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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
more frequently in agreement with William Christ

on questions of reading, than with any previous
v
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vi POETRY AND FINE ART

editor. Susemihl, to whom every student of Aris-
totle is profoundly indebted, appears to me to carry
conjecture too far, more especially in the trans-
position of sentences and the omission of words.
On the other hand, Vahlen’s adherence to the
Parisian MS. (A°) borders on superstition,—if one
may dare so to speak of the critic who in a pre-
eminent degree has contributed to the elucidation
of the Poetics.

The superiority of the Parisian over all other
extant MSS. is beyond dispute ; still I cannot share
the confidence with which the best editors now
speak of it as the sole source from which the rest
are derived. It is true there arc no decisive
passages by which the independent value of these
latter can be established. But that some of them
have an independent worth is rendered highly
probable by two considerations. First, by the
appearance in them of words which are omitted in
A°, but are necessary to complete the sense. The
missing words are not unfrequently such as a
copyist could hardly have supplied. Secondly, by
the number of instances in which the true reading
is hopelessly obscured in A°, but preserved in some
of the so-called ‘apographa.’ No ordinary scribe
could have hit on such happy corrections, While
doubting, however, whether A° is indeed the arche-
type of all extant MSS., I have, for the sake of
convenience, retained in the critical notes the usual
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abbreviation ‘apogr.,’ to denote any MS. or MSS.
other than A°.

The conjectures of my own which are admitted
into the text are few in number. They will be
found in iii, 3. 1448 a 33, xix. 3. 1456 b 8, xxiii. 1.
1459 a 17, xxiv. 10. 1460 a 35, xxv. 4. 1460 b 17,
xxv. 14. 1461 a 27, xxv. 16. 1461 a 35.! The emen-
dation in xxiil. 1, énl pérpp wipqricis for év pérpe
wmpnricis will, I hope, appear as plausible to others
as it is convineing to myself. In ix. 5 (ofirw Ta
Tuybvra évipara), though I have not altered the
traditional reading, yet for reasons stated in note
1, p. 876, I suspect we ought to read od 74 Tvydvra
évopara, and I venture to press this suggestion.
In a certain number of passages I have bracketed
words, hitherto retained by the editors, which I
take to be glosses that have crept into the text.
The passages are these—iil. 1. 1448 a 23, vi.
18. 1450 b 18, xviil. 1. 1455 a 27, xvil. 5. 1455
b 22.2 But the detailed treatment of these and
other questions of criticism and interpretation must
be reserved for the more fitting pages of a com-
mentary.

Fortunately, the general views of Aristotle on

1 Of these the conjecture in iii. 3 is withdrawn in later editions;
that in xxv. 14 gives place to <oiovoiy> (Tucker).

2 Invi 18 Iread in ed. 2 76v Aeyopévwv (Gomperz) instead
of [@v pév Adywv] of ed. 1, and in xvii. 5 7t adrds (Bywater) for

[revas adrds). In ed. 3, however, I returned to the MSS. reading
in xvii. 5 : see infra, p. xxv.



viii POETRY AND FINE ART

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.
b



X POETRY AND FINE ART

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 secem 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, I
desire, however, here to mention the books which
have chiefly aided me in the preparation of the
Bssays: E. Miller, Geschichte der Kunst bei
der Alten, Breslau, 1834. Vahlen, Beurdge
2u Aristoteles’ 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. I owe, more-
over, special and personal thanks to Prof. A. C.
Bradley for valuable ecriticisms 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, November 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 additions 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



xii POETRY AND FINE ART

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 oo (otrw MSS.) 7a Tvydvra Svépara in
ix. 5. 1451 b 13, where the Arabic has ‘names
not given at random.’ For the copyist’s error
ef ix. 2. 1451 a 37 (=a 36 Bekk.), where A°
has ofirw, though of 7 rightly appears in the
‘apographa’: and for a similar omission of od
in A® ef. vi 12. 1450 a 29, od moujoer b v Tis
Tparypdias &pyov, 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 74 Tuydvra
évépara, but also fits in better with the general
context, as I have argued at some length, pp.
3769 (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 otx lyor adrav s elmeiv of the MSS., follow-
ing the guidance of Diels and of the Arabic. I
regard ofx Xiyor 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 odd& & eimelv, the reading in the
margin of A°, ought, I think, to be substituted in
the text for the accepted reading éréyor. The
word éMiyor is a natural gloss on od8év ds eimeiv,
but not s0, 0ddév o5 elmeiy on d\iryov.

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
7ov Beatiiv, the object to be supplied with érdvfaver
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. 1. 2. 1358 a 8,
where Xavfdvovolv Te [Tods drpoaras] 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 dAlov 8, I read (as in the
first edition) @A\’ o284 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 &aro
8 or resort to conjecture, with the result that
mpocfeivas at the end of the sentence is forced into
impossible meanings. A passage in the Rhetoric,
i. 2. 1857 a 17 ff.,, appears to me to determine the
question conclusively in favour of 4\’ oddé . . .
dvdrykn . . . wpoaleivar. The passage runs thus:
éav yap 7 T ToUTwY qudpipov, 008 St Néyew: airos

\ »~ ?, ' 4 3 /’ }-4 \
yap TobTo wposTibnow o dxpoatis, olov dTi Awpievs
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oredavirny dryéva veviknrev, ixavov elmely §mi *ONdpria
yap veviknrev, 6 8 1L arepavirns ta ‘ONdpmia, 0ddé
8¢t mpoabeivar: yueyvibakovar yap mdvres. The general
idea is closely parallel to our passage of the Poetics,
and the expression of it is similar, even the word
098¢ (where the bare ov might have been expected)
in the duplicated phrase o08¢ 8ei Néyew, 0dd¢ et
mposbeivar.  One difficulty still remains. The sub-
ject to elvar % vyevésfar 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,
Gvdrykn <kdxelvo> elvai 9 yevéclas.

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 éwomoiia and the
insertion of dvdvuuos before tuvyydvovoa, accord-
ing to the brilliant conjecture of Bernays (see
Margoliouth, Analecta Orientalia, p. 47).

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

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 Arabie, but which did not find a
place in the first edition :—

ii. 3. 1448 a 15, dowep o Tods?!
vi. 7. 1450 a 17, <6 & Blos>, omitting kal evdarpovias
kal 3 ebdarpovia of the MSS.

xi. 6. 1452 b 10, [rodrev & . . . elpyrac]
xviil. 6. 1456 a 24, <kai> eixds?

! Ined. 3 Isimply give the MSS. reading in the text, Gomrep T yast.
2 In ed. 3 the word here added is omitted in the text.
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xX. 5. 1456 b 35, <odxk> dvev!

xxi. 1. 1457 a 34, [kai dofuov]. 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, Maooaliwrdv (see above, p. xv.)

xxv. 17. 1461 b 12, <«xal icws dSvaTov>

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 w9 opolas icToplais
Tas oguvbéces, for xal py dpolas iocroplas Tas cvvifers
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 svvijfes of the MSS. ; on the other
hand, though owfésess 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 deserves mention. It
involves the simpler change of duolas to ofas. The
sense then is, ‘and must not be like the ordinary
histories’; the demonstr. 7owodrous being sunk in

1 In ed. 3 the word here added is omitted in the text.
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olas, 80 that olar igropias ai gumfes becomes by
attraction, olas iaroplas Tas avvibes.

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

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

iv. 14. 1449 a 27, &PBaivovres Tis Aextiki)s dppovias:
Arabic, ‘when we depart from dialectic com-

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

vi. 18. 1450 b 13, 7dv pev Adyov: 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.

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

xviil. 5. 1456 a 19, kai év Tois dmwlois mpdypaoe: Arabic,
‘and in the simple matters.’

xix. 2. 1456 a 38, r& wdfy mapackevdfew: Arabic,
‘to prepare the sufferings.’

More doubtful is xvii. 2. 1455 a 30, dmo Tis adris
¢voews : Arabic, ‘in one and the same nature.’
The Arabic mode of translation is not decisive as
between the MSS. reading and the conjecture az’
abriis ths ¢icews, but rather favours the former.
(b) Passages where the conjectural omission of

words is apparently supported by the Arabic :—
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ix. 9. 1451 b 31, ofa av eixds yevérbar kal Svvatd 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, ofov 'Opéorys & 7y 'Iryevely
dveyvdpwrey 6re ‘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
Opéorns.t

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 «ai, which is found alike in A° and
the ‘apographa.’

x. 3. 1452 a 20. The words ylyverfar Tabra are
simply omitted in the Arabic.

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

xxv. 19. 1461 b 19, érav py dvdykys olons pndev . .
The words in the Arabic are partly obliterated,
partly corrupt.

1 Vahlen (Hermeneutische Bemerkungen zu 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 *Opéarys.
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Apart from the revision of the Text, the Trans-
lation has, T 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 KEssays 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 Susemih] 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-









PREFACE TO THE THIRD EDITION

Ix 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 eriticisms 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 manuseript authority (Parisinus 2038) is
cited for readings which hitherto have been given
as conjectural :—i. 4. 1447 a 21; xi. 5. 1452 b 3

xxiii
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and 4; xv. 1. 1454 a 19; xviii. 1. 1455 b 32;
xxii. 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., dowep woré kal dAloré ¢acw. Schmidt’s
correction eidfacw for ¢aciv 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 dAMore
can only mean ‘at some other time also,’
in an indefinite past or future. With daciv
(sc. dywvicacbar) the reference must be to the
past. This lands us in a serious difficulty, for
the use of the xAeydSpa 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 ¢aciv of mere hearsay.

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

xvii. 5. 1455 b 22. T restore the MSS. reading
dvayveploas 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 T 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 78é of the MSS. I now read
9 Sudvowa.  (Previously I had accepted Tyrwhitt’s
correction 78y & &) This conjecture was first
made by Spengel, and strong arguments in its
favour have recently becn 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 pérpiov
with Spengel. (So also Bywater.) Is it possible
that in xxvi. 6. 1462 b 7 we should similarly
read 19 7ol perplov (uérpov codd.) mwike, ‘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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kpdriorov for Sebrepov, and in a 4 Selrepor for
«pdriorov. 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 ékoraricoi
instead of éferasmixol 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 éferactirol 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
‘ajabiyyina, which is vulgar Arabie for “ buffoons,”
literally “men of wonder.” The Syriac translated
by this word will almost certainly have been
mathh'rané, a literal translation of éxoraricol,
which the Syriac translator probably thought
meant “men who produce ecstasies.” The verb
étioracbar 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;
Xxvi. 6. 1462 b 7,
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Turning now from the text to the subject-
matter of the treatise, I must mention a valu-
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 Poetrcs. 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 Literary Criticism n the
Renaissance (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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2 ARISTOTLE’S POETICS

VL. Definition of Tragedy. Six elements in Tragedy : three external,
—namely, Spectacular Presentment (6 s dews xbéouos or 8yus),
Lyrical Song (pelowoula), Diction (Nétis) ; three internal,—
namely, Plot (uf6os), Character (ffos), and Thought (Sudrowa).
Plot, or the representation of the action, is of primary import-
ance ; Character and Thought come next in order.

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

1X. (Plot continued.) Dramatic Unity can be attained only by the
observance of Poetic as distinct 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 (dmhoi) and Complex

(memheypévor) Plots.

XI. (Plot continued.) Reversal of the Situation (wepiréreia), Recog-
nition (drayvdpios), and Tragic or disastrous Incident (wdfos)
defined and explained.

XII. The ‘quantitative parts’ (uépn xard 70 mosdv) of Tragedy de-
fined :—Prologue, Episode, etc. (Probably an interpolation.)

XIIL (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 tragic
than the ‘poetic justice’ which is in favour with a popular
audience, and belongs rather to Comedy.

b

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

XV. 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 Plot.
The ‘Deus ex Machina’ (a passage out of place here). How
Character is idealised.

XVI. (Plot continued.) Recognition : its various kinds, with examples.

XVII. Practical rules for the Tragic Poet :
(1) To place the scene before his eyes, and to act the



XVIIL

XIX.

XX

XXI.

XXIL

XXIIL

XXIV.

XXV,

XXVI.

ANALYSIS OF CONTENTS 3

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 Poet :

(1) To be careful about the Complication (3éots) and Dé-
nouement (\vous) of the Plot, especially the Dénouement.

(2) To unite, if possible, varied forms of poetic 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 (Sudvoa), 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
Delivery, rather than 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 Poetry continued.) Further points of agreement with
Tragedy. The points of difference are ennmerated 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 to it.
Its positive merits entitle it to the higher rank of the two.



ABBREVIATIONS IN THE CRITICAL NOTES

Ac—

apogr. =
Arabs =

Ald.=

Vahlen =
Vahlen coni.=

L=
¥ ¥

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 manuseript, 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 = 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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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

1471 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 onme hand; and, on the other, to
poetic imitations in iambie, 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 s
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 1is, 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.

Since the objects of imitation are men in action, and
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
distinet. /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
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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.

11T 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 2
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 s
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 xduac, by the Athenians 8juor: and they assume
that Comedians were so named not from xwpdfew, ¢ to
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revel, but because they wandered from village to village -
(kara xopas), being excluded contemptuously from the

wsncity. They add also that the Dorian word for ‘doing’
is 8pav, and the Athenian, wpdrrecw.

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
instinet 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. Wes
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 to4
learn gives the liveliest pleasure, not only to philosophers
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 execution, the colouring, or some such
other cause.

Imitation, then, is one instinet of our nature. Next, 6
there is the instinet for ‘harmony’ and rhythm, metres
being manifestly sections of rhythm. Persons, 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 praises of
famous men. A poem of the satirical kind cannot 8
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 compositions.
The appropriate metre was also here introduced ; hence
the measure is still called the jambic or lampooning
measure, being that in which people lampooned one
another. Thus the older poets were distinguished asg
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
the same relation to Comedy that the Iliad 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

c
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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 by 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 form for the stately manner 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 colloguial: 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 colloguial in-
tonation. The additions to the number of episodes’ 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,—mnot, 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 v 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 3
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,
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
differ, in that Epic poetry admits but one kind of
metre, and is 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.

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 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 purgation of these emotions. By 3 |
‘language embellished] I 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 a term whose sense every one under-
stands.

Again, Tragedy is the imitation of an action; and an 5
action implies personal agents, who necessarily possess
certain distinctive qualities both of character and thought;

us0a 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 on actions again
all success or failure depends. Hence, the Plot is the 6
imitation of the action:—for by plot I here mean the
arrangement 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 six parts, which?
parts determine its quality—namely, Plot, Character,
Diction, 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 thesg
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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 & tragedy: Character holds the second place.

usob A similar fact is seen in painting. The most beautiful 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 case 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.  Character is that which reveals moral 17
purpose, showing 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 general 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.

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

VII 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 an2
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 has3
a beginning, a middle, and an end. A beginning is that
which does not itself follow anything by causal necessity,
but after which something naturally is or comes to be.
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. A well
constructed plot, therefore, must neither begin nor end
at haphazard, but conform to these principles.

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
organism 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

14512 beautiful ; for as the eye cannot take it all in at once,
the unity and sense of the whole is lost for the spectator ;
as for instance if there were one a thousand miles
long. As, therefore, in the case of animate bodies and 5
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. Thes
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

the water-clock,—as indeed we are told was formerly

done.  But the limit as fixed by the nature of the7
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 magnitude is comprised within such limits, that

the sequence of events, according to the law of probability

or necessity, will admit of a change from bad fortune 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 8
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
D
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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 one. As therefore, in the other 4
imitative arts, the imitation is one when the object imitated
is one, so the plot, being 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. For a thing whose presence or absence makes
no visible difference, is not an organic part of the
whole.

IX It is, moreover, evident from what has been said,
that it is not the function of the poet to relate what
has happened, but what may happen,—what is possible
according to the law of probability or necessity. The 2

us1b 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 what may
happen.  Poetry, therefore, is a more philosophical and 3
a higher thing than history : for poetry tends to express
the universal, history the particular. By the universal 4
I mean how a person of a certain type will on occasion
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 5
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 8
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’g
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 chances to take
an historical subject, he is none the less a poet; for
there is no reason why some events that have actually
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

us52a capacity, and are often forced to break the natural con-
tinuity.

But again, Tragedy is an imitation not only of a11
complete action, but of events inspiring fear or pity.
Such an effect is best produced when the events 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 internals3
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
case of propter hoc or post hoc.

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 3
forms. Even inanimate things of the most trivial kind
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

1452p 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 5
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
known 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.

[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,
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 & tragedy which
precedes the Parode of the Chorus, The Episode is
that entire part of a tragedy which is between complete

8

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
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.]

XIII 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 constructing his plots; and by
what means the specific effect of Tragedy will be produced.

