it
approaches nearer to the universal, which itself.
derives its value from being a ‘ manifestation of
the cause’® or first principle of things. Poetry in
striving to give universal form to its own creations
reveals a higher truth than history, and on that
account is nearer to philosophy. But though it
has a philosophic character it is not philosophy :.
‘1t tends to express the universal.” The warov is
here a limiting and saving expression; it marks
the endeavour and direction of poetry, which
cannot however cntirely coincide with philosophy.
The capacity of poetry is so far limited that it
expresses the universal not as it is in itself, but as
seen through the medium of sensuous imagery.

1 Poet. ix. 3, & xai prAorodpwTepor kul omovdaiéTepov woinots
ioToplas éotiv: 3 pev yap wolpais pdddov Td kabfédov, 3 &8 ioropia
Ta kat' ékarTov Aéyel

2 Teichmiiller, Aristot. Forsch. ii. 178, who illustrates this
sense of orovdalos from Eth. Nic. vi. 7. 1141 a 20, drowov yap
el Tes Y oAtk 1) Ty ppoynoy awovdatordrny (‘ the highest
form of knowledge’) olerar elvar, € py 76 dpworTov Tov v T
kéoup Gvlpumds éorw, Here godia is a more excellent thing
than ¢pdvyoes because it has a higher subject-matter,—universal
principles.

3 Anal. Post. i. 31. 88 a 4, 70 8¢ kabdov ripov S7¢ ot 7
aiTwov.
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Plato, while condemning the poetry of his own
country, had gone far towards merging an ideal
poetry in philosophy. The artist who is no mere
‘mitator, whose work is a revelation to sense of
sternal ideas, being possessed by an imaginative
anthusiasm which is akin to the speculative en-
shusiasm of the philosopher, from the things of
sense ascends to that higher region where truth and
>eauty are one. Aristotle’s phrase in this passage
»f the Poetics might, in like manner, appear almost
;0 identify poetry with philosophy. But if we
‘ead his meaning in the light of what he says
zlsewhere and of the general system of his thought,
we see that he does not confound the two spheres
shough they touch at a single point. Philosophy
seeks to discover the universal in the particular ;
‘ts end is to know and to possess the truth, and in
that possession it reposes. The aim of poetry is
to-represent the universal through the particular,
to give a concrete and li;'_i—t;g\embodiment of a
universal truth.’ The universal of poetry is not an
abstract idea ; it is particularised to sense, it comes

1 Cf. R. P. Hardie (in Mzind, vol. iv. No. 15): ‘We must keep
‘n mind that for poetry it is essential that this (i.e. the universal)
:lement should be expressed in matter of some sort. It is in this
respect that science differs from poetry. The whole aim of the
‘ormer is to keep the e/8os abstract, and therefore science uses not
-ixéves but onpeia or ovufola, which never really express the
:8os at all, but are of use merely to suggest the abstract €lSos qua
abstract.’
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before the mind clothed in the form of the concrete,
presented under the appearance of aliving organism
whose parts are in vital and structural relation to
the whole.#”

It is the more necessary to insist on this because
Aristotle’s own analytical criticism may easily lead
to a misconception of his meaning. In applying
the method of logical abstraction to the organic
parts of a poetic whole he may appear to forget
that he is dealing not with a product of abstract
thought but with a concrete work of art. The
impression may be confirmed by a hasty reading of
a later chapter; ‘where the poet is advised first
to set forth his plot in its general idea (éxrifec@ac
xaBorov), abstracting the accidental features of time,
place, and persons, and afterwards to fill it in with
detail and incident and with proper names. This
order of composition is recommended whether the
poet takes his plot from the traditional cycle of
legends or draws upon his own invention. The
example selected by Aristotle is the story of
Iphigenia. As a piecce of practical advice the
value of the suggestion may well be questioned.
But even if we pronounce the method to be faulty
and unpoetical, the doctrine of the ‘universal’ ic
in no way affected. The use of the word xaféror
in two such different contexts must not mislead us.
The «af@érov of ch. xvii. denotes the broad outline,

T Poet. xvii. 3-4.
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the bare sketch of the plot, and is wholly distinct
from the xafsrov of ch. ix., the general or universal
truth which poetry conveys.

The process by which the poetic imagination
works 1s illustrated by Coleridge from the following
lines of Sir John Davies':—

¢ Thus doth she, when from individual states
She doth abstract the universal kinds,
‘Which then reclothed in divers names and fates
Steal access thro’ our senses to our minds.’

The meaning 1s not that a general idea is
embodied 1n a particulur example—that is the
method of allegory rather than that of poetry—
but that the particular case is generalised by
artistic treatment. ‘The young poet,” says Goethe,
‘must do some sort of violence to himsclf to get
out of the mere genecral idea. No doubt this is
difficult ; but it is the very lifc of art” ‘A special
case requires nothing but the trecatment of a poet
to become universal and poetical.”  With this
Aristotle would have agreed. Goethe, who tells
us that with him every idea rapidly changed itself
into an image,” was asked what idea he meant to
embody in his Faust. ‘As if 1 knew myself and
could inform them. From heaven, through the
world, to hell, would indeced be something; but
this is no idea, only a course of action. . . . It
was, in short, not in my line, as a poet, to strive

1 Biog. Lit. ch. xiv.



POETIC TRUTH 195

to embody anything abstract. 1 received in my
mind impressions and those of a sensuous, animated,
charming, varied, hundredfold kind, just as a lively
imagination presented them ; and I had, as a poet,
nothing more to do than artistically to round them
off and elaborate such views and impressions, and
by means of a lively representation so to bring
them forward that others might receive the same
impression in hearing or reading my representation
of them.”!

Coleridge in giving his adhesion to Aristotle’s
theory thinks it necessary to guard against the
misconstruction to which that doctrine is exposed.
‘1 adopt,” he says, ¢ with full faith the theory of
Aristotle that poetry as poetry is essentially ideal,
that 1t avoids and excludes all accident; that
its apparent individualities of rank, character, or
occupation, must be representative of a class; and
that the persons of poetry must be clothed with
generic attributes, with the common attributes of
the class; not such as one gifted individual might
possibly possess, but such as from his situation it
is most probable that he would possess.” And he
adds in a note, ‘ Say not that I am recommending
abstractions, for these class characteristics which
constitute the instructiveness of a character are so
modified and particularised in each person of the

1 Eckermann’s Conversations of Goethe, Transl. (Bohn's series),
p. 258.
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Shakespearian drama, that life itself does not excite
more distinetly that sense of individuality which
belongs to real existence. Paradoxical as it may
sound, one of the essential properties of geometry
18 not less essential to dramatic excellence; and
Aristotle has accordingly required of the poet an
involution of the universal in the individual. The
chief differences are, that in geometry it is the
universal truth, which is uppermost in the con-
sciousness ; in poetry the individual form, in which
the truth is clothed.”’

Some of these explanatory words themselves are,
it must be owned, misleading. Such phrases as
‘representative of a class,’ ‘generic attributes,’
‘class characteristics which constitute the in-
structiveness of a character,” seem to Imply a
false view of the ‘universal’ of poetry; as though
the ¢individuality’ were something outside the
universal and of no poetic account; yet, he says,
‘the individual form’ is ‘uppermost.” One might
think that the ‘universal’ was a single abstract
truth instead of being all the truths that meet
in the individual. The expression, however, ‘ such
(attributes) as from his situation it is most probable
that he would possess’ is true and Aristotelian.
But how can these attributes be called attributes
of ‘a class’?

i Still it is in the main the same thought which
‘ 1 Biog. Lit. ii. 41.
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runs through Aristotle, Goethe, and Coleridge,—
that the poet while he seems to be concerned only
with the particular is in truth concerned with
quod semper quod ubique. He seizes and repro-
duces a concrete fact, but transfigures it so that
the higher truth, the idea of the universal shines
through it.



CHAPTER IV
THE END OF FINE ART

WE have seen what Aristotle means by ‘imita-
tion’ as an aesthetic term. We now ask, What
is the end of ‘imitative’ art? Here Aristotle
draws a sharp distinction. The arts called
‘useful’ either provide the necessary means of
existence and satisfy material wants, or furnish
life with its full equipment of moral and intellectual
resources. Their end is subordinate to another
and ulterior end. The end of the fine arts is to
give pleasure (mpos #8ovijv) or rational enjoyment’

1 Met. i. 1. 981 b 17 sqq., TAeidrov & edpurkopévwy TeXVLY,
kal TGOV pév wpds Tdvaykaio TOY 8¢ wpos Saywyny ovoby, del
oopuwTépovs ToUs TowoUTous ékeivwy UmolauSdvopev, Sid TO pu7)
wpds xpijow elvar Tas émomjpas avrev. The liberal arts which
adorn life and minister to pleasure are here said to be mpos
Siwaywyijy, synonymous with which we find wpds %Sorvijy b 21.
Cf. Met. i. 2. 982 b 23, wpds ppoTvvyy kal Swwywyijv. In all of
these passages the contrasted expression is Tavaykaia. Staywy?)
properly means the employment of leisure, and in Aristotle
fluctuates between the higher and lower kinds of pleasurable
activity. In the lower sense it is combined in Eth. Nic. iv. 8.
1127 b 34 with maded and is part of dvdravos: it denotes the
more playful forms of social intercourse; in x., 6. 1176 b 12, 14
it is used of the wawdial of the rich and great ; in x. 6. 1177 a 9,

198
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(mpos Swaywyniv). A useful art like that of cookery
may happen to produce pleasure, but this is no
part of its essence; just as a fine art may
incidentally produce useful results and become
a moral instrument in the hands of the legislator.
In neither case is the result to be confounded with
the true end of the art. The pleasure, however,
which is derived from an art may be of a higher
or lower kind, for Aristotle recognises specific
differences between pleasures. There is the harm-

less pleasure,’ which is afforded by a recreation

(avdmavois) or a pastime (mwacdid): but a pastime is
not an end in itself, it is the rest that fits the busy

0V yip év Tals TotalTais Saywyals 1) evdarmovia, it has a baser
application to cwparikai 7Soval. As an elevated and noble enjoy-
ment it is associated with oxoA?) in Pol. iv. (vii.) 15. 1334 a 16.
Under this aspect it admits of special application to the two spheres
of art and philosophy. In Pol. v. (viii.) 5. 1339 a 25 it is
joined with ¢pdvmos and stands for the higher aesthetic enjoyment
which music affords.  From a 30-31 it appears that the musical
Staywyi} is an end in itsclf, and therefore distinet from a waidid.
In Pol. v. (viii.) 5. 1339 b 14 sqq. three ends are mentioned which
music may serve—rmaidela, waidid, and Saywy, and the last is
said to combine 76 kaAdv with %8013}, both of which elements enter
into evdawpovia. Its reference is to the life of thought in Eth. Nic.
x. 7. 1177 a 27, where it is applied to the activity of the specu-
lative reason, and in Mef, xi. 7. 1072 b 14, where it denotes the
activity of the divine thought. Thus the higher Siaywys), artistic
or philosophie, is the delight which comes from the ideal employ-
ment of leisure (cf. Tyv év T oxoA) Sayoyiv Pol. v. (viii.) 3.
1338 a 21); it is among the blissful moments which constitute
etdarpovia. Cf. Pol. v. (viii) 3. 1338 a 1, 76 8¢ oxord{ev éxeww
ab7d Sokel Tyv Ndovy kal Ty ebdaipoviay kai O (v pakapiws.
1 Pol. v. (viii.) 6. 1339 b 25,
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man for fresh exertion, and is of value as a means
to further work ; it has in it no element of that
well-being or happiness which is the supreme end
of life.?

Though Aristotle does not assign to the different
kinds of art their respective ranks, or expressly say
that the pleasure of tragedy is superior to that of
comedy, the distinction he draws between various
forms of music may be taken as indicating the
criterion by which he would judge of other arts.
Musie, apart from its other functions, may serve
as an amusement for children, it is a toy which
takes the place of the infant’s rattle;® or, again,
it may afford a noble and rational enjoyment
and become an element of the highest happiness
to an audience that is capable of appreciating
it.?>  Again, Aristotle asserts that the ludicrous
in general is inferior to the serious,* and counts
as a pastime that fits men for serious work. We
may probably infer that the same principle holds
in literature as in life; that comedy is merely
a form of sportive activity; the pleasure derived

1 Eth. Nic. x. 6. 1176 b 30, dmavra yap @& €lmely éTépov
s Yar f

o e PN , , N o
€vexa aipoluela wAyv Tijs etdatpovius- TéAos yap atry. omovddlew
8¢ kat woveiv waibidas yxdpw HAiBov Puiverar kal Aluv Taidikiv:

, o , s sA s s paow -
waifev & Srws omovdd(y, kar’ ‘Avdxapow, opBios éxewv Sokei-
dvarataer yap Eotkey 1) madid, ddvvaroivres 8¢ cuvex®s mwoveiv
dvaratoews Séovrar. 0¥ 8 Téhos 1) dvdravos® yiverar yap évexa
Tijs évepyeias.

2 Pol. v. (viii.) 5. 1339 b 13-17; 6. 1340 b 30.

3 See note 3 p. 211. 4 Kth. Nic. x. 6. 1177 a 3.
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from it is of corresponding quality, it ranks
with the other pleasures of sport or recreation.
But art in its highest idea is one of the serious
activities of the mind which constitute the final
well-being of man. Its end is pleasure, but the
pleasure peculiar to that state of rational enjoy-
ment in which perfect repose is united with
perfect energy. It is not to be confounded with
the pleasure found in the rude imitations of
early art, arising from the discovery of a like-
ness.  One passage of the Poetics might indeed
if 1t stood alone lead us to this inference.! The
instinct for knowledge, the pleasure of recogni-
tion, is there the chief factor in the enjoyment of
some at least of the more developed arts. But
the reference appears to be rather to the popular
appreciation of a likeness than to true aesthetic
enjoyment. This is perhaps borne out by the
explanation elsewhere given of the pleasure derived
from plastic or pictorial imitations of the lower
forms of animal life.? These objects do not come
within the range of artistic imitation as understood

1 Poet. iv. 3—5. Cf. Rhet.i. 11. 1371 b 4, éwel 8¢ T pavfdvew
re 8L kal T Bavudlev, kal T Towdde dvdyky ydéa elvac ofov TG
Te pupolperoy, Gomep ypagiky xal dvdplavromoila kail wounTuk),
kal w3y & dv €0 pepiunuévov 75, k&v ) pi) 98 alTd TO pepunpévor.
0¥ yip émi TovTe xaiper dAAG TvANoyiouds éoTw GTL TODTO ékeivo,
dore pavldvew 1o ovpBaiver.

2 See the passage quoted p. 1566 from de Part. Anim.i. 5. 645 a
4 sqq., especially the words Ttas pév elxdvas abrdv Oewpoivres
xaipopev Sti v Spuovpynoavay TEXyY ovvlewpoiper.
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by Aristotle ; they do not reproduce the human
and mental life with which alone art is concerned.
But they give occasion for the display of workman-
like skill ; and afford a pleasure analogous to that
which springs from the contemplation of nature in
her adaptation of means to ends.

Aristotle was perhaps inclined unduly to
accentuate the purely intellectual side of pictorial
and plastic art. But in his treatment of poetry,
which holds the sovereign place among the
fine arts, he makes it plain that aesthetic enjoy-
ment proper proceeds from an emotional rather
than from an intellectual source. The main appeal
is not to the reason but to the feclings. In a
word, fine art and philosophy, while they occupy
distinet territory, each find their complete fruition
in a region bordering on the other. The glow of
feeling which accompanies the contemplation of
what 1s perfect in art is an elevated delight similar
in quality to the glow of speculative thought.
Each is a moment of joy complete in itself, and
belongs to the ideal sphere of supreme happiness.?

1 Cf. Introduction to Hegel's Philosoplhy of Fine Art, translated
by B. Bosanquet, London, 1886, p. 12: ‘It is no doubt the case
that art can be employed as a fleeting pastime, to serve the ends of
pleasure and entertainment, to decorate our surroundings, to impart
pleasantness to the external conditions of our life, and to emphasise
other objects by means of ornament. In this mode of employ-
ment art is indeed not independent, not free, but servile. But

what we mean to consider is the art which is free in its end as in
its means. . . . Fine art is not real art till it is in this sense free,
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Some points of difference between Plato and
Aristotle are at once apparent. Pleasure to Plato
was a word of base associations and a democratic
pleasure was doubly ignoble. An imitative art
like music is liable to become a corrupting influence,
if for no other reason, because it seeks to please the
masses.! Poetry, again, has something of the same
taint ; it is a kind of rhetoric,” a pleasant flattery
addressed to mixed audiences, and falls therefore
into the same group with the art of sophistry, the
art of personal adornment, and the art of the pastry-
cook, all of which look not to what is best or truly
wholesome but to the pleasure of the moment.®* The
vulgar opinion that musical excellence is measured
by pleasure seems to Plato a sort of blasphemy ;* if
pleasure is to be taken as a criterion at all, it
should be that of the ‘one man pre-eminent in
virtue and education.”® Even in the Philebus,
where the claims of pleasure, and especially of
and only achieves its highest task when it has taken its place in
the same sphere with religion and philosophy.’

1 Laws ii. 659 a—c.

2 A pyropuky) Syunyyopia, Gorg. 502 D.

3 Gorg. 462 E-463 B. Cf. Rep. 1i. 373 B—C.

4 Laws ii. 655D, xairor Aéyova{ ye of wAeloToLr povoikis
opléTyTa elvar v NSy Tals Yuxals mopifovcay Stvapiv: alla
TodTo pév otTe dvekTdV ovTe Soiov TO TupdTav PpOéyyeabar.

5 Laws ii. 658 &, guyxwpd & . . . Seiv Tyv pova kv NSovy
kpiveaBai, pi) pévror TGV ye émiTuXOVTOY, AAA& oxeddy éxelmy
elvar Motoay kaAXioryy, sjris Tovs PBedriorovs Kai ikavds
reralevpévovs Téprey, pdlioTa 8¢ fTis éva TOV apery TE Kal
TarSeiq Sradéporra.
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aesthetic pleasure, are more carefully analysed and
weighed than elsewhere, the highest or unmixed
pleasures rank but fifth in the scale of goods.
Aristotle does not share Plato’s distrust of pleasure.
In the Ethics while he admits to the full its power
to mislead the judgment, and compares its gracious
but dangerous influence to that of Helen among
the elders of Troy ;! while he speaks slightingly
of the pleasures of the mass of men who ‘can
form no idea of the noble and the truly pleasant
whereof they have never tasted,’? yet he insists
on the necessity of being trained to fecl pleasure
and pain at the right objects ; he never hints that
pleasure ought to be suppressed as in itself an
evil; nay, it is a normal accompaniment of the
exercise of every healthy organ and faculty, it
perfects that exercise as an added completeness,
‘like the bloom of health on the face of the
young.’® In the passage of the Metuphysics
(i. 1) already referred to, the discoverers of the
fine arts are said to be ¢ wiser’ than the discoverers
of the useful arts for the very reason that the
former arts minister to pleasure, not to use.

Again, to Plato poetry and painting and
the companion arts, as affording at the best a

1 Eth. Nic. ii. 9. 1109 b 9.
2 Eth. Nic. x. 10. 1179 b 15.
3 Eth. Nic. x. 4. 1174 b 32, ds émeywlpevév 1o TéXos, olov Tois

3 Id €t o
aKpUaALols 1) wpa,
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harmless pleasure,) are of the nature of a
pastime,’—a pastime, it may be, more °artistic
and graceful’® than any other kind, but still con-
trasting unfavourably with medicine, husbandry,
and gymnastics, which have a serious purpose and
co-operate with nature.* Imitative art, in short, is
wanting in moral earnestness; it is a jest, a sport,
child’s-play upon the surface of things. Even
comedy, however, is not entirely excluded in the
Laws.® It may serve an educational end ; for the
serious implies the ludicrous, and opposites cannot
be understood without opposites. The citizens,
therefore, may witness the representation of comedy
on the stage in order to avoid doing what is
ludicrous in life ; but only under the proviso that
the characters shall not be acted except by slaves.

! Laws ii. 667 E, aBAafB7) Aéyers 8oy pévov. The same
phrase is used by Aristotle in reference to music as a pastime,
Pol. v. (viii.) 5. 1339 b 25, daa yip dBAafy TGV HSéwy k.T.A.
Cf. also Laws ii. 670D, {va . . . ddovres avrol Te ndovas T4
rapaxpipe doiveis 0wrTal K. T.A.

2 Polit. 288c. Every such art may be called wailyvidr 7,
‘a plaything,’ oV yap omouvdis ovdev avrhv xdpw, dAAda madids
évexa mdvta 8pdrar. So Rep. x. 602 B (of tragic and epic poets in
particular), Laws vii. 816 E (of comedy), doa pév olv mwepl yélord
éoTe waiyvia, & 8 kwpedlay wdrres Aéyopev . . .

3 Soph. 234 B, Taidids 8¢ Exets 1 TL TexViKWTEPOY 7) Kai Xapié-
aTepov €los 1) TO ppnyTikdy ;

4 Laws x. 889D, Tavras omdoar T ¢Pproe éxolvewoav TV
adriov Slvapuy.

5 Laws vii. 816 D—-E. Even Molitre professes to hold that

‘the business of comedy is to correct the vices of men’ (Preface to
Tartuffe).
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Aristotle distinguishes as we have seen between
art as a pastime and art as a rational employment
of leisure. Comedy and the lower forms of art he
would probably rank as a pastime, but not so art
in its higher manifestations. Tragedy is the imita-
tion of an action that is the very opposite of a
pastime, a serious action (mpdéews omovdaias), which
is concerned with the supreme good or end of life ;
and the art which reproduces this aspect of life is
itself a serious art.

The end, then, of fine art, according to Aris-
totle’s doctrine, is a certain pleasurable impression
produced upon the mind of the hearer or the
spectator. We must be careful here not to import
the later idea that the artist works merely for his
own enjoyment, that the inward satisfaction which
the creative act affords is for him the end of his
art. No such conception of the artist’s dignity
was formed in Greece, where in truth the artist
was honoured less than his art. His professional
skill seemed to want something of a self-sufficing
and independent activity ; and though the poet
stood higher in popular estimation than his fellow-
artists, because he did not, like the painter and
sculptor, approach to the condition of a manual
labourer or as a rule make a trade of his work, he
too was one who worked not for himself but for
others, and so far fell short of a gentlemanly
leisure.  Aristotle’s theory has regard to the
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pleasure not of the maker, but of the ‘spectator’
(Pearis) who contemplates the finished product.
Thus while the pleasures of philosophy are for
him who philosophises—for the intellectual act is
an end in itself—the pleasures of art are not
for the artist but for those who enjoy what
he creates; or if the artist shares at all in
the distinctive pleasure which belongs to his art,
he does so not as an artist but as one of the
public.

To those who are familiar with modern modes
of thinking it may seem a serious defect in the
theory of Aristotle that he makes the end of art
to reside in a pleasurable emotion, not in the
realisation of a certain objective character that is
necessary to the perfection of the work. An
artistic creation, it may be said, is complete in
itself; 1its end i1s immanent not transcendental.
The effect that it produces, whether that effect be
immediate or remote, whether it be pleasure or
moral improvement, has nothing to do with the
object as it is in its essence and inmost character.
The true artist concerns himself with external
effects as little as does nature herself in the vital
processes which are directed towards an end. It
was a signal merit, we are reminded, in Aristotle’s
general philosophical system, that the end of an
object is inherent in that object, and is reached
when the object has achiceved its specific excellence
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and fulfils the law of its own being.! Why, it is
said, did not Aristotle see that a painting or a
poem, like a natural organism, attains its end not
through some external effect but in realising its
own idea? If the end of art is to be found in
a certain emotional effect, in a pleasure which
is purely subjective, the end becomes something
arbitrary and accidental, and dependent on each
individual’s moods. Plato had already shown the
way to a truer conception of fine art, for greatly
as he misjudged the poetry of his own country,
yet he had in his mind the vision of a higher art
which should reveal to sense the world of ideas.
Here there was at least an objective end for fine
art. Aristotle’s own definition too of art as ‘a
faculty of production in accordance with a true
idea’? is quoted as showing that he was not far
from assigning to fine art an end more consistent
with his whole system. If art in general is the
faculty of realising a true idea in external form,
he might easily have arrived at a definition of fine
art not essentially different from the modern con-
ception of it as the revelation of the beautiful in
external form.

It is probably not possible to acquit Aristotle

1 Phys. ii. 2. 194 a 28, 1) 8¢ ¢pvois Tédos kal o5 évexa. So
Pol. i. 2. 1252 b 32.

2 Eth. Nic. vi. 4. 1140 a 10, éfis perd Adyov dAnfovs
TONTLKY).
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of some inconsistency of treatment. According to
his general theory of Aesthetics as a branch of
Art, its end ought to be the purely objective end
of realising the eldos in concrete form. But in
dealing with particular arts, such as poetry and
music, he assumes a subjective end consisting in
a certain pleasurable emotion. There is here a
formal contradiction from which there appears to
be no escape. It would seem that Aristotle in
generalising from the observed effects of works
of art raises the subjective side of fine art into
a prominence which is hardly in keeping with
his whole philosophical system. If we seek to
develop his line of thought, we may say that the
artist, pursuing an end which is external to his
productive activity, attains that end when the
work of art comes into existence,—that is, when
the process of change (yéveois) is complete, when
the matter (UAy) has been impressed with the
artistic form (eldos), and the potential has been
developed into the actual.! How are we to know
that this end has been attained ? By the hedonistic
effect produced on the mind of the percipient
subject. The work of art is in its nature an
appeal to the senses and imagination of the person
to whom it is presented ; its perfection and success
depend on a subjective impression. It attains to
complete existence only within the mind, in the
1 See p. 155, note.
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pleasure which accompanies this mode of mental
activity (évépyera). Thus the productive activity
of the artist is not unnaturally subordinated to
the receptive activity of the person for whom he
produces.

In Aristotle the true nature of a thing can be
expressed by means of that which it is ¢ capable of
doing or suffering’ (mépuxe mwoweciv # mdoyew). Its
effect is treated as synonymous with its essential
quality. So it is in a work of art. If indeed we
desire to characterise precisely its emotional effect
we must do so by reference to the content of the
activity. But the work of art and its effect being
inseparable, the artistic object can loosely be spoken
of in terms of the emotion it awakens.? This
view does not, however, make the function of
art to depend upon accident and individual caprice.
The subjective emotion is deeply grounded in

1 The 8vapes of a thing is closely allied to its ovoia, €lSos,
Adyos, piats. Of. de Gen. Anim. ii. 1. 731 b 19, 7is v Sdvapmes
kal 6 Ayes—~ijs ovoias avTdv; de Sensu 3. 439 a 23, 7is éoTe
kown) ¢pvois kal Svvaues; Eth. Nic. v. 4. 1130 b 1, ducdw yap év
7@ wpds éTepov éxovoe TRy Stvaprv. So Poet. i. 1, 7y Twva Shvapw
éxaorov &xer. Cf vi. 18, & kai éml Tav upérpwyv kal éwl THV
A,C;‘Y(DV é’xet T;’V G.'l;'l';]l' 815!’(1-[1-”’.

2 Similarly Schiller finds the essence and end of tragedy in the
effect it produces. See his Essay ¢ Ueber die tragische Kunst,” and
a letter to Goethe of Dec. 12, 1797, ¢ Als dann glaube ich auch eine
gewisse Berechnung auf den Zuschauer, von der sich der tragische
Poet nicht dispensieren kann, der Hinblick auf einen Zwerk, den

aussern Eindruck, der bei dieser Dichtungsart nicht ganz verlassen
wird, geniert Sie, us.w.
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human nature, and thence acquires a kind of
objective validity. As in ethics Aristotle assumes
a man of moral insight (o ¢péviuos) to whose
trained judgment the appreciation of ethical ques-
tions is submitted, and who, in the last resort,
becomes the ‘standard and the law’ of right,! so
too in fine art a man of sound aesthetic instincts
(o xapies) is assumed, who is the standard of taste,
and to him the final appeal is made. He is no
mere expert, for Aristotle distrusts the verdict of
specialists in the arts® and prefers the popular
judgment,—but it must be the judgment of a
cultivated public. Both in the Politics and in
the PPoctics he distinguishes between the lower and
the higher kind of audience.® The *free and
educated listener’ at a musical performance is
opposed to one of the vulgar sort. Each class
of audience enjoys a different kind of music and
derives from the performance such pleasure as it

is capable of. The inferior kind of enjoyment is

1 Eth. Nic. iii. 4. 1113 a 33, the owovdaios is Gomep xavov
Kal pétpov.

2 Cf. Pol. iii. 11. 1282 a 1-21.

3 Pol. v. (viii) 7. 1342 a 18-28, érei 8’ 6 featis Surrés, 6 pév
érevBepos kai mweraidevuévos, 6 8¢ poprikds kr.A.  In Poet. xxvi.
1, ) wpds BeAriovs Bearas piunois is vjrrov Popriciy. Cf. Plat.
Laws ii. 658 E, éxelvnv elvar Moboav kaAlioTny, 7j7is Tos BeAri-
oTovs kal ikavis meradevuévovs Tépmer.

In Rhet.i. 3. 1358 a 37 the Télos of the art of rhetoric is in
relation to the dxpoatijs: odykeTar pév yap ék Tpiov & Adyos,
ék Te Tob Aéyovros xail wepl od Aéyer kal wpds 6v, kal 1O TEéMoOS
wpoOs ToLTGY éoTe, Aéyw 8¢ TOV dxpoaTiiv.
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not to be denied to those who can appreciate only

the inferior type of music—better that they should
like this music than none at all—but the lower

pleasure is not to be taken as the true end of the
musical art.!

In the theatre, again, it is noted that tragic
poets are tempted to gratify the weakness of their
audience by making happy endings to their
tragedies. The practice is not entirely forbidden ;
only, it is insisted, such compositions do not afford
the characteristic tragic pleasure, but one that
properly belongs to comedy.? In fine, the end
of any art is not ‘any chance pleasure,’® but the

1 In Pol. v. (viii) 5. 1340 a 1-2, the universal pleasure given
by music is called 7) xown) 18ov7} and is ¢uoekiy. It is distinct
from the higher kind of pleasure.

In Probl. xviii. 4. 916 b 36, the art of the musician and of the
actor aims only at pleasure : 8:ia T{ pYjropa pév xai orparyydv kai
XppaTwow v Aéyouev Sewvdy, abAnTiy 8¢ kal rokpuTiv 0¥ Aéyopev;
N 6T TGOV pév 7 Sivaus drev wheovelias (Hdovijs yop oTOXATTIKY
éoTe), TOV 8¢ wpdS TO wAeovekTEY ;

2 Poet. xiii. 7-8, Bokel 8¢ elvar wpdry Sia v ToHV Bedtpwr
doféveav, . . . éoTw 8¢ ovX ulTy <> dwd Tpayedlas ndovy
dAXa pdAdov 7is kwpedias oikelu. For the phrase v Tow
fedTpwr dobéverar cf. Rhet. iii. 18. 1419 a 18, oV yap oidv 7€ woAAa
épwTdy S TV dobéveiav TobL dkpoaTod, i.e. you cannot (in debate,
etc.) put a series of questions on account of the incapacity of a
popular sudience to follow a long chain of reasoning. Rhet. iii. 1.
1404 a 8, dia TV Tob dkpoaTov moXOnpiav.

3 Poet. xiv. 2, 0¥ yap wacav Sei {nreiv pdovyy dwd Tpayedias
dAAd TV olkelav. x3XxVi. 7, 8l yap o THv TU)OLOAV WNSoviV
wotely adras (Le. tragedy and epic poetry) dAAa Tiv elpnuévyy :
with which cf. Pol. v. (viii.) 5. 1339 b 32, éxer yap iows Hdovijy
Twe kai 7O TéAos, AAN oY v Tu)ODTaV.
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pleasure which is distinctive of the art. To the
ideal spectator or listener, who is a man of educated
taste and represents an instructed public, every
fine art addresses itself; he may be called ‘the
rule and standard’ of that art, as the man of moral
insight is of morals; the pleasure that any given
work of art affords to him is the end of the art.
But this imaginative pleasure has a tacit reference
to man not as an isolated individual, but as existing
within the social organism. From the Aristotelian
and Greek point of view art is an element in the
higher life of the community; the pleasure it affords
is an enduring pleasure, an aesthetic enjoyment
which is not divorced from civic ends.’

Though the end, then, is a state of feeling, it is
a feeling that is proper to a normally constituted
humanity. The hedonistic effect is not alien to
the essence of the art, as has sometimes been
thought; it is the subjective aspect of a real
objective fact. Each kind of poetry carries with
it a distinctive pleasure, which is the criterion by
which the work is judged. A tragic action has
an inherent capacity of calling forth pity and fear;
_this quality must be impressed by the poet on the
dramatic material ;2 and if it is artistically done,

1 See Courthope, Life in Poetry, pp. 209 ff.

2 Poet. xiv. 3, ¢wel 8¢ Ty dwd éléov kal PéBov S pepioews
8ei 3)dovy mapaokevdfew TOV TouTiv, pavepdy Gs TovTo év Tols
TPl ypacy EumoLyTEéoy.
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the peculiar pleasure arising out of the union of
the pitiable and the terrible will be awakened in
the mind of every one who possesses normal human
sympathies and faculties. The test of artistic merit
in a tragedy is the degree in which it fulfils this,
its distinctive function. All the rules prescribed
by Aristotle for the tragic poet flow from the same
primary requirement,—those which determine the
proper construction of ‘he plot, the character of the
ideal hero, the best form of recognition and the like.
The state of pleasurable feeling is not an accidental
result, but is inherently related to the object which
calls it forth. Though the pleasure of the percipient
is necessary to the fulfilment of the function of any
art, the subjective impression has in it an enduring
and universal element.



CHAPTER V
ART AND MORALITY

THE question as to the proper end of fine art was
discussed in Greece in its special application to
poetry. Two views were currently held. The .
traditional one, which had gained wide acceptance,
was that poetry has a direct moral purpose; the
primary function of a poet is that of a teacher.’
Even after professional teachers of the art of con-
duct had appeared in Greece the poets were not
deposed from the educational office which time had
consecrated. Homer was still thought of less as
the inspired poet who charmed the imagination
than as the great teacher who had laid down all
the rules needed for the conduct of life, and in
whom were hidden all the lessons of philosophy.
The other theory, tacitly no doubt held by many,
but put into definite shape first by Aristotle, was
that poctry is an emotional delight, its end is
to give pleasure Strabo (cuca 24 B.C. ) alludes to
the two conflicting opinions. . Eratosthenes, he

says, maintained that ¢ the aim of the poet always
215
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is to charm the mind not to instruct.”' He him-
self holds with the ancients ‘that poetry is a kind
of elementary philosophy, which introduces us
early to life, and gives us pleasurable instruction
in reference to character, emotion, action.”® The
Greek states, he argues, prescribed poetry as the
first lesson of childhood ; they did so, surely, not
merely in order to please, but to afford correctinn
in morals.® In carrying the same discipline into
mature years they expressed their conviction, that
poetry as a regulative influence on morals was
adapted to every period oflife. In course of time,
he observes, philosophical and historical studies
had been introduced, but these addressed them-
selves only to the few, while the appeal of poetry
was to the masses.* FEratosthenes ought to have
modified his phrase and said that the poet writes
partly to please and partly to instruct, instead of
which he converted poetry into a privileged racon-
teuse of old wives' fables, with no other object
in view than to charm the mind.” If, however,
poetry is the art which imitates life by the medium
of speech, how can one be a poet who is senseless

1 Strabo i. 2. 3, wourjv yap édn mwdvra oroxdlecfar Yux-
aywyias ov 8daokalrias.

2 lec. Tovvavriov 8’ ol madawol PpiAocodiay Tive Aéyovo wpdTny
™y momTikny elodyovoav eis TOv Plov ruds éx véwv kal 818d-
oxovoay %0 kal wdby kal wpdfes ped 3Sovis.

% Le. ob Yuxaywylas xdpw Sjmovfev Yudijs dAXE cwppo-
Vo pob. 4 ib. 1. 2. 8. 5ib. i 2. 3
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and ignorant of life? The excellence of a poet
is not like that of a carpenter or a smith; it is
bound up with that of the human being. No one
can be a good poet who is not first a good man.!

This remarkable passage accurately reflects the
sentiment which persisted to a late time in
Greece, long after the strictly teaching functions
of poetry had passed into other hands. It is to
be met with everywhere in Plutarch. °Poetry is
the preparatory school of phllosophy 2 ¢It opens
and awakens the youthful mind to the doctrines
of philosophy.”® When first the young hear these
doctrines they are bewildered and reject them.
‘ Before they pass from darkness into full sunshine
they must dwell in a kind of twilight, in the soft
rays of a truth that is blended with fiction, and so be
prepared painlessly to face the blaze of philosophy
without flinching.”* The mnovice requires wise
guidance ‘in order that through a schooling that

1 Strabo i. 2. 5, 5 8 womrob (dperr)) ouvélevkTar Tf TOD
dvfpdmov, kail oty olév Te dyalov yevéoBar momTv p3) TPSTEPOV
yevnbévra av8pa dyafév. Compare Minturno, De Poeta (1559).
How profoundly this view has affected modern thought is shown
by the references given in Spingarn (Lit. Crit. in Renaissance), p. 55.

2 Plutarch, de Aud. Poet. ch. 1, év moujuac. wpodtiocody-
Téov,

8 ib. ch. 14, ére 8 mpoavoiyer kal mpoxwvet THY 10D véov Yuxnv
Tois &v htdoooia Adyos.

4 lc od8¢ dwopévovras dv w) olov éx akéTOVS TOANOD péXAovTes
Aoy Spav 0o, kabdmep év vily PuTi kal kexpapévns pvbors
dAnbeias adyny éxovri palbaxiy, dAbrws SafBAérew Td TowavTa

xal py) dpedyew.
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brings no estrangement he may, as a kindly and
familiar friend, be conducted by poetry into the
presence of philosophy.’*

How deeply the Greek mind was impressed with
the moral office of the poet, is shown by the attitude
which even Aristophanes feels constrained to take
up in relation to his art. He proclaims that the
comic poet not only ministers to the enjoyment
of the community and educates their taste, he is
also a moral teacher and political adviser.® ¢Comedy
too is acquainted with justice.”® It mixes earnest
with its fun.* In the Parabasis of the Acharnians
Aristophanes claims to be the best of poets for
having had the courage to tell the Athenians what
was right.®  Good counsel he gives and will always
give them ; as for his satire it shall never light on
what is honest and true.® He likens himself else-
where to another Heracles, who attacks not ordinary

1 Plutarch, de Aud. Poct. ad fin., iva w) mpodiafSAnbeis dAAa
mdAdoy mporaidevfeis eduevi)s xai ¢hidos kal oikelos 1wd moLn-
TIks émi pLdocodiay TpoméumTnTaL.

2 Frogs 1009-10, i1 Bedriovs Te mwowolper

Tovs dvfpdmovs év Tals wéAeauv.
This claim is put into the mouth of Euripides.
8 Acharn. 500, 15 yap Sikaiov olde kai Tpuyedia.
Frogs 6867, Tov iepdv xopdv Sikaidy éori xpyora 77 mwéhe
Svprapawveiv kal Siddoxecy.
4 Frogs 389-90, xal moAld mév yeloid ' el-
mety, moAAa 8¢ omouvdala.
5 Acharn. 645, doris wapexwSivevs’ elmeiv év 'Abnvaios Td

Sikaia.
6 Acharn. 656-8.
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human beings, but Cleons and other monsters of
the earth, and who in ridding the city of such
plagues deserves the title of ‘cleanser of the
land.”?

The censure he passes on Euripides is primarily
a moral censure. Even where the judgment may
seem to be of an aesthetic kind a moral motive
underlies it. Euripides is to him a bad citizen and
a bad poet. Inhim are embodied all the tendencies
of the time which the older poet most abhors. He
is the spirit of the age personified, with its restless-
ness, its scepticism, its sentimentalism, its unsparing
questioning of old traditions, of religious usages and
civic loyalty ; its frivolous disputations, which unfit
men for the practical work of life, its lowered ideal
of courage and patriotism. Every phase of the
sophistic spirit he discovers in Euripides. There
is a bewildering dialectic which perplexes the moral
sense. Duties whose appeal to the conscience is
immediate, and which are recognised as having a
binding force, are in Euripides subjected to analysis.
Again, Euripides is censured for exciting feeling by
any means that come to hand. When Dicaeopolis
in the Acharnians is about to plead his case with
his head on the block, he borrows from Euripides
the rags and tatters of his hero Telephus. He
carries off with him all the stage-properties of
woe, so that Euripides exclaims, ‘My dear sir,

1 Wasps 1029-45.
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you will rob me of my tragedy.’* Tragic pity,
Aristophanes implies, is debased in Euripides to an
ignoble sentimentalism. Genuine misery does not
consist in a beggar’s rags or in a hobbling gait.
Euripides substitutes the troubling of the senses for
genuine tragic emotion.

We are not here concerned with the fairness of
the criticism but only with the point of view of the
critic; and the coincidence of the moral and aesthetic
judgment in Aristophanes is especially noteworthy.
He puts into the mouth of Aeschylus, his ideal

tragedian, the saying that the poet is the instructor

of grown men as the teacher is of youth ;* and even
the comic stage is, according to the theory if not
the practice of Aristophanes, the school of the
mature citizen.

Aristotle’s treatment of poetry in the Poetics

‘stands in complete contrast to this mode of criti-

cism. In the Politics he had already dealt with
the fine arts as they present themselves to the
statesman and the social reformer. He allows that
for childhood the use of poetry and music is to

1 Acharn. 464 &vOpwr’, dpacpijoe. pe v Tpaywdiav.

2 Frogs 1054-5, Tols pév yap maiduplowry

éore Sibdokaldos Soris Pppdlet, Tois )Boov 8¢ wouTal.

Cf. Plat. Lys. 213 E, fJ 8¢ érpdmwnuev Sokei por xpivar iévac,
CKOTOLYTE KaTd TOVS ToTds: oDTOL Yap Nuiv GomTep waTépes Tis
gogdias eioi kai fyepdves.

Laws ix. 858 D, Tdv . . . moTOVY Kai 600t dvev péTpwy kai
pers pétpwv TV abrdv els pviuny LupBovdiy rept Blov xaréfevro.
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convey moral instruction, and that some forms of
poetry, like some kinds of plastic art, exercise a
dangerous influence on youth. But the true end
of an art is not to be judged by the use to which
it may be put in tralmng immature minds. He
tacitly combats the position of Plato who admits

poetry to his commonwealth only so far as it is

subsidiary to moral and political education, and
who therefore excludes every form of it except
hymns and chants and praises of great and good
men, or what goes under the generai name of didactic
poetry. He distinguishes between educational use
and f’?ﬁ%ﬁéi@c enJoyment For the grown man the
poets function is not that of a teacher, or if a
teacher, he is so only by accident. The object of
poetry, as of all the fine arts, is to produce an
emotional delight, a pure and elevated pleasure.
In the Poetics he writes as the literary critic and
the historian of poetry. He is no longer concerned
with fine art as an institution which the State
recognises, and which should form part of an educa-
tional system. His inquiry is into the different
forms of poetry,—their origin, their growth, the laws
of their structure, their effect upon the mind. He
analyses poetical compositions as he might the forms
of thought. He seeks to discover what they are in
themselves, and how they produce their distinctive
effects. The didactic point of view is abandoned.
We hear n;t-ﬁng of the direct ethical influence which

-
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the several kinds of poetry exert on the spectator or
the reader, or of the moral intention of the poet.
In a passage of peculiar interest in ch. xxv. we
read, ‘ The standard of correctness in poetry and
politics is not the same, any more than in poetry
and any other art.”! Aristotle had already insisted
that poetical truth and scientific truth are not
;dentlcal. Poetry is not a metrical version of the
facts of medicine, natural science, or history;® he
now adds that technical inaccuracies in these or
other branches of knowledge do not touch the
essence of the poetic art.” This must be Judged
by its own laws, its own fundamental assumptions,
and not by an alien standard. The observation is
rextended to the relation of poetry and morality ;
for the comprehensive phrase ¢ politics’ or ¢ political
science’ here, as often, has special reference to
ethics. The remark is, doubtless, directed in
particular against Plato,* whose criticisms of poetry
are chiefly from the moral point of view. In the
Republic allusion is made to the old idea that
Homer knows all the arts and all the virtues;
he is, therefore, the great educator of the people.

1 Poet. xxv. 3, ovX 1) avTy opfoTys éoTiv Tis molTikis Kol
TS TounTiki)s oV8e dAAnS TéXVNS Kal TONTLKTS.

2 Poet. 1. 11, ix. 1-2.

3 Poet. xxv. 4 (medicine), 5 (natural history).

4 Finsler (Platon und die Aristotelische Poetik, pp. 163 ff.) disputes
this reference; but the words of xxv. 7 and 20 are strongly
reminiscent of Plato.
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Plato disallows this claim; but while admitting
that it would not be fair to question Homer about
medicine or any of the arts to which his poems
only incidentally refer," he urges that in regard to
war, generalship, politics, education, which are the
main subjects of the poems, we have a right to ask
him, what state was ever better governed by his
help. Such a test of poetry Aristotle would reject
as involving a confusion of standards. Again, in
an earlier book of the Republic a still graver
censure is passed on epic narrative.? The tales of
the gods, their battles and dissensions, are con-
demned for the injurious influence they exercise
on character ; they are fictions and immoral fictions.?
So too the cruel and evil deeds ascribed to heroes
and demigods are impious and hurtful untruths.
On the moral question thus raised Aristotle barely
touches in this chapter; his general attitude, how-
ever, may be inferred from § 19 (and possibly also
from § 8). But on the question of fact, ‘true or
false,” he says, ‘these stories are currently told,’
they are the tradition of the people; as such they
have their place in poetry.*

1 Rep. x. 599 ¢, T70v pév Tolvuv GAAwv mépL pi) AmaiT@pev
Adyor "Opmpov k.1.A.

2 Rep. ii. 377 A-378 E.

3 The BAafBepd of Rep. iii. 391 B is the BAafBepd of Poet. xxv.
20 ; cf. infra, p. 227, note.

4 Poet. xxv. 7. The supposed objection here is “odx dAnf3.”
These are Plato’s very words in Rep. ii. 378 B (of the wars of the
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Again, personal satire had been condemned on
moral grounds by Plato.' Aristotle agrees in this
condemnation, but for a different reason. He ranks
it as an inferior type of art not because it encourages
low scandal or debases character, but because art
ought to represent the general not the particular.?

i Neither in the definition of tragedy (ch. vi. 2), if
'properly understood, nor in the subsequent dis-
-cussion of it, is there anything to lend countenance
‘to the view that the office of tragedy is to work
‘upon men’s lives, and to make them better. The
theatre is not the school. The character of the
ideal tragic hero (ch. xiii.) is deduced not from
any ethical ideal of conduct, but from the neced
of calling forth the blended emotions of pity and
fear, wherein the proper tragic pleasure resides.?
The catastrophe by which virtue is defeated and
villainy in the end comes out triumphant is con-
demned by the same criterion;* and on a similar
! principle the prosaic justice, misnamed °poetical,’
which rewards the good man and punishes the
gods), ov8¢ yap dAn03 : Rep. iii. 391 B (of Achilles dragging Hector
round the tomb of Patroclus), fipravra radra ol ¢ijooper dAnbdi
eipfjofar, and 391 E (of other tales about the offspring of the gods),
036’ owa TavTa o’ dAnbi). See also supra, p. 176.