A perfect tragedy should, as we have seen, be arranged 2
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. It 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

1453a possesses no single tragic quality; it neither satisfies
the moral sense nor calls forth pity or fear.  Nor,
again, should the downfall of the utter villain be ex-
hibited. A plot of this kind would, doubtless, satisfy
the moral sense, but it would inspire neither pity nor
fear; for pity 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 3
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 renowned and prosperous,—a
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personage like Oedipus, Thyestes, or other illustrious
men of such families.

A well constructed plot should, therefore, be single ¢
in its issue, rather than double as some maintain. The
change of fortune should be not from bad to good, but,
reversely, from good to bad. It should come about as
the result not of vice, but of some great error or frailty,
in a character either such as we have described, or better
rather than worse. The practice of the stage bears out 5
our view. At first the poets recounted any legend that
came in their way. Now, the best tragedies are founded
on the story of a few houses,—on the fortunes of Alemaeon,
Oedipus, Orestes, Meleager, Thyestes, Telephus, and those
others who have done or suffered something terrible. A
tragedy, 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
principle in his plays, many of which end unhappily.
It is, as we have said, the right ending. The best proof
is that on the stage and in dramatic competition, such
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. It 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. It 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.
XIV Fear and pity may be aroused by spectacular means;
43P hut, 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. But to produce this 2
effect by the mere spectacle is a less artistic method,
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 pleasure which the poet should 3
afford is that which comes from pity and fear through
imitation, it is evident that this quality must be impressed
upon the incidents.

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

Actions capable of this effect must happen between 4
persons who are either friends or enemies or indifferent
to one another. If an enemy kills an enemy, there is
nothing to excite pity either in the act or the intention,
—except so far ag the suffering in itself is pitiful. So
again with indifferent persons. But when the tragic

incident occurs between those who are near or dear to
E
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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 Alcmaeon—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
is 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-
uss a 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 ¢
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: fors
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this is a distinet thing from goodness and propriety, as here
described. 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 Scylla,
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 speak or act in a given way, by
the rule either of necessity or of probability; just as
this event should follow that by necessary or probable
sequence. It is therefore evident that the unravelling7
of the plot, no less than the complication, must arise out

14540 of the plot itself, it must not be brought about by the
Deus ex Machina—as in the Medea, or in the Return of
the Greeks in the Iliad. The Deus 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 element in the Oedipus of Sophocles.

Again, since Tragedy is an imitation of persons who 8
are above the common level, the example of good portrait-
painters should be 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. Norg
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.

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

First, the least artistic form, which, from poverty of
wit, is most commonly employed—recognition by signs.
Of these some are congenital,—such as ‘the spear which 2
the earth-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 3
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
—is 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 ¢
the Choéphori:—*Some one resembling me 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 7
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 Odyssens) 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,
as far as possible, before his eyes. In 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
natural sympathy with the characters they represent;
and one who is agitated storms, one who is angry rages,
with the most life-like reality., Hence poetry implies
either a happy gift of nature or a strain 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

1455 » made or constructs it for himself, he should first sketch
its general outline, and then fill in the episodes and
amplify in detail. The general plan may be illustrated by
the Iphigenia. 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 being 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
example, there is the madness which led to his capture,
and his deliverance by means of the purificatory rite.
In the drama, the episodes are short, but it is these that s
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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.

VIII Every tragedy falls into two parts,—Complication
and Unravelling or Dénouement. Incidents extraneous
to the action are frequently combined 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 Unravelling 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 ;

F
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1s6 a 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 element=, 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 where the
Complication and Unravelling are the same. Many poets
tie the knot well, but unravel it ill. Both arts, how-
ever, should always be mastered.

Again, the poet should remember what has been often 4
said, and not make an Epic structure into a Tragedy—
by an Epic structure I mean one with a multiplicity 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 &
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 6

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 having been already discussed.
Concerning Thought, we may assume what is said in
the Rhetorie, 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

ussb as pity, fear, anger, and the like; the suggestion of
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importance or its opposite. ~ Now, it is evident that3
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 pity, fear, importance, or prob-
ability. The only difference is, that the incidents
should speak for themselves without verbal exposition ;
while the effects aimed at in speech should be 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 not s
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 bes
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 a 5
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 ¢

1572 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
épei, 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, fj7or, &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 ddpov or ‘gift’ is not in
itself significant.

A Verb is a composite significant sound, marking o
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 4. 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 so 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 aiyvvoy,
‘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
o genus, or from species to species, or by analogy, that is,
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proportion. Thus from genus to species, as: ‘ There lies &
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 dpioay, ‘ to
draw away,” is used for Taueiv, ‘to cleave, and rauey
again for dpdoar,—each being a species of taking away.
Analogy or proportion is when the second term is to the 6
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,
80 is evening to day. Evening 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
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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 never been 9
even in local use, but is adopted by the poet himself.
Some such words there appear to be: as épwiyes,
¢ sprouters,’ for xéparta, < horns,” and dpnrip,  supplicator,
for iepeds, ‘ priest.’

u3a A word is lengthened when its own vowel is exchanged 10
for a longer one, or when a syllable is inserted. A
word is contracted when some part of it is removed.
Instances of lengthening are,—wéAyos for mwérews, and
TIpAniddew for TIpheidov: of contraction,—«p?, &, and
8, as in pla ylvetar dudotépwv &y

An altered word is one in which part of the ordinary 11
form is left unchanged, and part is re-cast; as in Jefi-
Tepov xata palov, Sefirepov is for Sefidv.

[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 7 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 {r and £ are equivalent to endings in s. No noun ends
in a mute or a vowel short by nature. Three only end in
t,—péNe, kOppe, wémepe: five end in v. Neuter nouns
end in these two latter vowels; also in » and s.]

XXIT The perfection of style is to be clear without being
mean. The clearest style is that which uses only current
or proper words; at the same time it is mean :—witness
the poetry of Cleophon and of Sthenelus. That diction,

G
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on the other hand, is lofty and raised above the common-
place which employs unusual words. By unusual, I
mean strange (or rare) words, metaphorical, lengthened,—
anything, in short, that differs from the normal idiom.
Yet a style 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,s
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

1458b 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 eritics, 5
therefore, ate 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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*Emreydpny €ibov Mapalévide Badifovra,
or,

odk dv & épduevos Tov éxeivov 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 iambic
line. But the alteration of a single word by Euripides,
who employed the rarer term instead of the ordinary
one, makes one verse appear beautiful and the other

trivial. Aeschylus in his Philoctetes says :
payébawva <&8> i} pov cdpras éobie modis:
Euripides substitutes fowara: feasts on’ for éofies
‘feeds on.” Again, in the line,
viv 8¢ i éow oNiyos Te kal odTidavos ral dexds,
the difference will be felt if we substitute the common
words,

vy 8¢ p ov pukpés Te xal dolevirds xab dedis.
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Or, if for the line,

Sippov dewxélov kaTalbeis SAlyny Te Tpdmelav,
we read,

Sippov poxfnpov rarabels pucpdv Te Tpdmelav.

Or, for 7uoves Bodwaw, fudves rpdlovaww.

Again, Ariphrades ridiculed the tragedians for usings
phrases which no one would employ in ordinary speech :
for example, Swudrwy d&mo instead of dmo Swudrwy,
céfev, éyw 8¢ ww, *AxiMNéws mép. instead of arept
’AyiM\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 theseo
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 command of metaphor. This
alone cannot be imparted by another; it is the mark of
genius, for to make good metaphors implies 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-
phorieal, 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. It 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 t6 many, little connected
together as the events may be. For as the sea-fight at2
Salamis and the battle with the Carthaginians in Siecily
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
manifest. 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

us9b 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 4
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.

XXIV 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. Indeed 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.

Epic poetry differs from Tragedy in the scale ons
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 relieving
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 5
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 jambic 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 &
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
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
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 improbable 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 manner
of Laius’ death); not within the drama,—as in the
Electra, the messenger’s account of the Pythian 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 treat the subject.

1460b 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

H
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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
ag 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
crities.

First as to matters which concern the poet’s own 5
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? Xor 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

us1a 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 to9
the usage of language. "We may note a rare word, as in
olpijas pév wpdTov, where the poet perhaps employs
olpfias 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 edeidés,
‘ well-favoured,” to denote a fair face. Again, {wpdrepor
8¢ wépate, ‘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 . . ) olp, ‘alone,’ is
metaphorical ; for the best known may be called the
only one.

Again, the solution may depend upon accent or 11
breathing. Thus Hippias of Thasos solved the difficulties
in the lines,—8(8ouer (8i8ouev) 8¢ of, and 70 uév od (0d)
ratamiferar 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 map- 13
wyncey 8¢ whéw vif, where the word mMe 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
gistency 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 poet 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 suc-
cessors. Mynniscus used to call Callippides ‘ape’ on
account of the extravagance of his action, and the same
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
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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 attaing its end within 5

42p 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? Omnce more, the Epic imitation 6
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, each 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
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 eoncerning 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 or bad; the objections of the
critics and the answers to these objections. % x #






ARISTOTLE’S THEORY OF POETRY
AND THE FINE ARTS

CHAPTER I
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 distinetions, 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 1
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by the unwise zeal of his admirers. e 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 seeing 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 distinct 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’ (% 7Téyvn upeiTar T
$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 of
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 and
in nature there is the union of matter (#An) 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 (méyrs) itself
(according to the medical theory of the day) being
given as an instance of a process of cooking
(8ymous) 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 instinet, and her endeavour to attain
it is 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 & ¢iows éx Tav
évdexopévwy Totel TO BérTirTov.

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

4 Phys. ii. 8, 199 b 30, do7 i év 1y TéXVY veaTe TO Evekd Tov,
kol é&v ploe. pdlwra 8¢ Sjhov Srav Tis lutpely adrds éuvrév:
ToUTQ Yop okev %) pios.



ART AND NATURE 119

He discovers one of the links of the chain which
terminates in health, and uses 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, yiyverar &) 70 dyus vooijoavros
ofrws' émedy Todl Vyicia, dvdyky el Vyus éorac Todl Vmdpfar,
olov SualdTyTa, €& 8¢ Tolro, BeppéTyTa. Kkal olrws del voei, éws
&y dydyy els TobTo & alrds Stvatar éoxatov woielv. eiTa %oy
dwd Tovrov kivnais molnois kadeirar, % émi TO Vytaivew.

2 Pol. i. 2. 1253 a 2, dvfpwmos pioer moliTikdy (Gov.

3 Pol. iv. (vii) 17. 1337 a 1-2, wdoa y&p Téxvy kal madela 7o
wpoaAeimov Boderar tijs plogews dvamrAnpotv. The context here,
in its reference to education, limits the scope of Téxvn to useful
art. In Phys. ii. 8. 199 a 15, 5) Téxvn 16 pév émrekel & 3 piots
ddvvartel drepydoacfar, T 8¢ pepetrac 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
hand satisfies those needs of man for which nature has not fully
provided, on the other hand its processes are those of nature
(mepeirar 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
bis 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 1II
¢ IMITATION’ AS AN AESTHETIC TERM

TrE term ‘fine art’ is not one that has been
transmitted to us from the Greeks. Their phrase
was the ‘imitative arts’ (upgrical Téyvar), ‘modes
of imitation’ (uepsjoeis),! or sometimes the ¢liberal
arts’ (énevbéprov Téyvar). ‘Imitation’ 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 pepsjoes only to poetry and music (Poet.
i. 2), but the constant use of the verb pepeiocfas or of the adjective
pupyTids in connexion with the other arts above enumerated
proves that all alike are counted arts of imitation.
121
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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.

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 see 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, dvdyxn ppeiocOa Tpuby Svrov Tov dplbudv &v

T dely 7} yap ola v 7 &rriv, 1) ofd Ppaot kal Soel, 7 ofa elvar Sei.
See also pp. 167 ff,, 376.
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—iifn, wdbn, mpdfers.! By 746y are meant the
characteristic moral qualities, the permanent dis-
positions of the mind, which reveal a certain
condition of the will: =8y are the more transient
emotions, the passing moods of feeling : wpdfeis 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 mpagis 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 Of. Poc. i. 5.

2 Cf. Eth. Nic. i. 8. 1098 b 15, Tds 8¢ wpdfeis kal Tas
vepyelas Tas Yvxikas wepl Yuxy Tilepev. See also infra, p. 334.

3 Poet, ii. 1, émel 8¢ pupotvrar of ppolpevor wpdTTOVTAs
k7.  Cf Plat. Rep. x. 603 ¢, wpdrrovras, Pauév, dvfpdmovs
pepeiTa 1) ppmriky Braiovs 1) ékovaias wpdgers.
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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 %0y, wd6n, mpdfes
above enumerated.

The common original, then, from which all the
arts draw 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 s a likeness (opoiwpua) or re-
production of an original, and not a symbolic
representation of it;' and this holds good whether
the artist draws from a model in the real world
or from an unrealised ideal in the mind. The
distinction may be shown by Aristotle’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 (¢dvracua) so en-
graven on the memory is compared to a portrait
(twypddnpa, exdv).? Thus the creations of art
are, as it 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-effect of a sensation, the continued presence
of an impression after the object which first
excited it has been withdrawn from actual ex-
perience.’® As such it is brought in to explain

1 De Interpret. i. 1. 16 a 3, éore peév odv Ta év 1) pwvy) TV év
Ty Yvxy wabnpdrov odpBola, kal 1o ypaddueva Téy év T puwry.
In ch. 2. 16 a 27 the connexion is said to be xard cuvBijkyy.

2 De Mem. et Reman. 1. 450 a 27—451 a 17. Cf. de Interpret.
i. 1. 16 a 7, where the mafjuara or mental impressions are said
to be dpotdpara of reality.

3 E. Wallace, Aristotle’s Psychology, Intr. p.1xxxvii.: 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
subjectively 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 in itself whatever is universal, that is
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, %) pavracia dv ey xivgows Twd
7is aiobioews Tis kat vépyeav yuyvopévy. So de Somno 1.
459 a 17,
1 De Anim. iii. 3. 428 a 5-16.

2 De Anim. iii, 3. 427 b 17-20.
8 De Anim. iii. 10. 433 a 10.
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experience.! This work is for Aristotle the result
of the spontaneous and necessary union of intellect
and sense.

We have thus advanced another step in the
argument. A4 work of art reproduces its original,
not as it s in utself, but as it appears to the
senses. Art addresses itself not to the abstract
reason but to the sensibility and image-making
faculty ; it is concerned with outward appearances ;
it employs illusions; its world is not that which
is revealed by pure thought; it sees truth, but in
its concrete manifestations, not as an abstract idea.

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 reality 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), Vit. Apoll. vi. 19,
pavracia is the active imagination as opposed to the faculty of
plpmois.  pavracia, édn, Tadta (ie. the sculptured forms of the
gods by a Phidias or Praxiteles) elpydoaro codurépe pepifoews
Snpovpyds pipmos pév yap Sypovpyijoe & eldev, davracia
8¢ kol & py eldev.

2 In Rep. x. 598 B painting, like other imitative arts, is a
pilpnois pavrdoparos. In Sophist 264 ¢—267 A, these arts fall
under the head of ¢pavraoriki. For the importance of this con-
tribution to aesthetic theory see Bosanquet, History of Aesthetic,
Pp- 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
to 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 is alien to it, a magical effect is wrought.
The pressure of everyday reality is removed, and
the aesthetic emotion is released as an independent
activity. 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 76 mibavéy, which depends on it, is carried so
far that the poet working by illusions ¢ought
to prefer probable impossibilities 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 ff.
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generally, to be the most ‘imitative’ 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, is 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. (viil.) 5. 1340 a 18, éorc 8¢ Spotdpata pdwora wapd
\ k4 \ s 2 -~ € ~ \ ~ 2 ks ~ N
Tas dApbivds Pioes v Tois pubuols kal Tols péleriv dpyijs Kai
wpadryros ére & dvdplas kal codposivys kol wdvrov Tév évav-
Tlwy TolToLs.
K
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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 difficult 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 see
The Modes of Ancient Greck Music by D. B. Monro (Oxford, 1894).
Mr, Monro after insisting on the close connexion between words
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 elements, 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 seem 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—not 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, kal ydp éiv f dvev Adyov pélos,
Spws Exer ffos.
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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
resemblance to the movements of the soul. Each
single note is felt as an inward agitation. The
regular succession of musical sounds, governed by
the laws of melody and rhythm, are allied to
those mpdfeis 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 8iut 7¢ of
pvfpol kal 16 péln povy odora sjfeciy éowkev; and the answer
suggested is ) 67¢ kumjoes eloiv domep kal al wpdfes; 7oy 8¢ 4
piv &vépyean 0ucdv kal mwouel 3jfos, oi 8¢ xvpol kal & XpdpoTa
oV wowdow opolws. Again in Probl. xix. 27. 919 b 26, the
similar question 8id ¢ 13 droveTdv pévov Afos Exe TEV ai-
afyrév; is put, and again the answer is 5) 67¢ kbmow Exer pdvoy
ovxly v & Yodos pds kuwved; . . . dAAG THs éropévns TG TowolTe
Yoo aiocfavépeba ximjoews. It is added ai 8¢ kurjres adra
mpaxTikal eiow, ai 8¢ mpdfes f0ovs aonpacia éoriv. A distinetion
is further drawn between the xivjoeis 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 7fiwkd, évfovoraoTixd,
wpakrikd (Pol. v. (viil) 7. 1341 b 33), corresponds, it may be
observed, with the three objects of imitative art 46y, wdfy,
wpdges.
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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, cupBéBnre 8¢ Tév aiolyrdy év
pév Tois dAMows pndiv mdpxew Spolwpa Tols ffeowy, olov év Tols
dmrols kal Tofs yevoTols, dAN év Tols Spatols 7fpépe: oxiuera
vép éoTi Towalra, AN éml pukpdy, . . . ére 8 otk éoTL ravTa
Spotdpara T6v )by, dANG onpeie paAdov Ta ywdpeva oxipaTa
xat xpdpata v 706v. 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. (viii.) 5. 1340 b 17, xal 7is éoke avyyevea Tais
dppoviais kal Tois pufpols elvai, where the sense, as the context
shows, is that harmonies and rhythms have a certain affinity with
the soul. Hence, Aristotle proceeds, some have wrongly inferred
that the soul itself is a harmony. Cf. Probl, xix. 38. 920 b 33,
poug 8¢ yaipopev 8ia 6 yvdpupov kal Teraypévov dpubudy Exew,
Kkal Kively fpds TeTaypévast oikeworépa ydp % Teraypévy kivious
$ioe s drdrTov, GoTe kal katd $dow pdXdov. Plato, Tim. 47D, 4
8¢ dppovia Svyyevels éxovaa popds Tals &v fuiv Ts Yoxis mepiddois.