1 Laws xi. 935 E, womty &% kwpedlas 1) Twos idpSav % povodv
pedpdilas pyy éféoTw pijte Adyp wite elcbve pijre Gupp pwijTe dvev
Ovpot pndapds pndéva Tév wolirdv kwupdeiv.

2 Poet. ix, 5.

8 See infra, ch. viii.

4 Poet. xiii. 2.
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wicked, is pronounced to be appropriate only to
comedy.!

Aristotle’s critical judgments on poetry rest
on aesthetic and loomal grounds, they take no direct
account of ethlcal alms or tendencies. He men-
tions Eurlpldes some twenty times in the Poetics,
and in the great majority of instances with censure.
He points out numerous defects, such as inartistic
structure, bad character-drawing, a wrong part
assigned to the chorus; but not a word is there
of the immoral influence of which we hear so much
In Aristophanes. In his praise as little as in his
blame does Aristotle look to the moral content of a
poem. Sophocles he admires not for the purity of
his ethical teaching or for his deep religious intui-
tions, but for the unity which pervades the structure
of his dramas, and the closely linked sequence of
parts which work up to an inevitable end. Not
that Aristotle would set aside as a matter of in-
difference the moral content of a poem or the moral
character of the author. Nay, they are all-important
factors in producing the total impression which has
to be made upon the hearer. The matter of litera-
ture is life; and tragedy is in a special sense the

1 Poet. xiii. 8. Contrast Plato, who would compel the poet to
exhibit the perfect requital of vice and virtue (Laws ii. 660 E).
So in Rep. iii. 392 o-B poets are forbidden to say that many
wicked men are happy and good men miserable, and are commanded
to sing in an opposite strain.
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‘imitation of life,’! of human welfare and human

misery ; it is the representation of a sustained action
of a great and serious kind, in which character finds
for itself outward and energetic expression. This
fragment of life is typical and interpretative of the
whole. The philosopher in whose theory ethics
were woven into the very tissue of life, whose fabric
of happiness was reared upon a moral basis, and
with whom the inward and spiritual order of things
dominated the outward, could not have acquiesced
in any rendering of life which assigned to its various
elements a perverted place and value. Aristotle
does not indeed demand of the poet that he shall
set before himself a didactic aim, nor does he test
the merit of his performance by the moral truths
that are conveyed. His test of excellence is
pleasure; but the aestbetic pleasure produced by
any ideal imitation must be a sane and wholesome
pleasure, which would approve itself to the better
portion of the community.? The pleasure he con-
templates could not conceivably be derived from a
poem which offers low ideals of life and conduct

and misinterprets human destiny.®

Y Poet. vi. 9. See infra, p. 336.

2 See pp. 211-13.

3 In my first edition I took the passage Poet. xxv. 8, wepi 8¢ 70D
kaAds ) py kaAbs 7 elpyTal Twve 7 wémpakTal, ob pdvov akemwréov
els adTd TO wemwpaypévov 1) elpnuévov BAémovra k.7.\., as referring
to the morality of the poetic representation. But the arguments
adduced by Mr. M. Carroll in his valuable Thesis Aristotle’s Poetics
¢. 25 in the Light of the Homeric Scholia (Baltimore, 1895), pp.
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In ch. xxv. 19 it is declared that the representa-
tion of moral depravity finds its only excuse in
‘necessity.” The necessity meant is the inner
necessity arising out of the structure of a piece.
Vice in itself is undesirable even on the stage.
But it may be subservient to the plot—one of
those things & BodAerar 6 wpdbfos—demanded by the
cogent necessity of dramatic motive. Without it
there may not be room for the proper play of
contrasted character, for its effect upon the out-
ward course of the incidents; in a word, for the
due interaction of all the forces which lead to the
catastrophe. Gratuitous or motiveless depravity is,
however, forbidden : and as an instance of this fault,
Menelaus in the Orestes of Euripides is cited here.’
Nothing but the constraining needs of literary art
are allowed to override the rules laid down for
goodness of character in tragedy.

33-40, prove, I think, that there is an aesthetic not a moral reference
here in mwepi 8¢ Tov kaAls %) uy) kaAds, and €& omovdaiov 7 aslov.
¢Speech or action must be interpreted in the light of all the cir-
cumstances—the persons, the occasion, the end it is designed to
serve ; and if, from a study of these, the speech or action shows
itself to be in accordance with necessity or probability, then its
artistic excellence—and this is ever supreme with Aristotle—is
assured. Morality enters into consideration only as implied in the
aesthetic ideal.’ See the quotations given from the Scholia with
explanations of Aristotle, pp. 36 ff.

1 Poet. xxv. 19, dpbi) & émripnos . . . poxOnpia, Srav py
dvdykns odonys pnbév xpiograr . . . Ty wovypig, domep év *Opéory
700 Meveddov. Cf xv. 5. Such a representation would be
included under the BAaBepd of xxv. 20.
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These rules, it must be owned, are too rigorous
on their ethical side. It becomes the more necessary
to call attention to them here, as we have dwelt
with some emphasis on Aristotle’s freedom from a
narrowly moral, or moralistic, conception of poetry.
This freedom, we now see, is subject to certain
limitations. Traces of the older prepossession
still survive, and linger around a portion of his
doctrine.

In chapter ii. of the Poetics a broad distinction
is drawn between the imitative arts, according as
they represent persons morally noble (omovdaiovs
opposed to ¢airovs), ignoble, or of an inter-
mediate type resembling average humanity (ouolovs).
Some attempt has been made to empty the words
amovdaiovs and ¢pairovs, and the synonymous expres-
sions in the Poetics of any strictly moral content,
and to reduce the antithesis to the aesthetic distinc-
tion between ideal and vulgar characters. It is in-
deed true that omovdaios—serving as the adjective of
apern in its widest acceptation,’ as does ¢airos of
xaxia—can denote any one that is good or excellent
in his kind or in his special line. Similarly, and
with like freedom, it can be applied to any object,

1 Categ. 6.10 b 7, olov dwd tijs dperijs 6 omovdaios: T7¢ yap
dperny éxewv omovbatos Aéyerar, dAX o mapwvipws dmd Tis
dperijs : that is, there is no adjective formed from the noun
dper) : omovdaios does duty for it. Cf. Top. v. 3. 131 b 2, where
the {8iov dperijs is &6 TOv éxovra mouel amovSaiov.
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animate or inanimate.! In its reference to a person,
the particular sphere of his excellence is expressed
by a limiting phrase or adverbial addition (cmovsaids
¢ or mepl 7u), or by the agreement of the adjective
with some noun indicating the range of its applica-
tion (omovdaios vopobérns, xibapiaris and the like).?
But when the word is used as the epithet of a
man as such, without any qualifying reference to
occupation, profession, or function, we must take
it to mean morally ‘good.”® Aristotle scems bent
on making it plain, here at the outset, that the
ethical sense is that which he intends. The paren-
thetic remark in § 1 shows that the comprehensive
ideas summed up in éperi and raxia as applied
to morals are covered by the contrasted terms
amovdaiovs and ¢adrovs.* After illustrations drawn
from various forms of art, the chapter ends with
the statement that ‘comedy aims at representing
men as worse, tragedy as better than in actual
life’® Consistent herewith is the observation in

1 In Poet. v. 5, Tpaywdias orovdaias kal paidys is ‘good or
bad tragedy ’ in the purely aesthetic sense.

2 eg. Nic. Eth. i. 6. 1098 a 11, xibupiotos pév yap 7o
kibapifewv, crovdalov 8¢ Td €D

8 Nic. Eth. ix. 4. 1166 a 12, oike yap . . . péTpov €xkdoTy 1)
dpern) kai & owovdalos elvat. x. 6. 1176 b 25, kai T{ua kai 78éa
éorl Ta TQ orovdaiy Towabra Svra. So passim.

4 Poet. ii. 1, omovdalovs 1) Pardovs elvar (Td yap 16y oxeddv
del Tovrois drolovbei pdvars, kakig yap kal dperyy 7o 0y S
Pépovo TdvTes).

5 Is BovAeratr (Port. ii. 4) a limiting expression, leaving room for
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ch. v. 4, that epic poetry agrees with tragedy as
being a ulunois omovdaiwv: and again the re-
quirement of ch. xv. that the characters (367)
shall be xpnord,'—once more ‘ good’ in the ethical
sense, and barely to be distinguished from omwovdaia.

Aristotle, then, starts from what was, so far as
we know, the unquestioned assumption of his time,
—that the primary distinction between higher and
lower forms of art depended on the different types
of moral character represented by them. The
same view is reflected everywhere in Plato. In
the Laws the taste of the judges (xptrai) at the
theatrical competitions is commented on adversely.
They ought to be the instructors, they are the mere
disciples of the theatre. Their influence reacts
upon the poets. Consequently the audience ¢ when
they ought to be hearing of characters morally
better than their own, and receiving a higher
pleasure, are affected in an entirely opposite
manner.’ > Again, the objects that music ‘ imitates’

the admission under certain circumstances of a vicious character in
tragedy 1 Cf. mewpdrar in v. 4.

1 Not ‘well marked >—the impossible interpretation put upon
it by Dacier, Bossu, Metastasio, and others—nor, in a merely
aesthetic sense, ‘elevated.” The moral meaning is here again not
to be evaded. So in xv. 1 a xpno7Tov jfos depends on a xpnoTy
wpoaipeos, which is equivalent to omwovdaia mpoaipesis of Nic.
Eth, vi. 2.1139 a 25, and émteci)s wpoaipeas of Nic. Eth. vii. 11.
1152 a 17. In xv. 8 émeksjs is not perceptibly different from
the preceding xpnorés.

2 Laws ii. 659 c, 8éov yap odTovs del Beatiw TGV atrdv 706Gy
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are ‘ the characters of men better or worse,’’—a dis-
tinction verbally the same as in the Poetics ch. ii.
Yet Aristotle, while using the traditional
phrases, is feeling after some more satisfactory
and vital distinction. The very instances he
adduces to illustrate his meaning show that the
moral formula is strained to the point of breaking.
The characters of Homer (§ 5) are ‘better’ (Ben-
Tious) than those of ordinary reality, or than those
who figure in epic parody, not solely or chiefly
through superior virtue, but by powers of willing
and feeling, doing and thinking, which raise them
above the common herd of men. The example
drawn from painting suggests a like conclusion.
Three contemporary painters of an earlier date are
mentioned, each typical of a certain mode of
artistic treatment. ‘Polygnotus depicted men as
nobler (kxpeirTovs) than they are, Pauson as less
noble (xeipovs), Dionysius drew them true to life
(6poiovs).”? KEvidently these differences do not

drxotovras Leltio Tyv 7Sovyv ioxew, viv avdrois Spwor wav
rodvavriov Lvpfaiver.

1 Laws vii. 798 D, a4 mepl Tovs pvBupods kal wacav povoikhv
éore Tpémwy  ppnuata  PedTidrov  kal xepdvev dvBpdrav.
Similarly dancing Laws vii. 814 E.

2 Poet. ii. 2. Here Polygnotus is spoken of as a portrayer of
good 707, in vi. 11 he is a good portrayer of 76y, dyabds 7j6o-
ypddpos, as opposed to Zeuxis. Cf. Pol. v. (viii) 5. 1340 a 36
8¢t p7) 7o Ilavowvos Oewpeiv Tods véovs, dAdra ra IloAvyvdror
kdv el Tis dAAos TOv ypadéwy 7 TEv dyadlparomoidv éoTiw
70uxds.
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correspond to purely ethical distinctions. Roughly
we may say that idealistic treatment is exempli-
fied in Polygnotus, realistic in Dionysius, and the
tendency to caricature in Pauson. His own
examples might have led Aristotle to discard the
moral formula, and to seek elsewhere the differ-
entiating marks of artistic representation. As it
is, his precise thought is not difficult to discover.
Obviously, a perfect art does not, in his view,
1mply characters of faultless virtue. The sketch
of the ideal tragic hero in ch. xiii. 3—4 itself pre-
cludes such a notion. Another decisive passage
is ch. xv. 8. Defective characters—those, for
instance, who are irascible or indolent (dpyiroc
xal pdbvuo)—may be ennobled (émieixels moieiv)
by poetic treatment. One of the examples given
is the Achilles of Homer, whose leading defect
i8 a passionate temperament, and who would,
doubtless, be placed among the épyiror.! Such a
character, poetically idealised, conforms to the
conditions of goodness (ypnora 467n) prescribed in
this chapter. Even without these express indica-
tions we might draw some such inference from
a comparison of the phrase plunos omovdaiwr
(ch. v. 4) applied to epic and tragic poetry,
with the description of comedy in ch. v. 1 as a

1 See Bywater, Journal of Philology, xiv. 27, p. 48. The

words mapdderypa oxAnpdrnros are rightly, I think, bracketed
by him.
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pipmais paviotépwr péy, ov pévror kata micav kaxiav,
‘an imitation of characters of a lower type, not
however, in the full sense of the word, bad.” The
badness which comedy delineates is not coexten-
sive with moral badness. It is explained to be
that specific form of badness which consists in an
ugliness or deformity of character that is ludicrous.
A similar qualification of the kind of goodness that
is required in the higher forms of poetry, might
naturally be inferred. The phrase uiunois emovdaiwy
would thus imply a restrictive clause, od pévror cara
macav aperiv, ‘but not, in the full sense of the word,
good.”  This missing qualification is, however,
partly supplied by the passages of ch. xiii. and
ch. xv. above referred to.

The result, then, arrived at is briefly this.
Accordmo- to Aristotle, the characters portrayed by
epic and tragic poetry have their basis in moral
goodness ; but the goodness is of the heroic order.
It is quite distinct from plain, unaspiring virtue.
It has nothing in it common or mean. Whatever
be the moral imperfections in the characters, they
are such as impress our imagination, and arouse
the sense of grandeur: we are lifted above the
reality of daily life. To go farther would be to part
company with Aristotle: he would hardly allow that
there may be a dignity, an elevation of character
which saves even vice from being contemptible
and brings it under the higher requirements o
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art. Had he wished to mark the distinctively
aesthetic quality of characters grand or elevated,
he might have used such expressions as uéya 7,
or otdév ¢aihov, Or oddév dyevvés mpdrrew (Ppoveiv).
The grandeur, however, which he demands is a
moral grandeur. Greatness cannot take the place
of goodness. Satan, though he were never ‘less
than archangel ruined,’ would be admitted into
an epic poem only as one of the rare exceptions
already noted.'

Aristotle, in respect to the delineation of
character, is still on the border-land between morals
and aesthetics. Mere goodness does not satisfy
him : something, he feels, must be infused into
it which does not belong to the prosaic world.
But what that is, he does not tell us. He has no
adequate perception of the wide difference that
separates moral and poetical excellence of character.
When he comes to define tragedy, he makes, it
would appear, a step in advance, though at the
cost of logical consistency. In the definition
given in ch. vi, tragedy no longer uiueirar omou-
Salovs but 18 a wilunows mpdfews omovdaias. Here
there seems to be a transition to a different sense of
the word omovdaios. Logically, it ought, no doubt,
to bear the same meaning—*good,” ‘noble’—as
applied to the tragic action, that it bore in the
previous divisions of poetry as applied to the

1 See p. 227.
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persons whom tragedy represents." But Aristotle
imperceptibly glides into the meaning ‘serious,’
‘elevated,” ‘grand,’—a meaning which the word
readily admits of in reference to a thing, such as a
wpakes, though it could not be so used of a person
without the addition of other words or of a qualify-
ing context. This new shade of meaning, which
enters into the definition, is required in order to
differentiate the tragic action from the yelola
mpafis of Comedy.? Aristotle passes lightly from
pepeitar omovdalovs to uiunois mwpakews omovdaias, as
if the one expression were merely the equivalent
of the other. He can hardly have realised the
important bearings of the change by which the
word omovdaios is freed from the limited moral
reference which attaches to it in ch. ii. If in his
observations upon character (ra #6n) in ch. xv.
he had followed out the line of thought which the
adjective here suggests as applied to the tragic
action, he might have made a notable improvement
on his aesthetlc theory. In pursuance of this idea,
tragedy would have demanded not mere goodness
of character (ypnora #65), but a greatness or
elevation corresponding to the grandeur of the
action.

Before we dismiss the phrase piunois omwovdaiwr,

! Mr. R P. Hardie in Mind, vol. iv. No. 15, arguyes that this

meaning must be retained in the definition.
2 See p. 241.
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we may for a moment glance aside to notice
one curious chapter in its history. The French
critics of the seventeenth and eighteenth centuries
generally took omovdaior to mean persons of high
rank. So strange a perversion of language is hardly
credible, and yet it admits of easy explanation. A
Roman rule, itself founded on Greek writers sub-
sequent to Aristotle, had prescribed that the funda-
mental difference between tragedy and comedy is to
be sought in the fact, that kings and heroes are the
actors in tragedy, ordinary citizens in comedy.! This
purely outward distinction won acceptance with
many distinguished scholars.? When the Poetics
came to be received as the guide and canon of
criticism in France, Aristotelian authority was
eagerly sought for this among other literary
traditions. With an entire disregard of linguistic
usage, the phrase uiunois omrovdalwy was—in default
of any other—seized on as affording the desired
sanction. The Abbé d’Aubignac in his book La
Pratique du Thédtre, which long continued to be
the text-book of French dramatic writers, declares

1 The grammarian Diomedes says: ‘Tragoedia est heroicae
fortunae in adversis comprehensio, a Theophrasto ita definita est,
Tpaypdia éoTiv 7pwikils TiXns mepioraois. . . . Comoedia est
privatae civilisque fortunae eine periculo vitae comprehensio, apud
Graecos ita definita, koupdia éorriv iSiwtTikdy mwpaypdrov div-
Svvos wepioxt). . . . Comoedia a tragoedia differt, quod in tragoedia
heroes, duces, reges, in comoedia humiles atque privatae personae.’

9

2 e.g. Robortelli, Maggi, Scaliger (Spingarn, pp. 63, 69).
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that ‘tragedy represents the life of princes,” while
‘ comedy serves to depict the actions of the people.’?
Dacier goes even to greater lengths in his note on
pipnoss omovdaiwv. ‘It is not necessary,” he says,
‘ that the action which affords matter for an Epic
poem be illustrious and important in itself; on
the contrary, it may be very ordinary or common ;
but it must be so by the quality of the persons
who act. Thus Horace says plainly, “ Res gestae
regumque ducumque.” Thisis so true that the most
notable action of a citizen can never be made the
subject of an epic poem, when the most indifferent
one of a king or general of an army will be such,
and always with success.”® In all this misapprehen-
sion there is just one grain of solid fact. Aristotle
does undoubtedly hold that the chief actors in
tragedy ought to be illustrious by birth and
position. The narrow and trivial life of obscure
persons cannot give scope for a great and significant
action, one of tragic consequence. But nowhere

1 La Pratique du Thedtre bk. ii. ch. 10, ¢ La Tragédie représentoit
la vie des Princes. . . . La Comédie servoit & dépeindre les
actions du peuple.

2 Dacier on Poet. v. 4, note 17 (Trans. London, 1705). Cf.
note 9 on ch. xiii., ‘ Tragedy, as Epic poem, does not require that
the action which it represents should be great and important in
itself. It is sufficient that it be tragical, the names of the persons
are sufficient to render it magnificent; which for that very reason
are all taken from those of the greatest fortune and reputation.
The greatness of these eminent men renders the action great, and
their reputation makes it credible and possible.’
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does he make outward rank the distinguishing
feature of tragic as opposed to comic representation.
Moral nobility is what he demands; and this—on
the French stage, or at least with French critics—
is transformed into an inflated dignity, a courtly
etiquette and decorum, which seemed proper to
high rank. The instance is one of many in which
literary critics have wholly confounded the teaching
of Aristotle.

But to return from this digression. Aristotle,
as our inquiry has shown, was the first who
attempted to separate the theory of aesthetics from
that of morals. He maintains consistently that
the end of poetry is a refined pleasure. In doing
s0 he severs himself decisively from the older and
more purely didactic tendency of Greece. But
in describing the means to the end, he does
not altogether cast off the earlier influence. The
aesthetic representation of character he views under
ethical lights, and the different types of character
he reduces to moral categories. Still he never allows
the moral purpose of the poet or the moral effects
of his art to take the place of the artistic end. If
the poet fails to produce the proper pleasure, he fails
in the specific function of his art. He may be good
as a teacher, but as a poet or artist he is bad.

Few of Aristotle’s successors followed out this
way of thinking ; and the prevailing Greek tradition
that the primary office of poetry is to convey
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ethical teaching was carried on through the schools
of Greek rhetoric till it was firmly established in
the Roman world. The Aristotelian doctrine as
it has been handed down to modern times has
again in this instance often taken the tinge of
Roman thought, and been made to combine in
equal measure the wtile with the dulce. Sir
Philip Sidney, for example, who in his Apologre
Jor Poetrie repeatedly states that the end of
poetry is °delightful teaching,’ or ‘to teach and
to delight,” has no suspicion that he is following the
Ars Poetica of Horace rather than that of Aristotle.
The view of Sidney was that of the Elizabethan
age in general.’ It was a new departure when
Dryden wrote in the spirit of Aristotle: ‘I am
satisfied if it [verse] cause delight; for delight is
the chief if not the only end of poesy : instruction
can be admitted but in the second place, for poesy!
only instructs as it delights.”?

1 This too was the prevailing view at the Renaissance, but
Castelvetro (1570) forms a notable exception. He goes even
beyond Aristotle in maintaining that poetry is intended, not only
to please, but to please even the vulgar mob (see Spingarn, pp.

55-56).
2 Defence of an Essay of Dramatic Poetry.



CHAPTER VI
THE FUNCTION OF TRAGEDY

ARISTOTLE'S definition of tragedy ' runs thus :—
‘Tragedy is an imitation of an action that is
serious, complete, and of a certain magnitude; in
language embellished with each kind of artistic
ornament, the several kinds being found in separate
parts of the play; in the form of action,” not of
narrative ; through pity and fear effecting the
proper katharsts, or purgation, of these ®* emotions.’

1 Poet. vi. 2, éorwv odv Tpayedia mipnois mpdfews omovdaias
kal Telelas péyefos éxolons, ndvopévp Adyp Xwpls éxdate (codd.
éxdoTov) TGV €l8Gv év Tols poplows, SpdvTwy kai od 8 drayyelias,
80 éMéov kal ¢péfov mepalvovoa TV TGV ToroVTwy wabnudrov
xdfapav. :

2 On SpdvTwv see p. 335, note 2.

8 74V TowvTwy has given rise to much misunderstanding. It
is not ¢all such emotions’ or ¢ these and suchlike emotions,” but by
a frequent and idiomatic use ‘the aforesaid emotions,’ namely, pity
and fear. It is with these, and these only, that tragedy is concerned
throughout the Poetics. There is probably, as Reinkens (p. 161)
says, a delicate reason here for the preference of Tdv Towovrwy over
the demonstrative. The éleos and ¢3Bos of the definition, as will
be evident in the sequel, are the aesthetic emotions of pity and
fear, those which are awakened by the tragic representation. TtGv

240
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The ‘several kinds of embellishment’ are in the
next paragraph explained to be verse and song;'
verse without music being employed in the dia-
logue, lyrical song in the choral parts. Tragedy is
hereby distinguished from Nomic and Dithyrambic:
poetry, which use the combined embellishments
throughout.!

From this definition it appears first, that the
genus us of tragedy 18 Imitation. This it has in-
common with all the fine arts. i

Next, it is differentiated from comedy as being
a ulinows mwpdfews omovdalas, an imitation of an
action that is neither yeroia nor ¢airy, neither
ludicrous nor morally trivial. It is concerned with
a serious end, namely ed8aiuovia,>—that well-being
which is the true end of life. It is a picture of
human destiny in all its significance. No one
English word completely renders omovdaias. The
translation ‘noble,” which has the merit of applying
to the characters as well as to the action, yet
suggests too much a purely moral quality, while
at the same time it does not adequately bring out
the implied antithesis to comedy. Grave and great
—these are the two ideas contained in the word.
Many of the older critics, missing the true import

TowoVTwy mabyudrov are the emotions of pity and fear whick
belong to real life. The use of ToYrwy instead of TowotTwy might
have suggested that the feelings were identically the same.

1 Cf. Poet. i. 10. 2 Poet. vi. 9.
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of omovdalas, transfer the meaning which they ought
to have found here to the later words, uéyefos
éxovons, of the definition. These—as is plain from
Aristotle’s explanation in ch. vii.—refer to the
actual length of the poem. Addison,’ who does not
stand alone in this view, includes under them the
greatness or significance of the action (which is
in fact denoted by omovdaias) and also the internal
length or duration of the action, of which Aristotle
here says nothing.

Further, tragedy is differentiated in form from
Epic poetry as being dramatic, not narrative.

The remainder of the definition describes the
specific effect, the proper function (&yor) of
tragedy,—namely, to produce a certain kind of
katharsis. It would be a curious study to collect
‘t‘ﬁ‘g—‘;ﬁa"ﬁy and strange translations that have been
given of this definition in the last three hundred
years. Almost every word of it has been mis-
interpreted in one way or another. But after all
it contains only two real difficulties. The one lies
in the clause concerning the ‘several kinds of
>mbellishment.” Fortunately, however, Aristotle
has interpreted this for us himself; otherwise
it would doubtless have called forth volumes

1 Spectator No. 267 : *‘Aristotle by the greatness of the action
does not only mean that it should be great in its nature but also
in its duration, or in other words that it should have a due length
in it, as well as what we properly call greatness.’
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of criticism. The other and more fundamental
difficulty relates to the meaning of the katharses.!
Here we seek in vain for any direct aid from
the Poetics.

A great historic discussion has centred round
the phrase. No passage, probably, in ancient
literature has been so frequently handled by
commentators, critics, and poets, by men who
knew Greek, and by men who knew no Greek.
A tradition almost unbroken through centuries
found in it a reference to a moral effect which
tragedy produces through the °purification of the
passions.” What the precise effect is, and what'
are the passions on which tragedy works, was very
variously interpreted. Corneille, Racine,” Lessing,

1 Since the first edition of this book was published, a complete
account of the uses of the word xkdBfapoes has been given by
Susemihl and Hicks (Politics of Aristotle) in a valuable note, pp.
641-656, ¢ xdbapos as an aesthetic term’ being treated pp. 650 ff.
In a few details the explanation of the word in its reference to
tragedy differs from what will be found in the following pages,
but I have not seen reason to alter what had been written.

2 Racine states his own purpose as a dramatic writer in the
Preface to Phédre: ‘Ce que je puis assurer c’est que je n’en ai
point fait ol la vertu soit plus mise en jour que dans celle-ci ; les
moindres fautes y sont sévérement punies : la seule pensée du crime
y est regardée avec autant d’horreur que le crime méme ; les faiblesses
de Yamour y passent pour de vraies faiblesses. Les passions n’y
sont présentées aux yeux que pour montrer tout le désordre dont
elles sont cause ; et le vice y est peint partout avec des couleurs
qui en font connaitre et hair la difformité. C’est 1 proprement le
but que tout homme qui travaille pour le public doit se proposer ;
et c’est ce que les premiers poites tragiques avaient en vue sur
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each offered different solutions, but all agreed in
assuming the purely ethical intention of the drama.
Goethe protested; but his own most interesting
theory® is for linguistic reasons quite impossible,
nor does it accord with much else that is contained
in the Poetics. In 1857 a pamphlet by Jacob
Bernays? reopened” the whole question, and gave
a new direction to the argument. His main idea
had been forestalled by Italian critics of the
Renaissance ;® afterwards it fell into oblivion; a
similar theory was independently struck out by
H. Weil in 1847, but it attracted little notice
till Bernays set it forth in detail.

toute chose. Leur théitre était une école ol la vertu n’était pas
moins bien enseignée que dans les écoles des philosophes.  Aussi
Aristote a8 bien voulu donner des régles du poéme dramatique ; et
Socrate, le plus sage des philosophes, ne dédaignait pas de mettre
la main aux tragédies d’Euripide. Il serait & souhaiter que nos
ouvrages fussent aussi solides et aussi pleins d’utiles instructions
que ceux de ces poétes.’

1 Published in Nachlese zu Aristoteles Poetik, 1826. His trans-
lation of the definition is worth recording, if only for its errors.
¢ Die Tragidie ist die Nachahmung einer bedeutenden und abge-
schlossenen Handlung, die eine gewisse Ausdehnung hat und in an-
muthiger Sprache vorgetragen wird, und zwar von abgesonderten
Gestalten, deren jede ihre eigene Rolle spielt, und nicht erzihlungs-
weise von einem Einzelnen ; nach einem Verlauf aber von Mitleid
und Furcht, mit Ausgleichung solcher Leidenschaften ihr Geschaft
abschliesst” The €idy of the definition here become the dramatic
characters and the pdpia are the parts they play !

2 Republished in 1880 in the volume Zwei Abhandlungen iiber
die Aristotelische Theorie des Drama (Berlin).

3 See infra, p. 247, note.

4 In his paper at the Philological Congress of Bile, 1847,
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the ultimate motive, and a biographical or his-
torical interest takes the place of the dramatic
interest.

The first requirement of a tragedy is Unity of
Action.! Unity in Aristotle is the principle of
limit, without which an object loses itself in the
dmewpov, the region of the undefined, the indeter-
minate, the accidental. By means of unity the
plot becomes individual and also intelligible. The
greater the unpity, the more perfect will it be as
a concrete and individual thing; at the same time
it will gain in universality and typical quality.?

The Unity of the tragic action is, again, an
organic unity, an inward principle which reveals
itself in the form of an outward whole.® It is
opposed indeed to plurality, but not opposed to
the idea of manifoldness and variety; for simple
as it is in one sense, it admits of all the complexity
of vital phenomena. The whole (8xor) in which it
is manifested is complete (rérewov) ¢ in its parts, the -

! For the meaning of mpafes, action,’ see pp. 123 and 334 sqq.

2 In Prob. xviii. 9. 917 b 8 sgq., the pleasure derived from a
Unity is ultimately resolved into the fact that it is yvwpiudrepoy :
8ia T more TGV ioTopldy 8oy drovopEY TOV TepL €V TUVETTYKUVLOY
) TGy Tepl moAA& mpayparevopévwy; 1) SiéTi Tols yvwplpwTépos
paAAov mwpoaéxopev xal HSiov avrdyv dkovoueyv: yvwpipdTepov 8é
it Td dpopévov Tob doploTov. TO pév olv & Spwrar, Td e
wOAAG TOU dreipov peTeXe.

3 Poet. ch. vii. (rd SAov), ch. viii. (70 &): supra pp. 186 sqq.

¢ In the definition of tragedy (Poet. vi. 2) we have Telelas
rpdfews, in vii. 2 relelas xai SAys mpdfews. So in xxiii. 1 epic
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parts themselves being arranged in a fixed order
(rd&is),! and structurally related so that none can
be removed, none transposed, without disturbing
the organism.®* Within the single and complete

“action which constitutes the unity of a tragedy,

the successive incidents are connected together
by an inward and causal bond,—by the law of
necessary and probable sequence on which Aristotle
is never tired of insisting.

Again, a certain magnitude (uéyefos) is indis-
pensable for the harmonious evolution of a whole
such as is here described. This 1is frequently
affirmed by Aristotle. As a biological law it
applies to the healthy life and growth of all
organic structures.® It is also an artistic law,

poetry is mepi piav wpdfev SAny kai Telelav. A perfect dAov is
necessarily Téletov. In Phys. iii. 6. 207 a 7 sqq. 6Aov and TéAewov
are opposed to ameipov, and the two words declared to be almost
equivalent in meaning: drepov pév olv éotiv ol kara mwoordv
AapBdvovoy del 7o Aafeiv éoTwv éfw. ol B¢ pndev ifw, TobT
éori Tédewov kal Ghove olTw yap OpifdueBa T GAov, ob unbév
dmreoriv, olov dvfpwmrov SAov 7 xiBwrdy: ib. 13, SAov 8¢ xal
Téhewv ) TO altd wdumav 3 olveyyvs v pivow éoriv.  Plato,
Parm. 157 D, évés Twos, & xalovpey Sdov, € amdrTwy & Télewov
yeyovds, TovTov piplov Gy TO udpiov ein.

1 Cf Plat. Gory. 503 E, (every craftsman and artist) els vdfow
Twa ékaoros éxaorov Tifnow & dv Tlpy, xai wpocavayxafe TO
érepov TY érépy mpémov Te elvar kal dppbrrey, &ws &v 1O dwav
gioTyTAL TETOypévoy Te Kul KEKOTPTUEVOY TpPAYua.

2 Poet. viii. 4, perarBepévov Turds pépovs 1) ddaipovuévov Sa-
Pépeabai (T BuadopeioBur or SapOelpeorfar) kai xwveiobas 76 SAov.

8 De Anim. ii. 4. 416 a 18, Tov 3¢ pioe: cuviaTauevoy ravrwy
éori wépas xai Aiyos peyéBovs Te kai avfijoews: de Gen. Anim.
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expressing one of the first conditions of organic
beauty.! In this latter sense it is emphasised in
chapter vii. of the Poctics. An object is unfit for
artistic representation if it is infinitely large or
infinitesimally small.> On this principle a whole
such as the Trojan war, ‘ though it has a beginning
and an end,’ is too vast in its compass even for epic
treatment ; it cannot be grasped DLy the mind, and
incurs the risk attaching to any moivuepss mpakis, of
becoming a series of detached scenes or incidents.?

Aristotle wisely avoids attempting to lay down
any very precise rules as to the possible length to
which a play may be extended. What he does say
on the subject is marked by much sobriety and good
sense. IHe rejects as inartistic any reference to the
outward and accidental conditions of stage repre-
sentation.* He falls back on the law of beauty as
ii. 6. 745 a 5, foTe ydp T¢ WG Tols (Yous wépas Tol peyébous.
The same principle applies to a woAews, Pol.iv. (vii.) 4. 1326 a 35,
GAN’ érTe Ti xal wéAere peyéBovs pérpov, Gomep kal Tov dAAwy
ravrwy, {Pov grrdy dpydver,  Pol. viii. (v.) 3. 1302 b 34, domep
odpa ik pepQy otykaTar kul 8ei atfdrectar dvdAoyor, va pévy
ovpperpia, . . . otTw kal T KT.AL

1 Poet. vii. 4, ére 8 émel TH KXy xal {Gov xal awav mpdypa 8
TUVéoTYKEV €K TIVGY OV povoy TalTa reraypéva Oel Exyewr dAAG Kal
péyebos trdpyewv pi) 7o Tvxov k1A Cfoib. 7, del pev & peilwv
(sc. ubbos) péxpe Tob oirdyros elvar KadXiwy éori kard T péyetos.
Pol. iv. (vii.) 4. 1326 a 34, 815 kai wAw Tjs perd peyéfous & AexBeis
3pos brdpyer, Tabryy elvar kadXioTyy drayKaiov.

2 Poet. vii. 4-5 : supra, p. 187.

3 Poet. xxiii. 3. .

¢ Poct. vii. 6, Tob pijkovs Gpos ~G = piv wpis Tols dywras Kai
v aiocOnow ob Tis Téxvs doTiv.
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governing a work of art, and—intimately related
to this—on men’s normal powers of memory and
enjoyment. The whole, he says, must be of such
dimensions that the memory or mind’s eye can
embrace and retain it.' The more truly artistic
principle, however, is that which is stated in
ch. vii. 7. A play should be of a magnitude
sufficient to allow room for the natural develop-
ment of the story. The action must evolve itself
freely and fully, and the decisive change of fortune
come about through the causal sequence of events.?
This rule holds good of the two varieties of
plot that are afterwards distinguished,—of the
‘x amiy mpafis, where the action proceeds on a simple
i and undeviating course from start to finish; and
of the memieyuévn mpakis—preferred by Aristotle
;a8 intensifying the tragic emotions—where the
{ catastrophe is worked out by the surprises of
ERecognition (dvaryvdpiois) and Reversal of the Situ-

PN

ation (mwepuméreia);® these surprises, however, being
themselves woven into the tissue of the plot,* and

1 With evmwmudvevrov (ch. vii. 5) as a limit of uéyefos in
the tragic pvfos cf. xxiii. 3, edovvomros, and xxiv. 3, Svaocfas
yap 8ei ocvvopaocfar Ty dpxnv xai Td TéXes in regard to epic
poetry.

2 Poet. Vil 7, &s 8¢ amrAls Swoploavras eimeiv, év dop peyebe
xatd T3 elxds 7 1O dvayxaiov épelis yiyvopéivwv cuufaive eis
ebrvyiay éx SvorTvyias 7} é§ edTvxias els Svorvyiav perafdAley,
ixavds Gpos doriv Tob peyébfous.

8 Poet. x. 1-2. For mepumérera see xi. 1 and infra, pp. 329-31.

4 Ib. x. 3, rabra 8¢ 8¢i ywerfar é£ adrys T)s oveTdoews TOU
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discovered in the light of the event to be the
inevitable, though unexpected, consequences of all
that has preceded.! The Aiots, the unravelling or
Dénouement of the plot, must, as we are told,
in every case ‘arise out of the plot itself,’?
not by recourse to the Deus ex Machina or to
the play of accident—a warning the need of
which is proved by the whole history of the
stage. ‘What did she die of?” was asked con-
cerning one of the characters in a bad tragedy.
‘Of what? of the fifth act, was the reply.
Lessing, who tells the story, adds® that ‘in very
truth the fifth act is an ugly evil disease that
carries off many a one to whom the first four acts
promised a longer life.’

Let us now look a little more closely into
Aristotle’s conception of a Whole as the term 1is
applied to the tragic action.

$A whole,” he says, ‘is that which has a beginning,
a middle, and an end’; and each of these terms is
then defined. ‘A beginning is that which does
not itself follow anything by causal necessity,

pibov, . . . Sadéper yap moAd 1O yiyverbar Tdde Sia Tdde 7
pera Tdde.

1 Poet. ix. 11.

2 Poet. xv. 7, pavepbv ofv ort kai Tas Avoeas Tor pibov &
avrod 8ei Tod pibov ouvufuivev x.r.A. Cf the censure passed
ch. xvi. 4 on the mode in which Orestes is discovered by
Iphigenia in Eur. I. T, ¢xeivos & airds Aéye & PovAerar 6
woTys dAX” oty 6 pibos,

3 Lessing, Hamb. Dram., Trans. (Bohn) p. 238.
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but after which something naturally is or comes
to Dbe. An end, on the contrary, is that
which itself naturally follows some other thing,
either by necessity, or as a rule, but has nothing
following it. A middle is that which follows
something as some other thing follows it.?
Some dxﬁicultw& have been felt with respect to
these deﬁmtlomb How, it is said, can a begin-
ning be causal]y unconnected with what precedes?
Do the opening scenes of a tragedy stand apart
from the rest of the hero’s career? Is nothing
implied as to his previous history ?

The answer would appear to be of this kind.
The beginning of a drama is, no doubt, the natural
sequel of something else. Still it must not carry
us back in thought to all that has gone before.
Antecedent events do not thrust themselves on us
in an unending series. Certain facts are necessarily
given. We do not trace each of these facts back

1 Poet. vii. 3, GAov 8¢ éoTwv TO Eéxov dpxmv kal pégov kal
£
4 3 \ ’ > o~ LY A\ \ 3> > ’ > »

Tedevmijyv. dpxn 8€ e€oTw 6 avTd pév uvy éf avdykms per dAldo
3 ’ > > -~ 3 ’ b el ré N \
éoriv, per éxeivo & érepov wépukev elvar 1) yiverBais Tedevryy 8¢
> 7 " > 3y ’ > At > > ’ " € > Y
Tovvavriov 8 abTd per’ dAAo médukey elvar 3 éf dvdyxns 3) ws érd
T3 wolV, perd 8¢ TovTo dAAo 0Vév: péoov 8¢ 8 kal avTO per’ AAAo
kal per éxeivo érepov. Cf. Plat. Parm. 145 A, i 8é; J8Aov év odk

3> A A » \ ’ \ 2’ A T ’ o >
apxnv 4v éxor kai péoov kai Tedevrjv; 1) oidv Té T GAov elvar
dvev Tpov ToUTwy ; 80 153 C.  Sophist 244 E, €l Tolvuv dAov éoTiv,

~_ 7 " n ’ A ¥ » ~ \ v
. TowUTdY ye v 7O Gv péoov Te kal éoxaTa €xet, TavTa 8¢ €xov
wdoa dvdykn pépy Exew. The opposite holds good of 7o dmwerpov :
Phileb. 31 B, 8ovyy 8¢ dmerpds Te adTy kal ToD prTe dpxHY piTe

péoa pifre Tédos év adTe dP éavrol éxovros . . . yévous.
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to its origin, or follow the chain of cause and effect
ad infinatum.' If we did, the drama would become
an endless retrograde movement. A play must
begin at some definite point, and at some definite
point it must end. It is for the poet to see that
the action is complete in itself, and that neither
the beginning nor the end is arbitrarily chosen.
Within the dramatic action, a strict sequence of
cause and effect is preseribed ; but ;ﬁe causal chain
must not be indefinitely extended outwards.

The definition of the ‘middle’ as that which
follows something as some“oﬁler‘thing follows it,
looks at first sight mere tautology : but the context
shows that the word * follows’ here marks a causal,
not a purely temporal sequence. The idea is that

1 So Teichmiiller (Arist. Forsch. i. 54, 250) rightly, in defending
the reading un é£ dvdyxnms in the definition of dpx7] against the
proposed transposition ¢£ dvdyxns py. The latter reading, ‘that
which necessarily does not follow something else, would, as he
says, describe the absolute beginning, the wp@GTov kivobv, whereas
Aristotle here wishes to denote a relative beginning, that which
follows other things in time, but not as a necessary consequence.

He adds, however, that the reason Aristotle insists on this
relative beginning is that tragedy is within the sphere of freedom :
it must be begun by an act of free will. It seems most un-
likely that anything of the sort is in Aristotle’s mind. On the
other hand, it is true that the Greek tragedians do generally make
the action begin at a point where the human will has free play.
This is a striking feature in Sophocles’ treatment of the legends.
Dark or superhuman forces may be at work in the antecedents of
the play, but within the tragedy there is human will in action.
The Ajax, the Philoctetes, the Oedipus Tyrannus, and the Oedipus
Coloneus are examples.
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the ‘middle’ unlike the °Dbeginning’ stands in
causal relation to what goes before, and unlike the
‘end’ is causally connected with what follows.
There is no attempt to mark at what point in
the development of the play the ‘middle’ is to
be placed. The purpose of the definitions is
to exclude beginnings which require something to
precede them, endings which do not conclude the
action, and middles which stand alone, unconnected
either with the beginning or the end. We have
here an emphatic condemnation of that kind of
plot which Aristotle calls ¢ epeisodic’ (émreicodibdns),
where the scenes follow one another without the
inward connexion of the elxdés or davaykaiov.® A
succession of stirring scenes does not make a
tragedy ; and it is just this truth that Euripides
is apt to forget when, instead of creating a well-
articulated whole, he often delights to substitute
pathetic effects, striking situations, rapid contrasts
and surprises.

These definitions, however, like so many in
the Poetics, have reference to the ideal tragedy;
they are not to be taken as a rule to which all
Greek plays conform. This will account for the
inconsistency between the account here given of
the ¢ beginning,” and the account in ch. xviii. of the
Complication (8ésis) and Dénouement (Adows) of
the tragic plot. The Complication is that group

1 Poe!. ix. 10. Cf. p. 158 note 1.
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of events which precedes the decisive turn of
fortune ; the Dénouement is that group of events
which follows it. In strictness, and according to
the definition of ch. vii., the ¢beginning’ of the
play should be also the beginning’ of the Com-
plication.  But the Complication, according to
ch. xviii., {frequently includes T& #fwfev,'—certain
incidents external to the action proper, but pre-
supposed in the drama and affecting the develop-
ment of the piece. With plays before him like the
Oedipus Tyrannus and the Ajax, Aristotle even
at the cost of slight inconsistency admits such
external incidents to form part of the dramatic
entanglement. It is in some measure owing to
this practice of the Greek theatre that an ancient
tragedy often resembles the concluding acts of a
modern play. It begins almost at the climax:
the action proper is highly compressed and con-
centrated, and forms the last moment of a larger
action hastening to its close.?

If the analytical method of Aristotle in ch. vi.,
and his artificial isolation of the several elements

1 Poet. xviii. 1, 1& piv éfwbev xal évia Tov irwbev modldxis 7
8éuoes, 70 8¢ Aowrdv ) Avous (where, however, Ueberweg’s trans-
position, 7o pév éfwbev moAAdkis kal évia TOV éowlev 1 Séores, i
not absolutely necessary, gives the more natural order of the words).

2 Cf. Dryden, Essay of Dramatic Poesy, ‘The Ancients . . . set
the audience, as it were, at the post where the race is to be con-
cluded ; and, saving them the tedious expectation of seeing the
poet set out and ride the beginning of the course, you behold him
not till he is in sight of the goal, and just upon you’
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of tragedy, are in themselves liable to mislead the
reader, the rules of chapters vii. and viii. ought to
correct any erroneous impression that may arise.
The thought that here stands out above all others
is that of the organic structure of the drama.
Further, it becomes apparent that the recurring
phrase of the Poetics, oboracis (or oivbeais) Tov
mpaypdTwy, does not denote a mechanical piecing
together of incidents, but a vital union of the
parts.! But, it may be asked, how is the organic
| unity revealed? From what point of view can we
" most clearly realise it ?

If we have rightly apprehended the general tenor
of Aristotle’s teaching in the Poetics, unity—he
would say—is manifested mainly in two ways.
First, in the causal connexion that binds together
the several parts of a play,—the thoughts, the
emotions, the decisions of the will, the external
events being inextricably interwoven. Secondly,
in the fact that the whole series of events, with all
the moral forces that are brought into collision,
are directed to a single end. The action as it
advances converges on a definite point. The
thread of purpose running through it becomes
more marked. All minor effects are subordinated
to the sense of an ever-growing unity. The end is
linked to the beginning with inevitable certainty,
and in the end we discern the meaning of the

1 Cf. p. 347.
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whole — 70 Télos péyioTor dmdvrev.} In this
powerful and concentrated impression lies the
supreme test of unity.

Aristotle’s conception of the unity of plan
essential to the drama could not be much better
summed up than in the following extract from
Lowell :>—‘In a play we not only expect a
succession of scenes, but that each scene should
lead, by a logic more or less stringent, if not to
the next, at any rate to something that is to
follow, and that all should contribnte their frac-
tion of impulse towards the inevitable catastrophe.
That is to say, the structure should be organic,
with a necessary and harmonious connexion and
relation of parts, and not merely mechanical, with
an arbitrary or haphazard joining of one part to
another. It is in the former sense alone that any
production can be called a work of art.’

The general law of unity laid down in the
Poetics for an epic poem is almost the same as for
the drama ;* but the drama forms a more compact
and serried whole. Its events are in more direct
relation with the development of character; its
incidents are never incidents and nothing more.
The sequence of the parts is more inevitable—

1 Poet. vi. 10.

2 J. R. Lowell, The Old English Dramatists, p. 55.

3 In the Poetics the epic is treated chiefly from the point of
view of the drama ; in Dryden’s dramatic criticism the converse
holds good.



286 POETRY AND FINE ART

morally more inevitable—than in a story where
the external facts and events have an independent
value of their own. And though the modern drama,
unlike the ancient, aspires to a certain epic fulness
of treatment, it cannot violate the determining
conditions of dramatic form.