2 Physiognom. i. 2. 806 a 28, &k Te yap TGV kurjTewy duaioyve-
povotoy, kal ék TGy axypdTev, kai ék T6V xpopdrer, kal ék 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
goul in all its variety and successive manifesta-
tions. In their frozen and arrested movement they
fix eternally the feeling they portray. A single
typical momentis 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

906y 7dv émi 7o wpoodmov éupawouéver. 806 b 28, 7o &

, vy , O , sy A ’
oxfjpara kol T4 wabjpare T4 émupawdueve érl TAV wPOTdTWY
kato. 78s Spotbryras AapfBdverar T¢ wdbeu



136 POETRY AND FINE ART

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¢ kai Td TGV dpxalwy Snmovpydy
dydApata Tis madawds Spxijoews Aelfava.

2 Poet. i. 5, xal 70y xai wdfy kal wpdfes. Similarly (of
choral dance and song) Plato, Laws ii. 655 b, pufpata Tpérav
éoTi 70 mepl Tas Xopelas, év wpdfeai Te wavrodamwais yiyvépeva
Kkal Toxais kal flert popipac Swefibvrov éxdorwy, where Tixar
takes the place of wdfy.
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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. He 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
moral sympathies, and acts as a curative and
quieting influence on the passions.

Poetry unlike the other arts produces its effects
(except such as depend on metre) through symbols
alone. It 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 ouolwpa 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 sense 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 mimiery.

Poetry, music, and dancing constitute in Aris-
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totle a group by themselves, their common element
being 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-
vigible 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.
2 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 : *Opysjor’, dyralas évdocwy,
edpuddperp’ "Amorhov.

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
moumrijs ‘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 1 take the two airiat puvoikal (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 pvbuds (iv. 6).
The whole passage gains much by this interpretation. The
objection to it is the abruptness with which the instinet 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 Poetucs, 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 airfo iz to be found in the preceding
sentence, 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 dwepyacia and xpoid to be
intended by Aristotle to correspond roughly in ypapiki to dppovia
and pvOpds in moupruc}.’

The ordinary interpretation makes the two airfa: to be the
instinet of imitation, and the pleasure derived from imitation.
This interpretation is open to the objection that it gives us not two
independent airiot but two tendencies, both of which are referred
to the same a(ria,—namely, the natural love of knowledge.

1 Rhet. iii. 8. 1408 b 30, 8> pvfpdv 8¢t éxerv Tdv Adyov, pérpov
8¢ e woinpa yop érrat.

2 Cf. Plat. Phaedr. 258 &, év pérpp Gs mouqmis, 9 dvev pérpov
os 8uwrys: and Repub. x. 601 B on the xjAnois of melody and
rhythm : stripped of these adornments poetical compositions are
like faces from which the bloom of youth is gone. Gorg. 502 c, €
Tis TepiédotTo Tis woujoews wdoms 76 Te pélos kai TOV Hpududv kal
T3 pérpov, &AXo Ti 9 Adyor yiyvovrar 16 Aetmdpevov ;

3 Poet. i. 6-9; ix. 2, cf. 9. See also the quotation from
Aristotle preserved in Athenaeus 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 uipnass,
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), *Apwrrotédys 8¢ év T¢ wepi
moTBY odTws Ypdder  ovkody 0V8E upérpovs (1) Tods kaovpévous
Sdppovos pipovs pi Pdpev elvar Adyovs kal puproes i Tods
*Adelapévov 108 Tyiov Tods mpdrovs (3 wpbrepov) ypadévras Tdv
Swkparikidy Staldywv;” ‘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) ?’  On this passage see Bernays, Zwei Abhand-
lungen iiber die Aristotelische Theorie des Drama, p. 83. Cf. Diog.
Laert. iii. 37, ¢noi & "Apwrorédys ™y tdv Adywy idéav adrod
(TIXdrwvos) perald woujparos elvar xal wefod Mdyov.
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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 i3 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 émomoiia and Bernays’ admirable conjecture dvdvupos are both
confirmed by the Arabic version and may be accepted without
hesitation. Again in § 6 pévov Tots Adyors I understand to mean
‘by language alone’ (i.e. without music), Ytdois ¢ without metre’
(as eg. Rhet, iii. 2. 1404 b 14 where év 8¢ Tois Yidols Adyous is
opposed to éml 7&v pétpwy), Yidds as usual implying the absence
of some accompaniment or adjunct which is suggested by the
context. The order of words Tois Adyors yrdois instead of Tois
Yihois Adyors is due to the pause in the sense at pévov Tois
Adyous, at which point itAois comes in with a predicative force as
if the whole phrase were to be yidois 7 éupérpors: Tois pérpos,
however, being substituted for éupérpocs.

In § 9 Spoiws 8¢ kdv e 7es k.T.A I accept the reading of the
apographa kal Tobrov (kai A°) womriv wpoTayopevréov : ‘and the
same principle will apply even if a person mixed all his metres
(and could not, therefore, be called a —roués 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 uiunos not on the
metrical form, we bring in another writer whom strictly we should
exclude, if we made the title to the name woummijs 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 has now emerged that it is piunos not
verse-writing which makes the wourys and accordingly § 9 is cast
in a new mould, as if the whole had run thus, ‘we ought to give
the comprehensive name of wouyrifs 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 ecritics 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 8d TOov piv mouTy Sikatov kadelv k.T.A. may
through its positive form have had some influence in determining
the form of époiws 8¢ . . . wpooayopevréov.

If, on the other hand, we supply with Vahlen the words ovéey
v &xoyev ovopdaar kowwdvas the apodosis to Spolws 8¢ kdv €l Tis—
mototTo, the following clanse,—«ai wounriy mpooayopevréov ‘and we
must style him poet,’—tacked on to the suppressed apodosis is in-
tolerably harsh. The correction xairor wouymiv mpooayopevréov
(Rassow, Zeller) obviates this objection and may be the true
reading. But whether we read xal Tobrov or xairor 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 Poctrie: ¢ 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 iusts impertt—the portraiture of a just empire under the
name of Cyrus (as Cicero saith of him)—made therein an absolute
heroieal poem.’

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

Cervantes, Don Quixzote : ‘ 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 language 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 uiumors; and so far as the uiunous
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 suyfficient grounds for advocating an extension
of meaning for the term wouprds. 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. His language has a sweet
and majestic rhythm, 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 metre
is not essential to poetry.

On the discussion in the Renaissance as to whether poetry could
be written in prose see Spingarn, Literary Criticism vn the Renavs-
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.

L
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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’ (#8vopévos
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 (8ys), 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 58louara: Poet. vi. 19, 9 pelomola péyiotov 7@v
novopdrev. Cf. Rhet. iii. 3. 1406 a 18 (of Alcidamas’ use of
epithets), od yap NSdopar: xpirar dAX Gs ééopare tols éribérors,
—they are not the sauce but the dish itself. Pol. v. (viii.) 5. 1340
b 16, % 8¢ povoiky Pice Tdy Ndvopévey éoriv, opposed to dvij-
Suvrov. Plato, Rep. x. 607 4, ei 8¢ Ty Hdvopévyy Movoav wapa-
8éfer &v pédeaw 1) éreawv. . . . Plut. Symp. Qu. vii. 8. 4, 70 uélos
xkai 6 pvOuds domwep Syfov émt ¢ Adyg.

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 Greek 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,
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. Imitative art wn its highest
Jorm, namely poetry, is an expression of the
universal element in human lLfe 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’
(el80s) 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. 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 7o
Béxriov, as applied in the Poetics® to the creations
of poetry and art. It is identical in meaning
with the ola elvas 8¢ of ch. xxv. § 1, and the
olovs 8¢t (? 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
associations 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 mnecessity: 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, wdy 1) pois 7) Sid 76 dvaykaioy
mouel 7) 8o, 70 Béltiov, the distinction being that between ¢piois
é¢ avdykys mowoloa, the inorganic processes of nature, and ¢ios
évexd Tov molotra, organic processes. So é§ dvdyxys is opposed in
de Gen. Anim. iii. 1. 731 b 21 to 8ud 70 BéAtiov kol TV airiav
Ty éverd Twos: de Gen. Anim. iii. 4. 755 a 22, to xdpw Tov
BeAriovos: in de Part. Anim. iv. 11. 692 a 3, to 700 PBeAriovos
éveka. For 70 Bélriov as the aim of Nature when working
organically cf. de Gen. et Corr, ii. 10. 336 b 27, év dmaow del TOD
Belriovos dpéyerfal dapev Ty ¢bow. Phys. viii. 7. 260 b 22,
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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 mimie 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 Béariov, or
higher reality—* for the ideal type must surpass
the actual ’; ¢ the ideal is ‘ better’ than the real.

75 8¢ Béhtiov del PmolapBdvopey év T Ploe dmdpxew, dv g
Suvardy : viil. 6. 259 a 10, év yap Tols pioer Sk 10 wemepaauévor
kal 70 Bélriov, dv évdéxnTar, drdpxer paAdov.

1 De Ingr. Anim. 8.708 a 9, v ¢low unliv wowelv pdryy,
dAAG, wdvra wpds 7O dpirTov dmofAémovoay ékdoTy ThV évle-
Xopévoy : 11, 4 ¢lois oddev Snupiovpyel pdryyv: . . dAAS mdvra
mpds 70 BérTioTov ék TV évSexopévav.  So passim.

2 Pol. i. 6. 1266 b 2,7 8¢ ¢plois Podderar pév TobTo woretv,
moAAdxis pévrol ob SvvaTac

3 Of. de Gen. Anim. ii. 6. 744 b 16, domwep ydp oixovduos
dyabdds, kai 3 plos 0dfev drofdAdew eiwber é& v o morjoal
T XpnoTév.

4 Poet. xxv. 17, dAA6. Béktwov: 70 ydp mapdderypa et dmep-
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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
of art in general’ The ‘true idea’ for fine art
is derived from the eldos, 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, olee &v odv djrrdv ¢ dyafov
{oypdov elvar, ds dv ypdias mapdderypa, ofov dv ein 6 kdAAwros
avbpomos, . . . py éxp dmodeifar Gs kai Svvardv yevéolo
TotobTov Gvdpa; See also p. 168.

L Eth. Nie. vi. 4. 1140 a 10, s pera Adyov dAnfois

TOLTIKT.
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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 unity 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 universal, 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, Toi7g
Stagpépovaw oi omovdaior Tdv dvlpdv éxdaTov TGV ToAADy, domep
kal ThV pi) kaAdv Tods kalols paci kal T4 yeypapuévo 8id
Téxvys 1@V dAnOwdy, T¢ cwwixbar Td Bieamappéva xwpls eis év,
dre kexwpopévoy ye kdAAov Exew Tob yeypapuévov Tovdl pév
70v 8pfaludy érépov 8¢ Tevos Erepov pdprov.
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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 Tijs yevéoews or kwijoews,
the term of the process of the movement. The true ovoia or ¢piois
of a thing is found in the attainment of its 7éAos,—that which the
thing has become when the process of development is completed
from the matter (¥A7) or mere potential existence (§vaputs) to form
(eZSos) or actuality (évreAéxewa). Phys. ii. 2. 194 a 28, 7 8¢ ¢pious
Télos kal o &veka: Gv yap ouvexols Ths kiwijoews olanys ot T
Télos Tijs kiijoews, TovTo érxaTov kal ob évexa. Cf. Pol. i. 2.
1252 b 32.  Metaph. iv. 4. 1015 a 10, (pdos) . . . xal 70 eldos
kal 1 odola: Tobro & éorl 70 Téhos Tis yevésews. Hence
(of the development of tragedy) Poef. iv. 12, woAlds pera-
Bodds peraBaroboa 5 Tpayedia émaloaro, émel érxe T alri)s
Plow.
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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 conld 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 (wpds Ty aioOnouv),
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 (kard Tv
Bewpiay Spws 1j Snpiovpyioace ¢iows dunxdvovs fdovis wapéxe
Tois Svvapévois Tas airias yvepileww kol pioe pidordepous).
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 sqq.) 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 (OAvpm. Or. xii. 416 R) Zels is
mpdros kal TelewdTaros Snuiovpyds: in Philostratus (wypddos
& Beds.
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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

! De Part. Anim. i. 5. 645 a 25, o5 & &vexa cuvérTnrey 7
yéyove Tédous T Tob kadoD xdpav ellnde.

2 Met. vi. 7. 1032 a 32, dwd Téxvns 8¢ ylyverar dowv 75 eldos
év ) Yuxy. De Part. Anim. i. 1. 640 a 31, 4 8¢ véxvy Adyos Tob
épyov 6 dvev Tijs UAns. The mental conception of the €iSos in a
concrete form is called vénos, the impressing of this conception on
the matter is called woinots, Met. vi. 7. 1032 b 15. This whole
theory of art is summed up in the words % y&p Téxvy 7O €ldos
(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.!

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.? Start-

1 In some domains nature carries out her artistic intentions
in & mauner that surpasses all the efforts of art; and in one
place Aristotle actually says pdAdov & éori 76 of éveka kal 70
kaAdv év Tols Tis Ploews Epyois 7} év Tols Ths Téxvns (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 continnity in a bad tragedy : Met. xiii, 3.
1090 b 19, ovk fotke & % Pplos érewrodudbdys odoa ék THY
pawopévoy domep poxOnps Tpaypdia.  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 beanty 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.? 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 ftitle 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.
! 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-
sophy, 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 germ,
an 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 p.
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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 fine art employs do not cheat the mind;
they image 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 A (Jowett’s Trans.).
M
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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

WaaAT is true of fine art in general is explicitly
asserted by Aristotle of poetry alone, to which in a
unique manner it 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 is 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
(r& xaforov) not the particular (r& xaf éxacrov),
the permanent possibilities of human nature
(ofa &v ryévorro); 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 primarily con-
cerned ; poetry transforms its facts into truths.
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 were
put into verse. Next, poetry exhibits a more
rigorous connexion of events; cause and event
are linked together in ‘probable or necessary
sequence’ (katd 75 elxds 4 76 dvayxaiov). Historical

1 Poet. ix. 1--2.

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

3 Unless, indeed, we retain the reading ovwijfers 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 vraisemblance
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. xxiil. 1-2, kai (8¢i) pi) Spolas ioroplats Tds ouvbéTes
. s , » 3k a o, s o\ A
(loroplas Tis ovvijfles eodd.) elvar, év als dvdykn olxl peds
wpdfews worelrfar SfAwow dAX évds xpdvov, Soa év Tobre

; g w , P < » P
auvéfly mepl éva 7} whelovs, v EkagTov G5 érvyev éxer wpds
aAdpla. The reading of the MSS. ioropias 7ds oviijfeis makes
an intolerably harsh form of inverted comparison, and Dacier’s
conjecture above given is possibly right: ‘the structure (of the
epic) should not resemble the histories. . . J But I strongly
incline to M‘Vey’s correction (mentioned in Preface, p. xvii.) ofas
for 6polas ; no further change is then needed. The Arabic version,
as I learn from Professor Margolionth, has ne equivalent for
curijfers and seems to point, but by no means certainly, to
awvbéces.