The epic, being of wider compass, can admit many
episodes, which serve to fill in the pauses of the
action, or diversify the interest.'! They give what
Aristotle calls moiwxinia,? embellishment and variety
to the narrative. The epic moreover advances
slowly, and introduces ‘retarding’ incidents,—
incidents by which the Dénouement is delayed,
and the mental strain for the time relieved, only
to be intensified again when the climax comes.
Further, owing to the number of its minor actions,
the epic, while keeping its essential unity, contains
the plots of many tragedies; in the phrase of Aris-
totle, it is moAvuvbos :3 whereas the drama rejects
this multiplicity of incidents; it is of closer tissue,
pressing forward to an end which controls its entire
structure. By the very conditions also of dramatic
representation a play cannot, except through the

1 Poet. xxiii. 3, émrewrodlots ols SuarapBdve: (cf. Lat. ¢ distinguit ’)
\ ’ . ’ Y > ’ . ~
™y woinow. xxiv. 4, 7O perafdAAev TOV drovovTa kal émewrodiotv
dvopolows émewrodiocs.
2 Poet. xxiii. 3.
8 Poet. xviii. 4, xp7 8¢ Smep elpyTar moAAdxes pepvijofac xai
\ -~ 2 7’ ’ > \ 3\ s
B TWoLey CFOWOCGKBV O"UO'T‘Y”MI TPaY(Psmv. €MOTWOoLLKOY 8‘ A“Y“‘. 1’5
moAduvbor k.1.A



THE DRAMATIC UNITIES 287

mouth of messengers or by similar means, place
before us other than successive events. The epic,
by virtue of its narrative form, can describe actions
that are simultaneous.' Thus the Odyssey, after
a long interval, resumes the main story, which had
been left in suspense ; simultaneous and collateral
incidents are narrated with much fulness of detail,
and the scattered threads bound together in the
unity of a single and accelerating action.

The action, then, of the drama is concentrated,
while that of the epic is large and manifold. The
primary difference of form is here a governing
fact in the development of the two varieties of
poetry. The epic is a story of the past, the drama
a representation in the present. The epic story-
teller can take his time; his imagination travels
backward to a remote distance and there expatiates
at will. He surveys the events of a past which
18 already a closed book. If he happens to be the
rhapsodist of an early society, he and his audience
alike have time immeasurable at their command,
he to tell, and they to listen. ‘Behold,” says King
Alcinous in the Odyssey, ‘the night is of great
length unspeakable, and the time for sleep in the
hall is not yet ; tell me therefore of those wondrous

1 Poet. xxiv. 4, éxet 8¢ . . . oAy T¢ % émomoula Biov Sud T
&v pdv 1) Tpayedip pn évdéixerbfar Gpa mparTépeva moAdd pépn
papeiaBac dANG Td &ri Ti)s okvils Kal TOV ImokpiTGY pépos povov:
év 88 T éromolg 8ia 7O Sujynoty elvar érTe moAAG pépn dpa mouety
wepalvopeva.
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deeds. I could abide even till the bright dawn, so
long as thou couldst endure to rehearse me these
woes of thine in the hall.’! That is the true temper
of the epic audience. They will listen through the
night, and next day desire to take up the tale again.

The conditions of the drama are the opposite of
all this. The spectacle of an action evolving itself
in the present is very different from the leisurely
recital of an event that has happened in the past.
The impressions are more vivid in proportion to
their nearness. Nay, so vivid do they become that
the spectator, living in the present, becomes almost
one with the hero whose fortunes he follows. He
is impatient to see the sequel: he cannot listen to
long stories, to adventures unconnected with that
in which the central interest lies. The action which
rivets his attention is hastening towards its goal.
By the very fact that the dramatic struggle and
catastrophe take place before his eyes, the action
gains a rapidity, partly dramatic, partly lyric, that
is alien to the epic poem.

The only dramatic Unity enjoined by Aristotle
is Unity of Action. It is strange that this should
still need to be repeated. So inveterate, however,
is a literary tradition, once it has been established
under the sanction of high authority, that we still
find the ‘Three Unities’ spoken of in popular
writings as a rule of the Poetucs.

1 Odyss. xi. 373-6.



THE DRAMATIC UNITIES 289

It may be interesting here to cast a rapid

glance over the history of this famous literary
superstition.’

The doctrine of the ‘Unlty of Time,’ or as it

was sometimes called the ¢ Umty of the Day,’ rests
on one passage in the Poetics,” and one only.

1 For the early history of this doctrine see Breitinger, Les
Unitds & Aristote avant le Cid de Corneille (Geneve, 1879) ; and for
its  history in France, Ad. Ebert, Entwickelungsgeschichte der
JSranzisische Tragédie, vornehmlich im 16. Juhrhundert (Gotha, 1856).

2 Poct. v. 4, éTv 8¢ T pjker, <émel> 1) pév (sc. 1) Tpaypdia) Sru
paAwra weparar 1wd piav mweplodov NAlov elvar 3 puikpdv {fal-
AdrTewr, 1 8¢ émomoiia déprTos T Xpove, kal TorTe Sagéper:
xaitol 7O wphTov Spmoiws év Tals Tpuyedlars TovTo émolovr xal éy
Tols émeay.

Teichmiiller (Arist. Forsch. pp. 206 ff.) attempts to show not
only that unxos here is the external length of the poem, but also
that xpdvos is the actual time taken in recitation (or representation),
as distinct from the ideal or imaginary time over which the action
extends. He seems to prove his case with respect to ufxos, which
invariably in the Poetics meaus external length. But his view of
Xpovos is open apparently to fatal objections, the chief of which
are these :—(1) piav meplodov 7jAlov can hardly express the day of
twelve hours. The word meploSos as applied to a heavenly body
always means its full orbit, its motion from a given starting-point
back again to the same point. This periphrasis, instead of the
simple phrase ulav juépuv, seems expressly designed to indicate
that the day of twenty-four hours—ijuépa together with vif—is
meant. (2) As has been shown by Ribbeck, Rhern. Mus. 24, p. 135,
the parenthetical remark, & mplrov opolws év Tais Tpaypdias
TobT0 érolouvy kal év Tols émeow, tells strongly against Teichmiiller.
The reference must be to the imaginary time of the action ¢n the
play itself. (3) Tpaywdia throughout the Poetics is used for tragedy
as a distinct species of poetry, or for a particular tragedy,—mnever
for the tragic performance including a tetralogy. (4) pdAwrTa
mewpdrac loses almost all point if the xpdvos is external time, and
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‘Epic poetry and tragedy differ, again, in their
length : for tragedy endeavours, as far as possible,
to confine itself to a single revolution of the sun,
or but slightly to exceed this limit; whereas the
epic action has no limits of time.’ We have here
a rough generalisation as to the practice of the
Greek stage. The imaginary time of the dramatic
action is limited, as far as may be, to the day of
twenty-four hours. The practice, however, did not
always exist. In the earlier days of tragedy, as
the next sentence shows, the time-limit was
ignored in the tragic no less than in the epic
action.

No strict rule is here laid down. A certain
historic fact is recorded,—a prevailing, but not an
invariable usage. The effort of tragedy was in
this direction, though the result could not always
be achieved. Even in the developed Attic drama
several exceptions to the practice are to be found.
if md plav . . . elvac instead of its natural sense ‘fall within,’
‘be comprised within,’ is forced to mean ‘occupy,’ or ‘fill up,
twelve hours of daylight.

The translation adopted in the text follows Ueberweg’s explana-
tion. pumxos is (with Teichmiiller) referred to the actual length of
the poem, but xpdvos to the internal time of the action. The
difference in the length of a poem is made to depend on a difference
in the time occupied by the action. Roughly speaking, such a
relation generally exists, at least in the drama. Bat it is far from
being a strict rule.

In forming this conclusion on a passage which is still not with-

out difficulty, I have had the advantage of some correspondence
with Prof. Bywater.
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In the Eumenides months or years elapse between
the opening of the play and the next scene. The
Trachiniae of Sophocles and the Supplices of
Euripides afford other and striking instances of
the violation of the so-called rule. In the
Agamemnon, even if a definite interval of days
cannot be assumed betwecen the fire-signals
announcing the fall of Troy, and the return of
Agamemnon, at any rate the conditions of time
arc disregarded and the march of events is
imaginatively accelerated.

As for the  Unity of Place,” this too was a stage-
practice, generally observed in the Greek drama
but sometimes neglected, more especially in comedy :
it is nowhere even hinted at in the Poetics, and,
as a rule of art, has been deduced by the critics
from the Unity of Time.*

1 On the time-question in the 4gamemnon see an article by Prof.
Lewis Campbell in the Classical Review, vol. iv. 303-5. On the
general question of ¢ The Unity of Time’ see Verrall, Ion of Eurip.
Intr. pp. xlviii ff. (Cambridge Press).

2 The formal recognition of the Unity of Place a8 a third Unity
dates from Castelvetro's first edition of the Poetics in 1570 : see an
article by H. Breitinger in Revue Critigue 1879, ii. pp. 478-80.
In the same article two other points are noted : (1) that Castelvetro
adopts the theory put forward in the Postik published 1561 from
the remains of J. C. Scaliger, identifying the time of the action
with that of the representation ; (2) that Sir Philip Sidney in his
Apologie for Poetrie, written soon after 1580 and published in 1595,
derived from Castelvetro many of the arguments and examples by
which he maintains his vigorous defence of the Three Unities.

See also Spingarn p. 99, ‘In fact, Castelvetro specifically says
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Therc are several very obvious reasons for the
general observance of the minor Unities in Greek
tragedy. The simple and highly concentrated
movement of a Greek play seldom demanded, or
even permitted, a change of place or intervals
between the scenes. Such breaks would, as a
rule, have been liable to disturb the impression of
the unity of the whole. Moreover, as has been
often remarked, the Chorus formed an ideal bond
of union between the separate parts of the action.
Lessing suggests® that the limitations of time and
place were necessary in order that the Chorus
might not seem to be kept too long away from
their homes. But if once we realise the painful
fact that these worthy men are kept standing, it
may be for twenty-four hours, fasting and in one
place, our distress will not be perceptibly aug-
mented 1if the action is prolonged to thirty-six or
forty-eight hours. Still, it is true that the constant
presence of the same group of actors in a theatre
where there was no drop-scene, no division into
Acts, did naturally lead to the representation of a
continuous and unbroken action.

From this point of view the presence of the
~ Chorus tended towards Unity of Place and Unity
- of Time. From another point of view the Chorus

that the unity of action is not essential to the drama, but is merely
made expedient by the requirements of time and place.’
! Hamb. Dram. Trans. (Bohn) p. 369.
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releases us from the captivity of time. The interval
covered by a choral ode is one whose value is just
what the poet chooses to make it. 'While the time
occupied by the dialogue has a relation more or
less exact to real time, the choral lyrics suspend
the outward action of the play, and carry us still
farther away from the world of reality. What
happens in the interval cannot Le measured by
any ordinary reckoning; it is much or little as the
needs of the picce demand. A change of place
directly obtrudes itself on the senses, but time is
only what it appears to the mind. The imagination
travels easily over many hours; and in the Greek
drama the time that elapses during the songs of
the Chorus is entirely idealised.

In interpreting the passage of the Poetics
above quoted (ch. v. 4), the earlier critics dealt
very Ioosely with the Greek. weparar 7% Tpaywdia,
says Aristotle. Corneille and d’Aubignac translate
mewpartar by doif, and thereby convert the general
statement of fact at once into a rule. Successive
commentators repeated the error.  But the stress
of the controversy gathered round another point.
What is the meaning of the phrase uiar mepiodov

#nov, ¢ a single revolution of the sun "21 Ts it the

day of twenty-four hours or the day of twelve

hours? The Italian critics were divided on this

1 See p. 289 note 2.
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question ; so too were the French. Corneille?
declared in favour of twenty-four hours; but
proposed, by a stretch of the rule, to allow thirty
hours ; and even this limit he thought hampering.
He wavers curiously between the true poetic view
as to the ideal management of time, and the
principle of poetic deception so widely held by
his contemporaries, that the more exact the re-
production of the conditions of reality, the better
the art.

At one moment he says that, if the representa-
tion lasts two hours, the dramatic action ought
to be the same length, that the resemblance may
be perfect. If, however, the action cannot with
due regard to probability be compressed into two
hours, he would allow it to run to four or six or
ten hours, but not much beyond the twenty-four.
Might it not have occurred to him that long before
the extreme limit of twenty-four or thirty hours
was reached, the principle of a life-like imitation of
reality would have been surrendered ? No sooner,
however, has he enunciated the rule than his
instincts as a poet get the upper hand, and he
writes : ‘Above all I would leave the length of the
action to the imagination of the hearers, and never
determine the time, if the subject does not require
it. . . . What need is there to mark at the opening

1 Corneille, Discours iii. Des Trois Unités.
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of the play that the sun is rising, that it is noon at
the third act, and sunset at the end of the last ?’
Dacier' disputes the view that the ‘single
revolution of the sun’ means a day of twenty-four
hours. He holds it to be monstrous and against
common sense ; ‘it would ruin the verisimilitude.’
He fixes twelve hours as the extreme limit of the
dramatic action, but these may be either in the
night or in the day, or half in one and half in
the other.? In the perfect tragedy—and here he
agrees with Corneille—the time of the action and
of the representation should coincide. He roundly
asserts that this was an indispensable law of Greek
tragedy,® though this statement is afterwards
qualified. If, owing to the nature of the subject,
the poet cannot observe the rule of strict equi-
valence, he may have recourse to verisimilitude ’;
and this is stated to be the Aristotelian principle :
< Aristotle supplied the defect of necessity by
probability.”*  Thus the law of the elxés and

1 Dacier on Aristotle’s Poetics, ch. v. note 21, Trans. (London
17065).

? Of. ’Aubignac’s translation of 7 pukpdv éfadrdTTew, fou de
changer un peu ce temps,’ ie. to change from day to night or from
night to day.

8 Dacier on Poetres, ch. vii. note 14.

4 Dacier on Poetics, ch. vii. note 18. Here the dvayxatov of
Aristotle becomes the exact equivalence of the time of the action
with the time of the representation: the eixos becomes the
verisimilitude which in default of such equivalence ¢ will cheat
the audience, who will not pry so narrowly as to mind what is
behind the scenes, provided there be nothing too extravagant.’
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avaykaiov in the Poetics degenerates into a device
which may lead the audience to imagine that the
scene on the stage is a facsimile of real life. The
fallacious principle that the dramatic imitation is
meant to be in some sense a deception,' is at the
basis of all these strange reasonings as to the possible
equivalence between real and imaginary time. The
idea exists in Corneille.? It is pushed to its
extreme by Dacier and Batteux. Even Voltaire
commits himself to the absurd position that ¢if
the poet represents a conspiracy and makes the
action to last fourteen days, he must account to me
for all that takes place in those fourteen days.”®

1 ¢It is false that any representation is mistaken for reality ;
that any dramatic fable, in its materiality, was ever credible, or
for a single moment was ever credited.”—Dr. Johuson, Preface to
Shakspeare.

2 With regard to Unity of Place Corneille says: ‘Cela
aiderait & tromper l'auditeur, qui ne voyant rien qui lui marquit
la diversité des lieux, ne s'en apercevrait pas, & moins d’une
reflexion malicieuse et critique, dont il y en a peu qui soient
capables’ (Disc. iii).

3 So Dacier on Poetics, ch. xviii. note 3: ‘Mr. Corneille is
satisfied that the audience should know why the actors go out of
the place where the scene is laid; but he does not think it
necessary to know what they do during the intervels, neither that
’tis required that the actors should do anything during the
intervals, but is persuaded that they may sleep then, if they please,
and not break the continuity of the action. We find just the
contrary according to Aristotle’s principles, and that it ceases to be
a tragedy when ’tis so, for this would certainly ruin all the prob-
ability, if the audience did not know what the actors were doing
during the intervals ; and if the actors have nothing to do, pray
what does the audience stay for? 'tis very odd to expect the
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Unity of Place was generally held to follow as
a corollary from Unity of Time.! Corneille, the
first French poet who rigorously observes the rule,
admits that he finds no such precept in Aristotle.?
In defending it he is driven to desperate shifts,
which end in a kind of compromise. He points
out that the moderns are met by a difficulty the
ancients did not encounter. The Greeks could
make their kings meet and speak in public. In
France such a familiarity was impossible; royal
personages could not be brought forth from the
seclusion of their chambers; nor could private
confidences be exchanged anywhere but in the
private apartments of the several characters. He
would, therefore, admit some extension of the rule.
He would allow a change of scene, provided that

sequel of an action, when the actors have nothing more to do, and
to be interested in a thing, which the actors are so little concerned
in, that they may go to sleep’ It is needless to say, there is not a
trace of all this in Aristotle,

1 Voltaire derives it from Unity of Action on the strangely
illogical ground that ¢ no one action can go on in several places at
once! But surely a single action can go on in several places
successively.

2 Others who had never read the Poetics were not slow to
assert that all the Unities are there enjoined. Frederick the
Great (on German Literature) ridicules the plays of Shakespeare as
ridiculous farces, worthy of the savages of Canada; they offend
against all the rules of the stage. ¢For these rules are not
arbitrary ; you will find them in the Poetics of Aristotle, where
Unity of Place, Unity of Time, and Unity of Interest are pre-
scribed as the only means of making tragedy interesting.’
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the action represented took place within a single
town, and that the scene was not shifted in the
same act. Again,the place (an abstract lieu thédtral)
must be alluded to only under its general name—
Paris, Rome, or the like—and the stage decoration
must remain unaltered so far as this local area is
concerned.!

Such were the anxious and minute contrivances
which a great poet devised to enable the imagination
to do its proper work. The principle, as Batteux
carefully explained, was that if the scene of the
action is changed while the spectator remains in
one place, he will be reminded that he is assisting
at an unreal performance; the imitation will be so
far defective.

Far better—we feel—in the interests of the
dramatic art was the practice of the Shakespearian
theatre,—the bare stage without movable scenery,
and the frank surrender of all attempt to cheat the
senses. The poet simply invoked the aid of the
imagination to carry his hearers through space and
time ; to

‘digest
The abuse of distance, . . .
‘ jumping o’er times,
Turning the accomplishment of many years
Into an hour-glass’

1 Dryden, Essay of Dramatic Poesy, speaks of the ‘regular
French play’ in which ¢the street, the window, the houses and
the closet, are made to walk about, and the persons to stand still.’
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The problem of the ¢ Unities’ cannot, indeed,
have presented itself to Aristotle in its modern
lights. But even if he had known what was to be
written on the subject, he would, doubtless, have
taken his stand no less decisively on the funda-
mental Unity of Action, and refrained from laying
down any binding rules for change of scene or lapse
of time. If Unity of Action is preserved, the
other Unities will take care of themselves. Unity
of Action is indeed in danger of being impaired by
marked discontinuity of place or time. There are
Spanish dramas in which the hero is born in Act i.,
and appears again on the scene as an old man at
the close of the play. The missing spaces are
almost of necessity filled in by the undramatic
expedient of mnarrating what has occurred in the
intervals. Yet even here all depends on the art
of the dramatist. Years may elapse between
successive acts without the unity being destroyed,
as we see from The Wainter's Tale.

After all, the drama is not possible without a
certain idealisation of place and time. If the poet
has once succeeded in transporting us to a far-off
land and a distant age—to ancient Rome or Athens
—we are not inclined to quarrel with him as to the
number of hours or days over which the dramatic
action extends. We do not ask at the end of each
act, what the hour is by poet’s time; and, should
we seek to discover it from indications in the play,
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our curiosity will for the most part be baffled.
There is no calendar for such a reckoning, no table
of equivalent hours in the real and the ideal world.
It is part of the poet’s art to make us forget all
time ; and, if in his company we lose count of
months and years, we do not cry out against the
impossibility. For, on the one hand, the imagina-
tion is not to be cheated by puerile devices into
the belief that its world is the world of reality :
on the other, we can hardly place any limit on the
demands to which it will respond, if only these
demands are made by one who knows how. Shake-
speare deals freely, and as he will, with place and
time ; yet he is generally nearer to the doctrine of
the Poetics than those who fancied they wrote in
strict accordance with the rules of that treatise.
French poets and writers on aesthetics did not
derive their dramatic rules directly from the Greek
models on which the Poetics of Aristotle is based.
The genius of Rome was more congenial to them
than that of Greece. Seneca, rather than Aeschylus
or Sophocles, was the teacher of Corneille and Racine,
and even Molieére’s comedy was powerfully affected
by Plautus and Terence. The French, having learnt
their three Unities from Roman writers, then sought
to discover for them Aristotelian authority. They
committed a further and graver error. Instead of
resting the minor Unities of Time and Place on
Unity of Action, they subordinated Unity of Action
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to the observance of the other rules. The result
not unfrequently was to compress into a space of
twelve or twenty-four hours a crowded sequence of
incidents and a series of mental conflicts which
needed a fuller development. The natural course
of the action was cut short, and the inner con-
sistency of character violated. A similar result
followed from the scrupulous precautions taken
to avoid a change of scene. The characters, in-
stead of finding their way to the place where
dramatic motives would have taken them, were
compelled to go clsewhere, lest they should violate
the Unities. The external rule was thus observed,
but at the cost of that inward logic of character
and events which is prescribed by the Poetucs.
The failures and successes of the modern stage alike
prove the truth of the Aristotelian principle, that
Unity of Action is the higher and controlling law
of the drama. The Unities of Time and Place, so
far as they can claim any artistic importance, are
of secondary and purely derivative value.



CHAPTER VIII
THE IDEAL TRAGIC HERO

WitH the exception of the definition of tragedy
itself, probably no passage in the Poetics has given
rise to so much criticism as the description of the
ideal tragic hero in ch. xiii. The qualities requisite
to such a character are here deduced from the
primary fact that the function of tragedy is to
produce the katharsis of pity and fear; pity being
felt for a person who, if not wholly innocent,
meets with suffering beyond his deserts; fear
being awakened when the sufferer is a man of like
nature with ourselves.! Tragic character must be
exhibited through the medium of a plot which has
the capacity of giving full satisfaction to these
emotions, Certain types, therefore, of character
and certain forms of catastrophe are at once
excluded, as failing either in whole or in part to
produce the tragic effect.

In the first place, the spectacle of a man

1 See pp. 260 ff.
302
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eminently good ' undergoing the change from pros-
perous to adverse fortune awakens neither pity nor
fear. It shocks or repels us (uapdv éorww). Next,
and utterly devoid of tragic quality, is the repre-
sentation of the bad man who experiences the
contrary change from distress to prosperity. Pity
and fear are here alike wanting. Even the sense

of justice (ro ¢irdvfpwmor)® is unsatisfied. The
impression left by such a spectacle is, indeed, the

1 The émreeixris of Poet. xiii. 2 is from the context to be identified
with 6 dpery Siadpépwy kai Sikatoovvy of § 3.

2 Vahlen here (ch. xiii. 2) takes 70 ¢ptAdvBpwmov in its ordinary
sense, as human sympathy with suffering, even if the suffering be
deserved and the sympathy, therefore, fall short of éAleos. But the
comparison of ch. xviii. 6 suggests a more special meaning. The
outwitting of the clever rogue and the defeat of the brave villain
are there given as instances of 70 ¢AdvBpwmov. It appears to
denote that which gratifies the moral sense, which produces a
feeling of satisfied justice. So it is taken by Zeller, Susemikl and
others. Properly it is a sympathetic human feeling; and this
may be evoked either by the sight of suffering (merited or un-
merited), or by the punishment of the evil-doer. In Rket. ii. 9.
1386 b 26 sympathy with unmerited suffering—namely, éAeos—
has as its other side the sense of satisfaction over merited mis-
fortune—what is here called 70 pAdvOpwmov. 6 pév yap Avmrod-
pevos émi Tols dvafiws kakomwpayovow yobiceral 7) Avros éoTar
éxrl 7ols évavriws Kakomwpayobaiw - olov Tovs warpalolas kal
poddvors, Srav Tixwoe Tiyuwplas, ovdels dv Avmnbein xpnords-
8¢l yap xaipew émwi rols Towovrors. Dr. Lock has given me an
interesting illustration of ¢iAdvBpwmov in the meaning here
assigned to it from the Book of Wisdom i. 6, ¢iAavBpwmov yap
wvedpa codia xal otk dBwdoe TOV BAdopnuov.

With ¢iAdvfpwmrov, ‘eatisfying to human feeling,’ may be com-
pared the later use of the word (common eg. in Plutarch), of
¢ pleasing,’ ¢ gratifying,’ in a more general way.
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exact opposite of é&ieos, ‘pity’;)it is that which
the Greeks denoted by véueows, the righteous anger
or moral indignation excited by undeserved good
fortune.! Again, there is the overthrow of the
utter villain (6 o¢sdpa movnpés),—a catastrophe
that satisfies the moral sense, but is lacking in the
higher and distinctively tragic qualities. Lastly,
Aristotle mentions the case which in his view
answers all the requirements of art. (It is that of
a man who morally stands midway between the
two extremes. He is not eminently good or just,
though he leans to the side of goodness.”> He is
involved in misfortune, not, however, as the result
of deliberate vice, but through some great flaw of
character or fatal error in conduct.® He is, more-
over, illustrious in rank and fortune; the chief
motive, no doubt, for this requirement being that
the signal nature of the catastrophe may be more
strikingly exhibited. .

Another possible case remains, though it is not
among those here enumerated. The good man
may be represented as passing from adversity to

prosperity. On Aristotle’s principles this would

1 Rhet. ii. 9. 1386 b 9, dvriketrar 8¢ T¢ éAeciv pdAwra piv &
xalobor vepeordv. 1@ yap Avweiolar éml Tals dvafias xaxo-
mwpayliats dvrikeipevdy éore Tpémov Tva Kai dwd Tov avrov Rbovs
10 AvrreioBa énml rals dvafiaws evmpayiass.

2 Poet. xiii. 4, BeAriovos paAAov 1} xelpovos.

8 Poet. xiil. 3, wijre 8id kaxiav xal poxOnpiav perafdrlwy els
v Svorvyiav dAAG 80 dpapriav Twd,  xiii. 4, uy 8i& poxOnplav
dAAa 80 apapriav peydAnv.
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"

fail to produce the proper tragic effect; for, though
in the course of the action we may be profoundly
moved by the spectacle of threatened ruin, the
total impression is alien to tragedy. The ¢ happy
ending,’” frequent as it is in Greek and in all
dramatic literature, comes under the same general
censure as attaches to a plot with a double thread
of interest and a double catastrophe,—prosperity
for the good, misfortune for the bad.! Aristotle
observes that ‘owing to the weakness of the
audience’ a play so constructed gencrally passes
as the best.? The effect is that of 7o ¢rdvOpwmor

L Poet. xiii. 7, 8evrépa & 3) wpdTy Aeyopévy Imo Twav éoTw
[otYoracis] 1) SurAijv Te T)v cgloTacw éxovoa, kdbamrep %) "O8vo-
oea, kai Tedevtoora €6 évavtius Tois Beltioot xal yeipoow.

2 Poet. xiii. 7, Sokei 8¢ elvar mpuiTy S Ty TOV Bedrpwy doBé-
vetav. Cf. Twining ii. 116, ‘Chaucer’s monk had the true Aristotelic
idea of Tragedy :—

Tragedie is to sayn a certain storie,
As olde books maken us memorie,
Of him that stood in great prosperitee,
And is yfallen out of high degree
In to miserie, and endeth wretchedly.
But the knight and the host were among the fearai dofeveis :
Ho! quod the knight, good sire, no more of this :
That ye have said is right ynough ywis,
And mochel more ; for litel heviness
Is right enough to mochel folk, I gesse.
I say for me, it is a gret disese,
Wher as men have ben in gret welth and ese,
To heren of hir soden fall, alas !
And the contrary is joye and gret solas,
As when a man has ben in poure estat,
And climbeth up, and wexeth fortunat,
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above mentioned : reward and punishment are in
exact correspondence with desert. He himself

And ther abideth in prosperitee ;
Swiche thing is gladsom, as it thinketh me,
And of swiche thing were goodly for to telle’

The Aristotelian view is maintained in Spectator No. 40, Tatler
No. 82. On the other hand cf. Dryden, Dedication of the Spanish
Friar: It is not so trivial an undertaking to make a tragedy end
happily ; for ’tis more difficult to save than ’tis to kill. The
dagger and the cup of poison are always in readiness; but to
bring the action to the last extremity, and then by probable means
to recover all, will require the art and judgment of a writer and
cost him many a pang in the performance.’

Dr. Johnson gives expression to the extreme view of ¢ poetical
justice’ in his criticism of King Lear (vol. ii. 164-5). ¢Shak-
speare has suffered the virtue of Cordelia to perish in a just cause,
contrary to the natural idea of justice, to the hope of the reader,
and what is yet more strange, to the faith of chronicles. Yet this
conduct is justified by the Spectator, who blames Tate for giving
Cordelia success and happiness in his alteration, and declares that,
in his opinion, the tragedy has lost half its beauty. Dennis has
remarked, whether justly or not, that to secure the favourable
reception of Cato, the town was poisoned with much false and
abominable criticism, and that endeavours had been used to discredit
and decry poetical justice. A play in which the wicked prosper,
and the virtuous miscarry, may doubtless be good, because it is
a just representation of the events of human life: but since all
reasonable beings naturally love justice, I cannot easily be per-
suaded, that the observation of justice makes a play worse ; or that
if other excellences are equal, the audience will not always rise
the better pleased for the triumph of persecuted virtue. In the
present case the public has decided. Cordelia from the time of
Tate has always retired with victory and felicity. And if my
sensations could add anything to the general suffrage, I might relate,
I was many years ago so shocked by Cordelia’s death, that I know
not whether I ever endured again to read the last scenes of the
play till I undertook to revise them as an editor.’
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Bgisz}{s, with equal learning and literary skill,
maintained that katharsis here is a medical meta-
phor,* ¢ Pprgatign,’ and denotes a pathological effect
on the soul analogous to the effect of medicine on
the body. The thought, as he interpreted it, may
be expressed thus. Tragedy excites the emotions
of pity and fear—kindred emotions that are in the
breasts of all men—and by the act of excitation
affords a pleasurable relief. The feelings called
forth by the tragic spectacle are not indeed per-
manently removed, but are quieted for the time, so
that the system can fall back upon its normal
course. The stage, in fact, provides a harmless
and pleasurable outlet for instincts which demand
satisfaction, and which can be indulged here more
fearlessly than in real life.

Plato, it must be remembered, in his attack
upon the drama had said that ‘ the natural hunger
after sorrow and weeping’ which is kept under

’

reprinted in Verhandlungen der zehnten Versammlung dewtscher
Philologen in Basel (pp. 131-141).

1 The three chief meanings of the word, (1) the medical, (2)
the religious or liturgical, ¢lustratio’ or ‘expiatio, and (3) the
moral, ‘ purificatio,’ are sometimes difficult to keep apart. In Platc
Soph. 230 ¢ the medical metaphor is prominent.  Refutation
(éxeyxos) is a mode of xdfapois. Before knowledge can be im-
parted internal obstacles must be removed (t& éumodifovra éx-
BaXetv). In Crat. 405 4 doctors and soothsayers both use bl
xdBapais kail oi xabappoi. In Phaedo €9¢C the medical sense of
xdBapais shades off into the religious, the transition being effected
by the mention of xafappds. In Timaeuns 89 B—C the appa-
kevriky kdBapas is discussed.
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control in our own calamities, is satisfied and
delighted by the poets.! *Poetry feeds and waters
the passions instead of starving them.’? Through
its tearful moods it enfeebles the mauly temper;
it makes anarchy in the soul by exalting the_lower
elements over the higher, and by dethroning reason
in favour of feeling. Aristotle held that it is not
desirable to kill or to starve the emotional part
of the soul, and that the regulated indulgence of
the feelings serves to maintain the balance of our
nature. Tragedy, he would say, is a vent for the
particular emotions of pity and fear. In the first
‘instance, 1t 1s true, its effect is not to tranquillise
but to excite. It excites emotion, however, only
to allay it. Pity and fear, artificially stirred, expel
the latent pity and fear which we bring with us
from real life, or at least, such elements in them as
are disquieting. In the pleasurable calm which
follows when the passion is spent, an emotional
cure has been wrought.?

1 Rep. x. 6064, 70 Pip karexduevov 7éTe év Tais olkeiats
fvpdopais xal memewnkds Tov Sakproal Te kai dmrodipacbar
ikavds kai dmomAnobijvay, iloer v TowbTov olov ToVTWV
emiBupely, 16T éoTi TOUTO TO VMO TOV momThV miumAduevoy
kal xaipor. Cf 606B, Aoyifeobar ydp, oluai, dAiyors Twi

’ o b ’ k] s bl ~ 3 ’ b N » -
pETETTLWY, OTL dTrodavew dvdykn dmd T@v dAdoTpiwv els T oikeia.

’ N > 3 ’ » h Y > Y » ¢ s > ~
Opéfavra yap év éxelvows loxupov 1O €Aecvorv ov pudiov év Tols
adTod wdbeor kaTéyew.

2 Rep. x. 608 D, Tpéder yip Tavra dpSovaa, Séov alyeiv.

3 Zeller (Phil. der Gr.) thinks it unimportant whether the
medical or the religious use of the katharsis is primarily intended,
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It is worth noting, as has been pointed out by
Bernays, and before him by Twining, that Milton
had already apprehended something of the true
import of Aristotle’s words. In adopting the
pathological theory of the effect of tragedy he
was, as has been more recently shown, following
in the wake of Italian criticism.! In his preface
to Samson Agonistes he writes :

‘Tragedy, as it was anciently composed, hath
been ever held the gravest, moralest, and most
profitable of all other poems; therefore said by
Aristotle to be of power, by raising pity and fear,
or terrour, to purge the mind of those and such-
like passions; that is to temper or reduce them
to just measure with a kind of delight stirred up
by reading or sceing those passions well imitated.
as in cither case the word bears a senmse far removed from the
original metaphor. But the distinctive method of relief is different
in the two cases. The medical katharsis implies relief following
upon previous excitation. There is first a Tapax? or klivnos, then
kdlapaws or ékxpuwres. This is of vital moment for the argument.
If we lose sight of the metaphor, the significance of the process
is missed.

1 Mr. Spingarn in his interesting volume already mentioned,
Literary Criticism in the Renaissunce (New York, 1899), quotes from
Minturno, I’ Arte Poetica, p. 77 (Venice, 1564), the following
passage : ‘As a physician eradicates, by means of poisonous
medicine, the perfervid poison of disease which affects the body,
so tragedy purges the mind of its impetuous perturbations by the
force of these emotions beautifully expressed in verse.” See also
an article by Professor Bywater in Journal of Philology, xxvil. b4

(1900), with quotations from Scaino’s Italian paraphrase of Aristotle’s
Politics (Rome, 1578).
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Nor is Nature herself wanting in her own effects
to make good his assertion, for so, in physick,
things of melancholick hue and quality are used
against melancholy, sour against sour, salt to
remove salt humours.” In other words tragedy
is a form of homoeopathic treatment, curing
‘emotion by means of an emotion like in kind,
but not identical.’

Aristotle, it would seem, was led to this re-
markable theory by observing the effect of certain
melodies upon a form of religious ecstasy, or, as the
Greeks said, ¢enthusiasm,” such as is rarely seen
in this country, and whose proper home is in the
East. The persons subject to such transports were
regarded as men possessed by a god, and were taken
under the care of the priesthood. The treatment
prescribed for them was so far homoeopathic in
character, that it consisted in applying movement
to cure movement, in soothing the internal trouble
of the mind by a wild and restless music. The
passage in the Politics® in which Aristotle de-

1 Cf. the closing lines of Samson dgonistes:
His servants he, with new acquist
Of true experience, from this great event
With peace and consolation hath dismissed,
And calm of mind, all passion spent.

2 Pol. v. (viii) 7. 1341 b 32—1342 a 15. For évfovota-
ouds as a morbid state to be cured by music see Aristides Quin-
tilianus (circa 100 A.D.) wepl povoikys ii. p. 157, quoted and
explained in Doring p. 332, ef. p. 261. There the healing process
is denoted by karaoTéAleolOai, dmoupeditrerBai, ékxabaipeobar.
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scribes the operation of these tumultuous melodies
is the key to the meaning of katharsis in the
Poetics.  Such music is expressly distinguished
by Aristotle from the music which has a moral
effect or educational value (7waiSelas &evev). It
differs, again, from those forms of music whose
end is either relaxation (wpés dwdmavow) or the
higher aesthetic enjoyment (mpos Saywrydv).! Its
object is katharsis. It is a physical stimulus
which provides an outlet for religious fervour.
Patients, who have been subjected to this
process, ‘fall back,” to quote Aristotle’s phrase,
“into their normal state, as if they had under-
gone a medical or purgative treatment.”? The
emotional result is a ‘ harmless joy.”®

The music employed is called a puipnais Tis (ie. of the enthusiasm),
which shows that the musical xdfapots is a kind of homoeopathic
cure.

1 Susemihl (Pol, Susemihl and Hicks pp. 638 ff.) maintains
that kdBapuis is not a distinet end of music, but a means either to
Swwywyr) or dvdmavos, and would alter the text of 1341 L 40
accordingly. I hold with Zeller (Phil. der Gr.) that a comparison of
the two passages Pol. v, (viii.) 5. 1339 b 11, and 7. 1341 b 36 leads
to the conclusion that Aristotle recognises four different uses of music,

2 Pol. v. (viii) 7. 1342 a 10, xabwwrapévovs domwep larpelas
TuxdvTas xai xaOdpoews. The domep marks the intreduction of
the metaphor : larpeia is explained by the more specific term
xdBapais. kabBioracBai is aleo a verb. prop. in medicine, either of
the patient relapsing into hLis natural state or of the disease settling
down (cf. Diring p. 328). In the same passage of the Politics
1342 a 14 the medical mietaphor is kept up in xovgpiferfur
(‘obtain relief’) ne@’ %ovijs.

8 Pol. v. (viii) 7. 1342 a 15, dpolws & kal To péAry Ta
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The homoeopathic cure of morbid ‘ enthusiasm’
by means of music, was, it may be incidentally
observed, known also to Plato.! In a passage of
the Laws,” where he is laying down rules for the
management of infants, his advice is that infants
should be kept in perpetual motion, and live as if
they were always tossing at sea. He proceeds to
compare the principle on which religious cestasy
is cured by a strain of impassioned music with the
method of nurses, who lull their babies to sleep
not by silence but by singing, not by holding them
quiet but by rocking them in their arms. Fear,
he thinks, is in each case the emotion that has to
- be subdued,—a fear caused by something that has
gone wrong within. In each case the method of
cure is the same; an external agitation (xirnocs)
i1s employed to calm and counteract an internal.
xabaprkd mwapéxer xapav dBAaB3 Tois dvBpdmors. Susemihl
here accepts Sauppe’s emendation wpaxrika for xablluprika (see note
ad loc.). But the text may well stand if we regard 1342 a 11-15
(tat¥rd &% TovTo . . . KouppilecBar me® Sovijs) us parenthetic, and
as alluding not to the musical xdBapos but to the xdBapos of éXeos
and ¢éBos in tragedy. Then the words dpoiws 8 kal ra péAn Ta
xaf. mark the return to the musical xdfapois. (Newman, Pol.
vol. iii. 567, retains kafaprikd, making the sense, ‘cathartic
melodies as distinguished from the sacred melodies.”) For the phrase
df3AafBs 78ovij see supra, p. 205, and Nic. Eth. vii. 14. 1154 b 4.

1 In Rep. viii. 560 D certain religious rites (probably musical)
produce an effect on the soul analogous to that of kathartic
medicine on the body: todrwr 8¢ yé mov kevdoavrtes kai
xabijpavres THy TOl KaTexomévov Te U alréy Kai Telovuévov
Yuxv peydrows Téleat k.T. A,

2 Laws vil. 790-1.
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But Plato recognised the principle only as it
applied to music and the useful art of nursing.
Aristotle, with his generalising faculty and his
love of discovering unity in different domains of
life, extended the principle to tragedy and hints
at even a wider application of it. In the Politics,
after explaining the action of the musical katharsss,
he adds that ¢ those who are liable to pity and fear,
and, in general, persons of emotional temperament
pass through a like experience; . . . they all
undergo a Aatharsis of some kind and feel a
pleasurable relief.”?

The whole passage of the Politics here referred
to is introduced by certain important prefatory
words: ¢ What we mean by katharsis we will now
state in general terms (dmAds) ; hereafter we will
explain it more clearly (époduer cagpéarepor) in our
treatise on Poetry.”? But in the Poetics, as we
have it, the much desired explanation is wanting :

1 Pol. v. (viih) 7. 1342 a 11, 7altd &) TolTo dvayxaiov
wdoxew Kal Tovs éAejumovas xai Tovs ¢ofnTirovs kal Tovs SAws
mabyricods, . . . xal wdoe yiyveobal Tva xdbapow kal xoveile-
afac ped’ H8ovijs. Here Twa xdfapow implies that the katharsis
in all cases is not precisely of the same kind. Hence we see
the force of the article in the definition of tragedy, v Tov
TowlTwy wabyudrev xdBapoww, the specific katharsis, that which
is appropriate to these emotions. Nothing but a very dubious
interpretation of Poetics xxvi. 7 supports the assumption of many
commnentators that epic poetry excites precisely the same emotions
as tragedy.

3 Pol. v. (viil.) 7. 1341 b 39.
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‘there appears to be a gap in the text at this most
. critical point. We are therefore driven back upon
the Politics itself as our primary authority. The
tone of the passage and particular expressions show
“two things plainly—first, that there the term is
consciously metaphorical ; secondly, that though its
technical use in medicine was familiar, the meta-
phorical application of it was novel and needed
elucidation. Moreover, in the words last quoted,
—*all undergo a katharsis of some kind,’—it is
pretty plainly implied that the katharsis of pity
and fear in tragedy is analogous to, but not identical
with, the katharsis of ¢ enthusiasm.’

Now, Bernays transferred the katharsis of the
~ Politics almost without modification of meaning to
:t{; definition of tragedy. He limited its reference
‘to the simple idea of an emotional relief, a pleasur-
Yable vent for overcharged fecling.' This idea, no

doubt, almost exhausts the meaning of the phrase
as it is used in the Politics. It also expresses, as

1 Keble’s theory of poetry—of the ¢ vis medica poeticae,’ as he
calls it—may well be compared. It is expounded in his Pruelec-
tiones Academicae, and also in a review of Lockhart's Life of Seott,
which has been republished in Keble’'s Occasivnal Papers and
Reviews. The most important pages of the review are quoted in
Prickard (Aristotle on the Art of Poetry), pp- 102 sqq. Dr. Lock
(Bioyraphy of Keble) sums up the theory thus : ¢ Poetry is essentially
for him a relief to the poet, a relief for overcharged emotion. It is
the ntterance of feelings which struggle for expression, but which
are too deep for perfect expression at all, much more for expression
in the language of daily life’ Ilaving pointed out that Keble's
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has been above explained, one important aspect of
the tragic katharsis. But the word, as taken up
by Aristotle into his terminology of art, has prob-
ably a further meaning. It expresses not only a
fact of psychology or of pathology, but a principle
of art. The original metaphor is in itself a guide
to the full agsthetic signiﬁf_:ix,_rfe of the term. {In
the medical language of the school of Hippocrates
it strictly denotes the removal of a painful or dis-
turbing element from the organism, and hence the
purifying of what remains, by the elimination of
alien matter.! Applying this to tragedy we observe

theory rests mainly on the Poetics he adds : ‘But Aristotle writet
as a critic and is thinking of the effect upon the readers ; Keble, as
a poet, dwells primarily on the effect upon the poet, and secondarily
on that upon the readers’

! xévwoss in the Hippoceratic writings denotes the entire remova.
of healthy but surplus humours (7Gv vikelwy 6Tav trepBdAdy 7o
wAnbe) ; xdbapoes the removal of 7a Avrolvra and the like,—* o’
qualitatively alien matter’ (tév dAAoTpiwv kara woudrnra, Galen)
Thus Galen xvi. 105, xévwois Stav dravTes of Xumol OpoTimws
kevovrat, xdbapois de Grav ol poxBypoi kara wodTyTa 1 xvi. 106,
éorre pév odw 1) kdbupais TOY AvmolvTov kaTd TOOTYTA KEVWOLS
cf. [Plat] "Opoc 415 b, xdBapois dwékpurts xepdvwy dmd BeA
Twvwy. Plato was familiar with this idea. In Soph. 226D
xaBuppuds is the proper name for ‘separation’ of a certain kind,—
Ti)s xaTalerolons pév 1O félTwov Swakpicews, TO 8¢ xeipor
drofBardorons.  Cf. Rep. viii. 567 ¢ (of tyrants who make a purg
of all the best elements in the state), kaAov ye, édy, xabapuor
Nai, v 8 éyd, 7dov évavriov i) ol latpol T4 cwpara: ol puév yap 7
xeipiarov dpatpoivres Aeimovoe 0 BélTirroy, & 8 Tovvartiov.

xabBaipeey admits of a double construction. It takes—

(i) An accusative of the disturbing element which is expellec

or purged awuay: eg. TO wepitTwpa, T Avmolvra, TC
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that the feelings of pity and fear in real life contain
a morbid and disturbing element. In the process
of tragic excitation they find relief, and the morbid
" element is thrown off. As the tragic action pro-
gresses, when the tumult of the mind, first roused,
has afterwards subsided, the lower forms of emotion
are found to have been transmuted into higher and
.more refined forms. The painful element in the
‘pity and fear of reality is purged away; the
emotions themselves are purged. The curative
and tranquillising influence that tragedy exercises
follows as an immediate accompaniment of the
transformation of feeling. Tragedy, then, does

@AAd7pia. The idea here uppermost is the negative one
of removing a foreign substance.

(ii.) An accusative of the object which is purged by this process
of removal : e.g. Tov dvfpwmov, TO oGua, TV Yuxidy, Ta
wafjpara. The idea here uppermost is the positive one
of purifying and clarifying the organism, organ, or portion
of the system from which the morbid matter is expelled.

Corresponding to this two-fold use of the accusative with the

verb we have a twofold use of the genitive with the noun
kdBapois —

(L) xdBapois TGy AvrodvTwy, Tod TepLTTGMATOS, TOGY AAAoTplwy
and the like. To this class belongs the expression in Plato
Phaedo 69 ¢, xdbapois TGV TowbTwy wdvTwv (se. ToHV
78ovav), ¢ the purging away of these pleasures,’ the pleasures
being regarded as not merely containing a morbid element,
but as being in themselves morbid; cf. Plut. De Inim.
Util. 10. 91 7, 70v wafiv TodTwyv mowovuevos els Tovs
éxbOpovs dmroxabdpaers, ‘expending (or discharging) these
feelings upon his enemies’ (in order to rid himself from
them).

(ii.) xdBapois (‘purgation of’) Tov dvfpdmwov, Tol oduatos, TGV
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more than effect the homoeopathic cure of certain
passions. Its function on this view is not merely
to provide an outlet for pity and fear, but to pro-
vide for them a distinctively aesthetic satisfaction,’

to purify and clarify them by passing them through
the medium of art.

But-what is the nature of this clarifying process ?
Here we have no direct reply from Aristotle. He
has, however, left us some few hints, some materials,
out of which we may perhaps reconstruct the out-
lines of his thought.

The idea of katharsis implies, as we have seen,
the expulsion of a painful and disquieting element,
—7a Avmodtvra. Now pity and fear in their relation
to real life are by Aristotle reckoned among 7a
avmobvra.  Each of them 1is, according to the

rafyudrwy, where the genitive expresses the person or
thing on which the xdfapos takes effect.