2 Poet. ix. 1.

3 Poet. xv. 6, xpy O¢ kal év Tois fheaw domep kal év 1) THV
wpoypdTey gvatdoe del (yreiv i) 1O dvaykaiov 1) TO eikds, doTe
Tov TowobTOV Td TotadTa Aéyew %) wpdrrew §) () codd.) dvaykaiov
A 2 s NS v A ; P > !
17 €LKO§’ Kot TOUTO [l.c’ra. TOVTO 7LV€0’00~L n (7] cOd(l.) U.Vllyxuloy 7]

s g
€LKOS,
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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
of ¢probability,” as also that of ‘necessity,” refers
rather to the internal structure of a poem; it is
the inner law which secures the eohesion of the
parts.

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 elxds 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 plane. 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 deeds, the will and the emotions

1 Analyt. Prior. ii. 27. 70 a 4, 8 yip &s éri T woAd ioacwy
odrw yryvipevov 4 i yuyvépevov 4 8v 4 py G, TovT éorTiv elkds.
As an instance of the as émi 16 woAd (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 : ov wds dvfpwmos dppyv 6 yéverov TpixoiTaL,
2yy €28 o ;
dAX &s émi 70 oA,
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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
ismade on it. Such characters are in a sense better
known to us—qrwpiudrepor—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. DBut 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.



168 POETRY AND FINE ART

never happened, such beings have never lived.
‘Untrue’ (ode éry6h), ‘impossible’ (addvara), 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 ’ (aAxa
Béntiov), ‘ what ought to be (&5 8et), 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;
it 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 7o ddv-
vatov is, as I take it, implicit, and a triple line of defence offered :
(i.) dvdyew wpds v wolnaiv, an appeal to the general principle of
poetic imitation, or the TéXos of the art, which prefers the mifuvéy
even if it is d8dvatov: (ii) dvdyew wpds 70 PBéATiov, an appeal to
the principle of ideal truth or the higher reality ; (iii.) dvdyew
wpds Ty 86Lav or wpds & pacw, an appeal to current tradition or
belief. The ddvvara under (ii) and (iii) correspond to the ovdx
dAn07 of §§ 67, 70 Bédtiov of § 17 being equivalent to the ds 8¢,
ofovs dei (2 elvar) of § 6, and to the BéArwov of § 7, while Tv 86fav
of § 17 answers to obrw ¢paciv of § 6 and dAX odv paot of § 7.
Vahlen and Susemih] 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 mifavév,—-likely,
that is, to gain credence.’’ In ch. ix. Aristotle
pleads for an extension of the idea of the ¢ possible,’
from 7a qevéueva to ola dv qévorro, from the Swvard
of history to those ‘universal’ Suvard where the
law of causation appears with more unbroken efli-
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, T6v yap yevopévoy &via oddv kwllel TowaiTa etvar
ofa dv elkds yevéoBar kal Suvard yevéoOar=roadTa ofa 4v katd
70 €lkds yévorro kai Svvard (éoTi) yevéofar, This virtually resolves

itself into the formula of ix, 1, ofa dv yévoito xal 7é Suvard kaTd
70 €ixds 7) TO dvaryxaiov.
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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
from the 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 adivara

1 Cf. the similar rule laid down in Plato for 75 mfavdv in
oratory : Phaedr. 272 E, otd¢ yap ol 7& mpayxfévra Seiv Aéyew
éviote, éav pi) elkdros 3 mempaypéva.
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are the very duwatd 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 Yrevdy Méyew s 8ei, ‘to tell lies
skilfully ’: he must learn the true art of fiction.2
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 die Phantasie ;
‘Was sich nie und nirgends hat begeben,
Das allein veraltet nie.~—SCBILLER.

2 Poet. xxiv. 9. Homer, Hesiod, and the poets generally had
been accused by Plato of ‘telling lies’ (Yeiferfar) and not even
doing so ‘properly’: Rep. ii. 3775, dAlws Te xail édv Tis py
kaAds Yeidyrar.  And 10 péywrTov kal wept Thv peyloTov
Yeibos 6 elrav od kadds éfeloaro. 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: dvSpeibraTos
dvlpomrav Gy wpos 7o Yevdos “Ounpos kai ovdev frTov éddpper rai
drepvivero émi T YeideaOar 3 7¢ 7dAn65) Aéyew. Homer was in
fact ¢splendide mendax.

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

atque ita mentitur, sic veris falsa remiscet.
¢ See Twining ii. 346 sqq.
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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 wapadoyiousés 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. iil. 7. 1408 a 20, mfavol & 70 wpdypa kai i) oixela Aéfis*
wapadoyilerar yap ) Yvxi) ds dAndds Aéyovros, 6ti év Tols Toro?-
Tois oUTws éxovow, dor olovrat, €l kal pi) obTws éxet, bs & Aéywy,
7a mpdypara obTws éxewv. 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 mpdror Yredos or
original falsehood on which the whole fabric is reared.

Such is the essence of 76 mbavéy, which in
various forms runs through the teaching of the
Poetics. By artistic treatment things incredible
in real life wear an air of probability. The im-
possible not only becomes possible, but natural and
even inevitable. In the phraseology of the Poetics,
the d\oya, things impossible or improbable to the
reason, are so disguised that they become ethoya:
the &8tvara, things impossible in fact, become
mifavd, and hence dvvara xata TO eikos 7 TO dvay-
xaiov. Even 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. 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 é&roya 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 sqq.

2 Poet. xxiv. 10, mpoarpeicfai Te 8¢t dddvara eikdra paAdov
9 Sware dmifave. xxv. 17, aiperdrepov wilbavdv ddlvarov 4
drifavov xail Svvardy.

3 Poet. xxiv. 8, pdAdoy & évdéxerar év Ty émomoria T dloyo,
8 6 avpfaiver pdriora 76 QavpaoTiv.

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 in
itself a dudpryua but justified by the effect, and justified only as
an epic incident. Further, in ch. xxiv. it is spoken of as an
&Moyov, in ch. xxv.—less accurately—as an dddvarov. Cf. Dion

Chrys. Or. xi. 349 R (in reference to this scene), pdhiora yoiv
mpocéoike Tols drdmois évvmrviows Ta wepl T phxny éxelvmy.  All

dMoya are not dévvara, though all ddvvara, if realised to be such,
are dAoyo. But, as above explained, the art of the poet can make

the d8fvara cease to be &Aoya and become mibavd.
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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 aesthetic 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, Aaofow & dvéveve kapijaTe Sios *AxtAAeds

2 Poet. xxv. 5, npdpryrac dAX dpbds Exe, el Tvyxdver TOb
7éXovs ToD abris (1 yap Télos eipyrar), el obrws kT AnKTIKGTEPOY
7 adtd 7 dAdo woiel pépos.

3 Le. €l pévror 76 Tédos 9 p@Adov 4§ <pi> djrTov évedéxero
vrdpxew kal katd THY wepl TovTav TéXVMY, [Mpapriclad] odk
Spbids. Cf. xxv. 19, pfy) émripmos dloyia . . . Srav pj
avdykns olans pnbév xpiloyrac 7¢ dAdye.
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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 Poct, xxv. 7, dAX’ obv ¢ace. Cf. Dryden, The Author’s Apology
for Heroic 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 &divara of experience ;
they are not among the droya 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
N
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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. T, GAoyov 8¢ undév elvar év Tols wpdypaow, €i 8
piy €fw Tis Tpayedlas.  xxiv. 10, pdAioTa pv pydév Exew dhoyov,
€l 8¢ pj, éfw Tob pvbedpatos.

8 Poet. xxiv. 10, é¢ dpxijs yap ob Sei cwvioTacboi Toolrovs
(sc. pfovs).

tle dv & 6y «al ¢alvyrar edhoywrépws, évdéxerfar wal
aromov <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\oyor 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
necessarily inherent in the second. In the un-
broken chain of cause and effect which he postulates
for the drama, each of the links is formed by the
contact 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
central meaning 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 (o0 oupBeBnxds) or chance in Aristotle,
exhibiting itself under two forms not always strictly
distinguished, owes its existence to the uncertainty
and variability of matter.2 It is the negation

1 Namely as T0xy, ‘fortune,’ and v6 avrdparov, ‘spontaneity.”
Cf. Poet. ix. 12, dmwd Tob adropdrov kal 7is T¥xms. The regular
distinction is that given in Met. ix. 8. 1065 a 25 sqq., and Met. xi. 3.
1070 a 6 sqq. But in Phys. ii. 6.197 a 36, 70 pév ydp dmd TiXns
7@y dwrd TadTopdTov, TovTo & OV WAV dwd TiXys. 197 b 20, dmwd
Tixns 8¢, Tolrev Soa dwd Tadropdrov yiverar TGV mpoaiperdyv
Tols &xovat wpoaipeaiv. See Zeller, Hist, Gr. Phil. ii. 2. 333-6,
Stewart, Eth. Nic. i. 259.

2 Met. v. 2. 1027 a 13, dore 1) DAy éorrar airia, 3 évdexouéevy
wapd 7O os érl 70 moAY dAAws, Tob cvpSeSnréros.
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{orépyais) of Art and Intelligence, and of Nature
as an organising force.! Its essence is disorder
(drafla), absence of design (o évexd Tov),* want of
regularity (7o ds émi 75 word). It even borders on
the non-existent.* Its sphere is 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

! Viewed as 10Xy it is the orépnas of Téxvy and vods: viewed
28 70 avrdpatov it is the arépyas of Ppios.

2 Met. ix. 8. 1065 a 25, Aéyw 8 70 xard oupSefykés  Tob
Towolrov 8 drakta kal drewpa T altie. De Part. Anim. i, 1. 641
b 22, TOv 0vpavdy . . . v § dmd TUXNs kal drafias 0¥ Srioty
Ppaiverar

3 Anal. Post. ii. 11. 95 a 8, dmd Tixns & ovdev évexd Tov
yiverar.

4 Met. v. 2. 1026 b 21, daiverar yap 70 cuufeBykds éyyls 7
70D p3) Gvros.

5 Met. ix. 8. 1065 a 33 (of 70xy), &> ddnros dvlpwmive
Aoyopg,

6 Phys. ii. 8. 199 b 3 (just as in art there are failures in the
effort to attain the end), dpolws dv éxor kal év Tols Puaikois, kal
74 Tépata dpapmipata éxelvov Tod évekd Tov. On Tépare in
Nature cf. de Gen. Anim. iv. 4. 770 b 9, éoTv yap 70 Tépas TGV
wapd ¢plaw T, wapd Phow § ob wioav dANE TV bs érl 7O woAd.
The mere Teparddes in tragedy is emphatically condemned Poet,
xiv, 2, of 8 py 70 pofepdv Sid Tis Sihews dAAL 7O Teparddes
pévov wapackevdfovtes 0vdév Tpaypdi kowwvolaw,
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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 Poetics 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

’4

contrary to probability.”* A similar saying appears

to have been current by way of mitigating the
appearance of monstrosities in nature: ‘The un-
natural is occasionally, and in a fashion, natural.’®

1 Eth. Nic. vi. 4. 1140 a 19, xafdrep kai 'Aydfwv Pnoi:
Téxvy TOXY éotepfe kal TUXY TéEXVYY.

2 Poet. xiv. 9, {(nrolvres yap otk dmd Téxmms dAN’ dmwd Tixns
edpov TO TowovTOV Tapackevdlew év Tols pibous.

3 De Gen. et Corr. ii. 6. 333 b 6, Ta 3¢ wapd 70 del kal ds
éri 76 oAy dwd Tadropdrov kai dwd Tixys. Cf. de Caelo i. 12.
282 a 33.

¢ Poet. xviil. 6, éorw 8¢ ToUTo €lkds domep "Aydfuwv Aéye,
€lkos ')uip 'ylfvea'aab oG kal 7ru.p(‘1 70 elkds. xxv. 17, ovrw

N\ \ 3 » ’ 2 EIS.Y \ \ hY Y 3N
TE KQL OTL TOTE OVK (M\O‘yov €TFTLV® €LKOS Y(LP Kot 1rap(7. TO €LKOS
[V((Taul‘
i
5 De Gen. Anim. iv. 4. T70 b 15, sjrrov elvar Soxel Tépas Oud.
N PP . i ng
70 kel 70 waps, pioww elvar Tpdmov Ti. kaTd, piiy.
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But as a man of science Aristotle does net regard
the deviation from nature as in a proper sense
natural : nor, as a writer on art, does he lend his
anthority 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
‘improbable 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 indeed 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
1 Essays, Critical and Historical.
2 Poet. xxiv. 10, Svvara drifava.
3 Poet. ix. 12, émel xal TGy dwd TVXys Tavta Oevpacidrara
Sokel boa dowep émitndes Ppalverar 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
reality, but it does not wantonly violate the laws
which make the real world rational.

1 Poct. ix. 5, ocvomjoavres yap Tov pvbov Sid 7dv eikdTwv
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 fastidic sit, reficit eam poesis, inexpectata
et varia et vicissitudinum plena canens. Quare et merito etiam
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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
parts which constitute it must be inwardly con-
nected, 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-
cording 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¢ ék vav elpypévov kT

2 Met. iv. 26. 1024 a 1, Sowv pév py mouel 5 Géois Siacpopar,
way Méyetay Sawv 8¢ wouel, SAov. Ibid. 1023 b 26, Shov Aéyerar
ob 1e pydev dmeaTi pépos éf Hv Aéyeraw Shov Pploer kTN Cf.
Poet. viii. 4, 8 yop wpoodv 7 pi wpoodv pndev mouei émidnAov,
008ty ubprov To% SAov éariv, Plato, Parm. 137 ¢, odxi od dv pépos
pndev dmy, SMov dv ely; 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 o

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. Nic. i. 194: ¢Living organisms and works
of art are oxrjpara, definite after their kinds, which Nature and
Man respectively form by qualifying matter. The quantity of
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 sizes
determined by their separate structures, habitats, and conditions of
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 ypaeds édaewev dv Tov dmepBdAdovra wéda Tis Tuppe-
Tpias éxew 1O (Gov, 0v8 €l Siapépor TO kdAAos* ovre vavmyyds
wpipvay 7 TGV GAAwy Tu popiwv TGy Ths veds® ovde 83 xopodidd-
axados TOV peifov kal kdAAwov 70D wavrds xopod Pleyydpevov
édoer ovyyopeleww. 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, 8l Tods pbfovs xabdmep év Tais Tpaypdiais
cuvwrrdvar Spapatikods kal wepl plav wpafw SAny kai Tekelav,
éxovoay Gpxnv Kai péaa, kel TéXos, IV domwep (@ov & Shov mouy
v oikelav 7dovijr. I now revert to my earlier opinion and
take {gov 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 oixela 7j8ov), and also in vii. 4-5.
The arguments in favour of {@ov being used in its ordinary sense
in ch. vil 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 vil 4-5,
one of the conditions of 70 xaAdv, 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 Mind,
vol. iv. No. 15. In the course of his argument he observes:
¢ The meaning of mpdypa & ovvérmyxer éx Twdv and 7o odpara
seems plain from other passages in Aristotle, for instance de
Anima 412 a 11, where he identifies odoia ds cuvvféry (sub-
stantia composita) with ocduara, and divides these into ¢voika
odpara and the rest, the former class again being divided accord-
ing as they are éujuvxa or dyvxa. Thus animated bodies
would seem to be “composite” in the fullest sense of the word.
“{@ov” them 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 (gov in the sense of
odpa &upvyor.

For other examples of {gov in a similar sense cf. Plat. Laws,
ii. 669 a, wdvTes pévt av . . . Ta kald TOV (Puv éyiyvdoroper.
vi. 769 4, and ¢, édv 71 opdAAyrar 10 {gov vwd xpévov. Crat.
425 A, 429 4, olkobv of plv dpelvovs Ta adTdv &pya kalliw
wapéxovrar, 16 (Pa, of 8¢ pavAdrepa; 430D, & dudorépois
Tois pyjpoat, Tois e (Gois kal Tois dvépacwy. Rep. vii. 515 a,
dvdpudvras kal dAAa (fa Alfwd Te kal £HAwa kol wavroia
eipyaopéva (cf. de Gen. Anim. ii. 4. 740 a 15 quoted p. 190). In
de Mundo 6. 398 b 18 {¢ov is used of a puppet worked by oi

vevporTdoTal.
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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
impressed upon the proper matter.” Now, in art

1 Phaedr. 264 c, dAXa 788 ye olpal oe pdvar dv, Seiv wdvra
Adyov domep (Qov guverTavar odpd Ti éxovra adTov abTol, doTe
piTe drépadov elvar pijTe dmovy, dANG. péoa Te éxew kal dkpa,
wpémovy’ dAAjlots kai TG GAy yeypappéva. Cf. Polit. 277 c,
where the discussion is compared to the sketch of a (gov in a
painting: dAX drexvis 6 Adyos juiv dowep {gov Ty éfwlev pév
weprypadiy éowkev ikavis éxew, Ty 8¢ ofov Tois papudrows kal Ty
aguykpdoe TGV Xpwpdrov évdpyelav otk dmetAndévar Tw.