In the definition of tragedy the genitive seems to fall under (ii.).
The kdfapois 7oV TowiTwy Tabyudrwy is ¢ the purgation or purifi-
cation of the pity and fear’ of real life by the expulsion of the
morbid element. This element is—it is argued above—a certair
pain or Admy, which again arises from the selfishness which clingt
to these emotions in actual life.

The interpretation of Bernays, ¢ the alleviating discharge of these
emotions,” implies that the genitive falls under (i.). According tc
this interpretation the cure is effected by the total expulsion of the
emotions, instead of by their clarification.

The double meaning of the accusative with kafaipew is already
foreshadowed in Homer, who employs a double accusative, of the
thing and of the person : Iliad xvi. 667—

el & dye viv, Ppide Poifle, kedawedes alpa xabnpov
éAOov éx Beléwv Sapmrndéva.
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definition in the RhAetoric, a form of pain (Amy 7).
Fear Aristotle defines to be ‘a species of pain or

-disturbance arising from an impression of impending
“evil which is destructive or painful in its nature.’?

Moreover, the evil is near not remote, and the

_persons threatened are ourselves. Similarly, pity

18 ‘a sort of pain at an evident evil of a destructive
or painful kind in the case of somebody who does
not deserve it, the evil being one which we might
expect to happen to oursclves or to some of our
friends, and this at a time when it is seen to
be near at hand.”®* Pity, however, turns into
fear where the object is so nearly related to
us that the suffering seems to be our own.?
Thus pity and fear in Aristotle are strictly
correlated feelings. We pity others where under
like circumstances we should fear for ourselves.*

1 Welldon’s Trans. of Rhet. ii. 5. 1382 a 21, éorw 87 ¢$dfos
Admy Tis 1) Tapaxn ék ¢avracias méAAovros xakov Pbaprikod
% Avmrnpod.

2 Tb. il 8. 1385 b 13, &rrw 37) édeos AUmy Tis éml pavouéve
xakg ¢plapricg xai Avrnpy Tov dvafiov Tuyxdrew, 8 kdv adris
wpoadoknaeiey v mabeiv ) TGV aliTod Twvd, kai TobTo STav wAnaiov
¢alvyrar  Cf. 1386 a 28, émei 8’ éyyls pawdueva Ta mdby éAeevd
éoTv, Td B¢ puplooTdy ETos yevbupeva 1) éodueva obre éAmifovTes
ovTe peuvnuévor 7 SAws ovk éleotaiy 7) ovx Suoiws, KT.A.  Stress
is laid on the object of pity being dvdfios, eg. in 1386 b 5-16,
Poet. xiii. 2 (infra, p. 259, note).

3 Ib. ii. 8. 1386 a 17, éheovor 8¢ Tovs Te yvwpipovs, dv uy
opbdpa éyyis doww olkedTyTe: Tepl 8¢ ToUToUS doTep Tepi avTOLS
péA dovTas éxovay.

4 Ib. ii. 8. 1386 a 27, Joa ép avrdv Ppofovvrat, TavTa én
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Those who are incapable of fear are incapable also
of pity.!

Thus in psychological analysis fear is the primary
emotion from which pity derives its meaning. Its
basis is a self-regarding instinct; it springs from
the feeling that a similar suffering may happen to
ourselves. It has in it a latent and potential fear.
But it is a wrong inference to say, as Lessing
does,” that fear is always an ingredient in pity,—
that we fear for ourselves whenever we feel pity
for another. The Aristotelian idea simply is
that we would fear for ourselves if we were
in the position of him who is the object of
our pity. The possible fear may never become
actual, but the strength of the pity is not thereby
impaired. Still the tacit reference to self makes
pity, as generally described in the [Rhetoric,
sensibly different from the pure instinet of
compassion, the unselfish sympathy with others’

AAAwv yiyvipeva édeotow. ii. 5. 1382 b 26, bs & dwAds elweiv,
Pofepd éoTwv Soa éP érépwv yiyvdpeva 1) péAdovra éAeevd
f’a‘fll’.

1 Rhet. ii. 8. 1385 b 19, 8d olre oi mavrelds dmoAwAdTes
éXeodav: oUd&v vyap dv érc mabeiv oiovrai, wemévbaoe ydp:
ol're oi vmepevdaipoveiv oldpevor, dAXN VBpifovow. Cf il 5.
1383 a 9.

2 Lessing, Hamb. Dram. Trans. (Bohn) pp. 409, 415, 436. The
view that the mention of fear in the definition is superfluous, fear
being implicit in pity, is strangely inconsistent with the position
he takes up against Corneille, that pity and fear are the tragic
emotions, pity alone being insufficient.
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distress, which most modern writers understand by
pity.!

The conditions of dramatic representation, and
above all the combined appeal which tragedy
makes to both feelings, will considerably modify
the emotions as they are known in actual reality.
Pity in itself undergoes no essential change. It
has still for its object the misfortunes of ‘one
who is undeserving’ (¢ dvdfios); which phrase, as
interpreted by Aristotle (Poet. ch. xiii.), means
not a wholly innocent sufferer, but rather a man
who meets with sufferings beyond his deserts.
The emotion of fear is profoundly altered when it
18 transferred from the real to the imaginative
world. It is no longer the direct apprehension of
misfortune impending over our own life. It is
not caused by the actual approach of danger. It

1 Cf. Mendelssohn, ¢Pity is a complex emotion composed
of love for an object and displeasure caused by its misery.
Schopenhauer held pity to be at the root of all true morality.
Aristotle himself in the Rhetoric marks a distinction between the
disinterested and generous éAeos of the young and the self-
regarding éAeos of the old: ii. 12. 1389 b 8, the young are
éXenTikol Sua TS wdvras xpnoTovs kal Ledriovs t'nroz\apﬁufvuv

. . Oore dvdfia 1raa'xel.v v7roz\.a/.t.,3uvovaw adrovs. ii. 13.
1390 a 19, e)\en'rmo:. 8¢ xai of yépovrés elowy, dAXN oV 8ia TavTd
Tols véoitst ol pév yap e PplavBpwrmiav, ol 8¢ &' dobéverav-
wdvra yap olovrar éyyls elvac avrois mabeiv. For a similar dis-
interested compassion compare the striking lines of FEuripides,
Electra 294—-5"—

éveore 8 olkTos dpablig pév ovdapod
gogoiae & dvdpir.
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is the sympathetic shudder we feel for a hero whose
character in its essentials resembles our own.!

1 Poet. xiii. 2, . . . oUre éAeov olire PpSBov, 6 uév yop mwepi TV
dvdfidy éoTw SvoTuxovvra, 6 8¢ wepl TOV Gpotov, éleos pév mepl
Tov dvdfwov, Ppofos 8¢ mwepl TOv Suowov. I now take this passage
in its obvious grammatical sense, ‘we feel pity for Tov dvdfeov
(cf. quotations from Rhetortc, p. 2566 note 2); we feel fear for 7ov
Suocov.” At different moments of a play pity or fear will be upper-
most according as the course of the action brings home to us more
vividly the undeserved nature of the suffering or the moral
resemblance between ourselves and the hero.

Thus the ¢6Bos of tragedy is not, like the $6B0s of the Rhetoric
and of real life, a fear for ourselves. But the fact that fear is
inspired by the sufferings of ¢ Juotos indicates that even tragic fear
is in the last analysis traced back psychologically to a self-regarding
instinct. The awakening of fear as distiuct from mere pity depends
,on the close identification of the hero and ourselves.

In Ed. 2 T inclined to the view that the ¢$3Bos of tragedy, like
the ¢3Qos of real life, is primarily fear for ourselves. On that
assumption mepd must bear a different sense in the two clauses: ‘we
feel pity for Tdv dvdfiov: we feel fear in connexion with Tov Spotov,’
ie. his sufferings awaken a fear for ourselves who share his humanity.
The change of meaning is undeniably harsh, though certain con-
siderations were offered which mitigate the difficulty.

Some distinguished scholars have explained the difference be-
tween tragic fear and pity otherwise. Tragic fear, they maintain,
is the fear felt for the hero while the misfortune is still impending ;
pity, on the other hand, is awakened by events in the present or
the past. The reasons against reducing the difference merely to
one of time are :—

(1) Fear in Aristotle is not distinguished from pity by a
reference to future time. In Rhet. ii. 5. 1382 b 26, quoted p. 256
note 4, péAdovra shows that we may pity a man for what is about
to happen. Cf. also Rhet. ii. 8. 1386 a 34, 7 os péAdov 1) os
yeyovds.

(2) If pity and fear in tragedy are only two sides of the same
feeling, why distinguish them as sharply as is done in Poet. xi. 4
(% éxeov 3 PpoBov) : xiv. 3 (woia odv Sewa 7) woia oikTpd paiverar;)?
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The tragic sufferer is a man like ourselves
(Buocos) ;' and on this inner likeness the effect of
tragedy, as described in the Poetics, mainly hinges.
Without it our complete sympathy would not be
enlisted. The resemblance on which Aristotle insists
is one of moral character. His hero (Poet. ch. xiii) is
not a man of flawless perfection, nor yet one of con-
summate villainy ; by which we must not understand
that he has merely average or mediocre qualities.
He rises, indeed, above the common level in moral
elevation and dignity, but he is not free from
frailties and imperfections.” His must be a rich
and full humanity, composed of elements’ which.
other men possess, but blended more harmoniously
or of more potent quality. So much human
nature must there be in him that we are able in

And why again insist, as Aristotle does, on the combined effect?
In any play with a tragic ending, in which the incidents work up
towards a catastrophe, pity at the event implies, on this theory, a
preceding fear : the separate mention of fear might be dispensed with.

(3) Pity, says Aristotle, is mept TOv dvdfiov, fear mepl TOV
Spowov. But why should the mere distinction of time make a
distinction of character necessary? Why, that is, must the hero
be dvdfios if we are to feel for him in present misfortune, but
Spocos if we are to feel for him under impending calamity ?

1 In Poet. xiii. 2 (see last note) $6Bos is mepl TOv duotov, while
édeos is wepl TOv dvdfior. In Rhet. ii. 8. 1386 a 24, Tovs 6polovs
éleovowr kata nAwiav, katd 170y, katd ées, kare dfidpara, kata
yévn, the reason being added that such similarity of conditions
suggests fear for ourselves. It may be noted that the ‘likeness’ of
the Rhetoric includes various external forms of resemblance which
are outside the scope of Poet. xiii.

2 See infra, ch. viii.
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some sense to identify ourselves with him, to make
his misfortunes our own. At the same time he is
raised above us in external dignity and station.
He is a prince or famous man who falls from a
height of greatness. Apart from the impressive
effect of the contrast so presented, there is a gain
in the hero being placed at an ideal distance from
the spectator. We are not confronted with out-
ward conditions of life too like our own. The
pressure of immediate reality is removed; we are
not painfully reminded of the cares of our own
material existence. We have here part of the
refining process which the tragic emotions under-
.go within the region of art. They are disengaged
frdm=the petty interests of self, and are on the
way to being universalised.

The tragic fear, though modified in passing
under the conditions of art, is not any languid
emotion. It differs, indeed, from the crushing
apprehension of personal disaster. In reading or
witnessing the Oedipus Tyrannus we are not
possessed with a fear that we may be placed in
circumstances similar to those of Oedipus, or be
overtaken by the same calamities.” Yet a thrill
runs through us, a shudder of horror or of vague

1 Corneille (Discours ii. De la Tragddie) argues from the
absence of any such dread that the Ocdipus Tyramnus excites pity
only, and not fear. But if fear is rightly understood, it is par
excellence a tragedy of fear.
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foreboding.! The feeling is immediate and un-
reflective. The tension of mind, the agonised
expectation with which we await the impending
catastrophe, springs from our sympathy with the
hero in whose existence we have for the time
merged our own.” The events as they pass before
us seem almost as if we were directly concerned.
We are brought into a mood in which we feel that
we too are liable to suffering.® Yet the object of
dread is not a definite evil threatening us at close
quarters. In the spectacle of another’s errors or
misfortunes, in the shocks and blows of circum-
stance, we read the ‘doubtful doom of human
kind.” The vividness with which the imagination
pictures unrealised calamity produces the same
intensity of impression as if the danger were at
hand.* The true tragic fear becomes an almost

1 Poet. xiv. 1, 8¢i yap xai dvev ToU 6pav olTw TuverTdrar TV
pobov, doTe TOV dxolovra Ta Tpdypara ywipevoe kal $pirray
\ 1 -~ 3 ~ ’ o " ’ » 4
xal éleelv éx Tov ovuBawdvtwv: dmep v wdbou Tis dxovwy TV
Tov Oibimov puofov. Cf. Plat. Rep. iii. 387 ¢, éoa.. . . ¢ppirTav

87 mowet . . . Tovs dxovovras (of epic stories).
2 Cf. Plat. Rep. x. 605 D, évBdvres Muds anrols émouefa Lup-
wdo xovTES. by

3 Cf. Rhet. ii. 5. 1383 a 8, dwrre dei TooVToUs Tapaokevifeiy,
érav 7) PBéAtov 70 Ppofetocfar avrovs, 6T TowovTol elTiv olo
wabev: xal yap dAAor peifovs érabov.

4 This fact as the result of scenic representation is noted by
Aristotle with regard to €Aeos, Rhet. ii. 8. 1386 a 31, dvdyxy
Tovs cuvarepyafopévovs oyijpact kal pwvais xai éorbijoe (aiohijoe:
A°) xai SAws év imoxpicer élecvorépovs elvars éyyls  yap
mowioe ¢paiveafar T xakdv wpd SppdTev TowiVTEs, 1) OS
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impersonal emotion, attaching itself not so much to
this or that particular incident, as to the general
course of the action which is for us an image
of human destiny. We are thrilled with awe
at the greatness of the issues thus unfolded, and
with the moral inevitableness of the result. In this
sense of awe the emotions of fear and pity are

blended.

We can now sce that the essential tragic effect
depends on maintaining the intimate alliance be-
tween pity and fear. According to Aristotle, not
pity alone should be evoked by tragedy, as many
moderns have held ;' not pity or fear, for which
Corneille argued ;* not pity and ‘admiration,” which
is the modification under which the Aristotelian

PEAXOY ) s yeyovos. (For 7ols ovvam., oxju. cf. Poet. xvii. 1.)
It may be remarked that there is no allusion in the Rhetoric to
$6Bos as awakened in the drama.

1 e.g. Schiller in his essay On Tragic Art. Elsewhere in his
letters and other writings he sometimes speaks of fear as well as
pity ; but his fear is not the Aristotelian fear ; it is merely the
apprehension felt while the terrible event is still in the future, a
fear which becomes pity after the event.

In ancient tragedy fear was a powerful and necessary factor.
In modern tragedy-—with the exception of Shakespeare—pity
predominates over fear. In the eighteenth century fear was
almost entirely eliminated.

2 Cornpeille, Discours ii. De la Tragédie. He thinks he it
supported by Aristotle in this view. Il suffit selon lui (Aristote
de Yun des deux pour faire cette purgation, avec cette différence
toutefois, que la pitié n'y peut arriver sans la crainte, et que la
crainte peut y parvenir sans la pitié.’ But, as has been already
shown, there may be pity without fear in the Aristotelian sense.
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phrase finds currency in the Elizabethan writers.!
The requirement of Aristotle is pity and fear.? He
would no doubt allow that in some tragedies the
primary and predominant impression is fear, in
others pity. He would probably go farther and say
that an inferior tragedy may excite one only of the
two emotions generally called tragic." But the full
tramc eﬁ'ect requires the union of the two, nor can

1 e.g. Sir Philip Sidney, An Apologie for Poetrie : ¢ The high and
excellent Tragedy . . . that with stirring the affects of admiration
and commiseration teacheth the uncertainty of the world. . .

2 The twofold emotion is recognised in Plato, Phaedr. 268 c,
v & €l ZogoxAel ad mwpooedbov kai Evpurilp Tis Aéyor s
émioTaTar wepl opikpoy TpdypaTos prioels Tapujkes mwoielv kai
wept peyddov wdvv ouikpds, 6rav Te PBovAnTar oixkTpds, xai
Tovvavriov al ¢ofepis kai dmreaAyrikds x.1.A Ion 535 E,
xaBopd yap éxdoTore avTovs dvwber dmo Tob Brjuaros xAalovrds
Te xal Sewvov éufBAémovras kai ovwlapfovvras Tots Aeyouévors.
In Rep. iii. 387 B—D, pity and fear are both mentioned among the
effects produced by ¢ Homer and the other poets,’ pity being caused
by sympathy with others who experience 7& $ofBepd. In Rep. x.
605 D—606 B pity alone is specified as awakened by ‘ Homer or
one of the tragedians.’

3 In the passages where ‘pity or fear’ occurs instead of
¢pity and fear’ the disjunctive particle retains its proper force.
In Poet. xi. 4 the reference is to the effect of a special kind of
dvayvdpwris combined With wepuréreia rather than to the total
impression of the tragedy: 7 ydp votalry drvayvépwes kai
mepuréraa 3) Eleov éfer ) PpSPBov, olwv mpdfewv 7 Tpayedia
pipnais Yrékertar.  Again in xiii. 2 we read, od yap Ppofepdv
o8¢ éleewdv TobTo: oite yap PpirdvOpwmorv ovre éleecvdv olre
¢ofBepdy éori: ovre édeov ofire Pofov (éxor dv): olre éleervov
ovre Pofepdv éorar 76 ouuPBaivov: i.e. none of the plots here
referred to has a single element of tragedy, much less can the full
tragic effect be thus produced.
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the distinctive function of tragedy as katharsis
be dlscharggd otherwise.

- In the phrase of the anonymous fragment, ¢ On
Comedy,”” which appears to contain some genuine
Aristotelian tradition, * tragedy seeks to blend fear
with pity in due proportion’ (% rpayedia cvpperplay
Oéner Exew Tob $péBov). Pity, as Bernays explains,
through its kinship with fear, is preserved from
eccentricity and sentimentalism. Fear, through
its alliance with pity, is divested of a narrow
selfishness, of the vulgar terror which is inspired
by personal danger.? A self-absorbed anxiety or
alarm makes us incapable of sympathy with others.
In this sense ‘fear casts out pity.’® Tragic fear,
though it may send an inward shudder through

e

the blood, does not paralyse the mind or stun the

1 Printed by Vahlen and Susemihl at the end of their editions
of the Poetics, and commented on in detail by Bernays, pp. 142 sqq.

? Voltaire quotes with approval the observation of Saint-
Evremont that in French tragedy tenderness takes the place of
pity and surprise the place of fear. ‘It cannot be denied,’ he says,
‘that Saint-Evremont has put his finger on the secret sore of the
French theatre’ The idea of fear, again, was frequently that of
mere terror. Thus in France in the seventeenth century the con-
ception of the tragic had come to be the union of the sentimental
and the horrible.

8 Rhet. ii. 8. 1386 a 21, 70 yap Oewvdv érepov ToDd éAeevod kai
éxKpovoTikOV ToD éAéov, added as a comment on the story told in
Herod. iii. 14. Cf. ii. 8. 1385 b 33, ov yap éAeovow oi éxmemAnyy-
pévoe 8ua 76 elvar Tpos T oikelp wdbe. King Lear, Act v. Sec. 3,
¢This judgment of the heavens, that makes us tremble, | Touches
us not with pity.’
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sense, as does the direct vision of some impending
calamity. And the reason is that this fear, unlike
the fear of common reality, is based on an imagin-
ative union with another’s life. The spectator is
lifted out of himself. He becomes one with the
tragic sufferer, and through him with humanity at
large.  One effect of the drama, said Plato, is that
through it a man becomes many, instead of one;
it makes him lose his proper personality in a
pantomimic instinet, and so prove false to him-
vself.  Aristotle might reply: True; he passes
out of himself, but it is through the enlarging
power of sympathy. He forgets his own petty
sufferings. He quits the narrow sphere of the
individual. He identifies himself with the fate of
mankind.

We are here brought back to Aristotle’s theory
of poetry as a representation of the universal.
Tragedy exemplifies with concentrated power this
highest function of the poetic art. The characters
it depicts, the actions and fortunes of the persons
with whom it acquaints us, possess a typical
and universal value. The artistic unity of plot,
binding together the several parts of the play in
close inward coherence, reveals the law of human
destiny, the causes and effects of suffering. The
incidents which thrill us are intensified in their
effect, when to the shock of surprise is added the
discovery that each thing as it has happened could
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not be otherwise; it stands in organic relation to
what has gone before. There is a combination of
the inevitable and the unexpected.! Pity and fear
awakened in connexion with these larger aspects
of human suffering, and kept in close alliance with
one another, become universalised emotions. What
is purely personal and self-regarding drops away.
The spectator who is brought face to face with
grander sufferings than his own experiences a
sympathetic ecstasy, or lifting out of himself. It
is precisely in this transport of feeling, which
carries a man beyond his individual self, that the
distinctive tragic pleasure resides. Pity and fear
are purged of the impure element which clings to
them in life. In the glow of tragic excitement
these feelings are so transformed that the net
result is a noble emotional satisfaction.

The katharsis, viewed as a refining process,
may have primarily implied no more to Aristotle
than the expulsion of the disturbing element,
namely, the pain,” which enters into pity and fear
when aroused by real objects. The mere fact of
such an expulsion would have supplied him with

1 Poet. ix. 11, where the point lies in the union of rapa T9v
86fav with 8 dAAnaa. '

2 Cf. Plut. Symp. Qu. iii. 8 (in reference to the musical katharsis),
Gomep % Opyvedia kai 6 érvmiSeos avAds év dpxy mdbfos kel xai
Sdxpuov éxBdAde, wpodywyv 8¢ Tiv Yuxiv eis olkrov olTw xaTad
pekpdv éfacpel kal dvalioker 7O AvwryTikév—a passage
which is also instructive as to the kathartic method generally.
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a point of argument against Plato, in addition to
the main line of reply above indicated.! In the
Philebus Plato had described the mixed (ucxfeicar)
or impure (déxdfapro.) pleasures as those which
have in them an alloy of pain; and the pleasure
of tragedy was stated to be of the mixed order.?
The Aristotelian theory asserts that the emotions
on which tragedy works do indeed in real life
contain a large admixture of pain, but that by
artistic treatment the painful element is ex-
pelled or overpowered.

In the foregoing pages, however, we have
carried the analysis a step farther, and shown how
and why the pain gives way to pleasure. The sting
of the pain, the disquiet and unrest, arise from the
selfish element which in the world of reality clings
to these emotions. The pain is expelled when the
taint of egoism is removed. If it is objected that
the notion of universalising the emotions and
ridding them of an intrusive element that belongs
to the sphere of the accidental and individual, is
a modern conception, which we have no warrant for
attributing to Aristotle, we may reply that if this
is not what Aristotle meant, it is at least the

1 See pp. 245-6. &

2 Phil. 50 B, unviec 83 viv 6 Adyos nuiv év Omjvois Te kai év
Tpaypdiats, pi) Tois Spdpact pbvov dAANd 7y 7ol Biov fvuwdoy
Tpaypdla xal kowpedly, Admas ndovals dua xepdvvvrlai, kail év

@AAows 8 pupiots. Cf. 48 A, Tds ye Tpayikds fewpiijoes, drav
dpa Xaipovres kAdwot.



THE FUNCTION OF TRAGEDY 269

natural outcome of his doctrine ; to this conclusion
his general theory of poetry points.

Let us assume, then, that the tragic katharsis
involves not only the idea of an emotional relief,
but the further idea of the purifying of the
emotions so relieved. In accepting this interpre-
tation we do not ascribe to tragedy a direct moral
purpose and influence. Tragedy, according to the
definition, acts on the feelings, not on the will. It
does not make men better, though it removes certain
hindrances to virtue. The refining of passion
under temporary and artificial excitement is still
far distant from moral improvement. Aristotle
would probably admit that indirectly the drama
has a moral influence in enabling the emotional
system to throw off some perilous stuff, certain
elements of feeling, which, if left to themselves,
might develop dangerous energy and impede the
free play of those vital functions on which the
exercise of virtue depends. The excitation of
noble emotions will probably in time exert an
effect upon the will. But whatever may be the .
indirect effect of the repeated operation of the
katharsis, we may confidently say that Aristotle
in his definition of tragedy is thinking, not of
any such remote result, but of the immediate
end of the art, of the aesthetic function it
fulfils.

It is only under certain conditions of art that
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the homoeopathic cure of pity and fear by similar
emotions is possible. Fear cannot be combined
with the proper measure of pity unless the sub-
ject-matter admits of being universalised. The
dramatic action must be so significant, and its
meaning capable of such extension, that through
1t we can discern the higher laws which rule the
world. The private life of an individual, tragic as
it may be in its inner quality, has never been
made the subject of the highest tragedy. Its con-
sequences are not of far-reaching importance ; it
does not move the imagination with sufficient
power. Within the limited circle of a bourgeois
society a great action is hardly capable of being
unfolded. A parochial drama, like that of Ibsen,
where the hero struggles against the cramping
conditions of his normal life, sometimes with all
the ardour of aspiring hope, more often in the spirit
of egoistic self-assertion which mistakes the measure
of the individual’s powers, can hardly rise to tragic
dignity. We are conscious of a too narrow stage,
of a confined outlook, and of squalid motives under-
lying even conduct which is invested with a certain
air of grandeur. The play moves on the flat levels
of existence. The characters are unequal to the
task imposed on them ; and though we may find
room for human pity in witnessing failure and
foiled hopes, still it is commonplace and gloomy
failure. No one can question the skill in dramatic
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construction and the stirring interest of Ibsen’s
plays, but the depressing sense of the trivial cannot
be shaken off, and the action always retains traces
of an inherent littleness which hinders the awaken-
ing of tragic fear,—still more of that solemnity and
awe which is the final feeling left by genuine
tragedy. Some quality of greatnessin the situation
as well as in the characters appears to be all but
indispensable, if we are to be raised above the
individual suffering and experience a calming
instead of a disquieting feeling at the close. The
tragic katharsis requires that suffering shall be
exhibited in one of its comprehensive aspects ; that
the deeds and fortunes of the actors shall attach
themselves to larger issues, and the spectator him-
self be lifted above the special case and brought
face to face with universal law and the divine plan
of the world.

In order that an emotion may be not only
excited but also allayed,—that the tumult of the
mind may be resolved into a pleasurable calm,—
the emotion stirred by a fictitious representation
must divest itself of its purely selfish and material
elements, and become part of a new order of things.
It is perhaps for this reason that love in itself
is hardly a tragic motive. The more exclusive and
self-absorbed a passion is, the more does it resist
kathartic treatment. The feelings excited must
have their basis in the permanent and objective
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realities of life, and be independent of individual
caprice or sentiment. In the ordinary novel the
passion of love in its egoistic and ‘self-qentred
interest does not admit of being generalised, or
its story enlarged into a typical and independent
action. The rare cases where a love story is truly
tragic go to prove the point which is here enforced.
In Romeo and Juliet the tragedy does not lie
merely in the unhappy ending of a tale of true
love. Certain other conditions, beyond those
which contribute to give a dramatic interest, are
required to produce the tragic effect. There is the
feud of the two houses, whose high place in the
commonwealth makes their enmity an affair of
public concern. The lovers in their new-found
rapture act in defiance of all external obligations.
The elemental force and depth of their passion
bring them into collision with the fabric of the
society to which they belong. Their tragic doom
quickly closes in upon them. Yet-even in death
the consequences of their act extend beyond the
sphere’of the individual. Over the grave of their
love the two houses are reconciled. )
Tragedy, as it has been here explained, satisfies
a universal human need. The fear and pity on
and ‘through which it operates are not, as some
have maintained, rare and abnormal emotions. All
men, as Aristotle says,' are susceptible to them,
1 Pol. v. (viii) 7. 1342 a 5-7.
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some persons in an overpowering measure. For
the modern, as for the ancient world, they are still
among the primary instincts; always present, if
below- the surface, and ready to be called into
activity.! The Greeks, from temperament, circum-
stances, and religious beliefs, may have been more
sensitive to their influence than we are, and more
likely to suffer from them in a morbid form.
Greek tragedy, indeed, in its beginnings was but a
wild religious excitement, a bacchic ecstasy. This
aimless ecstasy was brought under artistic law.
It was ennobled by objects worthy of an ideal
emotion. The poets found out how the transport
of human pity and human fear might, under the
excitation of art, be dissolved in joy, and the pain
escape in the purified tide of human sympathy.

1 Cf. Some Aspects of the Greek Genius, Ed. 3, pp. 154-5.



CHAPTER VII
THE DRAMATIC UNITIES

‘Unity of plot does not,” says Aristotle,’ ‘ as some
persons think, consist in the unity of the hero. For
infinitely various are the incidents in one man’s life
which cannot be reduced to unity; and so, too,
there are many actions of one man out of which we
cannot make one action. Hence the error, as it
appears, of all poets who have composed a Heracleid,
a Theseid, or other poems of the kind. They imagine
that as Heracles was one man, the story of Heracles
must also be a unity.” Such is the principle laid
down for tragedy in ch. viii.,, and Homer is there
held up as the true model even to the tragedian.
Precisely the same principle is affirmed of epic
poetry in ch. xxiii., where it is added that unity
of time, like unity of person, does not of itself
bind events into a unity.? Not only epics like the
Achillerd of Statius offend against this funda-
mental principle, but also many modern dramas
in which the life and character of the hero become

1 Poet, viii. 1. 2 Poet. xxiii, 1-4.
274
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regards the pleasure hence derived as proper
rather to comedy, where all discords are reconciled,
the bitterest foes part as friends, ‘no one slays or
is slain’ : '—or, as Goethe in a similar context puts
it, ‘no one dies, every one is married.’

The stress laid in this chapter on the unhappy
ending is the key to the striking phrase in which
Euripides, faulty as he may perhaps be in dramatic
structure, 1s pronounced to be ‘still the most tragic
of poets.”? The saying must be read along with

1 Poet. xiii. 8. Cf. Schol. on Eurip. Orest. p. 347 (Dind.), %
kardAnfis Tijs Tpaydias 1) els Opijvov 7 els wdbos karalie, 7 8
Tijs Kopedlas eis omovdas kal Sadlayds, S0ev dparar 768 Td
8pipa kopiky kuralijber xpnodpevov * Siudlayal yap mpds Mevé-
Aaov kail Opéotyv. Arg. to Alcest. p. 87. 9 (Dind.), 70 8¢ 8paud
éoTi caTvpikdTepoy, OTu €ls xapav kal 8oy kaTaTTpédel + Tapd.
Tols Tpaywkols éxfBdAlerar &s dvoikeia ThHs Tpayikis woujoews &
Te 'Opéorys kai 1) "AAknoris ds ék ouudopds pév dpxdueva, els
ebdarpoviav 8¢ kal xapov Mjfavra. éoTi 8¢ waldov xwupdias
éxopeva. Cf. Dante, Epist. x. 10.

2 Poet. xiii. 6, 6 EdpuriSys €l kai 76 &AAa p €d olkovopued,
dAda TpayikdTards ye ToOv mwoyTwv aiverar. The praise is
here further limited by the previous remark that the effectiveness
of such tragedies depends partly on stage representation : éri yap
TOV TRkVEY Kal TGV dydver TpayikdTaTae ai Totavrar paivovras,
&V Kﬂfopgwol?)frl.y.

The ¢ powerful tragic effect ’ on the stage (tTpayikdrarar Ppaivov-
Tai, TpayikdTaTés ye paiverar) is a serious reservation for Aristotle
to make, for he requires a good tragedy to produce its proper effect
merely by reading, ch. xiv. 1. See Susemihl (Introd. p. 29), who
also compares the use of Tpayuxds in a somewhat restricted sense
in the two other passages where it occurs in the Poetics,—xiv. 7,
76 Te yap puapdy éxey, kal ot Tpaywdy' dmrabés ydp (where Tpa-
yukéy implies tragic disaster), and xviii. 5 (applied to Agathon),
Tpaywkdy yap Tovro xal pthdvfpwmov. Its limitation in the latter
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certain limiting expressions in the context, and
in other passages of the Poetics. But whatever
deductions may have to be made from the force of
the phrase, the estimate of Euripides here given 1is
directly connected * by Aristotle with the preference
of the poet for the true tragic ending.
Reverting now to the several types of excluded
characters, we may consider Aristotle’s conclusions
~more in detail. First, the émewrs or perfectly
blameless character is deemed unfit to be a tragic
" hero on the ground that wholly unmerited suffer-
. ing causes repulsion, not fear or pity. Why, we
' may ask, not pity? Surely we feel pity for one
who is in the highcst semnse dvdfios, an innocent
} sufferer? In reply it has been sometimes said that
i such persons themselves despise the pain of suffer-
" ing; they enjoy so much inward consolation that
they have no need of our sympathy. *Si vis me
flere dolendum est primum ipsi tibi.’” This may
appear a cynical reflexion, though it can be so

i

passage is very remarkable in connexion with ¢piravfpwmrorv. The
discomfiture of the wicked man, there spoken of, does not answer
to the true tragic idea ; it merely ‘satisfies the moral sense’; so
that 7paywdv can hardly mean much more than strikingly
dramatic. In ch. xiii. 6 the chief thought is the pathetic and
moving power of Euripides. Cf. Probl. xviii. 6. 918 a 10, &wa 7i 3
wapaxataloyn év tais ¢dais Tpayikdv; where mabnridy in the
next line is used as an equivalent. In Plato, Rep. x. 602 B, Totss Te
TS Tpayixkfs woujrews dmwromévovs év laufelois kal év émea, the
word includes the sad narratives of epic poetry as well as of tragedy.
1 Poet. xiii. 6, 8 xal x.T.A.
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put as to convey a real truth. The pity we feel
for outward misfortune may be sunk in our
admiration for the courage with which it is borne.
Aristotle’s answer, however, would probably be
different. He too would say that pity is expelled
by a stronger feeling; as in the Rhetoric terror”
tends to drive out plty." But the mention here
of 76 puapér suggests that the sense of outraged
Justice would displace the softer emotions. Lessing,
agreeing with Aristotle on the main point, takes
occasion to enforce his own favourite theory—
not Aristotelian—which attributes a direct moral
purpose to tragedy. He speaks of the ‘mere
thought in itself so terrible, that there should be
buman beings who can be wretched without any
guilt of their own.”*

The unqualified rejection of such a theme as
unsuited to tragedy may well surprise us.  Aristotle
had not to go beyond the Greek stage to find a
guiltless heroine whose death does not shock the
moral sense. Nothing but a misplaced ingenuity, or
a resolve at all costs to import a moral lesson into
the drama, can discover in Antigone any fault or
failing which entailed on her suffering as its due
penalty. She was so placed that she had to
choose between contending duties; but who can
doubt that she chose aright? She sacrificed the

3 Rhet. ii. 8. 1386 a 21, quoted supra, p. 265.
* Lessing, Hambd. Dran. Trans. (Bohn) p. 435.
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lower duty to the higher; and if, in so doing, her
conduct fell short of formal perfection, the defect
lay in the inherent one-sidedness of all human
action in an imperfect world. Hers was a sinless
crime,’ ! nor could Aristotle on his own principles
call her other than émwewsfs, ‘good’ in the fullest
sense of the word.

Yet his reluctance to admit a perfect, character
to the place of the protagonist has been almost
justified by the history of the tragic drama. Such
a character has been rarely chosen, and still more
rarely has been successful. But the reason
assigned in this passage does not appear to be
the true one. Blameless goodness has seldom the
quality needed to make it dramatically interesting.
It wants the motive power which leads to decisive
acts of will, which impels others to action and
produces a collision of forces. Dramatic character
implies some self-assertive energy. It is not a
rounded or perfect whole; it realises itself within
a limited sphere, and presses forward passionately
in a single direction. It has generally a touch
of egoism, by which it exercises a controlling
influence over circumstances or over the wills of
minor characters that are grouped around it.
Goodness, on the other hand, with its unselfish,
gelf-effacing tendency, is apt to be immobile and
uncombative. In refusing to strike back it brings

1 Soph. Ant. 74, dowa Tavovpyijoad’.
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the action to a standstill. Even where it has no
lack of strong initiative, its impersonal ardour in
the cause of right has not the same dramatic
fascination as the spectacle of human weakness or
passion doing battle with the fate it has brought
upon itself.

Mazzini conceived the idea of a new drama in
which man shall no longer appear as a rebel
against the laws of existence, or the victim of an
external struggle with his own nature, but as the
ally of Providence, co-operating with the powers
of good in that secular conflict whose drama is
the history of the world. We may doubt whether
such a drama can in the true sense be tragic.
The death of the martyr—of the hero who leads
a forlorn hope—of the benefactor of mankind who
bears suffering with unflinching fortitude, and
through suffering achieves moral victory—fills us
with emotions of wonder and admiration; but it
can hardly produce the thrill of fear or tragic awe,
which Aristotle rightly felt to be an indispensable
factor in true tragedy.! The reason perhaps is
that tragedy, in its purc idea, shows us a mortal
will engaged in an unequal struggle with destiny,
whether that destiny be represented by the forces
within or without the mind. The conflict reaches

1 Corneille (Discours ii. De la Tragddie) objects to banishing
martyrs from the stage, and adduces his own Polyeucte in support
of his view—a very doubtful example.



312 POETRY AND FINE ART

;its tragic issue when the individual perishes, but
‘through his ruin the disturbed order of the world
is restored and the moral forces re-assert their
sway. The death of the martyr presents to us
‘not the defeat, but the victory of the individual ;
the issue of a conflict in which the individual is
'ranged on the same side as the higher powers, and
- the sense of suffering consequently lost in that of
moral triumph.

The next case is that of the bad man who is
raised from adverse to prosperous fortune. This,
says Aristotle, 1s most alien to the spirit of tragedy.
No one will dispute the observation; though we
cannot adopt Dacier's reason for accepting it.
‘There is nothing more opposed to the refining
of the passions than the prosperity of the wicked ;
instead of correcting, it nourishes and strengthens
them ; for who would take the trouble to get rid
of his vices, if they made him happy?’' Good
fortune following upon a course of bad actions is

" frequent enough in life; none the less it is to be
- rigorously excluded from tragic and, indeed, from
- all art. It may excite a lively sense of impending
terror, though even this is denied by Aristotle.
It certainly awakens no pity, and—we may add
with Aristotle—it offends the sense of justice.
Even granting that art must touch us through
our aesthetic sensibility, and has nothing directly

1 Dacier on Poetics, ch. xiii. Trans. (London, 1705).
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to do with the sense of justice, the aesthetic effect
itself will be one of pain and disquiet ; the doubt
and disturbance which arise from the spectacle of
real life will be reproduced and perhaps intensified.
In the drama our view of the universe needs to
be harmonised, not confused; we expect to find
the connexion of cause and effect in a form that
satisfies the rational faculty. To suspend the
operation of the moral law by the triumph of
wickedness is to introduce the reign of caprice or
blind chance.

The overthrow of signal villainy is next set
aside by Aristotle as unsuited to tragedy,—in
spite, as he expressly says, of the satisfaction 1t
offers to the moral sense. We cannot feel pity
when the suffering is deserved ; we cannot feel fear
when the sufferer is so far removed in nature from
ourselves. Here again the judgment of Aristotle,
if tested by concrete examples, receives on the
whole striking confirmation. Yet this is precisely
one of the cases where the inadequacy of his rules
is most apparent. The limitation of view arises
from applying a purely ethical instead of an
aesthetic standard to dramatic character. Crime
as crime has, it is true, no place in art; it is
common, it is ugly. But crime may be presented
in another light. Wickedness on a grand scale,
resolute and intellectual, may raise the criminal
above the commonplace and invest him with a
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:sort of dignity. There is something terrible and
sublime in mere will-power working its evil way,
dominating its surroundings with a superhuman
‘energy. The wreck of such power excites in us a
certain tragic sympathy ; not indeed the genuine
pity which is inspired by unmerited suffering, but
~a sense of loss and regret over the waste or misuse
of gifts so splendid.

It needs, however, the genius of a Shakespeare
to portray this potent and commanding villainy.
It was a perilous task to concentrate the whole
interest of a play round a character such as
Richard III.; and we may doubt whether Shake-
speare himself would have ventured on it in the
maturer period of his genius. The ancient drama
offers nothing comparable to this great experiment
—no such embodiment of an entirely depraved will,
loveless and unhuman, fashioning all things with
relentless adaptation to its own ends, yet stand-
ing sufficiently aloof from life to jest over it with
savage humour. The wickedness of Richard III.
is on a different level from that of Iago. In
Iago we have no heroic criminal, but a plotter of
a meaner order, in whom the faculty of intrigue
amounts almost to genius; coldly diabolical, more
malignant even than Richard, and delighting in evil
for its own sake. Richard, equally devoid of moral
scruple, and glorying in his ‘ naked villainy,’ is yet
a prince with royal purposes and an insight into
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affairs. His masterpieces of crime are forged by
intellect and carried out with artistic finish and
completeness. The moral sense is kept half in
abeyance up to the close of such a drama. The
badness of the man is almost lost in the sense of
power. Tragic pity there cannot be for the
protagonist ; hardly even for his victims; terror
and grandeur leave little room for any gentler
feelings.

There is a certain ¢ contradiction,” Schiller
observes,! ‘between the aesthetic and the moral
judgment.” “Theft, for example, is a thing
absolutely base . . . it is always an indelible
brand stamped upon the thief, and aesthetically
speaking he will always remain a base object. On
this point taste is even less forgiving than morality,
and its tribunal is more severe. . . . According to
this view a man who robs would always be an
object to be rejected by the poet who wishes to
present serious pictures. But suppose this man is
at the same time a murderer, he is even more to
be condemned than before by the moral law. But
in the aesthetic judgment he is raised one degree
higher. . . . He who abases himself by a vile
action can to a certain extent be raised by a
crime, and can be thus reinstated in our aesthetic
estimation. . . . In presence of a deep and horrible
crime we no longer think of the quality but of

1 Schiller's Aesthetical Essays, p. 261 (Bell and Sons).
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‘the awful consequences of the action. . . . Directly
‘we begin to tremble, all the delicacies of taste are
reduced to silence. . . . In a word, the base element
disappears in the terrible.’

Aristotle does not appear to have been alive
to this effect of art. Still it must not be inferred
from this passage, nor again from ch. xv.,’ that all
artistic portraiture of mogal depravity is forbidden.
The Menelaus of Euripi§les is twice cited as an
example of character ¢ grét@ltously bad,’? a phrase
which implies that there may be a badness that is
required by the dramatic motive and the structure
of a play.® It will fall under the wider law which
demands the light and shadeof contrasted characters,
—characters either standing out against one another
in strong relief, or each forming the complement of
the other. Thus we have such pairs as Antigone
and Ismene, Odysseus and Neoptolemus, Lear and
Gloucester, Hamlet and Laertes, Brutus and Antony.
The principle once admitted will allow of the utmost
divergence of ethical type. Aristotle admits the
principle, but in a cursory and parenthetic manner,
nor does he seem to have been aware of its range
and significance.

We now come to the ideal prota.gomst of tragedy,
as sketched in this chapter. He is composed of
mixed elements, by no means supremely good, but
a man ‘like ourselves’ (Suowos). The expression, if

e a1

1 Poet. xv. 1- 2 8. 2 Poet. xv. B, xxv. 19. 3 See p. 227.
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taken alone, might seem to describe a person of
mediocre virtue and average powers. But Aristotle
must not be read in detached sections; and the
comparison of ch. ii. and ch. xv. with our passage
shows us that this character, while it has its basis
in reality, transcends it by a certain moral eleva-
tion.' We could wish that Aristotle had gone:
farther and said explicitly that in power, even
more than in virtue, the tragic hero must be raised
above the ordinary level; that he must possess a
deeper vein of feeling, or hcightened powers of
intellect or will; that the morally trivial, rather
than the morally bad, is fatal to tragic effect. As
it is, we arrive at the result that the tragic hero is
a man of noble nature, like ourselves in elemental
feelings and emotions; idealised, indeed, but with
so large a share of our common humanity as to
cnlist our eager interest and sympathy. He falls
from a position of lofty eminence ; and the disaster
that wrecks his life may be traced not to deliberate
wickedness, but to some great error or frailty.
This last expression is not free from difficulty,
and has been variously interpreted. The word
auapria by usage admits of various shades of mean-
ing. As a synonym of dudprnua and as applied to
a single act,? it denotes an error due to inadequate

1 See p. 233.
% e.g. Aesch. Prom. 8, ToLGadé Tou
dpaprias odé Gei Oeois Sobvar Siknv.
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knowledge of particular circumstances. According
to strict usage we should add the qualification, that
the circumstances are such as might have been
known.! Thus it would cover any error of judg-
ment arising from a hasty or careless view of the
special case; an error which in some degree is
morally culpable, as it might have been avoided.
Error of this kind has the highest claim to pity
or consideration.? But duapria is also more laxly
applied to an error due to unavoidable ignorance,
for which the more proper term is érdynua, ‘mis-
fortune.’® In either case, however, the error is
unintentional ; it arises from want of knowledge ;
and its moral quality will depend on whether
the individual is himself responsible for his
ignorance.

Distinct from this, but still limited in its refer-
ence to a single act, i1s the moral duapria proper,
a fault or error where the act is conscious and

1 Eth. Nic. v. 8. 1135 b 16, rav uév odv mapaidyws 3 SAdSBy
yévnra, drixnpa rav 8¢ uny mapadiyws, avev 8¢ xaxias, GudpTpa
(dpoprdves uév yap Srav ) dpxi) év alvTy 7 Tis altias, droyel &
drav éfwlev): Srav G¢ eldas pev un) mpoflovAeloas 8¢, adixnua.
Cf. Rhet. 1. 13. 1374 L 6.

2 Eth, Nic. iii. 2. 1110 b 23, 5 ka8’ ékaora (dyvowa), év ols
xai wepi @ 7 wpafise év TovTos yap kal éAeos kai guyyvwun: o
yap ToUTWY Ti dyvody dkovoiws wpdrren il 1. 1109 b 31, ém
8¢ Tols drovoiots CuyyvipTs (yevopévns).

3 In Eth. Nic. v. 8. 1135 b 12 7d per’ dyvoius duaprjuara
include (8) 4 dyvoav Tis wpdrrer = duaprijpara proper, (b) & 8
dyvordyv Tis TpdTTEL = dTUXMATA.
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intentional, but not deliberate. Such are acts
committed in anger or passion.!

Lastly, the word may denote a defect of character,
distinct on the one hand from an isolated error or
fault, and, on the other, from the vice which has its
seat in a depraved will. This use, though rarer, is
still Aristotehan.® Under this head would be in-
cluded any human frailty or moral weakness, a flaw
of character that is not tainted by a vicious purpose.
In our passage there is much to be said in favour
of the last sense, as it is here brought into relation
with other words of purely moral significance,
words morcover which describe not an isolated act,®
but a more permanent state.

1 In Fth. Nie. v. 8. 1135 b 22 such an act is called an d8iknua,
but the agent is not ddikos : 7abra yap PAdrrovres kal Guaprd-
vovTes ddikoiort pév, xal ddukijpatd éoTw, o pévror mw &dkor i
rabra otde wovnpol. . . . 81 kaAds Ta éx Bvpol otk ék wpovoias
xpiverac. But in Eth. Nic, iii. 1. 111¢ b 6 the man who acts in
anger or drunkenness acts dyvody or otk eidws, though not &7
dyvowar : the acts, therefore, are auapmjpata.