2 Cf. de Part. Anim. i. 1. 640 b 32 sqq. 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 essence
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 affinity. 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
is a more philosophical and a higher thing than

00 a hand of brass or of wood is a hand only in name, In de
Gen. Anim, ii. 4. 740 a 15 works of art are spoken of as fvAlvwy
7 Abivov {$wv, and are contrasted with the truly living
organism.

1 Cf. Stewart, Eth. Nic. il. 42: ‘Téxvn realises its good in an
external épyov, and the e/dos which it imposes on ¥Ay is only a
surface form—very different from the forms penetrating to the very
heart of the Ay, which ¢iois and dpers) produce (cf. Eth. Nic. ii.
6. 9, 1 8’ dpery mdons Téxiys dkptfBeotépa kal dpelvov éoTiv
domep kal 4 Ppios: Met. 30. 1070 a 7, 5 pév odv Téxvn dpxn év
A, 7 88 Pilais dpxn év avrp)?
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history,”'—where omovdaiérepor denotes ¢ higher in
the scale’;’—mnot ‘more serious,” for the words
apply even to comedy, nor, again, ‘more moral,’
which is 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:
¢It tends to express the universal.” The pa\rov is
here a limiting and saving expression; it marks
the endeavour and direction of poetry, which
cannot however entirely 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, 8id kal ¢rAocopiTepor kal omovdatdrepov woinos
icroplas éoriv: 1) pév yap wolnais paldov 7o kabélov, % &8 ioTopia
T& Kaol ngTOV AéyEL.

2 Teichmiiller, Aristot. Forsch. ii. 178, who illustrates this
sense of owovdaios from Eth. Nic. vi. 7. 1141 a 20, dromov yép
el Tis Ty woliTucny ) TV Ppdvnowy amovbatordryy (‘the highest
form of knowledge’) oletar elvai, €l pn 7o dpwrov Tdv év TQ
kbapp avBpwmds éorv. Here codia is a more excellent thing
than ¢pdvyos becanse it has a higher subject-matter,—universal
principles.

3 Anal. Post. i. 31. 88 a 4, 70 8¢ kafodov Tépov Gre Snphol 76
aitiov.,



192 POETRY AND FINE ART

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
imitator, whose work is a revelation to sense of
eternal ideas, being possessed by an imaginative
enthusiasm which is akin to the speculative en-
thusiasm of the philosopher, from the things of
sense ascends to that higher region where truth and
beauty are one. Aristotle’s phrase in this passage
of the Poetics might, in like manner, appear almost
to identify poetry with philosophy. But if we
read his meaning in the light of what he says
elsewhere and of the general system of his thought,
we see that he does not confound the two spheres
though they touch at a single point. Philosophy
seeks to discover the universal in the particular ;
its 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 living 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 Mind, vol. iv. No. 15): ‘We must keep
in mind that for poetry it is essential that this (i.e. the universal)
element should be expressed in matter of some sort. It is in this
respect that science differs from poetry. The whole aim of the
former is to keep the eZdos abstract, and therefore science uses not
elkdves but onueia or ovpBola, which never really express the
eldos at all, but are of use merely to suggest the abstract elSos qua
abstract.
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before the mind clothed in the form of the concrete,
presented under the appearance of a living 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 (éetifecfas
kaférov), 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 piece 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’ is
in no way affected. The use of the word xaférov
in two such different contexts must not mislead us.
The xafiérov of ch. xvii. denotes the broad outline,

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

The process by which the poetic imagination
works is 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 is not that a general idea is
embodied in a particular 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 himself to get
out of the mere general idea. No doubt this is
difficult ; but it is the very life of art.” ¢ A special
case requires nothing but the treatment 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 I knew myself and
could inform them. From heaven, through the
world, to hell, would indeed 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.
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to embody anything abstract. I 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 gunard against the
misconstruction to which that doctrine is exposed.
‘I adopt,” he says, ‘with full faith the theory of
Aristotle that poetry as poetry is essentially ideal,
that it 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 clags ; 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 distinctly that sense of individuality which
belongs to real existence. Paradoxical as it may
sound, one of the essential properties of geometry
is 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’?

Still it is in the main the same thought which

1 Biog. ILat. ii. 41.






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 5doviv) or rational enjoyment®

1 Met. i. 1. 981 b 17 sqq., mAeibvov 8 edpurkopévov Texviv,
kal TGV pév wpds Tdvaykalo ThV 8¢ wpds Suaywyny oo, del
godwrépovs Tods ToLoVTOVS ékelvwy VmolapSBdvopev, Sk TO p3
wpds Xpijowv elvar Tas émoTipas edrdv. The liberal arts which
adorn life and minister to pleasure are here said to be wpds
Swoywyiy, synonymous with which we find wpds Hdovjv b 21.
Cf. Met. i. 2. 982 b 23, wpds peordvny kal Suaywyfjv. In all of
these passages the contrasted expression is rdvaykaia. Siaywyi
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 wa:lid and is part of dvdravois: it denotes the
more playful forms of social intercourse; in x. 6. 1176 b 12, 14
it is used of the wauSiaf of the rich and great ; in x. 6. 1177 a 9,

198
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(mpos Suaywyijv). 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
(dvdmaveis) or a pastime (raded): but a pastime is
not an end in itself, it is the rest that fits the busy

ob yip év Tals Towdrais diaywyais 1 ebdaimovia, it has a baser
application to cwparikal 5jfoval, As an elevated and noble enjoy-
ment it is associated with ool 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 ¢pdvyois and stands for the higher aesthetic enjoyment
which music affords. From a 30-31 it appears that the musical
Staywy is an end in itself, and therefore distinct from a wa.Sid.
In Pol.v. (viil.) 5. 1339 b 14 sqq. three ends are mentioned which
music may serve—waideia, wadid, and Saywyrh, and the last is
said to combine 70 xaAdv with 1j8ov, both of which elements enter
into eddatpovia. 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 Met. xi. 7. 1072 b 14, where it denotes the
activity of the divine thought. Thus the higher Siaywys, artistic
or philosophic, is the delight which comes from the ideal employ-
nient of leisure (cf. Ty év 7 oxody Swaywyiv Pol. v. (viii) 3.
1338 a 21); it is among the blissful moments which constitute
etdoupovia, Of Pol. v. (viii) 8. 1338 a 1, 70 8¢ oxod{ew &xew
adrd Sokel Ty HSoviy kai Tv eddarpoviav kai 70 (v pokapiws.
1 Pol. v. (viii.) 5. 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;?
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

or, again,

1 Eth. Nic. x. 6. 1176 b 30, dwavra yap Gs eimeiv érépov
vexa aipotueda wAyy Tijs eddaipovias: Télos yop atry. omovddlew
8¢ kal wovely wardids xdpw §AiBuov palverar kal Mav mwaedikdv:
maifew & Swws omovddly, kar *Avdyapow, opfbs éxew Sokeir
dvamataes yap foikev % wadid, dSvwarodvres 8¢ ouvexds movelv
dvamaloews déovrar. od &) Téhos % dvdmavaist yiveras yop Evexa
Tijs évepyeias.

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

3 See note 3 p. 211. 4 Eth. 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 it stood alone lead us to this inference.! The
instinet 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.2 These objects do not come
within the range of artistic imitation as understood

1 Poct. iv. 3-5. Cf. Rhet. i. 11. 1371 b 4, émel 8¢ 70 pavOdvew
re )8 kal 7O Gavpdlev, kal Ta Toudde dvdyky 18éa efvac ofov 76
Te pupodpevoy, domep ypadiky) kai dvdpiavtomola kai mwouprik,
kal wav 8 v b pepepnpévov g, kiv § py HOY adTo TO peppnuévor.
od yap érl TovTg Yaipe AANS vAAoyiopds éoTw ST TobTO ékeivo,
Gore pavBdvew T cvuBalver.

2 See the passage quoted p. 166 from de Part. Anim.i 5. 645 a
4 sqq., especially the words Tas pév elkdvas avTdv fewpodvres
Xaipopey 6Tt TV Snmovpyfeacay Téxvyy auvbewpotuey.
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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 wunduly 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 is 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 Philosophy 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 i 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.’s 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) Snyunyopla, Gorg. 502 p.
8 Gorg. 462 8-463B. Cf. Rep. ii. 373 B-C.

¢ Laws ii. 655D, kaitor Méyovoi ye ofi wleiorol povoikils
Spfryra elvar THv Novyy Tais Yuxais mopifovoav Stvapw: dANG
TobTo PV olTe dvexTdV 0vTe Sotov TO mapdwav POéyyeabar.

5 Laws ii. 658 B, cvyxwp® &) . . . Seiv myv povawyy jdovyy
kpiveafar, py pévror ThV ye émirvxévtev, dAda axeddv ékelvy
elvac Motogav kadlioryy, vmis 7obs Pelriorovs kal iravis

, , , I s~ s
meradevpévovs Tépmer, pdAioTa 8¢ Gris €va TOV dpery Te Kal
madel Sragpépovra.
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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 feel 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 Metaphysics
(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.

8 Eth. Nic. x. 4. 1174 b 32, ds émywdpevdy T mélos, olov Tols
drpalos ) Gpa.
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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.

1 Laws ii. 667E, dBAafij Aéyers 5doviy pévov. The same
phrase is used by Aristotle in reference to music as a pastime,
Pol. v. (viii) 5. 1339 b 25, doa ydp dfAafi Tév 7déwv kT
Cf. also Laws ii. 670D, fva . . . dlovres avrol ve 7dovis 75
Tapaxpipe doweis HowvTaL K.T.A,

2 Polit, 288 ¢c. Every such art may be called walyvidy 7,
‘a plaything,’ od yap omovdis oddév adrdy xdpev, dANd mardids
éveka mwdvra Spdrat. So Rep. x. 602 B (of tragic and epic poets in
particular), Laws vii. 816 E (of comedy), Soa pdv odv wepl yélwrd
dore walyvia, & &) koppdiav wdvres Aéyoper . . .

8 Soph. 234 B, maudids 8¢ éxeis 1 TL TexvikdTEpOV T Kal Xapié-
aTepov €os 7 TO ppTIKGY ;

4 Laws x. 889D, taitas omboar ] Piver Eolvwoav v
abTdy Stvapmy,

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 (wpéfews omovdatas), 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’
(Bearis) 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; its end is 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 achieved 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, 5 8 ¢iows Téhos kal od veka. So
Pol.i. 2. 1252 b 32,

2 Eth. Nic. vi, 4. 1140 a 10, éfis pera Adyov dAyfods
TOWTIKY.
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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 eidos 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 inte
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 (yévesis) is complete, when
the matter (S y) 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.
17
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pleasure which accompanies this mode of mental
activity (évépyea). 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’ (mépuvke mowely % wdoyew). 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 86vopus of a thing is closely allied to its odola, eidos,
Abyos, plous.  Cf. de Gen. Awim. ii. 1. 731 b 19, 7is % Svapus
kal 6 Adyos wijs odolas avrdv; de Sensu 3. 439 a 23, 7is éome
kowy) Pplois kal Sbvapues ; Eth. Nic. v. 4. 1180 b 1, dudo yap év
T wpds Erepov Exovor Ty Sdvapv.  So Poet. i. 1, v Tive Sdvapw
éxaotov Eéxer. Of. vi. 18, § xal éml 76v éupérpov kal émi TV
Adyov Exew Ty adriy Sdvapr.

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 Zweck, den

dussern 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 (¢ ¢pdwues) 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
(6 xaplers) 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 Poetics 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 omovdaios is domep kavaw
Ka}. fLéTPDV.

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

3 Pol. v. (viil) 7. 1342 a 18-28, émel §’ 6 Oearyjs 81765, 6 pev
éleblepos kal memardevpévos, 6 8¢ popTikds kr.A. In Poet. xxvi,
1, % wpds PeAriovs Oeards pipnors is Hrrov popruch Cf. Plat.
Laws ii. 658 E, ékelrmy elvar Moboav kadrioryy, fris Tovs BeAri-
oTovs Kkal ikavds Terawdevpévovs Tépmet.

In Rhet.i. 3. 1358 a 37 the 7élos of the art of rhetoric is in
relation to the drpoariis: oiyxerrar pév yap éx Tpudv 6 Adyos,
& 7€ ToD Aéyovros kai mepl o Aéyer kal mpds Gv, kai 7O Télos
wpds TobTEV éoTe, Aéyw 8¢ TOV dkpoatiiv,
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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 % kowsy 780w} and is ¢uowks. 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 : 8id 7{ prjropa pév kai aTparyydy kal
xpypaTioTyy Aéyopey Sewdy, addyriv 8¢ kal drokperyy ov Aéyopey ;
7 610 7OV pév 1) Slvaps dvev wheovefias (H8ovijs yap oToxao T
éoTi), TOV 8¢ wpds TO wAeovekTely ;

2 Poet. xiii. 7-8, Sokel 8¢ elvar wpdry &1 Ty 7OV fedTpwv
dobévewav, . . . éoTiv 8 odx abry <n> dxd Tpayedlas 75dovy
dAXa pdldov Ths kepgdlas olkela. For the phrase 7y 7dv
Bedrpwv dobéveav cf. Rhet. iii. 18. 1419 a 18, o yap olév Te moAdd
épwtdy 8o T dobéverov Tol drpoarod, i.e. you cannot (in debate,
etc.) put a series of questions on account of the incapacity of a
popular audience to follow a long chain of reasoning. Rhet. iii. 1.
1404 a 8, 8w TV ToU drpoaTod poxOnplav.

8 Poet. xiv. 2, 00 yip mwloav 8ei (nrelv Wdovyy dwd Tpayedios
GAA& Ty oikelav. xxvi. 7, 8¢l yap ob v TuxolTAv Hoviy
wowely avras (e, tragedy and epic poetry) dAAa Tyv elpnuévyy :
with which cf. Pol. v. (viii) 5. 1339 b 32, &xer yop iows 7jSoviiv
Twa kal 1O Télos, AN oY v TuxolTav.
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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 ;* and if it is artistically dome,

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

2 Poet. xiv, 3, émel O¢ Ty dmd éAéov kal PpéBov Sid pprjoews
8ei jdovyy Tapackevifew TOV TowyTiy, pavepdy Gs Toito év Tols
wpdypacy éumouyéov.
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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 the 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 poetry is an emotional delight, its end is
to give pleasure. Strabo (circa 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 correction
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, wommjv yap &by wdvra oroxdferfar Yux-
aywylas ob Sidaokalias.

2 le. Tovvavriov 8 o walawl drrocodiay Twd Aéyova mpdTyy
Y woumTikyy elodyovoay eis Tov Blov vpds ék véwy kal 8i8d-
orovoay 10y kal wdby kal mpdfes ped’ Hlovijs.

3 Le. ol Yuxaywylas xdpw Sfmovfev Yidils dAXd cwdpo-
viopod. 4 ib. i. 2. 8. 5 ib. 1. 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 philosophy.”? 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 thatis 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¢ womrod (dpery)) ovvélevkrar TH TOD
dvBpdmov, kal ody oféy Te dyalbov yevésbar oy py wpdTepov
yevnbévra dvdpa dyabév. Compare Minturno, De Poeta (1559).
How profoundly this view has affected modern thought is shown
by the references given in Spingarn (Lit. Orit. in Renaissance), p. 55.

2 Plutarch, de Aud. Poet. ch. 1, & moujuaot wpopthocodn-
Téov.

8 ib. ch. 14, érv 8 wpoavolyer kal wpokwvel Ty ToD véov Yuxijv
Tois &v Pprooodpin Adyors.

4 Lec. 0v8e dmopévovras av pij ofov ék akéTovs ToAAoD péAAovTes
Aoy Spav E01a0iar, kabdmep év v60yp puTi kal kexpapévnys pibors
dAnfelas adyrv éxovre palBaxiy, dAimws SwufAérew ra Towlra
kal py) pedyew.
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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. Poet. ad fin., iva py wpodiafBAnbeis dAAc
paddov mpomaidevfels edpers kal ¢ilos kal oikelos Hmd mwour-
Tikf)s éml pidocoplay mpoméumnTac.

2 Frogs 1009-10, 811 Belriovs e morobuev

Tovs dvBpdmovs év Tals woAeaiv.
This claim is put into the mouth of Euripides,
3 Acharn. 500, 75 yap Sikaiov oide kai Tpvyedia.
Frogs 686-1, Tov iepdv xopdv Sikaidy éore xpnoTd T wéAer
Svpmapawveiv xal 8iddokei.
4 Frogs 389-90, kal woAAd pév yeloild ' ei-
ey, wodda 8¢ omovdaia.
5 Acharn. 645, omis wapexwdiveva eimeiv év "Abyvaiors Td

Sikaia.
6 Acharn. 6568,
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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 ftitle 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
abad 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 Kuripides 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’, dparpioe pe Ty Tpayediav.