? Thus dpapria is opposed to xaxia: Eth. Nic. vii. 4. 1148
a 2, % piv yip drpacia Yéyerar oty Gs duapric pdvov dAda kal
s Kxaxia Tis ) amAls oboa i) ward T¢ pépos. But duapria is
sometimes used loosely as a euphemistic phrase for the vicious state
of the G8ckoc who act from % xafdlov dyvowa or 3 év 17 wpoaipéoer
dyvowa : Eth. Nic. iii. 1. 1110 b 29, & v TowaiTyy dpapriov
adixor kal SAws xkakol yivorTad,

3 Poet. xiii. 3, & pjre dpery) Stapépwy kal Sukatoavvy, wijTe Suf.
xaxiav xai poxOypiav perafBdAlwy els Tv Svoruyiav: xiil. 4, py
8:& poxOnplav dAXa 80 dpapriav peydAnv. It must be owned,
however, that peydAy is not a natural adjective to apply to a
mental quality or a flaw in conduct.
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On the other hand, there are many indications
in the Poetics that the Oedipus Tyrannus of
Sophocles is Aristotle’s ideal play. Now Oedipus,
though of a hasty and impulsive temperament,
with something too of proud self-assertion, cannot,
broadly speaking, be said to have owed his ruin
to any striking moral defect. His character was
not the determining factor in his fortunes. He, if
any man, was in a genuine sense the victim of
circumstances. In slaying Laius he was probably
in some degree morally culpable. But the act
was done certainly after provocation, and possibly
in self-defence.! His life was a chain of errors,
the most fatal of all being the marriage with his
mother. All minor acts of ignorance culminated
here; and yet it was a purely unconscious offence
to which no kind of blame attached.¥ If Ocdipus
is the person who suggested to Aristotle the
formula of this chapter, we can hardly limit the

~word to its moral meaning, as marking either a
 defect of character or a single passionate or
- inconsiderate act. duapria may well include the

' three meanings above mentioned, which in English

cannot be covered by a single term.? The larger
sense, if it may be assumed, will add to the

1 Qed. Col. 992.

2 For duapria, auaprdvw in successive lines shifting from the
sense of voluntary to involuntary wrong-doing cf. Oed. Col.
966 sqq.—
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profound significance of Aristotle’s remark. A
single great error, whether morally culpable or
not ; a single great defect in a character otherwise
noble,—each and all of these may carry with them
the tragic issues of life and death.

In any case no sharp distinction can be drawn .
between moral and purely intellectual error, least
of all by a philosopher who laid as much stress
as Aristotle did on right knowledge as an element
in conduct. A moral error easily shades off into
a mere defect of judgment. But that mere defect
may work as potently as crime. Good intentions
do not make actionsright. The lofty disinterested-
ness of Brutus cannot atone for his want of practical
insight. In the scheme of the universe a wholly
unconscious error violates the law of perfection ; it
disturbs the moral order of the world. Distinctions
of motive—the moral guilt or purity of the agent
—are not here in question. So too in tragedy
those are doomed who innocently err no less than
those who sin consciously. Nay, the tragic irony
gometimes lies precisely herein, that owing to some
inherent frailty or flaw—it may be human short-
sightedness, it may be some error of blood or
judgment—the very virtues of a man hurry him

erel kal alrdv ¥ olk dv éfevpois éuol

duaprias oveldos ovdév, avd drov

748 els éuavrdov Tols éuols & nudpravor.
The first duapria is a conscious sin which might have brought
on him involuntary guilt as a divinely sent expiation.
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forward to his ruin. Othello in the modern drama,
Oedlpus in the ancient—widely as they differ in
moral guilt—are the two most conspicuous examples
of ruin wrought by characters, noble indeed, but
not without defects, acting in the dark, and, as it
seemed, for the best.

We should probably be putting too great a
pressure on the words of Aristotle and should go
beyond his intention, if we sought to include under
the rule of ch. xiii. such a character as Macbeth.
Still the thought of our passage lends itself easily
to this enlargement of the meaning. Macbeth
does not start with criminal purpose. In its
original quality his nature was not devoid of
nobility.  But with him the duapria, the primal
defect, is the taint of ambition, which under the
promptings of a stronger character than his own
and a will of inflexible force works in him as a
subtle poison. In a case such as this, tragic fear
is heightened into awe, as we trace the growth of
a mastering passion, which beginning in a fault
or frailty enlarges itself in its successive stages,
till the first false step has issued in crime, and
crime has engendered fresh crime. It is of the
essence of a great tragedy to bring together the
beginning and the end; to show the one implicit
in the other. The intervening process disappears;
the causal chain so unites the whole that the first
duaptia bears the weight of the tragic result.
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Aristotle’s theory of the tragic character hac
suggested two divergent lines of criticism. Or
the one hand it is urged, that the rule 8’ duapriav
leaves no room for a ‘true tragic collision.’” The
fate of the hero is determined by forces outside
the control of the human will. A mere error, due
to the inherent limitations of man’s faculties,
brings ruin. Thus, it is said, the highest form of
tragedy in which character is destiny, is at once
excluded. Nothing is left but the drama of an
external fate.

This objection assumes that the tragic duapria
i3 in truth no more than an drdynua, a mere
accident, a misadventure, the circumstances being
such that reason and foresight are unavailing.
Now, even if the word, as here used, were sc
limited, a collision of forces such as is essentia.
to the druma would not be wanting. If a man is
so placed that he is at war with the forces outside
him—either the forces of the universe, the fixec
conditions of existence, the inevitable laws of life
which constitute ¢ Fate’; or the forces that reside
in other wills that cross and thwart his own—the
result may be a tragic conflict. The ancient drame
is chiefly, though by no means exclusively, the
representation of a conflict thus unwittingly begun
however much purpose may be involved in ite
later stages. The spectacle of a man struggling
with his fate affords ample scope for the display



324 POETRY AND FINE ART

of will-power and ethical qualities. The Oedipus
Tyrannus portrays a tragic conflict none the less
moving because the original error which leads to
the catastrophe springs from the necessary blindness
and infirmity of human nature.

But if we yield the main contention of these
critics and admit that a °true tragic collision’ is
one in which character and passion determine
destiny ; in which the individual by an act of will
enters on a conflict where the forces enlisted on
either side are chiefly moral forces, Aristotle’s phrase,
if we have rightly interpreted it, will still include
the most interesting and significant of such cases.
The great frailty will then be a moral frailty.
The resulting collision will in general be one of
two kinds. Either the individual from levity or
passion violates a known right, encroaches on a
sphere not his own, and provokes a conflict which
reacts on his character and culminates in tragic
disaster : or the collision will be one between
internal moral forces, the scene of the conflict
being the heart of man. Hence we get the
struggles of conscience, the wavering purpose,
he divided will,—dramatic motives rarely found
‘n the older Greek tragedians, but which with
Euripides entered into the domain of the drama
and thenceforth held an assured place. The
sbjection, therefore, to this extent appears to be
‘nvelid. At the same time, asialready indicated,
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Aristotle’s doctrine is in a measure defective.
It fails to take account of two exceptional types
of tragedy,—that which exhibits the antagonism
between a pure will and a disjointed world, or
between a grand but criminal purpose and the
higher moral forces with which it is confronted.
Another class of critics have been reluctant
under any circumstances to disallow the authority
of Aristotle. It was gravely observed by Roger
Bacon that ¢ Aristotle hath the same authority in
philosophy that the Apostle Paul hath in divinity.’
After the Renaissance the general intellectual
sovereignty already wielded by Aristotle was
extended, especially in France, to the whole field
of literature. Every well constructed tragedy,
ancient or modern, was supposed to square with
the rules of the Foetics. When the facts of
literary history refused to adjust themselves to the
text, the meaning of the text was strained or
explained away, till the original rules were not un-
frequently forced to bear the very sense they were
designed to exclude. So far was the infallibility of
Aristotle carried that on one occasion Dacier makes
short work with an Italian commentator, who had
ventured to find an inconsistency between a passage
of the Poctics and the words of Holy Writ. He
brushes the objection aside with a simple reductic
ad absurdum. ¢As if Divinity and the Holy
Scriptures could ever be contrary to the sentiments
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of Nature on which Aristotle founds his judgments.’?
Methods of interpretation were applied to the
Poetics with which we are more familiar in Biblical
criticism. The words of Aristotle were explained
and defended by just those expedients that have
been resorted to in support of the verbal interpreta-
tion of Scripture.

Corneille was one of the adepts in the art of
adding glosses and saving clauses to the Aristotelian
text. Though he has left many luminous statements
of the principles of poetry, his work as an expositor
is too often inspired by the desire to reconcile
Aristotelian rules with plays of his own, which had
been written before he had become acquainted
with the Poetics. A single instance—one of those
quoted by Lessing—will show his easy method of
harmonising difliculties.  Character, we are told
in the Poetics (ch. xv.), must be ypnord, ¢ good’ :—
the word can bear no other than the moral mean-
ing. Corneille, seeing that this requirement, taken
rigidly, would condemn a large number of admirable
plays, surmises that what Aristotle demands is
‘the brilliant or elevated character of a virtuous
or criminal habit.’? He instances his own Cleopatra,
a heroine who is ¢ extremely wicked’; °there is no
murder from which she shrinks.” ¢But all her
crimes arc connected with a certain grandeur of

! Dacier on Poetics, ch. xiii. note 1, Trans.
2 Corneille, Discours i. Du Foéme Dramatigue.
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soul, which has in it something so elevated, that
while we condemn her actions, we must still admire
the source whence they flow.’

In itself this criticism is on the right track;
but not as an explanation of the Aristotelian
xpnora 70y, It is what Aristotle ought to have
said, not what he says. As Lessing observes,
Aristotle’s ¢ goodness’ must on this view be ‘of a
sort that agrees with moral badness as well as with
moral goodness.’ In a similar spirit of mistaken
loyalty to Aristotle and in similar defiance of
linguistic usage, other commentators, — Bossu,
Dacier, Metastasio—persuaded themselves that
xpnora 48y could mean ‘well marked’ characters,
in this way rescuing the word from its objection-
able moral limitations.> Lessing here, while avoid-
ing these errors of interpretation and retaining the
plain meaning of the words, does so on grounds
which are wholly un-Aristotelian. ¢ Corneille,” he
says, ‘ could not have had a more pernicious idea’
than that vice may be ennobled by aesthetic treat-
ment.  ‘If we carry it out there is an end to all
truth, and all delusion, to all moral benefit of
tragedy. . . . What folly to desire to deter by
the unhappy consequences of vice if we conceal its

1 Lessing, Hamb. Dram. Trans. (Bohn) p. 437.

2 Cf. Dryden, Preface to Troilus and Cressida (where he is
evidently summarising Ioet. ch. xv.), ‘first they [the manners}
must be apparent; that is, in every character of the play some
inclinations of the person must appear.’
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inner ugliness.” He is still under the influence of
his great assumption, that the immediate business
of tragedy is to make men better.

There is another method by which the authority
of Aristotle has been vindicated. Plays have been
brought into harmony with his supposed rules at
the cost of manifest violence done to the poems
themselves. Shakespeare has not escaped this
vice of interpretation. Gervinus dominated, as it
would seem, by the idea of a moral duapria is
inclined to find some culpable error wherever
there is tragic ruin. Such an error is proved to
be the cause, or partial cause, of the misfortune
that ensues not merely to the protagonist, but also
to the subordinate dramatic characters. He dis-
covers a ‘poetic justice’ in the death of Duncan,
whose unwary security led him to accept the
hospitality of Macbeth ; in the death of Cordelia,
whose want of ¢ wise and prudent foresight’ places
her in contrast with Edgar, and justifies the
difference between her fate and his; in the death
of Desdemona, who is guilty of ‘dangerous inter-
cession on behalf of Cassio,” and ‘falls into sin
through innocence and goodness.’

Setting aside these strange perversions of
criticism, we may well believe that Aristotle
would have felt some surprise at being assumed to
have laid down a binding code of poetical rules
for all time and place. The contrast, is, indeed, a
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curious one between his own tentative manner and
the dogmatic conclusions based on what he has
written. He feels his way, he tacitly corrects or
supplements what he has previously said; with a
careless ease he throws out suggestions, without
guarding against misconception. He little thought
of the far-reaching meaning that would one day be
attached to each stray utterance. It is not merely
the fragmentary form of the Poetics and the gaps
and errors in the text that should warn us against
straining the significance of isolated expressions.
Aristotle’s own manner is allusive and incomplete.
He does not write with the fear of other critics
before his eyes. He assumes an audience already
familiar with the general drift of his thought, able
to fill in what is unsaid and to place his rules in
proper light and perspective.

In this very chapter he proposes at the outset
to sketch the plan of the ideal tragedy.! It is
of the type technically known in the Poetics as
‘complex’ (memheyuérn), not simple (amr7). The
‘complex’ tragedy is one in which the Change
of Fortune (uerdBacis) is combined with Reversal
of the Situation (mwepiméreia) or with Recognition
(¢vayvépiois), or with both.? Much misconcep-

1 Poet. xiii. 2, mjv oovbeow . . . Tis kakAioTys Tpaypdias.

2 Poet. x. 2. The precise meaning of wepirérewa is a matter of
some controversy. The old rendering ‘Reversal of Fortune’ can
hardly now be maintained. In Ed. 3 I translated the word
¢ Reversal of Intention,’ accepting the view put forward by Vahlen
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tion might have been avoided had it been
noted that Aristotle is here determining not

in his Beitrdge zu Aristoteles Poettk and further elucidated by
Dr. Lock in an interesting article in the Classical Review, vol. ix.
Pp- 251-253. According to that view mepuréTera is any event in
which the intention of one of the agents is overruled to produce
an effect the opposite of that which is intended (Poet. xi. 1, 5 eis
70 évavriov TGv wparropévev perafSols)). Professor Bywater,
however (Festschrift Theodor Gomperz dargebracht zum siebzigsten
Geburtstage, Wien, 1902, pp. 164 fI.), urges strong reasons against
attaching so technical and limited a meaning to the term. He
argues that Ta wparrdueva of the definition ¢would naturally
denote no more than the incidents taking place in a certain scene’;
that the meaning assigned to the word by Vahlen is ‘more
artificial than an ordinary stage-term can bear’; that it goes
beyond the definition and ‘depends too much on an accident of
expression in Aristotle’s account of wepiwérea in the Oedipus
Tyrannus’ (éXBov s edppaviy Tdv Oldimovy kal aralldfwy Tob
wpds Ty pnrépa PSBov k.7.A.)—where the intention ascribed to
the Messenger is not fully warranted by the play itself ; and that
it is very difficult to reconcile this meaning with the description
in the Poetics of the great scene in the Lynceus. Ile holds that
mepuréTera was only meant to designate a complete change of situation
in the course of a single scene ;—thus TGV mparTouévwy in the
definition will be governed by peraBols) rather than by eis 70
évavriov. The term wepuréreia will nevertheless remain distinet
from the term perdBacts, as denoting a striking change occurring
in the course of the general movement (uerdBao:s) leading up to
the crisis of a play.

I agree in the main with this contention ; but would add that
mepuréreia a8 defined by Aristotle presents, I think, a sharper and
less vague idea than is conveyed by any such phrase as ¢ Complete
Change of the Situation,” or ¢Reversal of the Situation,’ though
we may be driven to this rendering for a want of a necarer
equivalent. The tragic wepuréreca in ch. xi. 1 suggests, if I
mistake not, a series of incidents or a train of action (ra
wparTépeva) tending to bring about a certain end but resulting
in something wholly different. The situation, as it were, turns
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what is good in tragic art, but what is best;
he is describing the ideal tragedy, with the ideal

upon the agent who is attempting to deal with it,—swings round
and catches him in the recoil. It may be noted that among
Td éleevd enumerated in Rhet. ii. 8. 1386 a 12 is 70 Gfev
mpoafkey dyabBdv Ti dwdpfat, kakdy Ti cvpBivas.

‘Reversal of Intention’ will not, then, be of the essence of
mepuréreia. On the other hand, it may enter as an element
into the case and heighten the dramatic effect. The instances,
therefore, adduced by Dr. Lock—the story of Shylock in the
Merchant of Ventce, of Adrastus in Herodotus, of Haman and
Mordecai in the bLook of Esther, of Joseph and his brethren—
though not entirely typical, are yet apposite illustrations. Further-
more, Dr. Lock remarks that ¢ wepuréreia is to actions what irony
is to language. In the latter case, words are caught up by
circumstances and charged with a fuller meaning than the speaker
meant ; in the former, deeds are equally caught up out of his grasp
and charged with a meaning the very opposite of that which the
agent meant’ This statement appears to need similar qualification.
Every wepiuméreco does not come under this description ; but an
overruled intention, with the new significance thereby added to
the event, is one of the special forms which mepiréreia may assume.
It is worth observing that wepuréreca so modified sometimes
approaches nearly to what is known in modern criticism as the
¢Irony of Destiny.’

Apart, however, from the meaning of mepuréreia as defined
in ch. xi. 1, Aristotle also uses the word in a more lax and popular
sense for the mere development or evolution of incident out of
incident. Mr. Prickard has called my attention to a passage in de
Hist. Anim. viii. 2. 590 b 13, where mepimeéreia is applied to the
turn of incident by which the polypus eats the crab, the crab eats
the conger, and the conger eats the polypus. In this looser sense
I take the phrase éx mepurereias (Poet. xvi. 3), which is used of
the recognition of Odysseus by his nurse (Odyss. xix, 396 ff.), as
opposed to an dvayvdpiois wioTews &vexa (i.e. with the deliberate
intention to convince). The interpretation ‘accidentally’ offered
by Dr. Lock differs but slightly from this; he compares the usage
of the word in Polybius for ‘an accident,’ or ‘a disaster.’
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hero to correspond. The way in which other types
of plot and character are dismissed is, no doubt,
too sweeping, too summary, and partakes of the
same exaggeration as certain remarks in ch. vi
about the subordinate place of character in the
drama.!’ It is, however, a feature of Aristotle’s
manner, especially in his more popular treatises,
to set aside the less preferred of two alternatives
in words which imply unqualified rejection. The
ideal tragedy, as here sketched by him, is one
which will excite pity and fear in no ordinary
combination, but these two emotions heightened
to their utmost capacity under the conditions of
the most perfect art. We cannot infer that he
would condemn as utterly bad all that did not
come up to these requirements. There may be an
inferior, but still an interesting tragedy, in which
the union of the terrible and the pathetic does not
answer to the full tragic idea. The play will fall
short —so Aristotle would probably say—in a
greater or less degree of perfection, but it does
not cease to be tragedy.

‘When due weight has been given to these con-
siderations, the formula here proposed for the
character of the tragic hero will still remain incom-
plete and inadequate. Yet—as is often the case
with Aristotle’s sayings—it contains a profound
truth, and a capacity for adaptation beyond what

1 See pp. 343 fI.
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was immediately present to the mind of the writer.
He insists on the conditions above specified as
requisite if we would merge our own personality
in the creation of the poet. No *faultily faultless’
hero, any more than a consummate villain, can

inspire so vital a sympathy as the hero whose

weakness and whose strength alike bring him

within the range of our common humanity.

Modern literature, and above all the Shakespearian
drama, while proving that the formula of Aristotle
is too rigid, have also revealed new meanings in
the idea of the tragic duapria. Its dramatic pos-
sibilities have been enlarged and deepened. (In
Hamlet, Othello, Lear, Macbeth, Coriolanus, we
have the ruin of noble natures through some defect
of character. In infinitely various ways it has
been shown that the most dramatic of motives is
the process by which a frailty or flaw of nature
grows and expands till it culminates in tragic
disaster.



CHAPTER IX
PLOT AND CHARACTER IN TRAGEDY

OF the six elements into which Aristotle analyses
a tragedy,! plot (wdfos) holds the first place.
Next in order is placed éthos (#fos), and then
dianora (8idvora). Each of these terms needs
some explanation.

Plot in the drama, in its fullest sense, is the
artistic equivalent of ‘action’ in real life.? We
have already observed® that ‘action’ (mpakis) in
Aristotle is not a purely external act, but an inward
process which works outward, the expression of a
man’s rational personality. Sometimes it is used
for ‘action’ or ‘doing’ in its strict and limited
sense ; sometimes for that side of right conduct
(edmpatia) in which doing is only one element,
though the most important. Again, it can denote
‘faring’ as well as ‘doing’: hence, in the drama,
where ‘action’ is represented by the plot, it must

1 Poet. vi., 6yis, pedomwoiia, Aéfis, nvfos, 7fos, Sudvora.
2 Poet. vi. 6, éoTwv 87 Tis pév wpdfews 6 ptbos 7 pipnos.
3 See p. 123.
334
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include outward fortune and misfortune (edruxia
and Svoruyia). Again, it is used by Aristotle of
the processes of the mental life;' and lastly, in
some contexts it is almost synonymous with
wdb).

The mpakis of the drama has primary reference
to that kind of action which, while springing from
the inward power of will, manifests itself in
external doing. The very word ¢ drama’ indicates
this idea. The verb (8pav), from which the noun
comes, is the strongest of the words used to
express the notion of doing; it marks an activity
exhjbited in outward and energetic form.? In
the drama the characters are not described, they
enact their own story and so reveal themselves.
We know them not from what we are told
of them, but by their performance before our
eyes.®  Without action in this sense a poem

1 Pol. iv. (vii.) 3. 1325 b 16, dAAa Tdv wpakTikdy (Biov) odx
k] -~ e ’ o I4 IO\ hY
dvaykaiov elvar mwpds érépovs, kabfldmep oiovral Tives, ovde Tas
Siavoias elvar pévov TavTas wpakTikds Tas TOV dwofawdvrwv

4 ’ 13 ~ ’ 3 hY A ~ \

Xdpww ywouévas éx ToU mwpdrrery, AAAG woAd pdAdlov Tas
adrorekels xal Tas adrOv &vexev Bewplas kal Siavorjoets. 1j yap
edmpafia Tédos, GoTe kai wpaLis Tis* pdAwra 8¢ wpdrTey Aéyopev
xvpiws kal TGV éfwTepikdy wpdfewy Tods Tais Swavolars dpyiréx-
Tovas.

2 Spdvrov kai od 8’ drayyelias are the words of the definition
of tragedy. So (of Sophocles and Aristophanes) Poet. iii. 2,
mpdrrovras yadp pepoivrar kal Spadvras dudw. Cf. the frequent
antithesis of 8pdv and wdoxew, and the adj. SpacTiptos.

3 Cf. the spectacular use of 8pav, e.g. 7a Spdueva 'Edevoive
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would be not a bad drama, but no drama at
all. The form might be epic or lyric, it would
not be dramatic.

But this does not exhaust the idea of wpafis as
understood by Aristotle. Among the reasons he
gives for the pre-eminent place assigned to the
plot, one is of fundamental importance. Tragedy,
he explains, is an imitation of an action which is
an image of human life,—of its supreme welfare or
misery ; human life itself consisting in a mode of
action, not in a mere quality of mind'—in a form
of\moral energyfor activity, which has a profoundly
inward as well as an outward side. The plot or
mpakes of the drama reproduces this most significant
mode of action ; it does not stop short at strenuous
doing. Still less is it a representation of purely
outward fortune or misfortune. The words used
by Aristotle are not pipmois edrtvyias xal Svorvyias,
but wipnoes mwpdfews xai Biov. The former phrase
would be too external, too superficial to sum up

1 Poet. vi. 9, n yap Tpaypdia piunais éorw odk dvlpdrwy
dAla wpdfews kal Blov: <6 8¢ Blos> év mwpdfe éoriv kai Td Télos
wpdfis Tis éoriv, ov woiérys. (For the reading see Crit. Notes.)
‘With the last words cf. Pol. iv. (vii.) 3. 1325 b 21 (quoted note 1,
p- 335): Phys. ii. 6. 197 b 2, 8d kai dvdykn wepl T4 wpakTa
elvar Ty TOXYV. onueiov 8 8ri Soxel fTor Tudrdv elvar T
eddarpovig 1) edrvxia B éyyls, W & eddaipovia wpafis Tis-
evmpafia ydp. Plato had already observed that all imitative
art imitates ‘men in action,” Rep. x. 603 c, wpdrTovTas, Ppauév,
dvOpdmovs peperTar 3 pepmricy Praiovs 1) ékovoias wpdfers kal

> ~ , L W ’ A ~ ’
€K TOU TPATTELY 7] €V OLOUEVOVUS 7] KAKWS TETPAYEVAL.
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the essence and meaning of a tragedy as a whole,
though it is through the outward turns of fortune
that the catastrophe is brought about; these are
the medium by which the inner sense of the action
18 revealed.

The plot, then, contains the kernel of that
‘action’ which it is the business of tragedy tc
represent. The word ‘action,” as is evident from
what has been said, requires to be interpreted with
much latitude of meaning. It embraces not only
the deeds, the incidents, the situations, but alsc
the mental processes, and the motives wkich under-
lie the outward events or which result from them.
It is the compendious expression for all these forces
working together towards a definite end.

Next we come to éthos and dianota. In their
aesthetic application these present some difficulties.
Aristotle appears, indeed, to bestow unusual pains
on elucidating their meaning, for he gives at leas:
two definitions or interpretations of each in ch. vi.,
which again are supplemented by the observations
of ch. xv. regarding éthos, and of ch. xix. regard-
ing dianoia.® Yet a clear and consistent view

1 Cf. Dryden, Essay of Dramatic Poesy, ‘Every alteration o
crossing of a design, every new-sprung passion, and turn of it, is
a part of the action, and much the noblest, except we conceive
nothing to be action till they come to blows.’

2 Mr. R. P. Hardie (M¢nd, vol. iv. No. 15) observes that while
the expression or imitation of the wpdfes is called the uifos, there
are no special words for the uiunots of #§0os and of Siudvoea, anc
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cannot be extracted from ch. vi. in the form in
which we have it; and this fact, taken in con-
junction with the multiplicity of definitions, has
afforded some ground for suspecting that there

hence both are ambiguously used, (1) as implied in the visible
wpafis, (2) as = pipnas Tod 7jfovs and piunos Tis Swavolas,
where a certain amount of Adyos is required to make clear to
the audience what is going on in the minds of the agents, without
which knowledge the wpafis cannot be rightly understood.

The dramatic 7}6os is defined in the following passages :—

(i.) Poet. vi. 6, Ta 8¢ 0y (Aéyw), kal & mworovs Tiwas elval
¢opev Tods mpdrrovras: cf. vi 10, eioiv 8¢ kara pév
Ta 7y mwowol Twes. These passages are both somewhat
inconsistent with vi. 5, where the character of perzons
(mowol Tives) is said to be determined not by 7jfos alone,
but by 7}6os and Sidvora.

(ii) Poet. vi. 17 (where 7)fos is in the second sense above
mentioned, = ulunos Tov 7}bovs), éoTiv 8¢ Hlos pév TO
TowovTov 6 8ol TRV mwpoaipeaw omoid Tis [wpojupeiTac
7 Pebyerr 8ibmep ok Exovow fos THY Adywy év ols
odk éorti Snlov 7} év ols pnd SAws éoTwv & T [wpolaipei-
Tar 7} Ppebyer 6 Aéywv. (For the reading see Crit. Notes.)
In this context the reference is to the dramatic Adyoc
which express (a) 7)fos, (b) 8tdvoiav. Cf. the rule for
rhetorical Adyoec in Rhet. iii. 16. 1417 a 15, 0wy 8¢
Xp) v Sujynoww elvar €ortar 8¢ Tovro, v elbduev
7{ fj0os moiei. &v pév &) Td wpoaipeaiv Snlovy, mody
8¢ 13 H)fos T¢ wowav Talryy- 1} 8¢ wpoaipesis wok TP
TéNe.

(iiL) Poet. xv. 1, where 7j0os is expressed by any Adyos or
wpdfes that manifests moral purpose: éfec 8¢ 7jfos pev
éov domep éNéxOy mouy Pavepdv 6 Adyos 7 1) wpafes
wpoaipeaiv Twa, xpnoTov 8¢ éav xpnoTiv.

(On the different uses of 7}6os in the Rhetoric see Cope’s Intro-

duction pp. 108 ff.)

The dramatic Stdvoca is thus explained :—

(i.) Poet. vi. 8, Sudvocav 8¢, év 8oois Aéyovres dmwodekviaoiv Te
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may be both omissiuns and interpolations in the
text. In what follows we will confine ourselves to
certain broad conclusions, though even these may
not all pass unchallenged.

The term éthos is generally translated ‘ character,’

7 kal dmogalvovrar yvduny. A yvduny is a general
maxim, and drodaiverai, ¢ enunciate, a verbum proprium
in connexion with it : so ka@dAov Tt dwodpaivovrarin § 17.
A yvdu, though usually a moral maxim, exhibits Siudvota
rather than 7jfos, probably because it is thought of as the
starting-point or conclusion of an argument. See the
use of yvopar in Rhet. ii. 21. 1395 b 14 as rhetorical
enthymemes. There, however, they are said to give an
ethical character to speeches.

(ii.) Poet. vi. 15, Tpitov 8¢ 7) Sidvora- ToLTO 8¢ éoTLv TO Aéyery
Sdvaobar Ta évévra kal Ta apudérTovra.

Poet. vi. 17, Sudvota 8¢, év ols dmodekviovol T Gs éoTw
7 os ovk éoTw 7 kaBdlov T dmojpaivovrar. Here,
as in vi. 6, Sudvoca = piunots Tis Siavoias, the subject to
amoSewkviovat being the dramatic characters.

@iii.) xix. 1-2, éore 8¢ kara Tyv Sudvowav Tabra, doa UTd TOD
Adyov 8el wapaokevaclivar. upépny 8¢ TobTwy T Te
dmodeikvivar kal 1O Adew kai 10 wddy mwapaockevdlew,
olov éleov 1) Ppbéfov 7} Gpynv kal Soa TowavTa, Kal éTe
péyebos kal uikpdryras. Here 8idvowa as manifested in
dramatic Adyoe is brought within the domain of Rhetoric
(76 pév odv mepl THv Sidvoiav év Tolis wepi pnTopikils
keloOw).

Finsler (p. 79) is, I think, right in referring the phrase 78 7wdfy
wapaokevdfey to the emotional effects which the dramatis personae
produce on one another by their Adyot, not (as commonly inter-
preted) to the excitation of feeling in the minds of the audience.
It may be observed that the wdfs; mentioned are not only éAeos
and $6Qos but also épyy) kal éoa ToabTa.

Mr. R. P. Hardie (Lc) approaches to this view, but takes the
phrase in the sense of ‘supply (to the spectators) the wdfy of oi
Aéyovres,’—a sense which wapaokevdfeww could hardly bear.
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and in many contexts this is its natural English
equivalent. But if we would speak of character
in its widest sense, as including all that reveals
a man’s personal and inner self—his intellectual
powers no less than the will and the emotions—
we go beyond the meaning of the Aristotelian
éthos. In the Poetics, éthos and diapnoia are each
one side of character ; they are two distinct factors
which unite to constitute the concrete and living
person.  Character in its most comprehensive
. sense depends on these two elements, which, again,
‘are declared to be the causes of action, and to
‘determine its quality.' KEthos, as explained by
Aristotle, is the moral element in character. It
reveals a certain state or direction of the will. It
is an expression of moral purpose, of the permanent
disposition and tendencies, the tone and sentiment
of the individual. Dianora is the thought, the
intellectual element, which is implied in all rational
conduct, through which alone éthos can find out-
ward expression, and which is separable from éthos
only by a process of abstraction.

When we pass to the dramatic éthos and dianoia,

1 Poet. vi. 5, mpdrrerac 8¢ wd Twdv wparTévTwy, ods dvdykn
7 T 4 \ \ N 4 hY \

wowovs Twas elvar katd Te T6 H0os kal TYv Sudvorar (Sua yap
ToUTwv Kal Tas wpdfes elval papev woids Tivas, wépuker 8 airia
8Yo 1oV wpdfewv elvar, Sudvoiav kai fjfos. . .). Cf. Eth. Nic. vi. 2.
1139 a 34, edmpatio yap kol 70 évavriov év wpdfew dvev dwavoias
xal 7f0ovs ok érTw. But in Poet. vi. 6 and 10 it is more
loosely said that we are wocol Tiwves xatd Ta 707,
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we find that éthos reveals itself both in the speeches
and in the actions of the dramatic characters in a
manner corresponding to the twofold manifestations
of éthos in real life.! But we observe with surprise
that éthos as revealed in action is but lightly touched
on. Still more surprising is it that though dianoia
in real life is stated to be one of the two causes
of action, there is no express recognition of it as
similarly manifested in the drama. The reason of
the omission may possibly be that action is treated

1 Note 2, p. 337. Mr. Bosanquet in his acute observations on
plot and character-drawing (History of Aesthetic, pp. 70 ff.) argues
against 7j0os being taken to mean ‘character in the sense in which
character is understood to-day, to be the object of artistic portraiture
in Shakespeare or Thackeray.! The remarks in the text bear out
this contention, though from another point of view. It is more
difficult to agree entirely with his view that 7jfos in the Poetics
is something merely ¢ typical and generic,’ ‘as we say good or bad
character, a certain type of disposition or moral temperament
without the more individual traits. We may indeed readily admit
that the subtlety and delicacy of modern character-drawing did not
present themselves to Aristotle’s mind, more simple and elementary
qualities formed the basis of dramatic character as he understood
it. But it appears pretty certain that he thought of individual
portraiture, and not merely of the delineation of a moral type.
This seems to follow if only from the rules about 7a 70y in ch. xv,,
especially from the requirement that the law of necessity or prob-
ability, prescribed for the plot, shall apply also to the speeches
and actions of the dramatic persons (§§ 5-6). ‘This inner rationality
surely demands a strong basis of individual character.

Mr. R. P. Hardie (l.c.) similarly observes in reference to ch. xiii,
where #0os is discussed in reference to udfos, that ‘ the drift of the
whole passage implies that 7jfos does not necessarily mean to
Aristotle a simple generic type, but that its complexity is precisely
on a level with the complexity of the plot’
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in the Poetics as a separate and independent
element of tragedy, and kept distinct as far as
possible from the other elements. This is, indeed,
one of the inconveniences arising from the highly
analytic method of Aristotle in dealing with the
organic parts of an artistic whole, as also with the
phenomena of life. It is a method that tends to
divert our attention from the interlacing union of
the parts and from their final synthesis. Be the
cause what it may, explicit mention is made in
our text of the dramatic dianoia as embodied only
in speech not in action.

In the dramatic dialogue, the persons who con-
verse do mnot discuss abstract truth such as the
problems of mathematics;! they desire to explain
their own doings and influence others. The two
elements, éthos and dianoia, may indeed be found
side by side in one and the same discourse; but
even so, there is an appreciable difference between
them. Wherever moral choice, or a determination
of the will is manifested, there éthos appears.®

1 Cf. Poet. vi. 17, Siémep odk éxovaw Hfos TGV Adywv év ols
odx ore SfjAov 7 év ols pnd’ GAws éoTw § T [wpolatpeitar %)
Pedyee 6 Aéyov, with Rhet. iii. 16. 1417 a 18, 8.4 7odro olk
éxovow oi pabnparikol Adyor 70y 61e 098¢ mpoaiperiy.

2 Inferior writers attempted, it would seem, to make ethical
monologues take the place of a well constructed plot. Poet. vi. 12,
&re édv Tis pelijs O prijoers }Oukds kal Aéfer kal Siavoly € wemoe-
nuévas, od mwoujoee 8 fjv Tijs Tpayedias épyov. Cf. Plat. Phaedr.
268 c—269 A, where such pijoeis are reckoned among 7a 7pd
Tpaypdias, ‘ the preliminaries of tragedy,” not as 7 Tpayixd.
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Under dianoia are included the intellectual re-
flexions of the speaker; the proof of his own
statements, the disproof of those of his opponents,
his general maxims concerning life and conduct,
as elicited by the action and forming part of a
train of reasoning. The emphasis laid by Aristotle
on this dialectical dianoia is doubtless connected
with the decisive influence excrcised by political
debate and forensic pleading on the Greek theatre,
the aydv of the ecclesia or of the law-courts being
reproduced in the aydr of the drama.

A few sentences of cardinal importance as to
plot and character, from ch. vi. 9-11, must here be
quoted : ‘Tragedy is an imitation, not of men, but
- of an action and of life, and life consists in action,
and its end is a mode of action, not a quality.
Now character determines men’s qualities, but it 18
by their actions that they are happy or the reverse.
Dramatic action, therefore, is not with a view to
the representation of character : character comes in
as subsidiary to the actions. Hence the incidents
and the plot are the end of a tragedy ; and the end
is the chief thing of all. Again, without action
there cannot be a tragedy; there may be without
character.”  The eager insistence with which
Aristotle maintains the subordination of éthos to
plot! leads him into a certain exaggeration of state-

1 Poet. vi. 10, olkovv Srws Td 10y pymjocwvrar mPETTOVO LY,
dANG T8 0y ouvumepalapBdvovew && Tas wpdfes: vi. 16,
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ment. The two elements are set against one
another in sharp and impossible opposition.
¢ Without action there cannot be a tragedy ; there
may be without éthé.’! Clearly, this last remark
cannot be pressed in a perfectly literal sense.? The
meaning intended probably is, that there may be a

éorev Te (6 uvbos) pipnois wpdfews kai S TadTyv pdAiwoTa TOV
TparTivTov. .

1 Poet. vi. 11, érv dvev pev mpdfews odx &v yévorro Tpaypdia,
avev 8¢ 0oy yévorr’ dv. There is a similar exaggeration also
in the following sentence, ai ydp 7Tdv véwy Tév wAeloTwv dijfes
Tpayepdiac eiciv, and again in 1) 8¢ ZebfiSos ypady) oddév Exe
#0os.

? In discussing the place of character and plot in the drama
confusion is frequently caused by an ambiguity in the use of the
words, such as indeed we are conscious of also in the use of
the corresponding words in the Poeticss. In the popular
antithesis of the two terms ¢character’ has not its full dramatic
value, and instead of signifying ¢characters producing an action,’
it stands for an abstract impression of character left on our minds
by the reading of a play. Similarly ‘plot’ is regarded as the
‘story’ in a play, viewed in abstraction from the special nature of
the persons; and, in particular, denotes a complication exciting
wonder or suspense,—an idea, however, which is not necessarily
present in the word uifos. In this sense a play with a weak
‘plot’ but good °character-drawing’ is undramatic, though it
tells us something about human nature. On the cther hand a play
with a .strong ‘plot’ and weak delineation of ¢character’ may
tell us almost nothing about human nature, and yet may be
dramatic. (It is more doubtful whether it can ever be tragic.)
From this point of view it may be said that you can have a drama
without ¢character,” but not without ¢ plot.’

‘Plot’ in the full sense of the word is the ¢action’ (in the large
Greek meaning of mrpafs), and includes not only the circumstances
and incidents which form the main part of ‘plot’ as popularly
conceived, but also ¢character’ in the full dramatic sense of
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tragedy in which the moral character of the in-
dividual agents is so weakly portrayed as to be of
no account in the evolution of the action. The
persons may be mere types, or marked ounly by
class characteristics, or lacking in those distinctive
qualities out of which dramatic action grows.! The
next sentence adds by way of corroboration that
‘the tragedies of most of our modern poets are
devoid of character.” The later tragedians attempted,
it would seem, by an ingenious mechanism of plot
to make up for their want of skill in character-
drawing. The other side of the antithesis above
quoted cannot be disputed : ¢ Without action there
cannot be a tragedy’; for action is the diyfferentia
of drama, and must ever remain the primary and
controlling principle. The illustration from painting

¢ characters producing an action.’” An antithesis, therefore, between
¢ character’ and ¢ plot,’ thus understood, is obviously impossible.

On these grounds, we may say that ‘character,” in the popular
sense, exists for the sake of the ‘action’; but ¢ character’ in the
full sense cannot correctly be said to exist for the sake of the ‘action.’
What is meant in the latter instance is rather, that, dramatically,
the significance of the ¢characters’ arises from their place in the
‘action.

1 Mr. Bosanquet (History of Aesthetic, p. 73) explains Aristotle’s
meaning a little differently. ¢He may not have been contrasting
the plot, as a mere puzzle and solution, with the portrayal of
individual human character, but he may rather have intended to
oppose the man as revealed in actiom, or in speech which con-
tributes to the march of incident, with monologue or conversation
simply intended to emphasise this or that type of disposition in
the interlocutors’ (cf. supra, p. 342, note 2).
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in ch. vi. 15, which has been subjected to some
strained interpretations, throws further light on the
reason why éthos holds a position subsidiary to the
plot or action. ‘The most beautiful colours, laid on
confusedly, will not give as much pleasure as the
chalk outline of a portrait.”* Here the outlined
sketch corresponds to the outline of plot. Ethos
divorced from plot is like a daub of beautiful
colour, which apart from form gives little pleasure.
The plot is the groundwork, the design, through
the medium of which éthos derives its meaning and
dramatic value.

The whole gist of the argument is finally summed
~up thus: ‘The plot is the first principle, and, as it
~ were, the soul of a tragedy.”® The analogy here in-
dicated goes deeper than might at once be apparent
from the English words. The precise point of the
comparison depends on the relation in which the
soul stands to the body in the Aristotelian philo-
sophy.® A play is a kind of living organism. Its
animating principle is the plot. As in the animal
and vegetable world the soul or principle of life is
the primary and moving force, the dpy7 from which

1 Poet. vi. 15, € ydp Tis évalelfec Tois KulAloTois Ppappd-
Kows XUy, otk dv Spoiws eddpdveer kai Aevkoypagjoas eixéva.

2 Poet. vi. 14, dpx3 peév odv kai olov yuxn 6 mvbos is
Tpay@dias.

8 See de Anim. ii. 4. 415 b 7-21, where the soul is explained

to be the efficient cause, the formal cause, and the final cause of
the body.
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the development of the organism proceeds, so it is
with the plot in tragedy.’ Round this nucleus the
parts grow and group themselves. It is the origin
of movement, the starting-point and basis of the
play. Without it the play could not exist. It is
the plot, again, which gives to the play its inner
meaning and reality, as the soul does to the body.
To the plot we look in order to learn what the play
means; here lies its essence, its true significance.
Lastly, the plot is ‘the end of a tragedy’? as well
as the beginning. Through the plot the intention
of the play is realised. The distinctive emotional
effect which the incidents are designed to produce
i1s inherent in the artistic structure of the whole.
Above all, it is the plot that contains those
Reversals of the Situation (wepiméreiar)® and other
decisive moments, which most powerfully awaken
tragic feeling and excite the pleasure appropriate
to tragedy.

1 The constant use of cvriordvac in the biological treatises of
Aristotle should be compared with its meaning in the Poetics as
applied to the formation and organic structure of a tragedy. De
Gen. Anim. ii. 1. 733 b 20, fs (yovijs) eloerboloms Ta (pa ovv-
lorarar kal AapBdver v olkelav poppijv. ii. 4. 739 b 33, Srav
82 ovory TS wbnpa 7idy . . . ili. 2. 763 b 3, ylyvetar Tpody Tois
ovvwrapévors (Yois. So ovorTaces: de Gen. Anim. ii. 6. 744 b
28, % pév odv Tov doTéy Plois év T TpeTy ovoTdoE yiyvera
TGV popiwv : cf. de Part. Anim. ii. 1. 646 a 20 sqq. De Caelo ii. 6.
288 b 16, Ay yip iows oioracts Tév {$uv ék TowITWY CUVéTTYKEY
& Siadéper Tols oikelots TémoLs.

2 Poet. vi. 10, 6 pifos Télos Tijs Tpay@dias.

3 See p. 329, note 2.
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Aristotle’s doctrine of the primary importance of
action or plot has been disputed by many modern
critics. Plot, it is argued, is a mere external frame-
work, a piece of mechanism designed to illustrate
the working of character. Character is in thought
prior to action and is implied in it. KEvents have
no meaning, no interest, except so far as they are
supposed to proceed from will. Action is defined,
expressed, interpreted by character. The question,
however, which this chapter of the Poetics raises
is not whether one element can in logical analysis
,be shown ultimately to contain the other; we have
rather to ask which of the two is the more
fundamental as regards the artistic conception and
dramatic structure of a play. We will therefore
inquire shortly what in its simplest analysis is
meant by the drama,—what it is that constitutes
dram?tlc action.

, Eﬁoﬂ as has been shown, is the first artistic
‘ necessﬂ:y of a play, the controlling condition of its
existence. But mere action is not enough; an
“isolated deed, however terrible, however pathetic,
has not in it the dramatic quality. Action, to be
dramatic, must be exhibited in its development and
in its results ; it must stand in reciprocal and causal
‘relatxon to certain mental states. We desire to see
the feelings out of which it grows, the motive force
of will which carries it to its conclusion ; and, again,
to trace the effect of the deed accomplished upon
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the mind of the doer,—the emotions there generated
as they become in turn new factors of action, and as
they react thereby on the other dramatic characters.

The drama, therefore, is will or emotion in action. 1

Further, the dramatic action forms a complete
whole : it is a coherent series of events, standing in
organic relation to one another and bound together
by the law of cause and effect. The internal centre,
the pivot round which the whole system turns, is
the plot. The characters are dramatic only so far
as they are grouped round this centre, and work in
with the movement of events towards an appointed
end. Free and self-determined though they are,
they exercise their freedom within a sphere which
is prescribed by this primary condition of dramatic
art. They reveal their personality not in all its
fulness, but to such an extent as the natural course
of the action may require. The situation and the
circumstances in which they are placed, the other
wills with which they come into collision, are pre-
cisely those which are best fitted to search out their
weak places, to elicit their energy and exhibit it
in action. '

But the drama not only implies emotion express-
ing itself in a complete and significant action and
tending towards a certain end; it also implies a
conﬂlct » We may even modify Aristotle’s phra.se
and say, that the dramatic conflict, not the mere
plot, is ‘the soul of a tragedy.’” In every drama
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there is a collision of forces. Man is imprisoned
within the limits of the actual. Outside him is a
necessity which restricts hisfreedom, a superior power
with which his will frequently collides. Again, there
is the inward discord of his own divided will ; and,
further, the struggle with other human wills which
obstruct his own. The delineation of character is
determined by the fact that a dramatic conflict of
some kind has to be represented, and by the relation
in which the several antagonistic forces stand to the
plot as a whole. But while conflict is the soul of the
drama, every conflict is not dramatic. In real life,
as Aristotle points out,! all action does not manifest
itself in external acts; there is a silent activity of
speculative thought which in the highest sense may
be called action, though it never utters itself in deed.
But the action of the drama cannot consist in an
inward activity that does not pass beyond the
region of thought or emotion. Even where the
-main interest is centred in the internal conflict, this
conflict must have its outward as well as its inward
side : it must manifest itself in individual acts, in
concrete relations with the world outside ; it must
“bring the agent into collision with other personalities.
We therefore exelude from the province of the drama
purely mental conflicts—action and reaction within
the mind itself—such as are the solitary struggles
of the ascetic, the artist, the thinker. These are
1 Pol. iv. (vii) 3. 1325 b 16-23 (quoted p. 335, note 1).
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dramatic only when they are brought into a plot
which gives them significance, and by which they
become links in a chain of great events.

iny certain kinds of character, therefore, are
capable of dramatic treatment.! Character on its
passive side, character expressing itself in passionate
emotion and nothing more, is fit for lyrical poetry,
but not for the drama. As action is the first
necessity of the drama, so dramatic character has
in it some vital and spontaneous force which can
make and mould circumstances, which sets obstacles
aside. It is of the battling, energetic type. The
emotions must harden into will and the will express
itself in deed. Much more rarely, as in Hamlet,
can character become dramatic by an intellectual
and masterly inactivity which offers resistance to
the motives that prompt ordinary men to action.
Events are then brought about, not by the free
energy of will, but by acts, as it were, of arrested
volition, by forces such as operate in the world
of dreamland. There is in Hamlet a strenuous
inaction, a not-acting, which is in itself a form of

1 ¢Jt is quite possible that Aristotle detected a tendency in the
tragedy of his day which he held dangerous to the vitality of
drama—the tendency to the merely¥statuesque, to motionless life.
If so, his over-stutement of the case for the other side was nothing
less than a piece of practical wisdom. Even to-day this drama of
motionless life beguiles some men to heresy ; M. Maeterlinck
makes it his ideal in his “ Static Theatre,” the very negation of all
drama.’— Times Literary Supplement 23rd May, 1902
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action.  Characters such as this are not purely
passive, they have an originating and resisting
force of theirown. Most, however, of Shakespeare’s
characters, like the heroes of the Greek drama, are
strong and dominant natures, they are of a militant
quality of mind. They put their whole selves,
their whole force of thinking and of willing, into
what they do. Nothing is more wonderful than
the resistless impulse, the magnificent energy of
will, with which a Macbeth or a Richard III. goes
to meet his doom.

Plot, then, is not, asis sometimes said, a mere ex-
ternal, an accident of the inner life. In the action
of the drama character is defined and revealed. The
concept;,ion of the plot as a whole must be present in
embryo to the poet’s mind prior to the evolution of
the parts ; the characters will grow and shape them-
selves out of the dramatic situation in conformity
 with the main design. In maintaining, however,
that plot is the first essential of the drama, it is not
‘implied that the plot must be complicated, that a
- difficult skein is tangled in order to excite curiosity,
@and unravelled again to relieve the feelings so ex-
cited. Neither in Aeschylus nor in Sophocles has
plot for its own sake become a motive. Not even in
the Oedipus Tyrannus, where the threads are more
elaborately tangled and the texture of the plot is
woven closer than in any other Greek tragedy,
is dramatic complication an end in itself. The
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normal Greek tragedy is singularly simple in
structure. We do not find, as in King Lear
and elsewhere in the Shakespearian drama, two
concurrent actions which are skilfully interwoven
in order to lead up to a tragic end. Some of the
greatest Greek plays are not only devoid of in-
tricate plot, but present an unchanging situation.
In the Prometheus there is no outward movement,
the main situation is at the end what it was at
the beginning : the mental attitude of the hero is
fixed and immovable, while a series of interlocutors
come and go. We see before us the conflict of two
superhuman wills, neither of which can yield to
the other. Yet the dialogue is not mere conversa-
tion. Each speech of Prometheus is a step in the
action ; each word he utters is equivalent to a
deed ; it is the authentic voice of will which rises
superior to physical bondage. The play is action
throughout,—action none the less real because
it consists not in outward doing. The reproach
of want of movement which has been brought
against the Prometheus has been also urgea
against Milton’s Samson Agonistes. It is a drama
says Dr. Johnson, ‘in which the intermediate parte
have neither cause nor consequence, neither haster
nor retard the catastrophe.” Here again, however
a somewhat similar criticism is applicable. The
speeches of Samson form an integral part of the
action. The will-power which utters itself in
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dialogue is translated into deed, and culminates
in a tragic catastrophe, as soon as the outward
constraints are removed.

‘We must hold, then, with Aristotle that plot
or action is the primary element in the artistic
structure of the drama. But the case also pre-
sents another side, which is lightly touched by
him, and which deserves to be made more prominent.
Briefly stated it is this. The action which springs
out of character, and reflects character, alone
satisfies the higher dramatic conditions.

Here there is a marked difference between epic
and dramatic poetry. The epic poem relates a
great and complete action which attaches itself to
the fortunes of a people, or to the destiny of
mankind, and sums up the life of a period. The
story and the deeds of those who pass across its
wide canvas are linked with the larger movement
of which the men themselves are but a part.
The particular action rests upon forces outside
itself. The hero is swept into the tide of events.
The hairbreadth escapes, the surprises, the epi-
sodes, the marvellous incidents of epic story, only
partly depend on the spontaneous energy of the
hero.

The tragic drama, on the other hand, represents
the destmy of the “individual man. Action and
character are here more closely intertwined. Even
if the connexion cannot be traced in every detail,
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it is generally manifest when we look to the whole
tenor of the play. The action is the product of
the characters and of the circumstances in which
they are placed. It is but seldom that outward
circumstances are entirely dominant over the forces
of the spirit. If it is true that ¢ things outward
do draw the inward quality after them, it 1is
no less true in tragedy that things inward draw
the outward after them. The outer and the
inner world are here in nearer correspondence and ,
equivalence than in any other form of poetry. The
element of chance is all but eliminated. An inner
bond of probability or necessity binds events
together. This inevitable sequence of cause and
effect is the link that character forges as it
expresses itself in action. A man’s deeds become
external to him; his character dogs and pursues
him as a thing apart. The fate that overtakes the
hero is no alien thing, but his own self recoiling
upon him for good or evil ¢ Man’s character,’
as Heraclitus said, ‘is his destiny’ (36os dvfpome
Saipwv). To this vital relation between action and
character is due the artistically compacted plot,
the central unity of a tragedy. If, as Aristotle
says, tragedy is a picture of life, it is of life
rounded off, more complete, more significant, than
any ordinary human life; revealing in itself the
eternal law of things, summing up as in a typical
example the story of human vicissitudes,
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The dissent from Aristotle’s doctrine that plot
is the primary element in tragedy, is sometimes
expressed in a modified form. Plot, it is admitted,
was the primary element in the ancient drama;
but, it is urged, the ancient drama was a drama
of destiny; it obliterated character, while in the
modern drama action is subordinate to character.
Such is the view that De Quincey maintains.
Man, he says, being the ‘ puppet of fate could not
with any effect display what we call a character’;
for the will which is ‘ the central pivot of character
was obliterated, thwarted, cancelled by the dark
fatalism which brooded over the Grecian stage.’
‘ Powerful and elaborate character . . . would
have been wasted, nay would have been defeated
and interrupted by the blind agencies of fate.’
Hence, as he argues, the Greek drama presents
grand situations but no complex motives; statu-
esque groups of tragic figures, but little play
of human passion; ‘no struggle internal or
external.’

It is strange that the Greeks of all people,
and Aeschylus of all poets, should have been
accused of depriving man of free agency and
making him the victim of a blind fate. The
central lesson of the Aeschylean drama is that
man is the master of his own destiny: nowhere
is his spiritual freedom more vigorously asserted.!

1 See Some Aspects of the Greek Genius, pp. 108 ff. Ed. 3.
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The retribution which overtakes him is not in-,
flicted at the hands of cruel or jealous powers. It
is the justice of the gods, who punish him for
rebellion against their laws. In ancient tragedy,
the supernatural forces that order man’s outward
fortunes are, it is true, more visible than in the
modern drama, but character is not obliterated, nor
free personality effaced. The tragic action is no
mere series of external incidents; it is a struggle
of moral forces, the resultant of contending wills,
though a supreme necessity may guide the move-
ment of events to unexpected issues. Plot does
not overpower character; it is the very medium
through which character is discerned, the touch-
stone by which its powers are tested.

Yet there is a certain sense in which we may
say that the modern drama lays increased stress
on the delineation of individual character. On
the Greek stage the development of character was
impeded by the unpliable material with which the
tragedian had to work. By consecrated usage he
was confined to a circle of legends whose main
outlines were already fixed. These had come
down from a remote past and bore traces of the
rude times which had given them birth. The
heroic legends of Greece were woven into the
texture of national life: they appealed to the
people by many associations, by local worships
and familiar representations of art. Epic story,
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however, had in it elements which the purer and
more reflective morality of the Periclean age was
constrained to reject. The traditional legends had
to be adapted, as best they might, to the new
ethical ideals.

In carrying out this task the poets were limited
by the possibilities of the plot. The great facts of
the legends could not be set aside. The audience,
familiar with their own heroic history, were not
prepared for bold surprises. So far as the dclinea-
tion of character itself was concerned, the utmost
freedom of invention was allowed; the same
dramatist might in successive tragedies exhibit
a single person under various and inconsistent
types of character. The point at which ethical
portraiture was hampered was when the dramatic
persons had to be fitted harmoniously into the
framework of a particular plot. The details of
the story might vary within wide limits, but the
end was a thing given; and in the drama the end
cannot but dominate the structure of the whole,—
incidents and character alike. The weakness of
the Dénouement, as compared with the complica-
tion, of many Greek tragedies is the direct result
of the controlling tradition of the plot.

Though the poets handled the myths freely,
often transforming the inner spirit and meaning
of the tale, yet they could not quite overcome
the inherent difficulties presented by the problem.
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Aeschylus and Sophocles succeeded in deepening
and humanising the archaic stories, and in liberat-
ing the characters from the influence of the past.
But in Euripides the strain has become too great.
The tissue of the material yields ; the old and the
new world start asunder, the actions done belong-
ing to the older order of things, the characters
portrayed being the children of the poet’s own
generation.

The freedom of the Greek poet in delineating
character was thus restricted by the choice of
subject-matter. Add to this another considera-
tion. The themes usually handled were simple in
outline, the main issues were clear and free from
the disturbing accidents of individuality. In the
legends selected the working of the eternal laws
which govern human life could be visibly dis-
cerned. The dramatic characters were of corre-
sponding simplicity. Their personality was seized
by the immediate intuition of the poet at some
decisive moment of action. A small portion was
carved out of their career, illustrating human life
in one of its typical aspects. Aeschylus, at once
poet and prophet, sets forth in dramatic form the
conflict between opposing principles,—between the
implacable vengeance of an early age and the
mercy which tempers justice, as in the Fumenides :
or again, as in the Prometheus, he takes us back
to a far-off past, and depicts the strife between
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two antagonists, each of them divine, who are
representative of different dispensations, and hints
at a future harmony, when divine Might should no
longer be divorced from Wisdom and Benevolence.
Sophocles, too, brings rival principles into collision.
In the Antigone the divine and the human law stand
opposed, and the religious duty towards the family
triumphs over the claims of civic obedience. In
the Phzloctetes, the instincts of natural truthfulness
finally carry the day against diplomatic falsehood
for the public good.

Greek Tragedy, in its most characteristic
exaﬁﬂés, dramatises not the mere story of
human calamities, but the play of great prin-
ciples, the struggle between contending moral
forces. The heroes are themselves the concrete
embodiment of these forces. Religion, the State,
the Family,—these were to a Greek the higher
and enduring realities, the ideal ends for which he
lived. Hence in the Greek drama, patriotism,
wifely or sisterly devotion, all those elementary
emotions which cluster round home and country,
are the motives which chiefly impel to action and
call forth the ardour of self-sacrifice. Seldom, at
least in the older tragedians, do passions purely
personal animate these tragic heroes: they are free
from inward discord and self-contradiction : the
ends they pursue are objective and rest on a
‘belief in the abiding reality of the social organism.
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The characters hereby gain universal meaning and
validity : they are not of their own age and
country only, but can claim kinship with man-
kind.

The modern drama introduces us into another
world of poetic emotion. A richer and more varied
inner life is opened up. The sensé of personality is
deepened. Even the idiosyncrasies of human nature
become material to the dramatist. In Shakespeare
character assumes inexhaustible variety. Itsaspects
are for ever changing, discordant elements meet and
are blended. The contradictions do not easily yield
to psychological analysis; we seek to explain them,
but we find ourselves dealing only with abstractions.
Not until the persons enact their story before us.
and are seen in the plenitude of organic life, dc
we feel that they are possible and real creations.
The discovery of unsuspected depths in humar
nature has brought into prominence the subjective
side of ethical portraiture and subjective modes o
viewing life. Love, honour, ambition, jealousy are
the prevailing motives of modern tragedy; anc
among these love, the most exclusive of all the
passions, dominates all other motives.

Shakespeare in deepening the subjective person-
ality of man does not, however, lose sight of the
objective ends of life and of the corresponding phases
of character. Between these two sides of humar
experience he maintains a just balance. The par-
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ticular emotions he stamps, as did the Grecks, with
the impress of the universal. Nor does he permit
the dramatised action to become subservient to the
portrayal of individual character. Other poets, who
have explored, though less profoundly, the recesses
of human nature, and reproduced the rarer and
more abnormal states of feeling, have been unable
to rise above the pathological study of man,—a
study as dangerous as it is fascinating to the
dramatist. Indeed the conscious analysis of char-
acter and motive, even where the study of morbid
conditions is not added, has marred the dramatic
effect of many modern productions. Goethe with
all his poetic genius did not surmount this danger.
His reflective, emotional characters, who view life
through the medium of individual feeling, seldom
have the energy of will requisite to carry out a
tragic action. They are described by the mouth of
others, they express themselves in lyrical utter-
ances of incomparable beauty. But the result
is that where Shakespeare would have given us
historical dramas, Goethe gives only dramatic
biographies. And, in general, the modern intro-
spective habit, the psychological interest felt in
character, has produced many dramatic lyrics, but
few dramas.

The increased emphasis attaching to individual
portraiture is seen again in the tendency of the
romantic drama to exhibit character in growth, in
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each successive stage of its evolution. A Greek
tragedy takes a few significant scenes out of the
hero’s life; these are bound together by a causal
chain and constitute a single and impressive action.
Much that the moderns would include in the play
itself is placed outside the drama, and forms a
groundwork of circumstances, antecedent to the
action but nccessary to explain it. Frequently the
whole action of a Greek drama would form merely
the climax of a modern play. The Greek custom
of representing four dramas in a day placed a
natural limit on the length of ecach play and on
the range of the action. The romantic drama aimed
at a more comprehensive representation; a single
play in its scope and compass approached to the
dimensions of a Trilogy. Sir Philip Sidney gently
ridicules the quickened pace with which time is com-
pelled to move, in order to condense into a few hours
the events of as many years. ‘Now of time they
are more liberall, for ordinary it is that two young
Princes fall in love. After many traverces, she is
got with childe, delivered of a faire boy, he is
lost, groweth a man, falls in love, and is ready
to get another child, and all this in two hours’
space.’

The dramatic theme is frequently enlarged in
modern tragedy so that the entire process may be
traced from the moment when a deed lies dormant
as a germ in the mind, till it has matured into action
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and unfolded itself in all its consequences. As the
period embraced by the action is extended, and the
relations with the outer world become more com-
plex, it is only natural that the characters should
expand in new directions and undergo essential

~changes. A wider range was here opened up for

.

dramatic portraiture. It was not, of course, an
untried region of art. The Greeks had exhibited
character as moulded by the plot and developed
under pressure from without, or through impulses
which operated from within. Indeed every drama
must, in some measure, show the play and counter-
play of those forces which rule the outer and the

" inner world. The process by which feeling is con-

solidated into a deed cannot but leave its mark on
the mind of the agent. Antigone suffers the natural
reaction from high-strained emotion. Neoptolemus
becomes a changed person in the progress of the
action, though the change is merely to restore him
to his true self, which for the moment he had lost.
Even Prometheus, grand in his immobility, is in
some sense worked upon by the persons and the
scenes which pass before him. His will, uncon-
querable from the first, expresses itself in tones
still more defiant at the close.

In all these instances we have character in pro-
cess of becoming. Wherever, in short, an action
grQWS and expands according to dramatic laws,
character, or at least feeling, must move in concert
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with it. But the extent to which growth and
movement in the character accompany the march
of the action is very various. The ancient stage
furnishes us with no such complete instance of
character-development as we have, for example, in
Macbeth. It is the peculiar delight of the moderns
to follow the course of such an evolution, to be
present at the determining moment of a man’s
career, to watch the dawning of a passion, the
shaping of a purpose, and to pursue the deed to
its final accomplishment. We desire not only to
know what a man was, and how he came to be it,
but to be shown each step in the process, each link
in the chain; and we are the more interested if we
find that the gradual course of the dramatic move-
ment has wrought a complete change in the original
character. In this sense we may admit that the
modern drama has brought the delineation of
character into new and stronger relief.

But when we have taken into account all the
minor variations of structure which the modern
drama has undergone; when we have allowed for
the greater complexity of the plot, the greater pro-
minence given to the more subjective and individual
aspects of character, the deeper interest taken in the
unfolding of character and in its manifold develop-
ments; yet plot and character, in their essential
relation, still hold the place sketched for them in
the Poetics, and assigned to them on the Greek
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stage. Plot is artistically the first necessity of the
drama. For the drama, in its true idea, is a poetical
representation of a complete and typical action,
whose lines converge on a determined end; which
evolves itself out of human emotion and human
will in such a manner that action and character
are each in turn the outcome of the other.

Such a drama was the creation of Greece, and of
all her creations perhaps the greatest. Epic and lyric
poetry have everywhere sprung up independently.
Dramatic spectacles, religious or secular, are found
in every country, and at all periods of civilisation.
Dramatic narratives, such as the Book of Job,
dramatic lyrics, such as the Song of Solomon, are
among the forms of composition which meet us in
the Old Testament. Lyrical dramas, which in their
constituent elements recall the first beginnings of
the Greek drama, have existed in China and Japan.
India has produced vast poems which pass under the
name of dramas, wanting, however, both the unity
of action and the spiritual freedom which the drama
proper implies. The Greek drama is the harmonious
fusion of two elements which never before had been
perfectly blended. Lyrical in its origin, epic in the
nature of its materials, it is at once an expression
of passionate feeling and the story of an action; it
embodies emotion, but an emotion which grows into
will and issues in deeds. If the lyrical utterance of
feeling had remained the dominant, as it was the
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original, element in a Greek tragedy, it would have
been left for some other people to create the tragic
drama. As it was, the Greeks fixed unalterably
its distinctive form and the artistic principle of its
structure.









CHAPTER X
THE GENERALISING POWER OF COMEDY

Poerry, we say—following Aristotle—is an ex-
pression of the universal element in human life ;
or, in equivalent modern phrase, it idealises life.
Now the word ¢idealise’ has two senses, which
have given rise to some confusion. Writers on
aesthetics generally mean by it the representation
of an object in its permanent and essential aspects,
in a form that answers to its true idea; disengaged
from the passing accidents that cling to individu-
ality, and from disturbing influences that obscure
the type. What is local or transient is either
omitted or reduced to subordinate rank; the par-
ticular is enlarged till it broadens out into the
human and the universal. In this sense ‘the
ideal’ is ‘the universal’ of the Poetics. But
there is another and more popular use of the
term, by which an idealised representation implies
not only an absence of disturbing influences in the
manifestation of the idea, but a positive accession

of what is beautiful. The object is seized in some
368
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happy and characteristic moment, its lines of grace
or strength are more firmly drawn, its beauty is
heightened, its significance increased, while the
likeness to the original is retained. The two senses
of the word coincide in the higher regions of art.
When the subject-matter of artistic representation
already possesses a grandeur or dignity of its own,
its dominant characteristics will become more
salient by the suppression of accidental features,
and the ideal form that results will have added
elements of beauty. The leading characters in
tragedy, while true to human nature, stand out
above the common man in stature and nobility,
just as, by the art of the portrait-painter, a likeness
is reproduced and yet idealised.® In the very act
of eliminating the accidental a higher beauty and
perfection are discovered than was manifested in
the world of reality. Tragedy, therefore, in the
persons of its heroes combines both kinds of
idealisation; it universalises, and in so doing it
embellishes.

Idealised portraiture does not, as has been
already observed,? consist in presenting characters
of flawless virtue. Aristotle’s tragic hero, as
delineated in the Poetics (ch. xiii.), is by no means
free from faults or failings. The instance, again,

1 Poet. xv. 8, dwodiSévres Tyv iSlav poppny Spoiovs ToLOVVTES
xaAliovs ypddovoey.
2 p. 232.
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of Achilles as a poetic type of character, who in
spite of defects has a moral nobility entitling him
to rank as ideal, shows that the idealising process,
as understood by Aristotle, does not imply the
omission of all defects.! In general it may be said
that some particular quality or group of qualities
must be thrown into relief; some commanding
faculty heightened, provided that in so doing the
equipoise of character which constitutes a typical
human being is not disturbed. The ideal is that
which is raised above the trivial and accidental;
by virtue of a universal element which answers to
the true idea of the object it transcends the limita-
tions of the individual. Even vicious characters
are not entirely excluded from tragedy on Aris-
totle’s theory,” though the villain may not hold the
position of protagonist. The saying attributed to
Sophocles, airos wév olovs 8et moreiv, Edpimidny 8¢
olot eloi, does not bear the interpretation sometimes
assigned to it, that the characters of Sophocles are
patterns of heroic goodness, while those of Euri-
pides are the men and women of real life.® The

1 Poet. xv. 8. 2 pp. 227 and 316.

3 Poet. xxv. 6, mpds 8¢ TovTols éav émiTiudTar 6L ovk dAnbi,
AAXN lows <ds> Set—oiov xai ZookAis €y avrTds pév olovs Bei
mowely, Edpuridnv 8¢ olov eloiv—radry Avréov. There is some
doubt as to the literal rendering of the words avTos pév olovs 8ei
mowelv. Vablen and most editors understand elvac with ofous S8el,
‘men as they should be,’ whereas strict grammar undoubtedly
requires us to understand woteiv, ‘men as the poet should repre-
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meaning is that the characters of Sophocles answer
to the higher dramatic requirements; they are
typical of universal human nature in its deeper
and abiding aspects; they are ideal, but ideally
human; whereas Euripides reproduced personal
idiosyncrasies and the trivial features of everyday
reality.

Objection may be taken to the distinction
drawn between the two meanings of the word
‘idealise,’ on the ground that they run into one
another and fundamentally mean the same thing.
It may be urged that so far as an object assumes
its universal form, ridding itself of non-essentials,
it will stand out in perfect beauty ; for all ugliness,
all imperfection, all evil itself, is an accident
of nature, a derangement and disturbance by
which things fall short of their true idea. To

sent them,” ‘men as they ought to be drawn.” In the first edition
I inclined to the latter view,

The general context, however, and the equivalent phrases in
this chapter (ofa elvac 8¢t §1, <as> 8el § 6, Bérrov § 7, mpds
70 BéArov § 17) point strongly to the first interpretation. It
has in its favour this further fact (as is justly observed by Mr.
R. C. Seaton, Classical Review, vol. xi. No. 6), that the saying of
Sophocles is thus couched in a less arrogant form. Accepting
this view we must explain oiovs 8¢f (and similarly <ds> 8¢t § 6)
as a kind of shorthand expression used, with more than Aristotelian
brevity and disregard of grammar, to denote the ideal in poetry.

Even if elvac is to be understood with 8ei, the 8ei will still be
the ¢ought’ of aesthetic obligation, not the moral ‘ought.” It has
been previously shown, however, that the aesthetic ideal of character
in the Poetics implies a high, though not a perfect morality.
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represent the universal would thus in its ultimate
analysis imply the representation of the object in
the noblest and fairest forms in which it can clothe
itself according to artistic laws. Comedy, which
concerns itself with the follies and foibles, the
flaws and imperfections of mankind, cannot on this
reasoning idealise or universalise its object.

Now, it may or may not be that evil or imper-
fection can be shown to be a necessary and ultimate
element in the universe; but the point scems to
be one for philosophy to discuss, not for art to
assume. Art, when it seeks to give a compre-
hensive picture of human life, must accept such
flaws as belong to the normal constitution of man.
At what precise point imperfections are to be
regarded as accidental, abnormal, irregular; as
presenting so marked a deviation from the type
as to be unworthy of lasting embodiment in art,
is a problem whose answer will vary at different
stages of history, and will admit of different
applications according to the particular art that
is in question. Certain imperfections, however,
will probably always be looked on as permanent
features of our common humanity. With these
defects comedy amuses itself, discovering the in-
consistencies which underlie life and character, and
exhibiting evil not as it is in its essential nature,
but as a thing to be laughed at rather than hated.
TLus limiting its range of vision, comedy is able to
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give artistic expression to certain types of character
which can hardly find a place in serious art.

Again, it must not be forgotten that the in-
dividual character, considered by itself, is not the
same as this character considered in its place in the
drama. A character universalised may, if regarded
alone, still be ‘ugly,’ and yet it may contribute to
the beauty of the whole. In that sense we can
continue to call it “ugly’ only by a kind of abstrac-
tion. Or to put it otherwise,—evil regarded in its
essential nature may be ugly; but, shown in the
action of the comedy to be nugatory and ridiculous,
it ceases to be ugly ; it is an element in a fact which
is beautiful.

Aristotle draws no distinction between the uni-
versality which is proper to tragedy and comedy
respectively.  Each of these, as a branch of the
poetic art, embodies the type rather than the in-
dividual, and to this extent they have a common
function.

An Athenian of the fifth century would hardly
have singled out comedy as an example of poetic
generalisation. The large admixture of personal
satire in the old Attic comedy would rather have
suggested the view that the main ingredient in
comic mirth is the malicious pleasure afforded by
the discomfiture of another. And, in fact, Plato,
in the subtle analysis he gives in the Philebus’ of

1 Philebus pp. 48-50.
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the emotions excited by comedy, proceeds on some
such assumption. The pleasure of the ludicrous
springs, he says, from the sight of another’s mis-
fortune, the misfortune, however, being a kind of
self-ignorance that is powerless to inflict hurt. A
certain malice is here of the essence of comic enjoy-
ment. Inadequate as this may be, if taken as a
complete account of the ludicrous, it nevertheless
shows a profound insight into some of the chief
artistic modes of its manifestation. Plato antici-
pates, but goes deeper than Hobbes, whose well-
known words are worth recalling: ¢ The passion of
laughter is nothing else but a sudden glory, arising
from a sudden conception of some eminency in
ourselves, by comparison of the infirmity of others
or with our own formerly.’

The laughter that has in it a malicious element
and implies in some sense the abasement of an-
other, does not satisfy Aristotle’s conception of the
idea of theludicrous. His definition in the Poetics!
carries the analysis a step farther than it had been
carried by Plato. ‘The ludicrous,” he says, ‘con-
sists in some defect or ugliness which is not painful
or destructive. To take an obvious example, the
comic mask is ugly and distorted, but does not
imply pain.” The phrase ‘not painful or destruc-

1 Poet. v. 1, Td yap yeloidy éoTw Gudprypd TL Kai aloxos
dvdduvor kal od Ppbapricdv, olov eifis T yelolov mplowmrov
aloxpév T¢ kai SieoTpappévoy dvev 68Uvys.



THE GENERALISING POWER OF COMEDY 375

tive '—ecither, that is, to the objeci of laughter, or
sympathetically to the subject—is a remarkable
contribution to the idea under discussion. Still
more significant is the omission of malice, which
to Plato had seemed an essential ingredient.

The pleasure, therefore, of the pure ludicrous is
not to be explained, as some tell us to-day, by
the disinterested delight of primitive man in the
infliction of suffering. It does not consist in a
gratified feeling of malignity, softened indeed by
civilisation, but ultimately to be resolved into a
kind of savage mirth. A good joke becomes, indeed,
a little more pungent if it is seasoned with malice,
but, even without the malice, laughter may be pro-
voked. And, according to Aristotle, the quality
that provokes laughter is a certain ‘ugliness,’ a
‘defect’ or ‘deformity.” These words, primarily
applicable to the physically ugly, the dispropor-
tionate, the unsymmetrical, will include the frailties,
follies, and infirmities of human nature, as distin-
guished from its graver vices or crimes. Further,
taking account of the elements which enter into the
idea of beauty in Aristotle, we shall probably not
unduly strain the meaning of the expression, if we
extend it to embrace the incongruities, absurdities,
or cross-purposes of life, its blunders and discords,
its imperfect correspondences and adjustments, and
that in matters intellectual as well as moral.

Aristotle’s definition is indeed still wanting in
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exactness ; for though the ludicrous is always in-
congruous, yet the incongruous (even limited as it
is here) is not always ludicrous. Incongruity, in
order to be ludicrous, requires a transition, a change
of mood, resulting in the discovery either of an
unexpected resemblance where there was unlikeness,
or of an unexpected unlikeness where there was re-
semblance. There is always a blending of contrasted
feelings. The pleasure of the ludicrous thus arises
from the shock of surprise at a painless incongruity.
It sometimes allies itself with malice, sometimes
with sympathy, and sometimes again is detached
from both. For our present purpose, however, it is
enough to note that, although Aristotle’s definition
is hardly complete, it has the merit of recognising
the pure ludicrous, which is awakened by the per-
ception of incongruity and provokes no malignant
or triumphant laughter. The definition harmonises
well with his exclusion of personal satire and galling
caricature from genuine comedy, and with his
theory of the generalising power of poetry.

Indeed, Aristotle selects comedy as a salient
illustration of what he means by the representation
of the universal.! If I understand him aright he

1 Poet. ix. 4-5, od (sc. Tov kabBolov) aroxdferar 1 moinos
Svépata émiTilfepévy . . . émi pév odv Tijs kwpgdlas 8y TolTo
87jAov yéyovev: crvormiravres yap Tov uibov S ThHV elkéTwy o
(otrw MSS.) T TvydvTa dvdpara vrorTiféacwy, kui oty domrep ol

Ed A \ h > -~
La’.lBO‘ITOtOL TEPL TOY Ka.e €KQATTOY TOLOVT LY,
1 have ventured to admit into the text my conjecture ov
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points to the tendency shown in comedy to discard
the use of historical names and adopt names which
are suggestiveof character oroccupation or ‘humours.’
It was part of the effort, which, as he says, poetry
makes to express the universal. The name had
only to be heard in order that the type to which
the person belonged might be recognised ; much in

(or o¥xi) Td TuxdvTa for oltw TG TuxdvTa of the MSS.: ‘the plot
is first constructed ; then characteristic or appropriate names are
affixed.” (For ov ra Tvy. cf. Poet. vii. 4, xxvi. 7, Pol. v. (viii.) 5. 1339
b 32, o v TvxoiTav ydovijr.) The Arabic version which has a
negative (‘ nequaquam,’ Margoliouth) instead of ofirw supports the
correction. By a similar error in this very chapter, ix. 2. 1451
a 37, Ac gives ovrw where the apographa rightly read o? 4.

The thought of the passage will, with the correction, be of this
kind : ¢TIt is at this universality that poetry aims when she attaches
names to the characters, i.e. when instead of adopting historical
names (yevéueva Srduara) she gives names of her own invention
(cf. § 6 meropuéva). The names in that case are expressive ; they
indicate that the person is not an individual but a type. This
generalising tendency, which has been counteracted in tragedy, has
become apparent in the development of comedy.’” Plato in the
Cratylus pp. 392-5 goes far beyond this. By a series of fanciful
etymologies he professes to discover an inner correspondence
between the names of various tragic heroes and their characters or
fortunes.

It is not quite clear whether the reference in 76y Tovro &7jAov
yéyovey is to the comedy of Aristotle’s own day or is meant to
include all the developed forms of comedy. The contrast drawn
between the practice of o lapBomotol (cf. v. 3, Kpdrys . . . dépevos
s lapfBixi)s (8éas) and the new tendency points rather to the
wider reference. Since comedy passed beyond the lampooning
stage, the movement towards generalisation has been perceptible.

The significant names of Greek Comedy fall into at least two
classes :

(1) Names, etymologically significant, such as Dicaeopolis, Euelpides,
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the same way as in the New Comedy the Boor, the
Parasite, and other types were known on the stage
by their familiar masks. It may be added that
not the names only of the characters, but the
extant titles of plays composed by writers of the
Middle Comedy, imply the same effort after
generalisation. They remind us of the character-

Peithetaerus, Pheidippides in the Aristophanic comedy, coexisting
side by side with real names (Socrates, Cleon, etc.), which were a
survival of the lauBixy) i8éa. On this model probably Plautus
coined his Bombomachides, Polymachaeroplagides, Pyrgopolyneices
(cf. also Aipnoirelxns in Diphylus) and the like. Of a tamer
kind but still of the rame class are the names of soldiers of fortune
in Menander, Thrasonides (in the Moot uevos), Bias (in the KoAaf),
Polemon (in the Ilepikecpdpuevos), and Thrasyleon.

(2) Names which, being appropriated by usage to certain parts,
designated occupation or condition, e.g. Zav@ias, Mavds (in Phere-
crates, Alexis, etc. as well as in Aristophanes), ITvppias, Mavia,
all slave-names. Similarly in Plautus, many of the names of
meretrices, Philematium, Glycerium, Palaestra, etc., come pretty
certainly from writers of the New Comedy. Such names were
employed in ordinary life, to judge from Athenaeus (xiii. 583 »
ff). Again, Plautus and Terence agree in using Chremes, Calli-
demides, Cratinus, Demipho, etc. for senes, and Charinus, Pamphilus
for adulescertes.

In Plautus the number of names etymologically significant
and appropriate largely preponderates over the non-significant ;
in Terence the proportion is the other way. In arguing back
from the usage of Plautus and Terence to Greek originals much
caution has to be observed. In Plautus, for instance, there are
some five hundred names which have a Greek appearance (Rassow,
De Plauti substantivis, Leipzig, 1881), but many of these are of a
mongrel formation. Terence’s names are for the most part good
Attic names and were probably more or less associated with stock
characters in the New Comedy. Unfortunately the fragments of
Attic Comedy (Middle and New) furnish us with a very scanty
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sketches of Theophrastus. Such are ¢ the Peevish
man’ (¢ Adororos), ‘the Fault-finder’ (6 Meuyripocpos),
‘the Busybody’ (s Moxvrpdyuwr), ‘the Boor’ (o
“Aypowos), ‘the Hermit’ (6 Movérpomros). Uther
picces again bear the name of a profession or
occupation, as ‘the Boxer’ (¢ Idrkrys), the
Charioteer’ (¢ “Huvloyos), ‘ the Soldier’ (¢ Erparidrns),
‘the Painter’ (6 Zwypdgos); and others are called
after a people,—‘the Thessalians,’ ‘the Thebans,
‘the Corinthians,’—and may be assumed, incident-

ally at least, to portray or satirise national
characteristics.

In various places Aristotle indicates the dis-
tinction between comedy proper, which playfully

supply of names on which to rest our conclusions. The Iewpyds
of Menander contains no names etymologically appropriate to the
characters, though Ados and Xupds are stock slaves’ names, familiar
to us from Terence.

The following passage from Donatus on Ter. 4d. 1, which well
illustrates ot 7& TuxdvTa Sréuata of the first class above mentioned :
‘nomina personarum, in comoediis dumtaxat, habere debent rationem
et etymoloygiam ; etenim absurdum est comicum aperte argumenta
confingere, vel nomen personae incongruum dare, vel officium quod
sit & nomine diversum.’

If the MSS. reading is retained the passage will run thus :—‘In
the case of comedy this is already clear : the writers first construct
their plots . . . and then, and mnot till then (o¥7w), affix such
pames as first come to hand’ (& Tuxdvra dvépata being opposed
to 7& yevdpeva ovdpara). The names are given at haphazard ;
they are not as in primitive comedy and tragedy tied down to any
historical personage,—not limited by association with any known
individual ; and this fact serves to bring out the generality of the
action. The connexion between T& Tvxdvra and the xafldAov on
this interpretation is somewhat forced, though not impossible.
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touches the faults and foibles of humanity, and
personal satire (% lapBuh (8éa)' or invective
(ro8opia). The one kind of composition is a
representation of the universal, the other of the
particular. He does not expressly mention
Aristophanes in this connexion ; but in the Ethics,
the old political comedy of Athens is contrasted
with the Middle Comedy as employing coarse or
abusive language (aloxporoyla), instead of delicate
innuendo (dmwévora).? Aristotle himself manifestly
prefers the comedy from which personalities are
banished and which presents generalised types of
character in conformity with the fundamental laws
of poetry.

It is doubtful whether Aristotle had any per-
ception of the genius and imaginative power of
Aristophanes. The characters of the Aristophanic
drama are not fairly judged if they are thought of
simply as historical individuals, who are subjected
to a merciless caricature. Socrates, Cleon, Euri-
pides are types which represent certain movements
in philosophy, politics, and poetry. They are

1 Poet. v. 3.

2 Eth. Nic. iv. 8. 1128 a 22, {8oc & &v 7is kal éx TV
kwp@dioy TOV Talatbv kal TOV kawby: Tols pueév yap v yeloiovy
7 aiocxpoloyia, Tois 8¢ pmdAdov 73 UVmdévowa. Cf. frag. wepi
xkwppdias (Cramer Anecd.): Siadéper %) xwupdia Tis Aodopias,
émel 1) ptv Aowdopia dmapakalirTws T4 wpoodvra xaxa Siéfewriy,
7 8¢ Betrar TS kadovuévns épddoews: where éuddoews=the
Aristotelian Umrovolas.
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labelled with historic names; a few obvious traits
are borrowed which recall the well-known person-
alities; but the dramatic personages are in no
sense the men who are known to us from history.
Such poetic truth as they possess is derived simply
from their typical quality. It is not, indeed, in the
manner of Aristophanes to attempt any faithful
portraiture of life or character. His imagination
works by giving embodiment to what is abstract.
His love of bold personification is in part inherited
from his predecessors on the Attic stage : Cratinus
had introduced Laws (Néuo:) and Riches (IThodroc)
as his choruses. But Aristophanes goes farther;
he seems to think through materialised ideas. He
personifies the Just and the Unjust Logie, and
brings them before us as lawcourt disputants; he
incarnates a metaphor such as the philosopher “in
the clouds,” the jurymen with waspish temper,
mankind with their airy hopes. The same bent
of mind leads him to give a concrete form to the
forces and tendencies of the age, and to embody
them in actual persons. A play of Aristophanes
is a dramatised debate, an ayor, in which the
persons represent opposing principles; for in form
the piece is always combative, though the fight
may be but a mock fight. These principles are
brought into collision and worked out to their
most irrational conclusions, little regard being paid
to the coherence of the parts and still less to
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propriety of character. The Aristophanic comedy,
having transported real persons into a world where
the conditions of reality are neglected, strips them
of all that is truly individual and distinctive, it
invests them with the attributes of a class or
makes them representative of an idea.

In the Middle Comedy and still more in the
New Comedy we observe a change in the manner
of poetic generalisation. We quit the fantastic
world of Aristophanes with its audacious allegories
and grotesque types of character. There is now
a closer study of real life and a finer delineation
of motive. The action by degrees gains strength
and consistency, till, like that of tragedy, it has
a beginning, a middle, and an end. Character
and action become more intimately united. The
typical follies and failings of mankind are woven
into a plot, in which moral probability takes the
place of the arbitrary sequence of loosely connected
scenes and incidents. The broad characteristics
of humanity receive a more faithful, if a more
prosaic rendering. Moreover, the great ideas of
Hellenism disengage themselves from local and
accidental influences and make their appeal to
a universal human sentiment. In Aristotle’s day
the movement here described was but partially
developed. He did not live to see the master-
pieces of Menander, which were the poetic em-

bodiment of his own theory. The Middle Comedy
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which suggested to him his ideal had not indeed
altogether dropped the element of personal satire ;
it merely replaced the invective formerly levelled
against public men by a gentle raillery of poets and
philosophers.  Still Aristotle discerned accurately
the direction in which comedy was travelling,
and not improbably contributed by his reasoned
principles and precepts to carry forward the
literary movement already initiated.

We have seen that in the Poetics (ch. ix.) he
draws no distinction between the generalisation
proper to tragedy and comedy respectively. It
1s an important omission, though in a treatise so
incomplete as the Poetics, in which we have a bare
fragment of the section devoted to comedy, we
are hardly warranted in assuming that he saw no
difference in this respect between the two forms
of poetry. Yet critics give ingenious reasons for
what they conceive to be the orthodox Aristotelian
view. Lessing, to whom Aristotle’s authority was
that of a lawgiver in art,’ and who admits that he
considers the Poetics ¢ as infallible as the Elements
of FEuchd, having once satisfied himself that
Aristotle had pronounced upon the matter in
dispute, enforces at length the conclusion that
the characters in comedy are °general,’ precisely

1 This tradition goes back to Scaliger (1561): see Spingarn,
page 141, ¢ Aristoteles imperator noster, omnium bonarum artium
dictator perpetuus.’ (Scaliger, Poet. vii. ii. 1.)
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in the same sense as those of tragedy." He con-
troverts the saying of Diderot that ‘ comedy has
species, tragedy has individuals,’ and the similar
observation of Hurd that ‘comedy makes all
characters general, tragedy particular.’?

But, surely, there is a real distinction between
the generalisation of tragedy and of comedy, though
it is not exactly expressed in the sayings above
quoted. Comedy looking at a single aspect of
life, at the follies, the imperfections, the incon-
sistencies of men, withdraws its attention from the
graver issues which concern the end of conduect.
It takes those moments when life appears to be
idle and distorted, a thing of vanity and nothing-
ness; it brings out its negative side, its inherent
limitations ; it exhibits situations in which the
sense of the ideal is lost under an outward gaiety,
or its realisation wholly frustrated. It does not
detach the essentials of life from the unreal ap-
pearances ; and, though some elements of tragic
earnestness may underlie the representation, comedy
cannot, while remaining within its own strict limits,
present, as tragedy does, a rounded and complete
action, an image of universal human nature. In
respect of character-drawing, its usual method—so
far as it maintains itself as a distinet artistic type
—is to embody a dominant characteristic or a lead-

1 Lessing, Hamb. Dram. pp. 458-470.
2 jb. p. 468.
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ing passion, so that the single attribute becomes
the man.

A character so created, exhibiting an ideal of
covetousness, misanthropy, or whatever the quality
may be, almost of necessity runs to caricature. It
is framed on lines of impossible simplicity. The
single quality, which in nature is organically related
to other impulses and powers, is isolated and ex-
aggerated. The process is one of abstraction, and
corresponds to an original one-sidedness in the
comic view of life. Even Molitre in Tartuffe and
Alceste portrays abstract qualities rather than
living men. Not that comedy in its generalising
effort suppresses particulars. No detail is too
trivial for it, no utterance too momentary, no desires
too purely egoistic, if only they can be made to
serve the general effect; but the details it
accentuates are of a different kind from those which
tragedy admits. In the passing and unreal ap-
pearances of life it finds everywhere material for
mirth. In a sense it individualises everything, no
less truly than in another sense it generalises all.
What it can rarely achieve as a purely sportive
activity is to combine these two aspects in ethical
portraiture.

The line that severs tragedy and comedy is not,
indeed, so sharply drawn by modern dramatic art
as 1t was in the ancient world ; and characters have
been created in which the serious and the comic
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element interpenetrate one another. By the close
alliance of sympathy with humour—an alliance
which was still imperfect in antiquity—the most
far-reaching results have been produced affecting
the range and meaning of the ludicrous. Humour,
enriched by sympathy, directs its observation to
the more serious realities of life. It looks below
the surface, it rediscovers the hidden incongruities
and deeper discords to which use and wont have
deadened our perception. It finds everywhere the
material both for laughter and tears; and pathos
henceforth becomes the companion of humour. The
humorist does not, like the satirist, stand apart
from men in fancied superiority. He recognises
his own kinship with the humanity which provokes
him to mirth. He sees around him shattered
ideals; he observes the irony of destiny; he is
aware of discords and imperfections, but accepts
them all with playful acquiescence, and is saddened
and amused in turn. Humour is the meeting-point
of tragedy and comedy ; and the saying of Socrates
in the Symposium has iIn great measure been
justified, that the genius of tragedy and of comedy
is the same.!

It is chiefly through humour of the deeper sort
that modern comedy has acquired its generalising
power. To the humorist there is no such thing

1 Plato, Sympos. 223 D, 7o avrob dvdpds elvac kwppdiav xal
Tpaypdiav érioracar woretv.
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as individual folly, but only folly universal in a
world of fools. Humour annihilates the finite.
As Coleridge says, ‘The little is made great and
the great little, in order to destroy both, because
all is equal in contrast with the infinite.’ Uncle
Toby, in Tristram Shandy, with his campaigns and
his fortresses, is an epitome of the follies of man-
kind. In the greatest creations of humour, such as
Don Quixote, we have a summary of the contra-
dictions of human life, of the disproportion between
the idea and the fact, between soul and body,
between the brilliant day-dream and the waking
reality.

This universalising power of humour is not, in-
deed, unknown in ancient literature. The Birds of
Aristophanes is a splendid example to the contrary.
But if we restrict our attention, as we have chiefly
done here, to the portraiture of character that is
individual while at the same time it is universal,
we are at once aware of a distinction. Don Quixote
and Sancho are living and breathing beings ; each
is a tissue of contradictions, yet each is a true
personality. The actors in an Aristophanic
play are transparent caricatures. In these half-
grotesque impersonations the individual is entirely
subordinated to the type; and not here only, but
also—so far as we can judge—in the more minute
and realistic art of the New Comedy, where differ-
ences of age, sex, family relationship, or social
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condition are carefully delineated, coexisting, how-
ever, with strongly marked features of a common
humanity. Greek tragedy, on the other hand, like
all tragedy of the highest order, combines in one
harmonious representation the individual and the
universal. Whereas comedy tends to merge the
individual in the type, tragedy manifests the
type through the individual. In brief, it may be
said that comedy, in its unmixed sportive form,
creates personified ideals, tragedy creates idealised
persons.



CHAPTER XI
POETIC UNIVERSALITY IN GREEK LITERATURE

IT is characteristic of Aristotle’s method that he
starts from concrete facts, and that his rules are in
the main a generalisation from these facts. He is,
in the first instance, a Greek summing up Greek
experience. The treasure-house of Greek art and
poetry lay open before him ; a vast body of litera-
ture, lost to us, was in his hands. He looked back
upon the past, conscious, it would seem, that the
great creative era was closed, and that in the highest
regions, at least, of artistic composition the Greek
genius had reached the summit of its powers. The
time was ripe for criticism to take a survey of the
whole field of poetic literature. Aristotle approaches
the subject as the historian of poetry, but his general-
ising faculty impels him to seek the law in the facts,
and from the observed effects of different kinds of
poetry to penetrate to the essential character of
each. If his rules have proved in most cases to be
not merely rules of Greek art but principles of art,

it is because first, the Greek poets contain so much
389
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that appeals to universal human nature, and because
next, Aristotle was able from the mass of literature
before him to disengage and to formulate this uni-
versal element. The laws that he discovers are
those which were already impressed on the chief
productions of the Greek genius.

We can hardly claim, as has been sometimes
done for Aristotle, that he rose above the traditions
and limitations of the Hellenic mind, and took up
the attitude of the purely human or cosmopolitan
spectator. On some points, doubtless, he expresses
opinions which contradict the current ideas of his
age. He admits that in certain cases the tragic
poet may take entirely fictitious subjects instead
of the well-known legends.! He holds that metre,
which was popularly thought to be the most essential
element of poetry, is in truth the least essential, if
indeed it is essential at all.? He leaves it at least
an open question whether the drama may not still
admit of new developments.® But in general it
remains true that Greek experience was the starting-
point and basis of his theory, though that experience
had to be sifted, condensed, and interpreted before
any coherent doctrine of poetry could be framed or
judgment be passed on individual authors. Aristotle
does not accept even the greater tragedians as all
of equal authority, or all their works as alike canons
of art; and it is a mistake to assume that the

1 Poet. ix. 8. 2 pp. 141 ff. 3 Poet. iv. 11.
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precepts of the Poectics must, if there is no indica-
tion to the contrary, harmonise with the practice of
Aeschylus, Sophocles, and Euripides, if not of minor
writers also.  His rules are based on a discriminating
and selective principle, and imply some criterion for
judging of artistic excellence.