2 Frogs 10545, Tois pev yap rardapiowry

éore 8ibdokados SoTis Pppdler, Tols §Bdow 8¢ woupTal.

Of. Plat. Lys. 213 &, 3 8¢ érpdmnuev Soxel por xpijvar iévar,
axowolvTa katd Tobs woumrds ofTor yap Huiv dowep marépes Tis
coplas elol xal fyeudves.

Laws ix. 858D, Tév . . . wourdy xal Soor dvev pérpov kal
re7é. peTpwv T abrdy els pvijpmy SupBovAyy wept Blov karébevro.
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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 training 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 general name of didactic
poetry. He distinguishes between educational use
and aesthetic enjoyment. For the grown man the
poet’s 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 nothing 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
identical. 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 mnot 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
extended 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
Lepublic 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 Pocet. xxv. 3, odx 7 avry Opfémys éariv THs wohiTikis kai
Tis momTikfls 03¢ dAAns Téxvns kal wouTikis.

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

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

4 Finsler (Platon und die Aristotelische Poetik, pp. 163 {.) 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¢C, Tov pév Tolvuv GAAwy mwépe pi) dmairhpev
Adyov “Opnpov k.T.A.

2 Rep. ii. 377 A—-378 &,

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

4 Poet. xxv. 7. The supposed objection here is “ovk dAnf7.”
These are Plato’s very words in Rep. ii. 378 B (of the wars of the



224 POETRY AND FINE ART

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.?
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 need
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-
¢ and on a similar
principle the prosaic justice, misnamed *poetical,’
which rewards the good man and punishes the

demned by the same criterion ;

gods), ovde yop dAn0ij: Rep. iil. 391 B (of Achilles dragging Hector
round the tomb of Patroclus), {Suravra Tadra ob ¢ijocoper dAndy
elpfiofas, and 391 E (of other tales about the offspring of the gods),
018’ oo TabTa 0¥’ dAnby. See also supra, p. 176.

1 Laws xi. 935 B, moury 8% kepedlas 4 Twos idpBuv 1) povedy
pedodlas ) éféorw prire Ayp mire elkéve pite Bupd mire dvev
Gupod pmdapds pydéva TGV ToNTOY Kwppdeiv.

2 Poet. ix. b.

8 See infra, ch. viii.

£ 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 logical grounds, they take no direct
account of ethical aims or tendencies. He men-
tions Euripides some twenty times in the Poetics,
and in the great majority of instances with eensure.
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 A-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,

Q
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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.®

1 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¢ ToD
kal@s 1§ p3) kadds 5 eipyral T ) TémpakTay, 00 poévov oremrTéov
els abrd 7O wempaypévov 4 elpnpévov BAérovra k.T.A., 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 tn 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 iz undesirable even on the stage.
But it may be subservient to the plot—one of
those things & Boderar ¢ pifos—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 wepi 8¢ Tod kaAds 7 uy kadds, and e omwovdaiov 1) pavlov.
¢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, dpfy & émuripmos . . . poxOypiq, drav uy
dvdykns ovons pmbev xpioyras . . . T wovyply, dowep év 'Opéary
700 Meveddov. Cf xv. 5. Such a representation would be
included under the SAaBepd 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 (smwovdalovs
opposed to ¢atrovs), ignoble, or of an inter-
mediate type resembling average humanity (duolovs).
Some attempt has been made to empty the words
omovdaiovs and ¢airovs, 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
aper 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 dperiis 6 owovdaios: T¢ yap
dpery éxew omovdaios Aéyerar, dAX ob wapwyipws dmd Ti)s
dperqs: that is, there is no adjective formed from the noun
dpe) : awovdaios does duty for it. Cf. Top. v. 3. 131 b 2, where
the iSiov dperijs is 6 Tov éxovra moiel omovdaior.
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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
e or mepi ), or by the agreement of the adjective
with some noun indicating the range of its applica-
tion (amovdaios vopobérns, xibapioris 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 seems 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 édperi and kaxia as applied
to morals are covered by the contrasted terms
omovdalovs and ¢atdovs.t 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, Tpaypdias cmovlalas kal paddys is ‘good or
bad tragedy’ in the purely aesthetic sense.

? e.g. Nic. Eth. i. 6. 1098 a 11, xiflapiorov plv yip T
kiBapilew, omovdalov 8¢ T €.

8 Nic. Eth. ix. 4. 1166 a 12, éoike yap . . . pérpov ékdoTe 1)
dpety) kal 6 gwovdaios elvar. x. 6, 1176 b 25, kal T{uia kal 8¢
éori 7a 7¢ omovdaly TowabTa dvra, So passim.

4 Poet. ii. 1, omovalovs 7 ¢atdovs elvar (T yap 716y oxeddy
del Todrows droovlel pdvos, kaki yap kal dpery Ta by Sia
Pépovat wdvTes).

5 Is Bodlerar (Poct. ii. 4) a limiting expression, leaving room for
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ch. v. 4, that epic poetry agrees with tragedy as
being a uipnais omovdatwv: and again the re-
quirement of ch. xv. that the characters (#fn)
shall be xpnord,’—once more ¢ good’ in the ethical
sense, and barely to be distinguished from emovéaia.

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 (xpiral) 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 ? Cf. metpdrac in v. 4.

1 Not ¢well marked’—the impossible interpretation put wpon
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 xpnordv 7jfos depends on a xpnary
wpoalperis, which is equivalent to omovdaia wpoalpedis of Nic.
Eth. vi. 2.1139 a 25, and érewns mpoaipeais of Nic. Eth. vii. 11.
1152 a 17. In xv. 8 émeucfs is not perceptibly different from
the preceding xpna7ds.

2 Laws ii. 659 ¢, 8éov yap adrods del Beatiw 76v airdv 106y
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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-
tiovs) 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 (xpeirrovs) than they are, Pauson as less
noble (yelpovs), Dionysius drew them true to life
(6polovs).”? Evidently these differences do not

dxobovras Bedtiv v Hovyy ioxew, viv adrols Spdor wdv
rodvavriov fvpfaiver

1 Laws vii, 798 D, 76 wept Tovs puvfpods kal waoav movouiv
éore rpdmev  pyprjpara  Leltibvov kol xepbvov  dvBpémww.
Similarly dancing Laws vii. 814 E.

2 Poet. ii. 2. Here Polygnotus is spoken of as a portrayer of
good 76y, in vi. 11 he is a good portrayer of %0y, dyafos 7fo-
ypdepos, as opposed to Zeuxis. Cf. Pol, v. (viil) 5. 1340 a 36,
8¢t pny 1o Iladowves Ocwpeiv Tods véovs, dAra o IloAvyvdrov
kv e Tis &Ados 1OV ypadéwy % Ty dyadparomoidv érTiv
0.
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correspond to purely ethical distinctions. Roughly
we may say that idealistic treatment is exempii-
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,
imply characters of faultless virtue. The sketch
of the ideal tragic hero in ch. xiii. 8—4 itself pre-
cludes such a notion. Another decisive passage
is ch. xv. 8. Defective characters—those, for
instance, who are irascible or indolent (épyiro:
kal pdfvpor)—may be ennobled (émiewrels moueiv)
by poetic treatment. One of the examples given
is the Achilles of Homer, whose leading defect
is a passionate temperament, and who would,
doubtless, be placed among the dpyiros.’ Such a
character, poetically idealised, conforms to the
conditions of goodness (ypnora #64) prescribed in
this chapter. Even without these express indica-
tions we might draw some such inference from
a comparison of the phrase piunois crovdalwy
(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 wapd8erypa okAnpdryros are rightly, I think, bracketed
by him.
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plpmaes paviorépwv pév, ob pévror rarta wacav 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 plunots erovaiwy
would thus imply a restrictive clause, od pévros kard
macav dpety, ‘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.
According 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 distinet 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 of
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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 wéya 7,
or 008y ¢ailoy, O oddév dyevvés mpdrTeww (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 uepeirar amov-
Safovs but is a plunois wpdfews omovdalas. Here
there seems to be a transition to a different sense of
the word emovdaios. 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
wpaks, 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
wpakis of Comedy.® Aristotle passes lightly from
wipetrar omovdalovs to plunaws mwpdfews amovdalas, 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 467) 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 aesthetic theory. In pursuance of this idea,
tragedy wonld have demanded not mere goodness
of character (ypnora #67), but a greatness or
elevation corresponding to the grandeur of the
action.

Before we dismiss the phrase plunois omovdaiwy,

1 Mr. R P. Hardie in Mind, vol. iv. No. 15, argues 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 omovaior 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 plunois orovdaiwy was—in default
of any other—seized on as affording the desired
sanction. The Abbé d’Aubignac in his book Lo
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,
Tpaypdla éoriv rjpwikils TOXys meploracis. . . . Comoedia est
privatae civilisque fortunae sine periculo vitae comprehensio, apud
Graecos ita definita, kwppdla éoriv wTkdy mpaypdrov deiv-
Svvos wepioyrj. . . . Comoedia a tragoedia differt, quod in tragoedia
heroes, duces, reges, in comoedia humiles atque privatae personae.

2 eg. 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
pipnors omovdalwv. ‘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 commeon ;
but it must be so by the quality of the persons
who act. Thus Horace says plainly, ““Res gestae
regumque ducumque.”  This is 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 Thédtre 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
so 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 Apologie
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 instruets 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 katharsis, or purgation, of these® emotions.’

1 Poet. vi. 2, érriv odv Tpaygdia pipnos mpdfews omwovdalas
kal Telelas péyefos éxotoms, fdvouéve Ayy Xwpls ékdory (codd.
éxdoTov) ThV €lddv év Tois poplots, Spvrwy Kail ob 8 drayyelias,
80 éMéov kal PpSfov wepalvovaa THY TGV Towlrwy wabnudrwv
kdfapowy.

2 On Spdvrwv see p. 335, note 2.

3 73v TowodTwy 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 74v Towodrwy over
the demonstrative. The é\eos and ¢p6Bos 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. T&v

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 of tragedy is Imitation. This it has in
common with all the fine arts.

Next, it is differentiated from comedy as being
a plunows wpdfews omovdaias, an imitation of an
action that is neither «qeloia nor ¢adry, neither
ludicrous nor morally trivial. It is concerned with
a serious end, namely ed8apovia,’—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 ecritics, missing the true import

Towitwy wabyudrwv are the emotions of pity and fear which
belong to real life. The use of Todrwy instead of Totovrwy might
have suggested that the feelings were identically the same.

1 Cf. Poet. i. 10, 2 Poet. vi. 9.
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of emovdalas, transfer the meaning which they ought
to have found here to the later words, wuéyefos
éxovans, of the definition. These—as is plain from
Aristotle’s explanation in ch. vil.—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 omwovdaias) 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. 1t would be a curious study to collect
the many 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
embellishment.” 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 katharsis.!
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 xdfapois has been given by
Susemihl and Hicks (Politics of Aristotle) in 2 valuable note, pp.
641-656, ¢ kdfapos 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 Phédrz: ‘Ce que je puis assurer c’est que je n'en ai
point fait ot 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 Pamour 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. (’est 1% proprement le
but que tout homme qui travaille pour le public doit se proposer ;
et c’est ce que les premiers pottes tragiques avajent en vue sur
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each offered different solutions, but all agreed in
assuming the purely ethical intention of the drana.
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 ¢tait une école ol la vertu n’était pas
moins bien enseignée que dans les écoles des philosophes. Aussi
Aristote a 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 pottes.’

1 Published in Nachlese zu Aristoteles Poetik, 1826. His trane-
lation of the definition is worth recording, if only for its errors.
¢ Die Tragodie 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 erzahlungs-
weise von einem Einzelnen ; nach einem Verlauf aber von Mitleid
und Furcht, mit Ausgleichung solcher Leidenschaften ihr Geschiift
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 Zwe: Abhandlungen iber
die Aristotelische Theorte des Drama (Berlin).

3 See infra, p. 247, note.

4 In his paper at the Philological Congress of Bile, 1847,
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Bernays, with equal learning and literary skill,
maintained that katharsis here is a medical meta-
phor,! ¢ purgation,’ 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 ecalled
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 instinets 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 Ver: lung deutscher
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 Plato
Soph. 230 ¢ the medical metaphor is prominent. Refutation
(éAeyxos) is a mode of xdfapois. Before knowledge can be im-
parted internal obstacles must be removed (rd éumodifovra éx-
BaAeiv). In Crat. 405 A doctors and soothsayers both use 7
kdBapois kal o xaBappoi. In Phaedo 69 0 the medical sense of
kdfapos shades off into the religious, the transition being effected

by the mention of xafapuds. In Timaeus 89 B—c the ¢pappa-
kevTiky) kdBapos 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 manly 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, it is 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 Big katexpevov éte év Tais oixelass
Evpopais kal wemewnkds Tod Sakpioal Te kai dwodipaclac
R 8 n 2 ; a 2 o ;
ikav@s kal dmomAnobivar, Ploer Ov Towdrov ofov TolrTwy
émbupeiv, 767 &l Tolro TO VWS TGV wouyTdy wepmAduevov
kai xaipov. Cf 6068, loyiferfac ydp, ofpar, SAiyors 7wl
péreaTwv, 8re dmodatew dvdyky dmd Tdy dAdoTplwy els 70 oixeia.

Z o0 Bl s SN s ey 5 ES
0p(¢av’ra ')’G.P €V €EKELVOLS LG'XUPOV T0 (}\.(EWDV ov P?'SLOV €V TOlS
adrol wdbeat karéxei.

2 Rep. x. 606 D, Tpéder yop Tadra dpdovaa, Séov adypueiv.

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 seeing those passions well imitated.
as in either case the word bears a sense 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 Tapaxs) or k{vyots, then
kdBapais or éxkpuwoes.  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,
Laterary Criticism in the Renatssance (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, xxvii. 54

(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 Agonistes:
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. TFor évfovoia-
opds as a morbid state to be cured by music see Aristides Quin-
tilianus (circa 100 AD.) wept povoikfls ii. p. 157, quoted and
explained in Doring p. 332, cf. p. 261. There the healing process
is denoted by xaracTéAderOai, dmopehirreabar, ékxabaipeaac.
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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 (waidelas &erev). It
differs, again, from those forms of music whose
end is either relaxation (wpds dvdmwavew) or the
higher aesthetic enjoyment (wpds Siaywyir).! 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 uiunois 7is (ie. of the enthusiasm),
which shows that the musical kdfapas is a kind of homoeopathic
cure.

1 Susemihl (Pol., Susemihl and Hicks pp. 638 f.) maintains
that kd@apas is not a distinct end of music, but a means either to
Swaywy’ or dvdmavos, and would alter the text of 1341 b 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. (viil) 7. 1342 a 10, xabwrapévovs Gomep iaTpelas
Tvxévras kai kafdpoews. The Gomep marks the introduction of
the metaphor: latpeia is explained by the more specific term
kdBapos.  kabirracfas is also a verb. prop. in medicine, either of
the patient relapsing into his natural state or of the disease settling
down (cf. Doring p. 328). In the same passage of the Politics
1342 a 14 the medical metaphor is kept up in kovdiferfar
(‘obtain relief’) ped’ #Sovis.

3 Pol. v. (viii) 7. 1342 a 15, polws & kal 7a pédy Td
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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 ecstasy
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 (xivnois)
is employed to calm and counteract an internal.
kafaprikd wapéxe xapav dfAaf Tois dvfpdmors. Susemihl
here accepts Sauppe’s emendation wpaxtikd for kafzprikd (see note
ad loc.). But the text may well stand if we regard 1342 a 11-15
(Tadrd &) TovTo . . . Kovpiferfar ped’ 5Sovis) as parenthetic, and
as alluding not to the musical xd@apais but to the kdfapos of éAeos
and ¢6fos in tragedy. Then the words dpoiws 8¢ kal Td pédn 7a
kaf. mark the return to the musical xdfapots. (Newman, Pol.
vol. iii. 567, retains xafaprikd, making the sense, ¢cathartic
melodies as distinguished from the sacred melodies.”) For the phrase
df3AafBys $Sovy) 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: 7odrwv 8¢ yé wov kevdoavres «al
kabijpavres TV Tol karexopévov Te Iw’ avrhy kal Tedoupévou

Yuxy peyddowt Téleot k.T. A,
2 Laws vii. 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 katharsts,
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 katharsis 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 (dm\és) ; hereafter we will
explain it more clearly (époduer cadéorepor) in our
treatise on Poetry.’? But in the Poetics, as we
have it, the much desired explanation is wanting ;

1 Pol. v. (viii) 7. 1842 a 11, 7ad7d 8) 7obro dvaykaiov
wdoxew kal Tods é\efjuovas kal Tobs Pofyrikods kal Tods SAws
wafyrikols, . . . Kal wdou ylyverbal Tiva kdfapow kal xovpile-
alar pel’ Hoviis. Here Tiva xdbfapow 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 Tév
TowovToy Tabnudrov kdfapaiv, 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
commentators that epic poetry excites precisely the same emotions
as tragedy.

2 Pol. v. (viil.) 7. 1341 b 29.
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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
the definition of tragedy. He limited its reference
to the simple idea of an emotional relief, a pleasur-
able vent for overcharged feeling.! 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 Praelec-
tiones Academicae, and also in a review of Lockhart’s Life of Seott,
which has been republished in Keble’s Occasional Papers and
Reviews. The most important pages of the review are quoted in
Prickard (dristotle on the Art of Poetry), pp. 102 sqq. Dr. Lock
(Biography 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 utterance 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’ Having 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 aesthetic significance 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 writes
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.

1 kévwos in the Hippocratic writings denotes the entire removal
of healthy but surplus humours (r6v oixelwv érav twepBdAdy T¢
wAj0er) ; xdbapois the removal of 7& AvrotvTa and the like,—¢of
qualitatively alien matter’ (rév aAdoTpiwr katd woiéTyTa, Galen).
Thus Galen xvi. 105, kévwois drav dmavres of xvpol Sporipws
keviovras, kdfapais 8 rav of poxBypot kats woibTyra: xvi. 106,
éote pév odv 1) kdbapois Ty Avrotvrwv katd TodTyTA KéVWs:
cf. [Plat.] “Opot 415 b, kdfapois dwdkpigis xepdvov dmd BeA-
Tévov. Plato was familiar with this idea. In Soph. 226 b,
kafappds is the proper name for ‘separation’ of a certain kind,—
Tis katademolons pév 1O Pédtiov Swkpioews, T 8¢ xeipov
dmofaldodons. Cf. Rep. viii. 567 ¢ (of tyrants who make a purge
of all the best elements in the state), kaAdv ye, édy, kabapudv.
Nai, fv &8 éyd, Tdov dvavriovi) o latpol Td odpatas of puév yip o
XelpioTov dpatpotvres Aeimovar 76 BédTioTov, & 8¢ Tovvavriov.

xafaipev admits of a double construction. It takes—

(i) An accusative of the disturbing element which is expelled

or purged away: e.g. TO wepitTwpa, Td Avirodvra, TG
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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

dAXétpia. 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 avBpuwmoy, TO ohpa, Ty Yuxiy, Td
mafijpara. 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
kdBapos :—

(i) kdBapois TV AvrotvTwy, ToD TEpLTTdpATOS, TGV dANoTplwy
and the like. To this class belongs the expression in Plato
Phaedo 89 ¢, kdbapois THy TowlTwy wdvTwy (s¢. TOV
18ov&v), ¢ 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 F, 76v wabfbv Tovrov woroVpevos els Tods
éxBpovs dmoxabddpaes, ‘ expending (or discharging) these
feelings upon his enemies’ (in order to rid himself from
them).

(i) kdfapas (‘ purgation of’) Tod dvfpdmov, Tod aduaros, TV
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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 katharsts implies, as we have seen,
the expulsion of a painful and disquieting element,
—a Mmobvra. Now pity and fear in their relation
to real life are by Aristotle reckoned among 7a
Azvmotvra. Each of them is, according to the

rafnpdrov, 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 kdfapais 7@y Towotrwy Tabpudrwy 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 certain
pain or Admy, which again arises from the selfishness which clings
to these emotions in actual life.

The interpretation of Bernays, ¢ the alleviating discharge of these
emotions,” implies that the genitive falls under (i.). According to
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 kafaipewv is already
foreshadowed in Homer, who employs a double accusative, of the
thing and of the person : Iliad xvi. 667—

el & dye viv, pike Poife, xehawepés aipa kdbnpov
e\Bov éx Beréwv Zaprndiva.
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definition in the Rhetoric, a form of pain (Amy 7us).
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
is “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 ourselves 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, éoto &) $éfos
Moy mis 4 rapaxi) ék ¢avracias péddovros kakod @baprikod
% Avrypod.

2 Ib. ii. 8, 1385 b 13, &rrw &y éheos Aimy Tis éml Pawvopéve
kak@ Plopricg ral Avirmpe Tod dvafiov Tvyxdvew, & kv adTds
mpoadorijoeey dv wabeiv 4 Tdv adTod Twd, kai TobTo STav wAyoioy
patvyras.  Cf. 1386 a 28, émel & éyyds pawdueva 7o wdby éheerd
éoriv, T4 88 puplooTdv éros yerdpeva 1) éodpeva oire EAmifovres
odTe pepvnpuévor i) SAws ovk éleolaiy 1) ov) Spolws, kTN, Stress
is laid on the object of pity being dvdfios, e.g. in 1386 b 5-16,
Poet. xiii. 2 (infra, p. 259, note).

8 Ib. ii. 8. 1386 a 17, éXeolot & Tols Te yvwpipovs, dv )
apédpa é‘yy?)s dow olkebryTi mepl 8¢ Tobrovs Gomep mepl atrovs
péXdovras éxovaev.

4 Ib, ii. 8. 1386 a 27, doa ép abrdv ¢oPodvrar, Tadra ér’
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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 instinct of
compassion, the unselfish sympathy with others’

d@AAwv yuyvépeva éleototy. ii. 5. 1382 b 26, vs & dwrAds elmeiy,
Pofepd éoTiv Soa i érépwv yryvépeva 7 péAdovra éleewd
éoTur.

1 Rhet. ii. 8. 1385 b 19, 8id ovre oi mwavredds dmoAwldTes
éXeodaiv: oddev yap dv ére mafeiv olovrai, wemdvBact ydp-
otre oi Umepevdarpovelv oidpevor, dAXN UBpifovow. 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.

5
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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’ (¢ dvdfiwos); 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
is 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 éleos of the young and the self-
regarding éleos of the old: ii. 12. 1389 b 8, the young are
eheprikol & 1O wdvras xpnoTovs kal Lelriovs drodapBdvew

. Gore dvdfia mwdoxew vmolapBdvovow adrovs. il 13.
1390 a 19, éleyTikol 8¢ kal oi yépovrés elow, AAX ob &b TaTd
Tois véoist oi piv yap 86 Ppthavbpuriav, oi 8¢ & dobévewav-
wdvra yap olovrar éyyds elvar atrols wabeiv. For a similar dis-
interested compassion compare the striking lines of Euripides,
Electra 294-5:—

éveare 8 olkTos dpabig pév ovdapod
copoios & dvdpov.
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is the sympathetic shudder we feel for a hero whose
character in its essentials resembles our own.!

1 Poet. xiil. 2, . . . obre éXeov olire pdfBov, 6 pév yop mepl TOV
dvagidy éoTw Svoruxoivra, 6 8¢ mepi Tdv Spotov, édeos pév Tept
70y dvdtiov, pofos 8¢ wept Tov Spotov. I mow take this passage
in its obvious grammatical sense, ‘we feel pity for 7ov dvdfiov
(cf. quotations from Rhetoric, p. 256 note 2); we feel fear for 7dv
8potor.! 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 $6fos of tragedy is not, like the p6Sos of the Rhetoric
and of real life, a fear for ourselves. But the fact that fear is
inspired by the sufferings of 6 Gpotos indicates that even tragic fear
isin the last analysis traced back psychologically to a self-regarding
instinct. The awakening of fear as distinet from ere pity depends
on the close identification of the hero and ourselves.

In Ed. 2 I inclined to the view that the $dfos of tragedy, like
the ¢dfos of real life, is primarily fear for ourselves. On that
assumption mwepd must bear a different sense in the two clauses: ‘we
feel pity for 7ov dvdfiov: we feel fear in connexion with Tov Spotow,’
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 ds péAdov % os
Y(VOV(;S.

(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
(3 Ekeov 7) péBov): xiv. 3 (wola oDy Sewd %) wola oixTpd daiverar;)?
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The tragic sufferer is a man like ourselves
(8mocos) ;' 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.* Iis 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 mepl Tdv dvdfiov, fear wepl 7oV
Spotov.  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
Spotos if we are to feel for him under impending calamity ?

1 In Poet. xiii. 2 (see last note) ¢p6Bos is wepl Tov Spotov, while
é\eos is wepl 7OV dvdfiov. In Rhet, ii. 8. 1386 a 24, Tods Guolovs
éleobow kata fAuxlav, kard 6y, kara éfes, katd dfidpaTa, KaTd
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
from 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

I Corneille (Discours ii. De la Tragédie) argues from the
absence of any such dread that the Oedipus Tyrannus 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¢t yap xal &vev Tob 6pdv otTw cuverTdral TOV
pdbov, dore TOV drolovra Td wpdypata yuwdpeva kal ppirTew
S R B o , o P s ',
kal éAeeiv ék 7Gv oupfawdvrov: drep dv wdbor Tis drotwr TOV

7ot Oidimov pbdfov. Cf. Plat. Rep. iii. 387 ¢, doa . . . Pppitrew
&) mowel . . . Tods drovovras (of epic stories).

2 Cf. Plat. Rep. x. 605D, évddvres spds adrods émdpeda fup-
wdoXoVTeS.

3 Cf. Rhet. ii. 5. 1383 a 8, dote Jei TowoVTovs Twapackevdiew,

Srav § PBéitiov 70 Ppofeicbar adrols, 6T TowobTol €iviy olo
- s , a
wabev: xal yap dAAo peifovs émralbov.

4 This fact as the result of scenic representation is noted by
Aristotle with regard to éleos, Rhef. ii. 8. 1386 a 31, dvdyxy
To¥s ovvamepyafopévovs oxiipact kai puvais kai éobijo (aiobijoe

. v @ A , s , P ST \
A% kal Glws év imokpiger éleevorépous elvarc €yyls yap
wowotvor paiverfar TO kakdv wpd OSupdTov TowolvTes, i s
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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 see 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

péAdov 7 s yeyovds. (For Tods avvam. oxip. cf. Poet. xvii. 1.)
It may be remarked that there is no allusion in the Rhetoric to
¢60s as awakened in the drama.

1 eg. Schiller in his essay On Trogic 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—npity
predominates over fear. In the eighteenth century fear was
almost entirely eliminated.

2 Corneille, Discours ii. De lo Tragédie. He thinks he is
supported by Aristotle in this view. ¢Il suffit selon lui (Aristote)
de P'un 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. e would probably go farther and say
that an inferior tragedy may excite one only of the
two emotions generally called tragic.® But the full
tragic effect requires the union of the two, nor can

1 eg. 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,
7{ & el Zopoket ol mporedBiv kai Edpurily Tis Aéyor, ds
ériorarar mepl opukpol mpdyparos pioes mappikess mowey kai
mwepl peyddov wdvy opikpds, Stav Te BodAyrar olkrpds, kal
Tobvartiov ol pofepis kal dmedyrikds kT A Ion 535 E,
kabop® yap ékdorore adrovs dvwbev dmo Tob Bipatos kafovrds
7e kat dewdv éufAémovras kal aguvbopBoivras Tois Aeyopévors.
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 7a ¢pofBepd. 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
dvayvdpuois combined with mepiréreia rather than to the total
impression of the tragedy: % ydp Tota¥ry dvayvdpiuris kal
wepuréresa 1) édeov e ) Pdfov, olwy wpdfewv % Tpayedia
pipnais vwékerrar.  Again in xiil. 2 we read, od yap ¢ofSepdv
ovde éMeevov TobTo: oilre yip PpthdvOpwmov olre éeevdv odre
Pofepdy éaTi: ovre éleov ovre PpSBov (éxor dv): ovTe édecwov
ovre pofepov éorar 76 ovpBaivov: ie. 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 discharged 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’ (4 Tpaypdla cupperplay
Oéher Exew Tob $6Bov). DPity, 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
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.

2 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.

3 Rhet. ii. 8. 1386 a 21, 70 yap Sewdv érepov Tob éleewod wal
éxkpovoTikdy Tob éAéov, added as a comment on the story told in
Herod. iii. 14. Cf. ii. 8. 1385 b 33, o0 yap éAcotow oi ékmemAyy-
pévor 8id 76 elvar mpods T oikely wdbe. King Lear, Act v. Sc. 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. Ie 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-
self.  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 wapa v
86fav with & aAdyna.

2 Cf. Plut. Symp. Qu. iii. 8 (in reference to the musical katharsis),
damep 1) Opyepdia kal 6 émiriSeos adAds év dpxy wdfos kivel kal
Sdrpvov éxPBdAler, wpodywy 8¢ Tiv Yuxyv eis olkTov o¥Tw kaTd
l‘-LKpbv ééachi Kuz ﬂ’.vaAfﬂ'KeL Tb A.'UWT?TLKO’V—& P&ssage
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 (uiyfeioar)
or impure (drdfapros) 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
i8 not what Aristotle meant, it is at least the

1 See pp. 245-6.

2 Phil. 50 B, pyvie. 85 viv 6 ASyos npiv év Opijvois Te xal év
Tpaypdiats, piy Tois Spdpact pdvov dAAd Ty Tod Blov fupmdoy
Tpayedie kai kwpSig, Abmas wdovals dpa kepdvvvobay, kal év

dAows 8) pvplois. Cf 484, 7ds ye Tpayixds Oewpijoets, Srav
dpa xaipovres kAdwot
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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. Tt
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
cxercise 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
it 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 greatness in 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-centred
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. (viil) 7. 1342 a 5-T7.






CHAPTER VII
THE DRAMATIC UNITIES

¢Uniry 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
Aclallerd 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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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
dmeipoy, the region of the undefined, the indeter-
minate, the accidental. By means of unity the
plot becomes individual and also intelligible. The
greater the unity, 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 (6xov) in which it
is manifested is complete (Térecor) in its parts, the

1 For the meaning of wpafes, ‘action,’ see pp. 123 and 334 sqq.

2 In Prob, xviii. 9. 917 b 8 sqq., the pleasure derived from a
Unity is ultimately resolved into the fact that it is yvwpepdrepor :
8t 7{ wore Thv ioTopiby Tdov drovopey TGV epi & cuverTYKULIY
7 T6v wept wOANG mpaypaTevopévoy; 1 SidTe Tols yrwpipwTépors
pGANov mpooéxoper kal fdoy abrdy drotoper: yropuudTepov 3
ot 7> dpuwrpévov Tob doploTov. TO pév odv & dpwrtar, Ta 8¢
woAAG T0D dmelpov peréxet.

8 Poet. ch, vii. (0 SAov), ch. viii, (7 &) : supra pp. 186 sqq.

4 In the definition of tragedy (Poet. vi. 2) we have Telelas
Tpdfews, in vil. 2 Tekelas xkal SAns wpdfews. So in xxiii. 1 epic
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parts themselves being arranged in a fixed order
(rdfis),! 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 is frequently
affirmed by Aristotle. As a Dbiological law it
applies to the healthy life and growth of all
organic structures.* It is also an artistic law,

poetry is wepl piav wpdfw GAnv kal rehelav. A perfect Glov is
necessarily 7é\ewov. In Phys. iii. 6. 207 a 7 sqq. SAov and TéAeiov
are opposed to dmeypor, and the two words declared to be almost
equivalent in meaning: dwetpov piv odv éoriv o katd moTdv
XapfBdvovew del Ti Aafelv doTw o, ol & pydiv éfw, Todr
éort Téhewov kal Ghove odtw ydp opuldpeba O SAov, ob unbev
dmertw, olov dvfpwmov Slov 7 kyBwrdv: ib. 13, SAov 8¢ kal
Tédetov 7} TO adTd wdpmay 1§ olveyyvs v plow éoriv. Plato,
Parm. 157 D, évds Twos, 6 kadoduev Sdov, éf amdvrov & Téletov
yeyovds, TolTov pdpiov dv TS pdpiov el

1 Cf. Plat. Gorg. 503 E, (every craftsman and artist) els rdfw
Twa kaoros ékaoTov Tibpow & &v T8y, kal wporavayrdle 7O
Erepov T érépyp mpémov Te elvar kal dppbrTey, Ews dv 7O dmav
oloTyrar Teraypévov Te Kal kekoTpnuévoy mpdypa.

2 Poet. viil. 4, peratifepévov Twds pépovs %) darpovuévov Sua-
pépeafar (1 Suapopeicfar or Sapbeiperfar) kal kweirbor 76 EAov.