The principles of art as laid down by Aristotle
faithfully reflect the Greek genius in the exclusion
of certain tendencies to which other nations have
yielded. First, pure realism is forbidden ; that is,
the literal and prosaic imitation which reaches per-
fection in a jugglery of the senses by which the copy
is mistaken for the original. In the decay of Greek
art this kind of ingenuity came into vogue, but it
never found favour in the best times. Even the
custom of setting up votive statues of athletes who
had been thrice victors in the games did not lead to
a realism such as in Egypt was the outcome of the
practice which secured the immortality of a dead
man through the material support of a portrait
statue. Next, pure symbolism is forbidden,—those
fantastic shapes which attracted the imagination of
Oriental nations, and which were known to the
Greeks themselves in the arts of Egypt and Assyria.
The body of a lion with the head of a man and the
wings and feathers of a bird was an attempt to
render abstract attributes in forms which do not
correspond with the idea. Instead of the concrete
image of a living organism the result is an impossible
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compound, which in transcending nature violates
nature’s laws. The Odyssey, on the other hand,
with its impossible adventures by sea and land, its
magic ship, its enchanted islands, its men trans-
formed into swine, its vision of the world below, is
constructed according to the laws of poetic truth.
The whole is a faithful representation of human life
and action, the irrational elements (v@ dXoya) being
but accessories that do not disturb the main impres-
sion. They are presented to the imagination with
such vividness and coherence that the impossible
becomes plausible, the fiction looks like truth.

That these principles were arrived at after due
observation of Oriental art is very improbable.
Familiar as Aristotle must have been with the ex-
ternal characteristics of this art and with specimens
of Greek workmanship which had been moulded
under its influence, there is no express allusion to
Eastern works of art in his writings. The omission
is not explained simply by saying that he did not
set himself the task of writing a treatise on sculpture,
and that his sole concern was with poetry. For,
had he given secrious thought to the plastic art of
the East, as he certainly did to that of his own
country, some trace of it would probably have
been found in his writings ; just as his observation
of Greek models led him to drop many detached
remarks on painting and sculpture. To learn a
barbarous tongue, however, was so uncongenial to
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a Greek that even the all-acquisitive mind of
Aristotle was content to remain ignorant of every
literature but his own; and it may similarly have
seemed a waste of labour to study the symbolism
of a barbarous art.' Oriental art on the face of it
was not a rational and intelligent creation ; it had
no counterpart in the world of reality.

The Greeck imagination of the classical age is
under the strict control of reason, it is limited by
a sense of measure and a faculty of self-restraint.
It does not like the Oriental run riot in its own
prodigal wealth. We are always conscious of a
reserve of power, a temperate strength which knows

1 It is strange how little notice the Greeks took of symbolical
art. Dion Chrysostom (circa A.p. 100), OAvumr. Or. xii. 404 R, in
a speech put into the mouth of Phidias defends the plastic art of
Greece, which expresses the divine nature in human form. The
human body serves indeed as a symbol of the invisible, but it is a
nobler symbolism than that of the barbarians, who in animal shapes
discover the divine image. Philostratus P4t Apoll. vi. 19 discusses
the point at greater length. Apollonius is here supporting the
method of Greek sculpture as contrasted with the grotesque forms
under which the gods were represented in Egypt (dtora xui yeloia
Oeiv €idn). Thespesion, with whom he is conversing, argues that
the wisdom of the Egyptians is shown chiefly in this, that they
give up the daring attempt directly to reproduce the deity, and by
symbol and allegory produce a more impressive effect : copdv yap
eimep T Alyvrriov kal Td p3) Opaciveofur és T TGV Bewv €idy,
fupPBoliks 8¢ adra moweigbar kal drovoolueva, kal yap &v kal
cepvérepa oirw palvoiro. To which Apollonius replies that the
effect would have been still more impressive if instead of fashioning
a dog or goat or ibis they had offered no visible representation, and
left it to the imagination, which is a better artist, to give form and
shape to the divinity.
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its own resources and employs them without effort
and without ostentation. The poet, the historian,
the artist, each of them could do much more if he
chose, but he does not care to dazzle us. He is
bent on seeing truly, on seeing harmoniously, and
on expressing what he sees. The materials on
which his imagination works are fused and com-
bined according to the laws of what is possible,
reasonable, natural. Greek mythology as it has
come to us in literature bears on it this mark
of reasonableness. Traces indeed there are of an
earlier type,—rude and unassimilated elements,
flaws which have been left untouched by the
shaping hand of the poet or by the constructive
genius of the race. But compare Greek mythology
with that of other nations, and we cannot but
wonder at its freedom from the extravagant and
grotesque. The Grecks in creating their gods in
their own likeness followed that imperious instinct
of their nature which required that every product
of their minds should be a harmonious and in-
telligible creation, not a thing half in the world,
half out of it, no hybrid compound of symbolic
attributes.

To watch the formation of the Homeric Olympus
is to see the Greek mind working in its own
artistic fashion. The several tribes,— Achaeans,
Argives, Minyae, and a host of others,—have each
their local gods and goddesses, uncharacterised,



POETIC UNIVERSALITY IN GREEK LITERATURE 395

unspecialised, save by the vague omnipotence of
godhead. With the victory of dominant races and
the fusion of cults there came a redistribution of
functions and attributes that might have issned
in unmeaning chaos or in bare abstractions. Not
so with the Grecks. From the motley assemblage
of tribal divinities the Homeric gods stand out
clear and calm as their own statues. The gods of
other nations may be but the expression of the
people’s practical needs, or the abstracted utterance
of their thought. The gods of the Greeks are
fashioned by a race of artists in accordance with
nature, but completing and transcending her. The
mythologist notes how in the assignment of their
spheres and duties all that is non-essential is
eliminated. Attributes which a god already has
in common with other gods fall out. The Homeric
Olympus is a great gathering of living type-forms
whose image henccforth haunted the imagination
of the race.

It would not be true to say that the lighter
play of fancy 1is excluded from the literature
and mythology of the Greeks. Few nations have
taken more delight in weaving airy and poctic
fictions apart from all reality, made out of nothing
and ending nowhere. Almost all the Greek poets
have something of this national taste. It breaks
out at moments even in the prose-writers, in
Herodotus or Plato. In one domain, that of
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comedy, fancy seems at first sight to reign supreme
and uncontrolled. It obeys its own laws and
revels in its own absurdities. It turns the world
upside down, and men and gods follow its bidding.
The poet yields in thorough abandonment to the
spirit of the festival, he leads the orgy and shares
its madness and intoxication. No sooner is he
launched on his course than he is carried wherever
an exuberant poetic fancy and a gift of inex-
tinguishable laughter lead him. The transitions
from jest to earnest are as quick as thought.
Whole scenes follow one another in which no
single word can be taken seriously. Yet even
comedy has its lucid intervals, or rather in its
madness there is a method. In its wildest freaks
there is some underlying reason, some intelligible
drift and purpose. The fantastic licence, how-
ever, of comedy stands alone in Greek literature.
In other departments fancy 1s much more re-
strained, more reserved. It breaks through as
a sudden and transient light, as gleams that
come and go, it does not disturb the serenity of
thought.

The Greeks themselves were accustomed to
speak of poetic genius as a form of madness, an
inspired enthusiasm. It is the doctrine of Plato
in the Ion, in the Phaedrus, in the Symposium.
Even Aristotle, who sometimes writes as if the

faculty of the logician were enough to construct
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a poem, says ‘poetry is a thing inspired.”* Else-
where he more accurately distinguishes two classes
of poets,—the man of flexible genius who can take
the impress of each character in turn, and the
man of fine frenzy, who is lifted out of his
proper self, and loses his own personality.? In
another place we read of a poet who never com-
posed so well as when he was in ‘ecstasy’ or
delirium ;® but of these compositions no specimens

1 Rhet. iii. 7. 1408 b 19, évfeov yap ) moino:s.

2 Poet. xvii. 2, 810 edguots 1) wonTIk7) éaTLy 1) pavikod* TolTwy
yop ol pev etmAaoror oi 8¢ ékorarikol elcw. The reading
éxaratikol is found in one MS.: the others have éferacTixol.
The correspondence of the two clauses is beyond doubt best
maintained by reading éxorarwoil. Then, oi uév, i.e. the eddueis,
are eUmAaocToi: the finely gifted natures, poets who have the
versatility of genius, can take the mould of other characters:
whereas oi 8¢, i.e the pavixoi, are ékorarikol If we keep
éfetacTinol, ol pév will refer to pavixoi, oi 8 to evgpuels. By
éferaoticol will be meant a fine instinct of criticism, an artistic
judgment, a delicate power of seizing resemblances and differences.
In favour of this it may be argued that the eiduijs has the special
gift of a fine critical faculty : cf. Eth. Nic. iii. 5. 1114 b 6, dAAa
povar Bet Gomep Sy éxovta, 3 kpvel kadds . . . kai T
edpums ¢ TolTo kaAds wépuxev. Dut in either case the evduijs
has & more conscious and critical faculty than the pawikds. The
Arabic version, which at first seemed undecipherable, is now found
to afford unquestionable confirmation of ékorarikol: see Preface,
P. xXvi,

As a curious instance of perverted criticism, it is worth
mentioning that Dryden (following Rapin), Preface to Troilus and
Cressida, wished to read edduods o mavikot, lest the ‘madness of
poetry ’ should be justified from the authority of Aristotle.

5 2ol 131 1. 954 8 38 Mapawds 8¢ 6 Sipawoivios xal

»
a,u(u wy qv 1rou;rv]s u'r uur'rau,.
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survive. Of the great poets of Greece, however, we
can say with certainty that whatever was the
exact nature of their madness, inspiration, ecstasy
—call it what you will—they never released them-
selves from the sovereignty of reason. Capricious
and inconsequent they were not. Their imagina-
tive creations even in their most fantastic forms
obeyed a hidden law.

Lamb’s essay on ‘The Sanity of True Genius’
may be illustrated from Greek poetry as fitly as from
Shakespeare. ‘So far from the position holding
true that great wit (or genius, in our modern way
of speaking) has a necessary alliance with insanity,
the greatest wits, on the contrary, will ever be
found to be the sanest writers. . . . But the true
poet dreams being awake. He is not possessed
by his subject, but has dominion over it. . . .
Where he seems most to recede from humanity
he will be found the truest to it. From beyond
the scope of Nature if he summon possible exist-
ences, he subjugates them to the law of her con-
sistency. He is beautifully loyal to that sovereign
directress, even when he appears most to betray
and desert her.” The perfect sanity of the Greck
genius is intimately connected with its universality.
For is not insanity a kind of disordered indi-
vidualism? The madman is an egoist; he takes
his own fancies as the measure of all things. He
does not correct his impressions, or compare them
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with those of others, or bring them into harmony
with external fact. The test of a man’s sanity
is the relation in which his mind stands to the
universal. We call a man sane when his ideas
not only form a coherent whole in themselves,
but fit in with the laws and facts of the outer
world and with the universal human reason. Is
not all this in keeping with Aristotle’s theory that
the effort of poetry is towards the universal ; that
it represents the permanent possibilities of human
nature, the essentials rather than the accidents ?
The poet does mnot on the one hand create at
random or by guesswork, nor yet does he merely
record what has happened. He tells what may
happen according to laws of internal probability
or necessity. The sequence of poetry is not the
empirical sequence of fact but the logical or con-
ceivable sequence of ideas; it ecliminates chance
and discovers unity and significance in characters
and events.

All great poetry and art fulfil this law of
universality, but none perhaps so perfectly as the
poetry and art of the Greeks. Take a single
instance,—the delineation of female character in
Greek poetry. The heroines of Homer and of the
tragedians are broadly and unmistakably human.
In real life woman is less individual than man;
she runs less into idiosyncrasies, she conforms
rather to the general type. This however, it may
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be said, is owing to the deference she pays to the
conventional rules of society ; it is due to artificial
causes that do not reach to the foundations of
character. But an inwardly eccentric woman is
also rare. Go below the surface and you find that
with all outward marks of difference, whether of
fashion or of manner, and in spite of a caprice that
has become proverbial, female character can be
reduced to certain elemental types of womanhood.
These essential types are few. Maiden, wife,
mother, daughter, sister,—here are the great
determining relations of life. They form the
groundwork of character. Accident may modify
character, circumstances may stamp it with a
particular expression, and bring into relief this or
that dominant feature. But there remains an
ideal mould in which the type is cast. Once the
deeper springs of feeling are moved, circumstances
are thrust aside, and a woman’s action may almost
with certainty be predicted.

The superiority of the Greeks over all but the
very greatest of the moderns in portraying female
character, is probably due to their power of seizing
and expressing the universal side of human nature
—that side which is primary and fundamental
in woman. They ‘follow,” as Coleridge says of
Shakespeare, ‘the main march of the human
affections.” The vulgar and obtrusive elements
of personality are cast off, and in proportion as the
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characters are divested of what is purely individual,
do they gain in interest and elevation. Penelope,
Nausicaa, Andromache, Antigone, Iphigenia, are
beings far less complex than the heroines of a
dozen novels that come out now in a single year.
Their beauty and truth lie precisely in their typical
humanity. Nor, in gaining universal significance,
do the women of Greek literature fade into abstract
types. The finer shades of character are not
excluded by the simplicity with which the main
lines are drawn. In discarding what is accidental
their individuality is not obliterated but deepened
and enriched ; for it is not disordered emotion or
perplexity of motive that makes a character poetical,
but power of will or power of love. Attentive
study of such a poetic creation as Antigone reveals
innumerable subtle traits illustrative of the general
principle of Greek art by which the utmost variety
of detail is admitted, if only it contributes to the
total impression and is subject to a controlling
unity of design.

For many centuries the standing quarrel of
Greek literature had been between the poets and
the philosophers. Poetry, said the philosophers, is
all fiction, and immoral fiction too; philosophy
seeks the good and the true. Plato, inheriting
the ancient dislike of the wise men towards
poetry, banished the poets from his ideal republic.
Aristotle would heal the strife. He discovers a
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meeting-point of poetry and philosophy in the
relation in which they stand to the universal. We
should have been glad if he had explained his
conception of the exact difference between them ;
clearly, he did not intend to merge poetry in
philosophy.  Following the lines of his general
theory we can assert thus much,—that poetry is
akin to philosophy in so far as it aims at express-
ing the universal ; but that, unlike philosophy, it
employs the medium of sensuous and imaginative
form. In this sense poetry is a concrete philo-
sophy, ‘a criticism of life’ and of the universe.
This is completely true only of the higher imagina-
tive creations, of such poems as those of Homer,
Aeschylus, Shakespeare, Dante. In them there is
an interpretation of man and of life and of the
world ; a connected scheme and view of things
not systematised or consciously unfolded, but
latent, underlying the poet’s thought and essential
to the unity of the poem. Poets, too, even of an
inferior order, who, like Wordsworth, are capable
of presenting truly, if not the whole of life,
yet certain definite aspects of it in imaginative
form, are in their own way philosophers. They
embody a consistent and harmonious wisdom of
their own.

Between poetry and philosophy there had been
an ancient feud. It was otherwise with poetry and
history. Here at first there was no opposition.
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‘ Poetry,” says Bacon, ‘is feigned history’; much of
the poetry of the Greeks might be called authentic
history,—true not in precision of detail or in the
record of personal adventures, but in its indication
of the larger outlines of events and its embodiment
in ideal form of the past deeds of the race. Aris-
totle himself speaks of the myths as history ; the
incidents they narrate are facts (ra yevéueva) ; the
names of their heroes are °historical’ (yevéuerva
dvépara) as opposed to fictitious (wemornuéva) names.’
In this sense Greek tragedy was historical, but its
facts were drawn not from recent history or con-
temporaneous events. The tragedian was the suc-
cessor of the epic poet, who was himself the earliest
historian of the Greek race and the keeper of its
archives. Homer, it is true, is not to us as he was
to the Greeks the minute and literal chronicler of
the Trojan war. We may smile when we think of
his lines being quoted and accepted as evidence in
the settlement of an international claim. Yet the
Homeric pocms are still historical documents of the
highest value; and that not merely as reflecting
the life of the poet’s age, the sentiments and
manners of the heroic society of which he formed
a part, but also as preserving the popular traditions
of Greece. Not many years ago it was the fashion
to speak of the legendary history of Greece as
legend and nothing more. Art and archaeology are
1 Poet. ix. 6-7 : supra, pp. 168-170.
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every day adding fresh testimony as to its sub-
stantial truth. Explorations and excavations are
restoring the traditional points of contact between
Greece and Asia Minor. Famous dynasties which
not long since had been resolved into sun-myths
again stand out as historical realities. Troy,
Tiryns, Mycenae rest on sure foundations; their
past greatness, their lines of princes, their re-
lations with outside states, are not the dreams
of poetic imagination. The kernel of truth, which
was thought to be non-existent or indiscoverable,
is being extracted by the new appliances of the
historical method.

The Hellenic people, in short, are found to have
perpetuated their history with marvellous fidelity
through popular myth. Myth was the unwritten
literature of an early people whose instinctive
language was poetry. It was at once their philo-
sophy and their history. It enshrined their uncon-
scious theories of life, their reflexions upon things
human and divine. It recorded all that they knew
about their own past, about their cities and families,
the geographical movements of their tribes and the
exploits of their ancestors. Myth to the Greeks was
not simply what we mean by legend. Aristotle
observes that the poet is none the less a poet or
maker though the incidents of his poem should
chance to be actual events; for some actual events
have that internal stamp of the probable or possible
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which makes them the subject-matter of poetry.
Such were the ‘actual events’ recorded in myth.
They lay ready to the poet’s hand as an anonymous
work, touched by the imagination of an artistic race,
many of them hardly needing to be recast from the
poetic mould in which they lay. Truth and fiction
were here fused together, and the collective whole
was heroic history. This was the idealising
medium through which the past became poetical ;
it afforded that imaginative remoteness which
enabled the hearers to escape from present real-
ities. It lifted them into a higher sphere of
existence where the distractions of the present
were forgotten in the thrilling stories of an age
which, though distant, appealed to them by many
associations. The Athenians fined Phrynichus for
his Capture of Miletus not because the event it
represented was historical instead of mythical, but
because it was recent and painful history. As the
fairy-land of fancy was to Spenser

‘The world’s sweet inn from pain and wearisome turmoil,’

so the Greeks looked to poetry as a refuge from the
miscries and toilsomeness of life. The comic poet
Timocles in explaining the effect of tragedy gives
expression to the common sentiment of Greece.
‘The mind, made to forget its own sufferings and

1 Poet. ix. 9.
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touched with the charm of ancther’s woe, carries
away instruction and delight.’*

Greek poetry and art with true historic sense
did not take the present as an isolated point, but
projected it into the past, whose half-effaced outlines
were restored by the imagination. Myth was the
golden link which bound together the generations.
The odes of Pindar are a case in point. The poet,
starting from the individual victor in the games,
raises the interest above the personal level and
beyond the special occasion, by giving historical
perspective and background to the event. The
victor's fortunes are connected with the annals of
his house, with the trials and triumphs of the past.
Nor does the poet stop at the deeds of ancestors.
The mention of a common ancestor—of a Heracles—
will transport him from Lacedaemon to Thessaly.
He passes outside the family and the city and

1 Timocles Acovvoidfovoat : Meineke, Com. Frag. ii. 800 :
6 yop vois Tév Slwv Afjfnyy AaBov
wpds dAdotply Te Yuxaywynbels mdbe
pel’ ndovijs dmwiiAle maidevbBeis Gua.

Cf. Hesiod, Theog. 98-103 :

€ ydp Tis xai wévBos Exywv veoxndél Bupgp
afnrar kpadiny deaynuevos, abrap dodds
Movodwy Bepdmwy xAeia mwpotépwy dvfpdmwy
Dpwijoy, pdxapds Te feovs of "OAvumov Exovay,
aly’ 8 ye Svodpovéwy émriiferar, ov8é Ti kndéwv
pépryrar: taxéws 8¢ mwapérpame Sdpa Bedwv.

Iambl. ds Mysteriis, i. 11, p. 39, 8ic &) TovTo & Te KwuEdly xal
Tpaypdig dAASTpia wdbn Oewpoivres {oraper Ta oixeia wdbr).
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sweeps with rapid glance from colony to mother-
city, from city to country, from the personal to the
Panhellenic interest. Thus the ode is more than
an occasional poem, and the theme as it is unfolded
acquires a larger meaning. ‘The victor is trans-
figured into a glorious personification of his race,
and the present is reflected, magnified, illuminated
in the mirror of the mythic past.”* The ode rises
by clear ascents from the individual to the
universal.

It is this that constitutes Greek idealism. The
world of reality and the world of imagination were
not for the Greeks separate spheres which stood
apart ; the breath of poetry kindled the facts of
experience and the traditions of the past. The
ideal in Greek art was not the opposite of the
real, but rather its fulfilment and perfection. Each
sprang out of the same soil ; the one was the full-
blown flower of which the other was the germ.

1 Gildersleeve, Pindar, Intr. p. xviii.
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kabb\ov éxriBesbar, 193

kabBéhov, T, 164 ., 190 ff., 376 ff.
xa\év, 16, 1566, 157, 277
kaTacTéN\ecbar, 248

xévwas ) kdBapos, 253

xlvnas, 119, 134, 165, 247
xougplieaBar, 249

xpeirrovs )( xelpovs, 231

kperal, 230

xwupdla, 236, 307, 376 fl.

Avmolvra, rd, 253
Avoes, 279, 283

pavBdvew, 76, 201
pavekds, 397

péyebos (limit of), 277 ff,
uéhos, 132

uéaov, 280 ff.

perdBaats, 329-30
pérpov, 141 ff.

upiixcos and xpbvos, 289-90
pmeapby, 803, 309

ulunas, 120 .
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povouks, 128 fI., 203, 230, 248 ff,
poxbnpia, 227

udbos, 334 f.

ubbos, & Bovherar 6, 227, 279

véueats, 304
Nirrpa, rd, 172

ola &v yévorro, 164 fT.
ola elvat 8ez, 122, 151, 168, 371
olxeia ndovh, 212
oflouvs Jet elvar, 1561, 370-1
8\ov, T4, 186 (1., 275-6, 279 ff,
Suotos, 231, 259 fI., 316, 369
Suolwua, 124 ., 129 ff., 138
8pBbrns of music, 203

,»  of poetry, 222
8pxmnois, 136 .
ovalia, 155
dyus, 146

wdon, 122
madela, 119, 249
Tadid, 169200, 205
mrapdderyua, 1562
rapaloyiopds, 172
rapackevdew (& wdbn), 389
mewpdrar, 230, 289, 203
wematdevuévos, 6, 211
meptodos, pla NAlov, 289, 293
wepumérea, 278, 329-31, 347
replrrwua, 253
wéyes, 117
wlavér, 76, 128, 169-70, 173-4
wolnos and loropla, 164, 190 fI,
sy s»  Pthocogia, 216 ff.
wouTs us diddokaNros, 216 L,
mwotkhla, 286
wohv, ws érl r5, 166, 180-1
worvuvbos, 286
wovnpla, 227
wovnpbs, 0 cpbdpa, 304
wpdkes, 123, 335 ff.
wpafs amwhy, 278
., moNuuepis, 277
,, omoudaia, 206, 234-5, 240 ff.
wpoaipeats, 230, 338, 342

pdBupor ) Spryihoe, 232
Phoes, 342
pububs, 129 ff., 140-1, 231

onueta, 133 ff.

ox\npbrys, 232

omovdala mpatis, 206, 234-5, 240 ff.
omovdalos, 191, 211, 228 fI.
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omovdh ) raided, 205
arépnoes, 180
auANoyioubs, 201
ovufefinkds, 76, 180-1
ovpfora, 125
ovvbeaes, 165, 284
ocvrioTdrar, 347
ovoraos, 284, 347
oxfHpara, 134 ff.
axoN), 199

Tapaxth, 247
TéNeros, 275-6
Tekeurn, 280
Téhos, 155, 175, 200, 208, 212, 285,
347
Tépara, 181-2
Teparwdes, 76, 181
Téxvn, def. of, 153, 208
,, and vois, 181
' 5y TUXM, 182 fT.
' ,, ¢uas, 116 ff., 180
Totobros, o, 240, 251
Tpayikdraros (of Kuripides), 307
Tpaywdta, 240 ff,
Tpaywdla ) kwuwdla, 236
Tpaypdla xal kauedla, 268, 386, 406
Tpaywdlas, v& wpd, 342
Toxm, 180 ff.
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Tuxbrra, (<ol > rd ruxbvra dvbuara,)
376 ff.
TUxoloa ndov, 212

U\n, 116, 155, 190, 209
vmévowa )( aloxporoyla, 380

pavracta, 125 ff.
¢drracua, 125
¢pailos )( omovdaios, 228 ff.
¢\dvbpwror, 76, 303, 305-6
@oBos, 213, 255 I, (def.)
¢oprekés, 211
¢pitTew kal éneety, 262
@pbyipos, 6, 211
¢vas, 116 ff., 155, 208

,,» and 7éxvy, 116 ff., 180

xaptels, 6, 211

xetpous ) kpelrrous, 231

xpiow, wpds ) wpds Saywyhr, 199
xpnorés, 230, 232, 326-7

xpévos and ufikos, 289-90
xpwpara, 133 ff

Yeudij Nyew ws det, 171 ff.
YiNbs, 143

Yyuxaywyia, 216

Yuxh, (olov Yuxh ¢ udbos,) 346-7
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[The references here given are to the Preface and the Essays only.]

Accident, 180 ff.

Action, a ‘serious’ (owovdala), 206,
234, 241, 270

¢ Action’ (wpdfis), 123, 335 fI.

¢ Action,’ unity of, 275 ff.

Addison, 242

Aeschylus, 220, 291, 852-3, 856,
359-60, 364, 402

Architecture, 148 ff.

Aristophanes, 218 fI., 835, 378 fI., 387

Aristotle agrees with Plato, 127, 186,
189, 205, 251, 264, 276, 280, 336

Aristotle and Plato contrasted,121-2,
158 ff., 171, 192 ff., 203 ff., 208,
221 ff,, 245-6, 266, 268, 374 fI.,
396 fi., 401-2

Art and Chance, 181

Art and Morality, 215 ff.

Art and Nature, 113 ff.

Art as a pastime (ra:did), 198 ff.

Art, Fine and Useful, 115 ff., 164 ff.,
198 ff.

Art, Fine, end of, 198 ff., 221

Artist, the, 206-7

Athenaeus, 136, 139, 141, 378

Bacon, Lord, 185, 403

Bacon, Roger, 325

Batteux, 298

Beautiful, the, 161, 277
Beginning, a (in drama), 280 ff.
Being and Becoming, 158 ff.
Bernays, 142, 244 ff., 265

‘ Better’ (of poetic characters), 231 ff.
Better,’ the (75 Sé\rwr), 151, 168
Bosanquet, 127, 202, 340, 345
Bossu, 230, 327

Bradley, xxviii

Breitinger, 289, 291

Bywater, xxiii, 282, 247, 290, 830

Campbell, 281

Carroll, 226

Castelvetro, 289, 291

Cervantes, 144, 887

Chance, 180 ff.

Character and Plot, 334 ff.

Character (#67) as object of aesthetic
imitation, 123, 230, 337 ff.

Chaucer, 305

Chorus, 292

Coleridge, 194 ff., 887, 400

Comedy, 184, 191, 200, 205, 218 ff.,
229, 233, 235, 291, 368 ff.

¢ Complication' (8éo1s) of plot, 282-3

Corneille, 248, 261, 263, 294, 295,
296, 207-8, 300, 311, 326-8

Courthope, xxvii, 145, 213

Dacier, 230, 237, 295, 296, 312, 325

Dancing, 136 ff.

Dante, 120, 401

D’Aubignac, 236, 293, 295

Dénouement (Nvois) of plot, 279,
283-4, 2886, 357

De Quincey, 355-6

¢ Dianoia,” 383, 336 ff.

Diderot, 383

Diels, xii, xv, xvi

Dion Chrysostom, 156, 393

Doring, 249

Dramatic ‘action,” 334 ff., 348 fl.

Dramatic context, 226-7

Dramatic Unities, 274 ff.

Dryden, 176, 288, 285, 298, 327,
337, 397

Eckermann, 195
‘ Ecstasy,’ poetic, 397
‘ Ecstasy,’ religious, 248 ff.
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Emotions (wdfn) as object of
aesthetical imitation, 123

End (in drama), 280, 284

End of Fine Art, 198 ff., 221

¢ Enthusiasm,’ 248 ff.

Epic poetry, 174, 178, 285 ff., 354

Eratosthenes, 215 ff.

¢ Ethos,’” 123, 333, 337 fI.

Euripides, 219, 225, 279, 291, 308,
316, 324, 359, 370-1

Fear (def.), 256

Female character, delineation of,
399 fI.

Fictions, poetic, 171 ff.

Finsler, xxvii, 1568, 222, 339

‘Form’ (eldos), 150, 153, 155, 166,
209

Frederick the Great, 297

‘General idea’ (in poetry), 194 fI.

‘ Generalisation ” in Comedy, 368 ff.

Gildersleeve, 407

Goethe, 114, 158, 194-5, 244, 307,
362

Goodness of tragic characters, 228 fI.,
308 ff., 327

‘ Happy endings,” 212, 304 ff.

Hardie, R. P., 188, 192, 235, 337,
339, 341

Hegel, 114, 202

Heraclitus, 355

Herodotus, 164, 265

Hesiod, 406

Hicks, 243

Hippocrates, 253

History and Poetry, 163 ff., 185,
190 ff., 402 ff,

Hobbes, 172

Homer, 171, 173, 175, 215, 281,
232, 274, 287-8, 392, 403

¢ Homoeopathic’ cure of emotion,
247 ff., 270 f.

Horace, 171, 237, 239

Humour, 373 ft., 385 ff.

Iamblichus, 406

Ibsen, 270-1

Ideal in Art, 128, 151 fI., 368 ff.

Ideal tragedy, 329

¢ Idealise,” different senses of, 368 ff.

Imagination, 126

‘Imitation’ as an aesthetic term,
121 fI.

413

‘ Imitation,” objects of aesthetic,
122 ff,

Imitative Art, end of, 198 ff.
¢ Ir1n7po§?ibilities ’ (in poetry), 167 ff.,
0 ff.

¢ Improbable

. 174 }f)fi) 183

mprobabilities (moral) in poetr
178 . ) in poetry,

Individualised character, 341, 361 f.

‘Irrational’ (&Moya) elements (in
poetry), 173 ff.

possibilities,” 128,

Johnson, Dr., 296, 306, 353
Jonson, Ben, 176

¢ Justice, poetic,’ 224, 305 ff.

¢ Katharsis,” 242 ff.
Keble, 252

Lamb, Charles, 398

Leisure (oxoA7), a noble, 198-200

Lessing, 243, 257, 279, 292, 309,
326, 327, 383

‘ Liberal Arts,” 121, 198

‘ Lies, to tell skilfully,” 171

Lock, 252, 303, 329

Lowell, 285

Lucian, 136

Ludicrous, the (def. of), 374

‘ Madness,’ poetic, 396

Maeterlinck, 351

Maggi, 236

Margoliouth, xiv-xix, xxvi, 165, 377

Martyr, death of (seldom tragic),
309-10

Mazzini, 311

M*‘Vey, 165

Menander, 379, 382-3

Mendelssohn, 258

Metastasio, 230, 327

Metre, 141 fI.

Middle, a (in drama), 280 ff.

Milton, 120, 247-8, 353

Minturno, 145, 217, 247

Moliére, 205, 300, 385

Monro, 130

Morality and Art, 215 ff.

Music, 128 ff., 199, 200, 211, 220-1,
230, 248 ff.

Mythology, Greek, 394 f., 404 fI.

Names, expressive in comedy, 377 ff.
Nature an artist, 155 ff.
Nature and Art, 113 ff., 122
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Nature and Necessity, 151

Nature, imitation of, 116 tf.

Nature, organic and inorganic, 151

¢ Necessity or Probability,’” 164, 282,
399

Newman, J. H., 183

Newman, W. L., 250

Organic unity of a goem, 186 fT.
rama, 274 ff.
. . epic, 285 ff.
Oriental Art, 391 .
‘Ought to be’ (8ef elvar), in aes-
thetic semse, 122, 151 ff., 168,
370-1

1y "

Painting, 138 ff., 153-4, 188, 231-2

Paul, H., 164

Pauson, 231

‘ Phantasy ’ (gavracia), 125 ff.

Philosophy and Poetry, 190 ff., 215 ff,,
401--2

Philostratus, 127, 393

Pindar, 406-7

Pity and Fear, 213-4, 240, 251,
255 ff., 302 ff.

‘Pity or Fear,” 263-4

Plato and Aristotle contrasted, 121-2,
158 ff., 171, 192 ff., 203 fI., 208,
221 ff., 245-6, 266, 268, 374 fI.,
396 ff., 401-2

Plautus, 378

Pleasure the end of Fine Art, 198 fI.

Pleasure, the, of tragedy, 267-8

Plot and Character, 334 ff.

Plot the ‘soul’ of a tragedy,
346 ff.

Plotinus, 161

Plutarch, 217, 267, 303

Poet as a teacher, 215 ff.

‘Poet’ (mromris), including poet and
musician, 140

¢ Poetic Justice,” 224, 305 fI.

Poetic Truth, 163 ff.

Poetry and History, 163 fI., 185,
180 ff., 402 ff.

Poetry and Philosophy,
215 ff., 401-2

Poetry and ‘ Politics,” 222

Poetry and Science, 192, 222

Poetry, its medium of imitation,
137 ff.

Poetry, origin of, 140

Polygnotus, 231-2

¢ Possible,” the (in poetry), 167 ff.

Prickard, 139, 2562, 331

190 ff.,
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‘ Probability or Necessity,” 164, 282,
399

Probability (poetic), 165 ff.
‘ Probable impossibilities,’ 128,174 ff.

Racine, 243, 300

Rassow, 144

Real events, 168 ff., 403 fI.

Reality, Poetry and, 165 ff.

Recognition (dvayrdpiots), 264, 278
'y pleasure of, 201

Reversal of the Situation (repimrérewa),

278, 329-31, 347

Rhythm, 129 tI., 140 {f., 147-8

Ribbeck, 289

Robortelli, 236

Saintsbury, xxvii

Sandys, 188

Sanity of Greek genius, 398

Satire, 224

Scaliger, 236, 383

Scenery (Stage), 146

Schiller, 171, 210, 263, 315

Sculpture, 133 I,

Seaton, 370

Semblance, aesthetic, 127 {1

Seneca, 300

Shakespeare, 176, 265, 272, 208 (I,
321-2, 328, 333, 351-3, 261-2, 363

Shelley, 144

Sidney, Sir Philip, 144, 239, 264
201, 363

Sonnenschein, xxvii

Sophocles, 225, 261-2, 281, 283,
291, 309-10, 320, 322, 324, 335,
352, 859, 360, 370-1

Spingarn, xxvii, 145, 217, 236, 239,
247, 291, 383

Statius, 274

Sterne, 387

Stewart, 18C, 187, 190

Strabo, 215 ff.

Susemihl, 144, 168, 243, 249, 250

265, 303, 307
Symbolical representation, 124 ff.
891, 893

Taste, 6 xapwets the standard of, 211
Teichiniller,” 124, 146, 191, 281,
289
Terence, 378-9
Thucydides, 164
Timoeles, 406
Tragedy, def. of, 240 ff.
' function of, 242 ff.
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Tragedy, has not direct moral pur-
pose, 224, 269
pleasure of, 267-8
B the ideal, 329
‘Tragic collision,’ 323 fT.
error or fault, 317 ff.
hero, 224, 260-1, 302 ff.
. ‘Katharsis,” 242 ff,
Twining, 172, 247

Ueberweg, 290
Ugly, the, 873, 375
Unities, Three, 274 fI.
Unity, ideal {of poetry), 186 ff.
Unity of Action, 274 ff
.. Time, 289 ff., 363
. Place, 292 ff., 297 ff.
' Drama, 274 1,
. Epic, 285 ff.
Universal (ka66Aov), the, Poetry as
expression of, 150, 164 ff., 185,
190 ff., 266, 270 ff., 368 ff., 376 fl.
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Universality (Poetic) in Greek liter-
ature, 389 ff.

‘ Unnecessary ' badness, 227, 316

Vahlen, 144, 168, 172, 265, 308,
3929370

Verrall, 291

Villain, the (as protagonist), 304,
312 ff.

Voltaire, 265, 296, 297

Wallace, 125

*Weakness of the audience,” the,
212, 305

Weil, 244

‘Whole,” a, 186 ff., 275-6, 279 ff.

Wordsworth, 144, 402

Zeller, 144, 180, 246, 249, 303
Zeuxis, 168, 231
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[Passages of Greek Authors referred to in the Critical Notes or
in the Essays.]

PAGE PAGE

AESCHYLUS De Caeloi. 12.282a 33 . 182

Prom. Vinct. 8§ . . . 817 ii. 6. 288 b 16 . 347

De Div. 2. 464 b 13 . . 34

AnEcpoTA (CRAMER) Fth. Nic. i. 6. 1098 a 11 . 229

Frag. wepl xwupdlas . . 380 i. 8. 1098 b1s . 128

ii. 6. 1106 b14 . 190

ARISTIDES QUINTILIANUS ii. 9. 1109 bg . 204

mepl povowkis il 157 . . 248 iii. 1. xT09 b 31 . 318

iii. 1. 1110b 6 . 319

ARISTOPHANES iii. 1. r110b 29 . 319

Acharn. 464 . . . 220 iii. 2. 1110b 33 . 318

500 . . . 218 iii. 4. 11138 33 . 211

645 . . . 218 iii. g 1114b6 . 397

656 . . . 218 iv. 8. 1127 b 34 . 198

Ran. 389 . . . . 218 iv. 8. 1128a 22 . 380

686 . . . 218 V. 4. 1130b 1 . 210

1054 . . . . 220 v.8. 1135 b12 . 318

Vesp. 1029 ff. . . . 219 v.8 1135b16 . 318

v.8. 1135 b22 . 319

ARISTOTLE! vi. 2. 1139 a 25 . ggg
Analyt. Prior. ii. 27. 70 a 4 166 Vi 2. 11394 34 .

Analyt. Post. i. 31. 88a 4 . 191 Vi. 4. 1140 a 10 153, 208

o vi. 4. 1140a 19 . 182

ii. 11. 9588 . 181 vi 1141 & 20 180

ii. 12. g6 a 10 166 vii, Z 1128 a2 " 319

De Anima ii. 1. 4128 11 . 188 vii. 11. 11528 17 . 230

ii. 4. 415b 7 fl. 346 vii. 14. 1154 b4 . 250

iL 4. 4168 16 . 276 ix. 4. 1166 8 12 . 229

iii. 3. 427 b 17 fI. 126 X. 4. 1174b 32 . 204

iii. 3. 428 a 5. . 126 x. 6. 1176 b 12, 14 198

iil. 3. 42981 . 126 X. 6. 1176 b 25 . 229

iii. 10. 4332 10 . 126 x. 6. 1176 b30 . 200

Categ. 6. 10b 7 . . . 228 x. 6. 1177 a 9 . 198

1 Under AristoTLE are included works which, though not genuine, have been
reckoned among the Aristotelian writings.
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Eth. Nic. x. 6. 1177 a 3
X. 7. 1177 a 27 .
X. 10. 1179 b 15 .
De Gen. An. i. 4.

ii.
ii.
ii.
ii.

ii.

ii.

ii.
iii.
iii.
iii.
iv.

.

4
4.

bmoee b8

717 a 15.

. 731 b1g.

733 b 20.
739 b 33.

740 a 15.

. 744 b 16.
744 b 28.
- 7458 5 .

731 b 21.
-753b3 .
755 a 22.

i 770b g .
iv. 4. 770 b 15.

INDEX III

PAGE
200
199
204
151
210
347
347
189
190

152
347
276
151
347
151
182
182

De Gen. et Corr. ii. 6. 333 b 6 182

ii. 10. 336 b 27

151

De Hist. An. viii. 2. sgo0 b 13 331

De Ingr. An. 8. 708 a 9, 11 152
De Iiterp. i. 1. 168 3, 7 125
i. 2. 16 a 27 129
Metaph. i. 1. 981 b 17 fI. 198
i. 2. 982 b 23 198
iv. 4. 1015 a 10 155
iv. 26. 1023 b 26 186
iv. 26. 1024 a1 186
v. 2. 1026 b 21 181
V. 2. 1027 & 13 180
vi. 7. 1032 a 32 157
vi. 7. 1032 b 6 119
vi. 7. 1032 b 1§ . 157
vi. . 1034 a 24 . 157
ix. 8. 1065 a 25 ff. . 180
xi. 3. 1070 a 6 ff. 180, 190
xi. 7. 1072 b 14 199
xii. 3. 1078 a 36 161
xiii. 3. 1090 b 19 158
De Mem. ¢t Rem. 1. 450 a
27 I, . . . 125
Meteor. iv. 3. 381 L6. 117
De Mundo 5. 396 b 12 117
6. 398 b 18 188
De Part. An. i. 1. 639 b 19 158
i. 1. 640 a 31 157
i. 1. 640 b 32 189
i. 1. 641 b22 181
i. 5. 645 a 4 fI. 156
201
i. 5. 645 a 25 157
200

P
De Part. An. ii. 1. 646 a 20 ff. 347

Phys. ii.
ii.
ii.
ii.
ii.
ii.
ii.
ii.
ii.
ii.

iii.
viii.
viii.
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B

iv. 10. 687 a 15,

24

. . 118

iv. 11. 692 a3 151

194 a 21
194 a 28

197 a 36

197 b 2

197 b 20

19g a 1§
199 a 17
199 a 33
199 b 3

199 b 30 . .
. 207 a 7 ff. . 276
. 259 a IO . . 152
.260b 22 . . 151

. 116
155, 208
. 180
336

180

119

156

118

181

118

Physiogn. i. 2. 806 a 28 . 134
i. 2. 806 b28 . 135

Poet. i.
i.
i
i.
i.
i.

i.
il.
ii.
ii.

iii.
iii.
iv.
iv.
iv.
iv.
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vi. §
vi. 6
vi. 9
vi. 1

vi. 11 .
vi. 12 .
vi. 14 .
vi. 15 .

vi. 17 .

B

,“f’a.

LEREO

N o=

88

210
139

121
"2 136
141 ff.
241

. 222
123, 229
.231
. 229
335

100
140

201
140
390

lo5
"3" 374
377 380
230 232 237
289 fI.

229

"094, 234, 240 ff.

21‘5 324
338, 340

334 ff., 338 ff.

226, 241, 336
285, 338, 340
343, 347
231, 344

. 342

. 346

339, 343

346

338, 339, 342
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.. . 210
... 148
.. . 2
.. 280 ff.
161, 277, 877
187 ff., 277

. 187, 278

277 ff.

. 274

. 186, 276

164, 165, 169
186, 222

141, 165, 222, 377
. . 150, 190
. 164, 376 fI.
. 184, 224, 376 fT.
.7 168, 403

385

141, 169, 405

68, 282

267, 279

180, 183

278, 329

330

259 264

224, 259, 260
264, 303 ff., 330
232, 304, 319

. 307
305
307
307

. 212,
212, 225,
262,
181, 212
213, 259
. 307
182

230 316 326ﬂ‘
38
341
165
279
316
370
60
331
279
263
397
193
. 283
. 286

. . 307
. 182,

303
66 76

227, 316,
o178,
930, 232,

369,

339

PAGE
165, 274 ff.

Poet. xxiii. 1 I

xxiii. 1 . . 188, 275
xxiii. 3 . 277, 278, 286
Xxiv. I . . . 66
xxiv. 3 . . 278
xxiv. ¢ . 286, 287
xxiv. g . . 88
xxiv. . 174, 178
xxiv. 9 . . . 171
xxiv. 10 . 128, 172, 173
178 ff., 183
XXV. I 122, 150, 370
XXV. 3-4 167, 222
XXV. § 174, 175, 222
xxv. 6 151, 168, 370
371
XXV. 7 . 151, 168, 176
220, 222, 223, 371
xxv. 8 . 226
XXV. 17 128 1.)1 152, 168
174 182 371
XXV. 19 . 175, ‘226. 316
XXV. 20 223 ff., 227
xxvi. I . . . 211
xxvi. 7. . 212, 377
Polit. i. 2. 1252 b 32 . 155, 208
i. 2. 1253 a2 . 119
i. 6. 1255 b 2 . 152
iii. 4. 1277 b 20 . 52
iii. 8. 1284 b 8 . 187
iii. 11. 1281 b 10 . . 154
ili. 11. 1282 8 1 {1 210
iv. (vil.) 3. 1325 b 16 f. 335
350
iv. (vii.) 3. 1325 b 2r 336
iv. (vii.) 4. 1326 a 34 187
188, 277
iv. (vii.) 13. 1331 b 38 66
iv. (vii.) 15. 1334 a2 16 199
iv. (vii.) 17. 1337 a1 119

v. (viii.) 3. 1338 a 1,
21 . 199

v. (viii.) 5. 13_,9 a 25,
30 . 199
v. (viii.) s. 1339 b 13 fI. 200
v. (viii.) 5. 1339 b 14 199
v. (viii.) 5. 1339 b 25 199
204
v. (viii.) 5. 1339 b 32 212
377
v. (viii.) 5. 1340a 1 212
v. (viii.) 5. 1340a 18 129
v. (viil.) 5. 1340a 28 133
v. (viii.) 5. 13408 36 231
v. (viii.) 5. 1340 b 16 146
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PAGE

Polit.v. (viii.) 5. 1340 b 17 134
v. (viil.) 6. 1340 b 30 200

v. (viti ) 7. 1341 b 321, 248

v. (viii.) 7. 1341b 33 132

v. (viii.) 7. 1341 b 36 249

v. (viii.) 7. 1341 b 39 251

v. (viii.) 7. 1342 a 5 ff. 272

v. (viii.) 7. 1342 a 10 249

v. (viil.) 7. 1342a 11 250,251

v. (viii.) 7. 1342 a 15 250

v. (viii.) 7. 1342 a 18 fI, 211

viii. (v.) 3. 1302 b 34 . 277
Probl. xvii. 1. 915 b 36 . 161

xviil. 4. 916 b 36 L2122
xviii. 6. 918 a 10 . 308
xviil. g. 917 b 8 ff. . 275
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The more difficult books are indicated by an asterisk (*)

Books Explaining Science

THE STRANGE STORY OF THE QUANTUM, AN ACCOUNT FOR THE GENERAL READER OF THE

GROWTH OF IDEAS UNDERLYING OUR PRESENT ATOMIC KNOWLEDGE, B. Hoffmann. Presents
lucidly and expertly, with barest amount of mathematics, the problems and theories which
led to modern quantum physics. Dr. Hoffmann begins with the closing years of the 19th
century, when certain trifling discrepancies were noticed, and with illuminating analogies and
examples takes you through the brilliant concepts of Planck Einstein, Pauli, Broglie, Bohr,
Schroedinger, Heisenberg, Dirac, Sommerfeld, Feynman, etc. This edmon includes a new,
long postscript carryinf the story through 1958. “Of the books attempting an account of the
history and contents of our modern atomic physics which have come to my attention, this is
the best,’”” H. Margenau, Yale University, in ‘‘American Journal of Physics.”” 32 tables and line
illustrations. Index. 275pp. 538 x 8. T518 Paperbound $1.45

*THE EVOLUTION OF SCIENTIFIC THOUGHT FROM NEWTON TO EINSTEIN, A. d’'Abro. A detailed
account of the evolution of classical physics into modern relativistic theory and the concom-
mitant changes in scientific methodology. The breakdown of classical physics in the face of
non-Euclidean geometry and the electromagnetic equations is carefully discussed and then an
exhaustive analysis of Einstein’s special and general theories of relativity and their implica-
tions is xiven. Newton, Riemann, Weyl, Lorentz, Planck, Maxwell, and many others are con-
sidered. A non-technical explanation of space, time, electromagnetic waves, etc. as understood
today. ‘‘Model of semi-popular exposition,’”” NEW REPUBLIC. 21 diagrams. 482pp 538 x

T2 Paperbound $2 00

*THE RISE OF THE NEW PHYSICS (formerly THE DECLINE OF MECHANISM), A. d'Abro. This
authoritative and comprehensive 2 volume exposition is unique in scientific publishing.
Written for intelligent readers not familiar with higher mathematics, it is the only thorough
explanation in non-technical language of modern mathematical-| physncal theory. Combining
both history and exposition, it ranges from classical Newtonian concepts up through the
electronic theories of Dirac and Heisenberg, the statistical mechanics of Fermi, and Einstein's
relativity theories. ‘A must for anyone doing serious study in the physical sciences,” THE
FRANKLIN INSTITUTE. 97 illustrations. 991pp. 2 volumes. T3 Vol. 1, Paperbound $2.00

T4 Vol. 2, Paperbound $2.00

THE STORY OF X-RAYS FROM RONTGEN TO ISOTOPES, A. R. Bleich, M.D. This book, by a mem-
ber of the American College of Radiotogy, givesr the scientific explanation of x-rays, their
applications in medicine, industry and art, and their danger (and that of atmospheric radia-
tion) to the individual and the species. You learn how radiation therapy is applied against
cancer, how x-rays diagnose heart disease and other ailments, how they are used to examine
mummies for information on diseases of early societies, and industrial materials for hidden
weaknesses. 54 illustrations show x-rays of flowers, bones, stomach, gears with flaws, etc.
1st publication. Index. xix + 186pp. 53 x 8. 1622 Paperbound $1.35

SPINNING TOPS AND GYROSCOPIC MOTION, John Perry. A classic elementary text of the
dynamics of rotation — the behavior and use of rotating bodies such as gyroscopes and tops.
In simple, everyday English you are shown how quasi-rigidity is induced in discs of paper,
smoke rings, chains, etc., by rapid motions; why a gyrostat falls and why a top rises:
precession; how the 'earth’s motion affects chmate, and many other phenomena. Appendix on
practical use of gyroscopes. 62 figures. 128pp. 538 x 8 T416 Paperbound $1.00

PIONEERS OF SCIENCE, 0. Lodge. An authoritative, yet elementary history of science by a
leading scientist and expositor. Concentrating on individuals—Copernicus, Brahe, Kepler,
Galileo, Descartes, Newton, Laplace, Herschel, Lord Kelvin, and other scientists—the author
presents their discoveries in historical order, adding biographical material on each man and
full, specific explanations of their achievements. The full, clear discussion of the accomplish-
ments of post-Newtonian astronomers are features seldom found in other books on the subject.
Index. 120 illustrations. xv + 404pp. 538 x 8. T716 Paperbound $1.50

BRIDGES AND THEIR BUILDERS, D. B. Steinman & S. R. Watson. Engineers, historians, and
every person who has ever been fascinated by great spans will find this book an endless
source of information and interest. Greek and Roman structures, Medieval bridges, modern
classncs such as the Brooklyn Bridge, and the latest developments in the science are retold
{I ne of the world's leading authorities on bridge design and construction. BRIDGES AND
THEIR BUILDERS is the only comprehensive and accurate semi-popular history of these im-
portant measures of progress in print. New, greatly revised, enlarged edition. 23 photos; 26
line-drawings. Index. xvii + 401pp. 5% x 8. T431 Paperbound $2.00

FAMOUS BRIDGES OF THE WORLD, D. B. Steinman. An up-to-the-minute new edition of a book
that explains the fascinating drama of how the world’s great bridges came to be built. The
author, designer of the famed Mackinac bridge, discusses bridges from all periods and all parts
of the world explaining their various types of construction, and describing the problems their
builders faced. Although t‘[:rlmarlly for youngsters, this cannot fail to interest readers of all
ages. 48 illustrations in the text. 23 photographs. 99pp. 648 x 9%4. T161 Paperbound $1.00
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THE UNIVERSE OF LIGHT, W. Bragg. Sir William Bragg, Nobel laureate and great modern physi
cist, is also well known for his powers of clear exposition. Here he analgyzes all aspecptsys(:f
light for the layman: lenses, reflection, refraction, the optics of vision, x-rays, the photo-
electric effect, etc. He tells you what causes the color of spectra, rainbows, and soap bubbles,
how magic mirrors work, and much more. Dozens of simple experiments are described. Preface.
Index. 199 line drawings and photographs, including 2 tull-page color plates. x + 283pp.
Z::/BIEXN%E THEORY AND MAN, Erwin Schrid 1038 raperbound 318
N ,» Erwin Schrodinger. This is a complete an i i

SCIE_NCE,AND THE HUMAN TEMPERAMENT plus an additional zssay: ‘ngggb{;dgfldgl?:;ﬁa?;
Particle?V Nobel Laureate Schrodinger discusses such topics as nature of scientific method
e nature of science, chance and determinism, science and society, conceptual models fo;
physical entities, elementary particles and wave mechanics. Presentation is popular and may
be followed by most people with little or no scientific training. “Fine practical preparation
for a time when laws of nature, human institutions . . . are undergoing a critical examination
without parallel,”” Waldemar Kaempffert, N. Y. TIMES. 192pp. 53 x 8.

T428 Paperbound $1.35

Literature, History of Literature

ARISTOTLE'S THEORY OF POETRY AND THE FINE ARTS, edited by S. H. Butcher. The celebrated
Butcher transiation of this great classic faced, page by page, with the complete Greek text.
A 300 page introduction discussing Aristotle’s ideas and their influence in the history of
thought and literature, and covering art and nature, imitation as an aesthetic form, poetic
truth, art and morality, tragedy, comedy, and similar topics. Modern Aristotelian criticism
discussed Dy John Gassner. Ixxvi + 421pp. 53 x 8. T42 Paperbound $2.00

FOUNDERS OF THE MIDDLE AGES, E. K. Rand. This is the best non-technical discussion of the
transformation of Latin pagan culture into medieval civilization. Covering such figures as
Tertullian, Gregory, Jerome, Boethius, Augustine, the Neoplatonists, and many other literary
men, educators, classicists, and humanists, this book is a storehouse of information pre-
sented clearly and simply for the intelligent non-specialist. ‘‘Thoughtful, beautifully written,”
AMERICAN HISTORICAL REVIEW. ‘‘Extraordinarily accurate,”” Richard McKeon, THE NATION.
ix + 365pp. 53 x 8. T369 Paperbound $1.85

INTRODUCTIONS TO ENGLISH LITERATURE, edited by B. Dobrée. Goes far beyond ordinary
histories, ranging from the 7th century up to 1914 (to the 1940's in some cases.) The first
half of each volume is a specific detailed study of historical and economic background of
the period and a general survey of poetry and prose, including trends of thought, influences,
etc. The second and larger half is devoted to a detailed study of more than 5000 poets,
novelists, dramatists; also economists, historians, biographers, religious writers, philosophers,
travellers, and scientists of literary stature, with dates, lists of major works and their dates,
keypoint critical bibliography, and evaluating comments. The most compendious bibliographic
and literary aid within its price range.

Vol. |. THE BEGINNINGS OF ENGLISH LITERATURE TO SKELTON, (1509), W. L. Renwick, H.
Orton. 450pp. 5Y8 x 77%. 175 Clothbound $3.50

Vol. 11. THE ENGLISH RENAISSANCE, 1510-1688, V. de Sola Pinto. 381pp. 51 x 77%s.
T76 Clothbound $3.50

vol. 1il. AUGUSTANS AND ROMANTICS, 1689-1830, H. Dysonm, J. Butt. 320;&7;). 5% x 77%.
T77 Clothbound $3.50
Vol. IV. THE VICTORIANS AND AFTER, 1830-1914, E. Batho, B. Dobree. 360pp. 5V x 77s.
T78 Clothbound $3.50

EPIC AND ROMANCE, W. P. Ker. Written by one of the foremost authorities on medieval
literature, this is the standard survey of medieval epic and romance. It covers Teutonic epics,
Icelandic sagas, Beowulf, French chansons de geste, the Roman de Troie, and many other
important works of literature. It is an excellent account for a body of literature whose beauty
and value has only recently come to be recognized. Index. xxiv + 398pp. 538 x 8.

71355 Paperbound $1.95

THE POPULAR BALLAD, F. B. Gummere. Most useful factual introduction; fund of descriptive
material; quotes, cites over 260 ballads. Examines, from folkioristic view, structure; choral,
ritual elements; meter, diction, fusion; effects of tradition. editors; almost every other
aspect of border, riddle, kinship, sea, ribald, supernatural, etc., ballads. Bibliography.
2 indexes. 374pp. 53 x 8. T548 Paperbound $1.65
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MASTERS OF THE DRAMA, John Gassner. The most comprehensive history of the drama in print,
covering drama in every important tradition from the Greeks to the Near East, China, Japan,
Medieval Europe, England, Russia, italy, Spain, Germany, and dozens of other drama producing
nations. This unsurpassed reading and reference work encompasses more than 800 dramatists
and over 2000 plays, with biographical material, plot summaries, theatre history, etc. ‘‘Has
no competitors in its field,” THEATRE ARTS. ‘‘Best of its kind in English,” NEW REPUBLIC.
Exhaustive 35 page bibliography. 77 photographs and drawings. Deluxe edition with reinforced
cloth binding, headbands, stained top. xxu -+ 890pp. 53& x 8. T100 Clothbound $6.95

THE DEVELOPMENT OF DRAMATIC ART, D. C. Stuart. The basic work on the growth of Western
drama from primitive beginnings to Eugene O'Neill, covering over 2500 years. Not a mere
listing or survey, but a thorough analysis of changes, origins of style, and influences in each
period; dramatic conventions, social pressures, choice of material, plot devices, stock
situations, etc.; secular and religious works of all nations and epochs. ‘“Generous and
thoroughly documented researches,’”’ Outlook. ‘‘Solid studies of influences and playwrights
and periods,”’ London Times. Index. Bibliography. xi + 679pp. 53 x 8.

1693 Paperbound $2.75

A SOURCE BOOK IN THEATRICAL HISTORY (SOURCES OF THEATRICAL HISTORY), A. M. Nagler.
Over 2000 years of actors, directors, designers, critics, and spectators speak for themselves
in this potpourri of writings selected from the great and formative periods of western drama.
On-the-spot descriptions of masks, costumes, makeup, rehearsals, special effects, acting
methods, backstage squabbles, theatres, etc. Contemporary glimpses of Moliére rehearsing
his company, an exhortation to a Roman audience to buy refreshments and keep quiet,
Goethe's rules for actors, Belasco telling of $6500 he spent building a river, Restoration
actors being told to avoid ‘‘lewd, obscene, or indecent postures,”” and much more. Each
selection has an introduction by Prof. Nagler. This extraordinary, iively collection is ideal
as a source of otherwise difficuit to obtain material, as well as a fine book for browsing.
Over 80 illustrations. 10 diagrams. xxin + 611pp. 538 x 8. 7515 Paperbound $2.75

WORLD DRAMA, B. H. Clark. The dramatic creativity of a score of ages and eras — all in two
handy compact volumes. Over I3 of this material is unavailable in any other current edition!
46 plays from Ancient Greece, Rome, Medieval Europe, France, Germany, Italy, England,
Russia, Scandinavia, India, China, Japan, etc. — including classic authors like Aeschylus,
Sophocles, Euripides, Aristophanes, Plautus, Marlowe, Jonson, Farquhar, Goldsmith, Cervantes,
Moliere, Dumas, Goethe, Schiller, Ibsen, and many others. This creative collection avoids
hackneyed material and includes only completely first-rate works which are relatively littie
known or difficult to obtain. ‘“The most comprehensive collection of important plays from
all literature available in English,”” SAT. REV. OF LITERATURE. Introduction. Reading lists.
2 volumes. 1364pp. 538 x 8. Vol. 1, 157 Paperbound $2.25

Vol. 2, 759 Paperbound $2.25

PLAY-MAKING: A MANUAL OF CRAFTSMANSHIP, William Archer. With an extensive, new introduc-
tion by John Gassner, Yale Univ. The permanently essential requirements of solid play con-
struction are set down in clear, practical language: theme, exposttion, foreshadowing, tension,
obligatory scene, peripety, dialogue, character, psychology, other topics. This book has been
one of the most influential elements in the modern theatre, and almost everything said on the
subject since is contained exphicitly or implicitly within its covers. Bibhiography. Index. xlii +
277pp. 5% x 8. T651 Paperbound $1.75

MASTERPIECES OF THE RUSSIAN DRAMA, edited with introduction by G. R. Noyes. This only
comprehensive anthology of Russian drama ever published in English offers complete texts,
in 1st-rate modern transiations, of 12 plays covering 200 years. Vol. 1: “The Young Hopeful,”
Fonvisin; ‘Wit Works Woe,’' Griboyedov; ‘“‘The Inspector General,’”’ Gogol; ‘‘A Month in the
Country,” Turgenev; ‘‘The Poor Bride,’”” Ostrovsky; ‘A Bitter Fate,’”” Pisemsky. Vol. 2: ‘‘The
Death of Ivan the Terrible,” Atlexey Toistoy ‘“The Power of Darkness,'” Lev Toistoy; “The
Lower Depths,”” Gorky; ‘‘The Cherry Orchard,”” Chekhov; ‘‘Professor Storitsyn,” Andreyev;
‘“Mystery Bouffe,”” Mayakovsky. Bibliography. Total of 902pp. 5% x 8.

Vol. 1 7647 Paperbound $2.00

Vol. 2 7648 Paperbound $2.00

. EUGENE O°'NEILL: THE MAN AND HIS PLAYS, B. H. Clark. In many respects America’s most

important dramatist, no source-book has previously been published on O’Neill's fife and
waork. Clark analyzes each play from the early THE WEB to the recently produced MOON FOR
THE MISBEGOTTEN and THE ICEMAN COMETH revealing the environmental and dramatic influ-
ences necessary for a complete understanding of these important works. Bibliography.
Appendices. Index. ix + 182pp. 53 x 8. T379 Paperbound $1.25

THE DRAMA OF LUIGI PIRANDELLO, D. Vittorini. All 38 of Pirandello’s plays written between
1918 and 1935 are analyzed and contrasted in this authorized study. Their cultural background,
Vlace in European dramaturgy, symbolic techniques, and plot structure are carefully examined
+ a renowned student of Pirandello’s work. Foreword by Pirandeillo. Biography. Synopses of

38 (many untransiated) works. Bibliography. xiii + 350pp. 5% x 8.
T435 Paperbound $1.98
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THE HEVART OF THOREAU'S JOURNALS, edited by 0. Shepard. The best general selection from
Thoreau’s voluminous (and rare) journals. This intimate record of thoughts and observations
reveals the full Thoreau and his inlellectual development more accurately than any of his
published works: self-conflict between the scientific observer and the poet, reflections on
transcendental philosophy, involvement in the tragedies of neighbors and national causes, etc.
New preface, notes, introductions. xii + 228pp. 538 x 8. T741 Paperbound $1.45

H. D. THOREAU: A WRITER'S JOURNAL, edited by L. Stapleton. A unique new selection from the
Journals concentrating on Thoreau’s growth as a conscious literary artist, the ideals and
purposes of his art. Most of the material has never before appeared outside of tne complete
14-volume edition. Contains vital insights on Thoreau's projected book on Concord, thoughts
on the nature of men and government, indignation with slavery, sources of inspirafion, goals
in life. Index. xxxiii -+ 234pp. 53 x 8. 1678 Paperbound $1.55

THE HEART OF EMERSON'S JOURNALS, edited by Bliss Perry. Best of these revealing Journals
originally 10 volumes, presented in a one volume edition. Talks with Channing, Hawthorne,
Thoreau, and Bronson Alfcott; impressions of Webster, Everett, John Brown, and Lincoln:
records of moments of sudden understanding, vision, and solitary ecstasy. “The essays do
not reveal the power of Emerson’s mind . . . as do these hasty and informal writings,”
N.Y. Times. Preface by Bliss Perry. Index. xiit + 357pp. 538 x 8. T477 Ciothbound $1.55

THE GIFT OF LANGUAGE, M. Schlauch. Formerly titled THE GIFT OF TONGUES, this is a middle-
level survey that avoids both superficiality and pedantry. It covers such topics as linguistic
families, world histories, grammatical processes in such foreign languages as Aztec, Ewe, and
Bantu, semantics, language taboos, and dozens of other fascinating and important topics.
Especially interesting is an analysis of the word-coinings of Joyce, Cummings, Stein and
others in terms of linguistics. 232 bibliographic notes. Index. viii + 342pp. 5% x 8.
T243 Paperbound $1.85

Orientalia and Religion

ORIENTAL RELIGIONS IN ROMAN PAGANISM, F. Cumont. A study of the cultural meeting ot
east and west in the Early Roman Empire. It covers the most important eastern religions
of the time from their first appearance in Rome, 204 B.C., when the Great Mother of the
Gods was first brought over from Syria. The ecstatic cults of Syria and Phrygia — Cybele,
Attis, Adonis, their orgies and mutilatory rites; the mysteries of Egypt — Serapis, Isis,
Osiris, the dualism of Persia, the elevation of cosmic evil to equal stature with the deity,
Mithra; worship of Hermes Trismegistus; Ishtar, Astarte; the magic of the ancient Near East,
etc. Introduction. 55pp. of notes; extensive bibliography. tndex. xxiv + 298pp. 535 x 8.

T321 Paperbound $1.75

THE MYSTERIES OF MITHRA, F. Cumont. The definitive coverage of a great ideological struggle
between the west and the orient in the first centuries of the Christian era. The origin of
Mithraism, a Persian mystery religion, and its association with the Roman army is discussed
in detail. Then utilizing fragmentary monuments and texts, in one of the greatest feats of
scholarly detection, Dr. Cumont reconstructs the mystery teachings and secret doctrines, the
hidden organization and cult of Mithra. Mithraic art is discussed, analyzed, and depicted in
70 illustrations. 239pp. 5% x 8. T323 Paperbound $1.85

CHRISTIAN AND ORIENTAL PHILOSOPHY OF ART, A. K. Coomaraswamy. A unique fusion of
philosopher, orientalist, art historian, and linguist, the author discusses such matters as: the
true function of aesthetics in art, the importance of symbolism, intetlectual and philosophic
backgrounds, the role of traditional culture in enriching art, common factors in all great art,
the nature of medieval art, the nature of folklore, the beauty of mathematics, and similar
topics. 2 illustrations. Bibliography. 148pp. 53a x 8. 1378 Paperbound $1.25

TRANSFORMATION OF NATURE IN ART, A. K. Coomaraswamy. Unabridged reissue of a basic
work upon Asiatic religious art and philosophy of religion. The theory of religious art in Asia
and Medieval Europe (exemplified by Meister Eckhart) is analyzed and developed. Detailed
consideration is given to Indian medieval aesthetic manuals, symbolic language in philosoqhy,
the origin and use of images in India, and many other fascinating and iittle known topics.
Glossaries of Sanskrit and Chinese terms. Bibliography. 41pp. of notes. 245pp. 53 x 8.

T368 Paperbound $1.75
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Philosophy, Religion

GUIDE TO PHILOSOPHY, C. E. M. Joad. A modern classic which examines many crucial prob-
lems which man has pondered through the ages: Does free will exist? Is there plan in the
universe? How do we know and validate our knowledge? Such opposed solutions as subjective
idealism and realism, chance and teleology, vitalism and logical positivism, are evaluated
and the contributions of the great philosophers from the Greeks to moderns like Russell,
Whitehead, and others, are considered in the context of each problem. ‘‘The finest intro-
duction,”” BOSTON TRANSCRIPT. Index. Classified bibliography. 592pp. 53 x 8.

T297 Paperbound $2.00

HISTORY OF ANCIENT PHILOSOPHY, W. Windelband. One of the clearest, most accurate com-
prehensive surveys of Greek and Roman philosophy. Discusses ancient philosophy in general,
intellectual life in Greece in the 7th and 6th centuries B.C., Thales, Anaximander, Anaximenes,
Heraclitus, the Eleatics, Empedocles, Anaxagoras, Leucippus, the Pythagoreans, the Sophists,
Socrates, Democritus (20 pages), Plato (50 pages), Aristotle (70 pages), the Peripatetics,
Stoics, Epicureans, Sceptics, Neo-platonists, Christian Apologists, etc. 2nd German edition
transiated by H. E. Cushman. xv + 393pp. 538 x 8. 7357 Paperbound $1.7%

ILLUSTRATIONS OF THE HISTORY OF MEDIEVAL THOUGHT AND LEARNING, R. L. Poofe. Basic
analysis of the thought and lives of the leading philosophers and ecclesiastics from the
8th to the 14th century—Abailard, Ockham, Wycliffe, Marsiglio of Padua, and many other great
thinkers who carried the torch of Western culture and learning through the “Dark Ages’':
political, religious, and metaphysical views. Long a standard work for scholars and one of
the best introductions to medieval thought for beginners. Index. 10 Appendices. xin + 327pp.
53 x 8. T674 Paperbound $1.85

PHILOSOPHY AND CIVILIZATION IN THE MIDDLE AGES, M. de Wulf. This semi-popular survey
covers aspects of medieval intellectual life such as religion, philosophy, science, the arts,
etc. It also covers feudalism vs. Catholicism, rise of the universities, mendicant orders,
monastic centers, and similar topics. Unabridged. Bibliography. Index. viii 4+ 320pp. 53 x 8.

7284 Paperbound $1.75

AN INTRODUCTION TO SCHOLASTIC PHILOSOPHY, Prof. M. de Wulf. Formerly entitied SCHO-
LASTICISM OLD AND NEW, this volume examines the central scholastic tradition from St.
Anselm, Albertus Magnus, Thomas Aquinas, up to Suarez in the 17th century. The relation of
scholasticism to ancient and medieval philosophy and science in general is clear and easily
followed. The second part of the book considers the modern revival of scholasticism, the
Louvain position, relations with Kantianism and Positivism. Unabridged. xvi + 271pp. 53 x 8.
296 Clothbound $3.50

7283 Paperbound $1.75

A HISTORY OF MODERN PHILOSOPHY, H. Hiffding. An exceptionally clear and detailed coverage
of western philosophy from the Renaissance to the end of the 19th century. Major and minor
men such as Pomponazzi, Bodin, Boehme, Telesius, Bruno, Copernicus, da Vinci, Kepler,
Galileo, Bacon, Descartes, Hobbes, Spinoza, Leibniz, Wolff, Locke, Newton, Berkeley, Hume,
Erasmus, Montesquieu, Voltaire, Diderot, Rousseau, Lessing, Kant, Herder, Fichte, Schelling,
Hegel, Schopenhauer, Comte, Mill, Darwin, Spencer, Hartmann, Lange, and many others, are
discussed in terms of theory of knowledge, logic, cosmology, and psychology. Index. 2 volumes,
total of 1159pp. 53 x 8. T117 Vol. 1, Paperbound $2.00

T118 Vol. 2, Paperbound $2.00

ARISTOTLE, A. E. Taylor. A brilliant, searching non-technical account of Aristotle and his
thought written by a foremost Platonist. It covers the life and works of Aristotie; classifica-
tion of the sciences; logic; first philosophy; matter and form; causes; motion and eternity;
God; physics; metaphysics; and similar topics. Bibliography. New Index compiled for this
edition. 128pp. 538 x 8. 1280 Paperbound $1.00

THE SYSTEM OF THOMAS AQUINAS, M. de Wulf. Leading Neo-Thomist, one of founders of
University of Louvain, gives concise exposition to central doctrines of Aquinas, as a means
toward determining his value to modern philosophy. religion. Formerly ‘‘Medieval Philosophy
Ilustrated from the System of Thomas Aquinas.”” Trans. by E. Messenger. Introduction.
151pp. 5% x 8. T568 Paperbound $1.25

THE PHILOSOPHICAL WORKS OF DESCARTES. The definitive English edition of all the major
philosophical works and letters of René Descartes. All of his revolutionary insights, from his
famous ‘‘Cogito ergo sum’’ to his detailed account of contemporary science and his astonish-
ingly fruitful concept that all phenomena of the universe (except mind) could be reduced to
clear laws by the use of mathematics. An excellent source for the thought of men_ like
Hobbes, Arnauid, Gassendi, etc., who were Descarte’s contemporaries. Transiated by E. S.
Haldane and G. Ross. Introductory notes. Index. Total of 842pp. 536 x 8.

T71 Vol. 1, Paperbound $2.00
T72 Vol. 2, Paperbound $2.00
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THE CHIEF WOI}KS OF SPINOZA. An unabridged reprint of the famous Bohn edition containing
all of Spinoza’s most important works: Vol. I: The Theologico-Political Treatise and the
Political Treatise. Vol. il: On The Improvement Of Understanding, The Ethics, Selected Letters.
Profound and enduring ideas on God, the universe, pantheism, society, religion, the state
democracy, the mind, emotions, freedom and the nature of man, which influenced Goethe,
Hegel, Schelling, Coleridge, Whitehead, and many others. Introduction. 2 volumes. 826pp.
534 x 8. 1249 Vol. |, Paperbound $1.50

T250 Vol. I, Paperbound $1.50

LEIBNIZ, H. W. Carr. Most stimulating middle-level coverage of basic philosophical thought
of Leibniz. Easily understood discussion, analysis of major works: “‘Theodicy,” ‘‘Principles of
Nature and Grace,” Monadology'’; Leibniz’s influence; intellectual growth; correspondence;
disputes with Bayle, Malebranche, Newton; importance of his thought today, with reinterpre:
tation in modern terminology. “Power and mastery,” London Times. Bibliography. !Index.
226pp. 538 x 8. T624 Paperbound $1.35

AN ESSAY CONCERNING HUMAN UNDERSTANDING, John Locke. Edited by A. C. Fraser. Un-

abridged reprinting of definitive edition; only complete edition of ‘“Essay’” in print. Marginal

analyses of almost every paragraph; hundreds of footnotes; authoritative 140-page biographical,
critical, historical prolegomena. Indexes. 1170pp. 53 x 8.

T530 Vol. 1 (Books 1, 2) Paperbound $2.25

T531 Vol. 2 (Books 3, 4) Paperbound $2.25

2 volume set $4.50

THE PHILOSOPHY OF HISTORY, 6. W. F. Hegel. One of the great classics of western thought
which reveals Hegel's basic principle: that history is not chance but a rational process, the
realization of the Spirit of Freedom. Ranges from the oriental cultures cf subjective thought
to the classical subjective cultures, to the modern absolute synthesis where spiritual and
secular may be reconciled. Translation and introduction by J. Sibree. Introduction by C. Hegel.
Special introduction for this edition by Prof. Carl Friedrich. xxxix + 447pp. 53 x 8.

T112 Paperbound $1.85

THE PHILOSOPHY OF HEGEL, W. T. Stace. The first detailed analysis of Hegel’s thought in
English, this is especiaily valuable since so many of Hegel's works are out of print. Dr.
Stace examines Hegel's debt to Greek idealists and the 18th century and then proceeds to a
careful description and analysis of Hegel's first principles, categories, reason, dialectic
method, his logic, philosophy of nature and spirit, etc. Index. Special 14 x 20 chart of
Hegelian system. x + 526pp. 5% x 8. 7254 Paperbound $2.00

THE WILL TO BELIEVE and HUMAN IMMORTALITY, W. James. Two complete books bound as
one. THE WILL TO BELIEVE discusses the interrelations of belief, will, and inteflect in man;
chance vs. determinism, free will vs. determinism, free will vs. fate, pluralism vs. monism;
the philosophies of Hegel and Spencer, and more. HUMAN IMMORTALITY examines the question
of survival after death and develops an unusual and powerful argument tor immortality. Two
prefaces. Index. Total of 429pp. 53 x 8.

T291 Paperbound $1.85

THE WORLD AND THE INDIVIDUAL, Josiah Royce. Only major effort by an American philosopher
to interpret nature of things in systematic, comprehensive manner. Royce’s formulation of
an absolute voluntarism remains one of the original and profound solutions to the problems
involved. Part one, 4 Historical Conceptions of Being, inquires into first principles, true
meaning and place of individuality. Part two, Nature, Man, and the Moral Order, is application
of first principles to problems concerning religion, evil, moral order. Introduction by J. E.
Smith, Yale Univ. Index. 1070pp. 5% x 8. T561 Vol. 1 Paperbound $2.25
1562 Vol. 2 Paperbound $2.25

the set $4.50

THE PHILOSOPHICAL WRITINGS OF PEIRCE, edited by J. Buchler. This book (formerly THE
PHILOSOPHY OF PEIRCE) is a carefully integrated exposition of Peirce's complete system com-
posed of selections from his own work. Symbolic logic, scientific method, theory of signs,
pragmatism, epistemology, chance, cosmology, ethics, and many other topics are treated by
one of the greatest philosophers of modern times. This is the only mex;enswe compilation
of his key ideas. xvi -+ 386pp. 538 x 8. T217 Paperbound $1.95

EXPERIENCE AND NATURE, John Dewey. An enlarged, revised edition of the Paul Carus
lectures which Dewey delivered in 1925. It covers Dewey’s basic formulation of the problem
of knowledge, with a full discussion of other systems, and a detailing of his own concepts
of the rela%ionship of external world, mind, and knowledge. Starts with a thorough examina-
tion of the philosophical method; examines the interrelationship of experience and nature;
analyzes experience on basis of empirical naturalism, the formulation of law, role of
language and social factors in knowledge; ettf:."Deweiy‘s;r%:;tglentsg/L cergtral problems in
hy i rofound but extremely easy to follow. ix PP. x 8.
philosophy is profou y Y T471 Paperbound $1.83
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MIND AND THE WORLD-ORDER, C. l. Lewis. Building upon the work of Peirce, James, and
Dewey, Professor Lewis outlines a theory of knowledge in terms of ‘‘conceptual pragmatism."
Dividing truth into abstract mathematical certainty and empirical truth, the author demon-
strates that the traditional understanding of the a priori must be abandoned. Detailed
analyses of philosophy, metaphysics, method, the ‘‘given’ in experience, knowledge of objects,
nature of the a priori, experience and order, and many others. Appendices. xiv + 446pp.

x 8. 1359 Paperbound $1.8

SCEPTICISM AND ANIMAL FAITH, G. Santayana. To eliminate difficulties in the traditional
theory of knowledge, Santayana distinguishes between the independent existence of objects
and the essence our mind attributes to them. Scepticism is thereby established as a form of
belief, and animal faith is shown to be a necessary condition of knowledge. Belief, classical
idealism, intuition, memory, symbols, literary psychology, and much more, discussed with
unusual clarity and depth. Index. xii + 314pp. 538 x 8.

T236 Paperbound $1.50

LANGUAGE AND MYTH, E. Cassirer. Analyzing the non-rational thought processes which go to
make up culture, Cassirer demonstrates that beneath both language and myth there lies a
dominant unconscious ‘‘grammar’’ of experience whose categories and canons are not those
of logical thought. His analyses of seemingly diverse phenomena such as Indian metaphysics,
the Melanesian ‘‘mana,” the Naturphilosophie of Schelling, modern poetry, etc., are profound
without being pedantic. Introduction and translation by Susanne Langer. Index. x + 103pp.
5% x 8. 751 Paperbound $1.25

SUBSTANCE AND FUNCTION, EINSTEIN'S THEORY OF RELATIVITY, E. Cassirer. In this double-
volume, Cassirer develops a philosophy of the exact sciences that is historically sound, philo-
sophically mature, and scientifically impeccable. Such topics as the concept of number, space
and geometry, non-Euclhidean geometry, traditional logic and scientific method, mechanism and
motion, energy, relational concepts, degrees of objectivity, the ego, Einstein’s relativity, and
many others are treated in detail. Authorized transtation by W. C. and M. C. Swabey. xii +
465pp. 538 x 8. T50 Paperbound $2.00

*THE ANALYSIS OF MATTER, Bertrand Russell. A classic which has retained its importance in
understanding the relation between modern physical theory and human perception. Logical
analysis of physics, prerelativity physics, causahty, scientific \nference, Weyl’s theory, tensors,
invariants and physical interpretations, periodicity, and much more s treated with Russell’s
usual brilliance. “Masterly piece of clear thinking and clear writing,”” NATION AND ATHENAE-
UM. ““Most thorough treatment of the subject,” THE NATION. Introduction. Index. 8 figures.
viii + 408pp. 538 x 8. 1231 Paperbound $1.95

CONCEPTUAL THINKING (A LOGICAL INQUIRY), S. Korner. Discusses origin, use of general
concepts on which language 1s based, and the lLight they shed on basic philosophical ques-
tions. Rigorously examines how different concepts are related; how they are linked to experi-
ence; problems of the field of contact between exact logical, mathematical, and scientific
concepts, and the inexactness of everyday experience (studied at length). This work elab-
orates many new approaches to the traditional problems of philosophy —epistemology, value

theories, metaphysics, aesthetics, morality. “‘Rare originality . . . brings a new rigour into
philosophical argument,” Philosophical Quarterly. New corrected second edition. Index. vi
+ 301pp. 536 x 8 1516 Paperbound $1.75

INTRODUCTION TO SYMBOLIC LOGIC, S. Langer. No special knowledge of math required —
prabably the clearest book ever written on symbolic logic, suitable for the layman, general
scientist, and philosopher. You start with simple symbols and advance tu a knowledge of
the Boole-Schroeder and Russell-Whitehead systems. Forms, logical structure, classes, the
calculus of propositions, logic of the syllogism, etc., are all covered. “‘One of the clearest
and simplest introductions,”” MATHEMATICS GAZETTE. Second enlarged, revised edition. 368pp.
5% x 8. 8164 Paperbound $1.75

LANGUAGE, TRUTH AND LOGIC, A. ). Ayer. A clear, careful analysis of the basic ideas of
Logical Positivism. Building on the work of Schlick, Russell, Carnap, and the Viennese School,
Mr. Ayer develops a detailed exposition of the nature of philosophy, science, and metaphysics;
the Self and the World; logic and common sense, and other philosophic concepts. An aid to
clarity of thought as well as the first full-length development of Logical Positivism in English.
introduction by Bertrand Russell. Index. 160pp. 538 x 8. T10 Paperbound $1.25

ESSAYS IN EXPERIMENTAL LOGIC, J. Dewey. Based upon the theory that knowledge implies a
judgment which in turn implies an inquiry, these papers consider the inquiry stage in terms
of: the relationship of thought and subject matter, antecedents of thought, data and mean-
ings. 3 papers examine Bertrand Russell’s thought, while 2 others discuss pragmatism and a
final essay presents a new theory of the logic of values. Index. viii + 444pp. 5% x 8.
T73 Paperbound $1.95

TRAGIC SENSE OF LIFE, M. de Unamuno. The acknowiedged masterpiece of one of Spain's
most influential thinkers. Between the despair at the inevitable death of man and all his
works and the desire for something better, Unamuno finds that ‘“saving incertitude’ that
alone can console us. This dynamic appraisal of man’'s faith in God and in himself has been
called ‘‘a masterpiece’’ by the ENCYCLOPAEDIA BRITANNICA. xxx + 332pp. 53 x 8.
T257 Paperbound $1.95
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THE SENSE OF BEAUTY, 6. Santayana. A revelation of the beauty of language as well as an im-

portant philosophic treatise, this work studies the ‘‘why, when, and how beauty appears, what

conditions an object must fulflll to be beautiful, what elements of our nature make us

::gm"l:e&f bfea:ty, and w{;g}qu'rﬂ‘a‘ti?n ‘I,s g%(tv‘eei? thg (':?nsttitutiton o{ ﬂfle object and the
of our suscep . s doubtfu a better treatment o b,

since been published,” PEABODY JOURNAL. Index. ix + 275pp. 53 X 8. the subject has

7238 Paperbound $1.00

THE IDEA OF PROGRESS, J. B. Bury. Practically unknown before the Reformation, the idea of
progress has since become one of the central concepts of western civilization. Prof. Bury
analyzes its evolution in the thought of Greece, Rome, the Middle Ages, the Renaissance, to
its flowering in all branches of science, religion, philosophy, industry, art, and literature,
during and following the 16th century. Introduction by Charles Beard. Index. xI + 357pp.
53% x 8. T40 Paperbound $1.95

HISTORY OF DOGMA, A. Harnack. Adolph Harnack, who died in 1930, was perhaps the greatest
Church historian of all time. In this epoch-making history, which has never been surpassed
in comprehensiveness and wealth of learning, he traces the development of the authoritative
Christian doctrinal system from its first crystallization in the 4th century down through the
Reformation, inciuding also a brief survey of the later developments through the Infallibility
decree of 1870. He reveals the enormous influence of Greek thought on the early Fathers,
and discusses such topics as the Apologists, the great councils, Manichaeism, the historical
position of Augustine, the medieval opposition to indulgences, the rise of Protestantism, the
relations of Luther's doctrines with modern tendencies of thought, and much more. ‘‘Monu-
mental work; still the most valuable history of dogma . . . luminous analysis of the prob-
lems . . . abounds in suggestion and stimulus and can be neglected by no one who desires
to understand the history of thought in this most important field,”” Dutcher's Guide to Histori-
cal Literature. Translated by Neil Buchanan. Index. Unabridged reprint in 4 volumes. Vol I:
Beginnings to the Gnostics and Marcion. Vol 11 & Iil: 2nd century to the 4th century Fathers.
Vol IV & V: 4th century Councils to the Carlovingian Renaissance. Vol VI & ViI: Period of
Clugny (c. 1000) to the Reformation, and after. Total of cii_ + 2407pp. 538 x 8.
7904 Vol | Paperbound $2.50

T905 Vol 1 & 1II Paperbound $2.50

T906 Vol IV & V Paperbound $2.50

T907 Vol VI & VIl Paperbound $2.50

The set $10.00

THE GUIDE FOR THE PERPLEXED, Maimonides. One of the great philosophical works of all
time and a necessity for everyone interested in the philosophy of the Middle Ages in the
Jewish, Christian, and Moslem traditions. Maimonides develops a common meeting-point for the
Old Testament and the Aristotelian thought which pervaded the medieval world. His ideas and
methods predate such scholastics as Aquinas and Scotus and throw light on the entire
Pmblem of philosophy or science vs. religion. 2nd revised edition. Complete unabridged
riedlander translation. 55 page introduction to Maimonides’s life, period, etc., with an
important summary of the GUIDE. Index. lix + 414pp. 53 x 8. T351 Paperbound $1.85

ASTROLOGY AND RELIGION AMONG THE GREEKS AND ROMANS, Franz Cumont. How astrololgy
developed, spread, and took hold of superior intetiects, from ancient Babylonia through
Rome of the fourth century A.D. You see astrology as the base of a learned theology, the
influence of the Neo-Pythagoreans, forms of oriental mysteries, the devotion of the emperors
to the sun cult (such as the Sol Invictus of Aurelian), and much more. The second part
deals with conceptions of the world as formed by astrology, the theology bound up with
them, and moral and eschatological ideas. Introduction. Index. 128pp. 538 x 8.

1581 Paperbound $1.35

AFTER LIFE IN ROMAN PAGANISM, Franz Cumont. Deepest thoughts, beliefs of epoch be-
tween republican period and fall of Roman paganism. Contemporary settings, hidden lore,
sources in Greek, Hebrew, Egyptian, prehistoric thought. Secret teachings of mystery
religions, Hermetic writings, the gnosis, Pythagoreans, Orphism; sacrifices, nether world,
immortality; Hades, problem of violent death, death of children; reincarnation, ecstacy,
purification; etc. Introduction. Index. 239pp. 53 x 8. T573 Paperbound $1.35

History, Political Science, Americana

THE POLITICAL THOUGHT OF PLATO AND ARISTOTLE, E. Barker. One of the clearest and most
accurate expositions of the corpus of Greek political thought. This standard source coqtam'g
exhaustive analyses of the ‘*Republic’” and other Platonic dialogues and Aristotle’s ‘‘Politics

and “Ethics,” and discusses the origin of these ideas in Greece, contributions of other Greek
theorists, and modifications of Greek ideas by thinkers from Aquinas to Hegel. ‘‘Must reading
for anyone interested in the history of Western thought. Index. Chronological Table of Events.
2 Appendixes. xxiv + 560pp. 538 x 8. 1521 Paperbound $1.85
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THE ANCIENT GREEK HISTORIANS, J. B. Bury. This well known, easily read work covers the
entire field of classical historians from the early writers to Herodotus, Thucydldes Xenophon,
through Poseidonius and such Romans as Tacitus, Cato, Caesar, vay Scores of wrl!er: are
studied biographically, in styie, sources, accuracy structure, historical concepts, and influ-
ences. Recent discoveries such as the Oxyrhinchus papyn are referred to, as well as such

great scholars as z, Cornford, etc. “‘Totally by pedantry.’”’ Outlook.
“The best account m Englnsh " Dutcher, A Guide to Historical Lit. Blbllography Index.
x + 281pp. 538 x 8. T397 Paperbound $1.50

HISTORY OF THE LATER ROMAN EMPIRE, ). B. Bury. This standard work by the leading
Byzantine scholar of our time discusses the later Roman and early Byzantine empires from
395 A.D. through the death of Justinian in 565, in their political, social, cultural, theological
and military aspects. Contemporary documents are quoted in full, makinz this the most
complete reconstruction of the period and a fit successor to Gibbon's ‘‘Decline and Fall.”
‘“‘Most unlikely that it will ever be superseded,’’ Glanville Downey, Dumbarton Oaks Research
Lib. Geneological tables. 5 maps. Bibliography. Index. 2 volumes total of 965pp. 5% x 8.

71398, 399 Two volume set, Paperbound $4.00

A HISTORY OF ANCIENT GEOGRAPHY, E. H. Bunbury. Standard study, in English, of ancient
geography, never equalled for scope, detail. First full account of history of geography from
reeks’ first world picture based on mariners, through Ptolemy. Discusses every important
map, discovery, figure, travel, expedition, war, conjecture, narrative, bearing on subject.
Chapters on Homeric geography, Herodotus, Alexander expedition, Strabo, Pliny, Ptolsm{
would stand alone as exhaustive monographs. Includes minor geographers, men not usually
regarded in this context: Hecataeus, Pytheas, Hipparchus, Artemidorus, Marihus of Tyre, etc.
Uses information gleaned from military campaigns such as Punic Wars, Hannibal's passage of
Alps, campaigns of Lucullus, Pompey, Caesar’s wars, the Trojan War New introduction by
. H. Stahl, Brooklyn College Bibliography. Index. 20 maps. 1426pp. 538 x

T1570-1, ciothbound 2 volume set $12.50

THE EYES OF DISCOVERY, 5. Bakeless. A vivid reconstruction of how unspoiled America
appeared to the first white men. Authentic and enlightening accounts of Hudson’s landing
in New York, Coronado’s trek through the Southwest; scores of explorers, settlers, trappers,
soldiers. America’s pnstme flora, fauna, and Indians in every region and state in fresh and
unusual new aspects. “A fascinating view of what the land was like before the first highway
went through,” Time. 68 contemporary illustrations, 39 newly added in this edition. index.
Bibliography. x + 500pp. 538 x 8. T761 Paperbound $2.00

AUDUBON AND HIS JOURNALS, J. J. Audubon. A collection of fascinating accounts of Europe and
America in the early 1800’'s through Audubon’s own eyes. Includes the Missouri River Jjournals
—an eventful trip through America’s untouched heartland, the Labrador Journals, the European
Journals, the famous ‘‘Episodes’’, and other rare Audubon material, including the descriptive
chapters from the original letterpress edition of the *‘Ornithological Studies™, omitted in all
later editions. Indispensable for ornithologists, naturalists, and all lovers of Americana and
adventure. 70-page biography by Audubon’'s granddaughter. 38 illustrations. Index. Total of

1106pp. 538 x 8. 1675 Vol | Paperbound $2.00
T676 Vol 1l Paperbound $2.00
The set $4.00

TRAVELS OF WILLIAM BARTRAM, edited by Mark Van Doren. The first inexpensive illustrated
edition of one of the 18th century’s most delightful books 1s an excellent source of first-hand
material on American geography, anthropology, and natural history. Many descriptions of early
Indian tribes are our only source of information on them prior to the infiftration of the white
man. “‘The mind of a scientist with the soul of a poet,”” John Livingston Lowes. 13 original
illustrations and maps. Edited with an introduction by Mark Van Doren. 448pp. 533 x

T13 Paperbound $2.00

GARRETS AND PRETENDERS: A HISTORY OF BOHEMIANISM IN AMERICA, A. Parry, The colorful
and fantastic history of American Bohemianism from Poe to Kerouac. This is the only
complete record of hoboes, cranks, starving poets, and suicides. Here are Pfaff, Whitman,
Crane, Bierce, Pound, and many others. New chapters by the author and by H. T. Moore brin
this thorough and well-documented history down to the Beatniks. ‘‘An exceilent account,
N. Y. Times. Scores of cartoons, drawings, and caricatures. Blbllography Index. xxviii +
421pp. 5% x 83k. T708 Paperbound $1.95

POLITICAL PARTIES, Robert Michels. Classic of social science, reference point for all later
work, deals with nature of leadership in social organization on government and trade
union levels. Probing tendency of oligarchy to replace democracy, it studies need for leader-
ship, desire for organization, psychological motivations, vested interests, hero worship,
reaction of leaders to power, press relations, many other aspects. Trans. by E. & C. Paul.
Introduction. 447pp. 5% x 8. T569 Paperbound $2.00

THE EXPLORATION OF THE COLORADO RIVER AND ITS CANYONS, J. W. Powell. The thrilling first-
hand account of the expedition that filled in the last white space on the map of the U United
States. Rapids, f hostile indi and mutiny are among the perils encountered as the
unknown Colorado Valley reveals its secrets. This is the only uncut version of Major Powell's
classic of exploration that has been printed in the last 60 years. Includes later refiections
and subsequent expedition. 250 illustrations, new map. 400pp. 5% x 834.

T94 Paperbound $2.00
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FARES, PLEASE! by J. A. Miller. Authoritative, comprehensive, and entertaining history of
local public transit from its inception to its most recent developments: trolieys, horsecars,
streetcars, buses, elevateds, subways, along with monorails, “road-railers,” and a host of
other extraordinary vehicles. Here are all the flamboyant personalities involved, the vehement
arguments, the unusual information, and all the nostalgia. ‘“Interesting facts brought into
especially vivid life,"” N. Y. Times. New preface. 152 illustrations, 4 new Bibliography. xix +

204pp. 5% x 8. 1671 Paperbound $1.50

GARDNER'S PHOTOGRAPHIC SKETCH BOOK OF THE CIVIL WAR, Alexander Gardner. The first
published collection of Civili War photographs, by one of the two or three most famous
photographers of the era, outstandingly reproduced from the original positives. Scenes of
crucial battles: Appomattox, Manassas, Mechanicsville, Bull Run, Yorktown, Fredericksburg,
etc. Gettysburg immediately after retirement of forces. Battle ruins at Richmond, Petersburg,
Gaines'Mill. Prisons, arsenals, a slave pen, fortifications, headquarters, pontoon bridges,
soldiers, a field hospital. A unique glimpse into the realities of one of the bloodiest wars
in history, with an introductory text to each picture by Gardner himself. Until this edition
there were only five known copies in libraries, and fewer in private hands, one of which sold
at auction in 1952 for $425. Introduction by E. F. Bleiler. 100 full page 7 x 10 photographs
(original size). 224pp. 8% x 10%. 476 Clothbound $6.00

Dover publishes books on art, music, philosophy, literature, languages, history, social
sciences, psychology, handcrafts, orientalia, puzzles and enfertai-nmenta, cl}—eu, pets
and gardens, books erplaining science, intermediate and higher m'utlwmatt‘cx math-
ematical physics, engineering, biological sci , earth sct , el of , ete.
Write to:

Dept. catrr.
Dover Publications, Inc.
180 Varick Street, N. Y. 14, N. Y.