8 De Anim. ii. 4. 416 a 16, Tov 8 Ppioel cvvioTapévoy TavTOY
loTi wépas kal Adyos peyéfovs Te kal avfioews: 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 Poetics. 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 by the mind, and
incurs the risk attaching to any wohvuepys mpatis, 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. He rejects as inartistic any reference to the
outward and accidental conditions of stage repre-
sentation.* He falls back on the law of beauty as

il. 6. 745 a 5, &t ydp T waow Tols (Pois wépas Tov peyébovs.
The same principle applies to a méAes, Pol. iv. (vil.) 4. 1326 a 35,
dAN’ dom o kal woheor peyéfovs pétpov, domep kal TéV EAAwY
wavrwy, {$ov ¢urdy dpydvwy,  Pol. viii. (v.) 3. 1302 b 34, domep
odpa ik pepdv alykerar kai 8¢t avfdverfar dviloyov, iva pévy
quppetpla, . . . obTw kal woAis kTN

1 Poet. vii. 4, érv 8 émel 5 kaAdv kal {gov xal dwav mplypa 8
aquvéaryrey &k TwdY ob povov Tadtra Teraypéva St Exey dANS kal
péyebos dmdpyew ps) 75 Tuxdv k. Cf ib. 7, del pév 6 peilwy
(sc. pbbos) péxpe Tob tvdyros elvar kaliwy éori katd T péyebos.
Pol. iv. (vii,) 4. 1326 a 34, 8 kal wéAw fs perd peyéfovs 6 AexOeis
8pos vmrdpyxet, TatTyy elvar kaAMioTyy dvaykaiov.

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

8 Poet. xxiii. 3. .

4 Poet. vii. 6, Tob wikovs Spos <6> piv mpds Tovs dydvas kal
v alobnow od tijs Téxvns éoriv.
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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
amiy mpafis, where the action proceeds on a simple
and undeviating course from start to finish; and
of the memheyuévn mpafis—preferred by Aristotle
as intensifying the tragic emotions—where the
catastrophe is worked out by the surprises of
Recognition (dvayvépios) and Reversal of the Situ-
ation (mepiméreia);® these surprises, however, being
themselves woven into the tissue of the plot,* and

1 With edpmudvevrov (ch. vii. 5) as a limit of péyefos in
the tragic pbfos cf. xxiii. 3, edoivorros, and xxiv. 3, Slvacbar
yap 8t gvvopacfar v dpxnv kal 7O Tédos in regard to epic
poetry.

2 Poet. Vil 7, bs 8¢ dwAds Sroploavras eimeiv, év Sop peyéfe
kata TO €lxds 9 10 dvaykalov épefis yryvopivwy agupfaive eis
ebrvyiav ék Svortvyias 9 éf ebrvyias els SvoTvyiav perafdAdew,
ikavds 8pos érTiv Tov peyéfouvs.

3 Poet. x. 1-2. For mwepurérea see xi. 1 and infra, pp. 329-31.

4 Ib. x. 3, Tabra 8¢ Sei yweabar éf adrijs Tis TvoTdoews Tob
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discovered in the light of the event to be the
inevitable, though unexpected, consequences of all
that has preceded.' The Adous, 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 is
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,
pilov, . . . Suapéper yap moAd TO ylyverfar Tdde Sid TdSe
perd. Tdde.

1 Poet. ix. 11.

2 Poet. xv. 7, pavepdv odv Ot kal Tas Adoes Tév pibov &
avrod 8ei Tod pvbov oupBaivev k.r.A. Cf the censure passed
ch. xvi. 4 on the mode in which Orestes is discovered by
Iphigenia in Eur. I. T, éxeivos 8¢ aitds Aéyee d Bodlerar &
woTis dAX ovy & puibos.

8 Lessing, Hamb. Dram., Trans. (Bohn) p. 238.
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but after which something naturally is or comes
to be. 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 difficulties have been felt with respect to
these definitions, How, it is said, can a begin-
ning be causally 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

L Poet. vii. 3, 8hov 8 éorw 7O &xov dpxyv kal péogov kal

a

Tedevrijy. dpxn 8 éoTwv & adrd pév py ¢ dvdykns per’ dAdo
s, ST , R ) Aevrd 82
éativ, per éxeivo 8 érepov wépukev elvar 4 yiverOars Tedevry &
s P >y , R e SR
Tovvavriov 8 alrd per’ aAdo wépukey elvar 7 éf dvdykys 1) @s émi
70 oAV, uerd 8¢ TolTo dAAo 0Udéve péoov 88 & kal avTé per’ dAAo
kal per éxeivo érepov. Cf. Plat. Parm. 145 A, 7{ 8¢; SAov év otk
) N a s [ N , e 7 R »
dpxnv &v éxou kal péoov kai Tehevmiv; 1) oidy Té T SAov elvac
avev Tpudy TobTwy ; 80 153 C.  Sophist 244 E, €l Tolvvy dAov éoTiv,
. TowoDTdY ye By TO oy péoov Te kai éryata éxet, TavTa 88 Exov
wdoa. dvdyky uépy éxew. The opposite holds good of 7d dmetpov :
Phileb. 31 B, 7ovy) 8 dmepds Te adTy kal Tod e dpxny pjre
péoa pufre TéXos v adT@ A éavrod ExovTos . . . yévous.
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to its origin, or follow the chain of cause and effect
ad infinitum.!  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 prescribed ; but the causal chain
must not be indefinitely extended outwards.

The definition of the ‘middle’ as ‘that which
follows something as some other 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£ dvdyxys in the definition of dpy} against the
proposed transposition é§ dvdyxns p#f. The latter reading, ¢that
which necessarily does not follow something else, would, as he
says, describe the absolute beginning, the mplrov kivodv, 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 ‘beginning’ 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
cither with the beginning or the end. We have
here an emphatic condemnation of that kind of
'plot which Aristotle calls ¢ epeisodic’ (émeioodiddns),
where the scenes follow one another without the
inward connexion of the elkéds or dvayrkaior.! 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 (Mows) of
the tragic plot. The Complication is that group

1 Poet. 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 & & wfev,>—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, & pév éfwbev kai évia TGy éowbev modddkis 4
8éois, 70 8¢ Aourdv % Adois (where, however, Ueberweg’s trans-
position, t& pév éfwley moAddkis kal &via Tov dorwfev 5 Séos, if
not absolutely necessary, gives the more natural order of the words).

2 Cf. Dryden, Essay of Dramatic Poesy, ‘ The Ancients . . . set
the audience, 8s it were, at the post where the race is to be con-
cluded ; and, saving them the tedious expectation of secing 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, cboracis (or ocitvbesis) Tav
wpaypdrov, 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 — 76 7éhos 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 contribute 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.

8 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.
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morally more inevitable—than in a story where
the external facts and events have an independent
value of theirown. 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 mowiria,? 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 moAdpvlos:® 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, érewoodiows ofs SakapBdve (cf. Lat. ¢ distinguit’)
Ty wolnow. xxiv. 4, 7O peraBdAdew Tov dxodovra kal érerodioty
dvopolots émeioodlors.

2 Poet. xxiii. 3.

3 Poet. xviii. 4, xpy 0¢ Gmep elpyrar woAldris pepvioOar kal

) worely émomoukdy avoTnpa Tpoyediay. émomoiukdy 8¢ Aéyw TO
moAdpvboy k1A
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mouth of messengers or by similar means, place
before us other than successive events. The epie,
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
is 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, éxec 8¢ . . . woAY T¢ %) émomwoila Biov &id TO
& pdv ) Tpaypdlp py évdéxerlor dpa wpartépeva mwoddd pépn
ppeicfar dANG T éml Tiis oknvijs kal Tév dmokpirdv pépos povov
v 8¢ 1y émomauly 8ud 10 Sujynow elvar &t TOANG pépy dpa worely
wepotvipeva.
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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 shouli
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 Poetics.

1 Odyss. xi. 373-6.
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It may be interesting here to cast a rapid
glance over the history of this famous literary
superstition.

The doctrine of the ¢ Unity of Time,’ or as it
was sometimes called the ¢ Unity of the Day, rests
on one passage in the Poetics,® and one only.

! For the early history of this doctrine see Breitinger, Les
Unitds & Aristote avant le Cid de Corneille (Gendve, 1879) ; and for
its history in France, Ad. Ebert, Entwickelungsgeschichte der
Jranzisische Tragidie, vornehmlich vm 16. Jahrhundert (Gotha, 1856).

2 Poet. v. 4, éru 8¢ 7 pijker, <émel> ) pev (sc. 1 Tpayepdia) Tu
polorra wepdrar vmd plav meplodov fAlov elvar ) pikpdy éfal-
Adrrew, 1 8¢ émomoiia dépioTos TG Xpove, kai TovTy Sadéper:
kaiTol 70 wp@Tov Spolws év Tais Tpuypdiats TolTo émolovy Kkail év
Tols émeaiy,

Teichmiiller (Arist. Forsch. pp. 206 fl.) attempts to show not
only that ufjkos here is the external length of the poem, but also
that xpdvos is the actual time taken in recitation (or representation),
ag distinct from the ideal or imaginary time over which the action
extends. He seems to prove his case with respect to pijkos, which
invariably in the Poetics means external length. But his view of
Xpovos is open apparently to fatal objections, the chief of which
are these :—(1) plav wepioSov 2jAiov can hardly express the day of
twelve hours, The word wepiodos 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 piav 7uépav, seems expressly designed to indicate
that the day of twenty-four hours—iuépa together with vig—is
meant. (2) As has been shown by Ribbeck, Rhein. Mus. 24, p. 135,
the parenthetical remark, 76 mp@rov Spolws év Tais Tpayediais
TovTO émolovy kal év Tois émeaw, tells strongly against Teichmiiller.
The reference must be to the imaginary time of the action ¢n the
play itself. (3) Tpaypdia throughout the Poetics is used for tragedy
as a distinct species of poetry, or for a particular tragedy,~—never
for the tragic performance including a tetralogy. (4) pdAwre
mepdras loses almost all point if the xpdvos is external time, and

v
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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 Umd plav . . . elvar 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. pijkos 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. But 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 between the fire-signals
announcing the fall of Troy, and the return of
Agamemnon, at any rate the conditions of time
are 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 Agamemnon 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 as a third Unity
dates from Castelvetro’s first edition of the Poetics in 1570 : see an
article by H. Breitinger in Revue Critiqgue 1879, ii. pp. 478-80.
In the same article two other points are noted : (1) that Castelvetro
adopts the theory put forward in the Poetsk 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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There 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 if 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.’
1 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 lyries suspend
the outward action of the play, and carry us still
farther away from the world of reality. What
happens in the interval cannot be measured by
any ordinary reckoning ; it is much or little as the
needs of the piece 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 loosely with the Greek. wewpdrar 1 Tpaypéia,
says Aristotle. Corneille and d’Aubignac translate
meparar by doit, 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 plav mepioSov
#Mlov, “a single revolution of the sun’?' Is it the
day of twenty-four hours or the day of twelve
hours? The Italian ecrities 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 Trots 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
1705).

2 Cf. d’Aubignac’s translation of 7 pukpdv éfadrdrrewy, ‘ou de
changer un peu ce temps,’ ie. to change from day to night or from
night to day.

3 Dacier on Poetics, ch. vii. note 14.

4 Dacier on Poetics, ch. vii. note 18. Here the dvaykafov of
Aristotle becomes the exact equivalence of the time of the action
with the time of the representation: the eikds 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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dvarykaiov 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. Johnson, Preface to
Shakspeare.

2 With regard to Unity of Place Corneille says: ¢Cela
aiderait & tromper l'auditeur, qui ne voyant rien qui lui marquét
la diversité des lieux, ne s'en apercevrait pas, & moins d’une
reflexion malicieuse et critique, dont il y en a pen qui soient
capables’ (Dise. ii.).

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 cxchanged 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.’



298 POETRY AND FINE ART

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 narrating 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 Moliere’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 elsewhere, 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 Poetics.
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

Wire 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 (wapév éorw). 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 (t0 ¢pdvOpomor)? is unsatisfied. The
impression left by such a spectacle is, indeed, the

1 The émewxsfs of Poet. xiii. 2 is from the context to be identified
with 6 dpery Siagpépwv kai Sikarooivy of § 3.

2 Vahlen here (ch. xiii. 2) takes 70 ¢ptAdvfpwroy in its ordinary
sense, as human sympathy with suffering, even if the suffering be
deserved and the sympathy, therefore, fall short of éAeos, 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 ¢uAdvfpwmov. It appears to
denote that which gratifies the moral sense, which produces a
feeling of satisfied justice. So it is taken by Zeller, Susemihl 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 Rhet. ii 9.
1386 b 26 sympathy with unmerited suffering—namely, é\eos—
has as its other side the semse of satisfaction over merited mis-
fortune—what is here called 70 ¢peAdvfpumov. 6 pév yap Avmot-
pevos &l 7ols dvafins xaxompayoiow nobioerar j) GAvros értar
&ri 1ol évavrins kaxompayoloiw+ olov Tovs warpadolas kal
puaspdvovs, Stav TUxwoL Tywplas, ovdels dv Avimbely xpnords
8¢l yap xaipew émi Tols Towvros. Dr. Lock has given me an
interesting illustration of ¢iAdvfpomor in the meaning here
assigned to it from the Book of Wisdom i 6, ¢irdvfpuwmov yip
wvedpa gopia xal ovk dhwdoe TOv BAdadnuov.

With ¢irdvfpwmov, ¢satisfying 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\eos, ‘pity’: it is that which
the Greeks denoted by véueass, the righteous anger
or moral indignation excited by undeserved good
fortune.! Again, there is the overthrow of the
utter villain (6 o¢dSpa movypés),—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.” Ile 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, dvrikeirar 8 7 éeciv pdlwra pév 6
a 5 R o -~ e

kahoBot veperdve T¢ yip Avmeiofar éml Tals dvafias kaxo-
wpaylats dvTikelpevéy éori Tpémoy Twd kol dwd ToD atTod %bovs
10 MvmeioBar émi Tals dvaiows ebmpaylas.

2 Poet. xiil 4, BeAriovos paidov 4} xeipovos.

3 Poet. xiil. 3, wire Sid kaxiav kol poxOfplav perofdAlay els
\ 4 anas sk . ol 2o K ’
v Svorvyiay dANG 8 dpapriay Tivd.  xiil. 4, pn Sud poxOyplav
Mas mp 4 ” 2
dAAG 8F dpapriav peydAny,
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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 generally passes
as the best.? The effect is that of 70 ¢Advfpwmor

1 Poet. xiii. 7, Sevrépa 8 7) mpdty Aeyopévn dwd Twdv éoTw
[oYoraces] 5 Surdijy Te Ty gloracw éxovoa, kdbamep 1) *O8bo-
aea, kal Tehevrdoa é¢ évavrias Tols BeArioot ral yelpooiv.

2 Poet. xiii. 7, Sokel 8¢ elvar wpdy Sud Ty TV GedTpwy dobé-
vewav. 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 fearal 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 aundience 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 T undertook to revise them as an editor.”
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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 Gooethe 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, is pronounced to be ‘still the most tragic
of poets.’? The saying must be read along with

! Poet. xiil. 8. Cf. Schol. on Eurip. Orest. p. 347 (Dind.), %
katdAnbis s Tpaywdias 7 els Opiwov 4 els wdfos kaTadles, % 8¢
s koppdias eis owovdas kai Sadlayds, 80ev Spdtar T6de TO
Spapa xopy karalijfe xpyodpevoy + Saldayal ydp mpds Mevé-
Aaov kai *Opéoryv. Arg. to Alcest. p. 87. 9 (Dind.), 78 8¢ Spaud
érTi caTvpikdTepor, 8Tu els xapav xal fdoviy kaTaoTpédper * Tapd.
Tols Tpaywols éxBdAAetar bs dvoikeia Ts Tpayikils moujrews 8
7e ‘Opéans kal 1§ "Adknaris &s éx aupdopds pév dpxdpeva, els
ebdaipoviav 8¢ kol xapdv Mjfavra. éoTi 8¢ pudAdov kwpdias
éxdpeva. Cf. Dante, Epist. x. 10.

2 Poet. xiil. 6, 6 Edpiridys el xal 7a dAAa p) € olxovoper,
dAMG TpaywkdraTds ye TOv mouyTdV aiverar. The praise is
here further limited by the previous remark that the effectiveness
of such tragedies depends partly on stage representation: émi ydp
TOV crYGY Kol TOV dydvey TpaykdTatar ai Towdrar dalvovrar,
av katopBuwbio.

The ¢ powerful tragic effect ’ on the stage (rpayidraTar paivor-
Ta, TpayikdTaTds ye daiverar)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 Tpayukds in a somewhat restricted sense
in the two other passages where it occurs in the Poetics,—xiv. 7,
T8 1€ yap puapdv Exey, kai ol Tpaywkdy dmafés ydp (where Tpa-
ywév implies tragic disaster), and xviii. 5 (applied to Agathon),
Tpaywkdy yap TobTo kai pikdvbpomov. 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 is
direct]y 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 émewds 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 sense dwdfios, an innocent
sufferer? In reply it has been sometimes said that
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

passage is very remarkable in connexion with ¢eAdvfpwmov. 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 7paywkdy 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, 8. ¢
wapakaradoyy év Tals gdals Tpaywudy ; where mabyrikdy in the
next line is used as an equivalent. In Plato, Rep. x. 602 B, To?s Te
Tiis Tpaywils woujoews drropévovs év iapfBelos kal év émea, the
word includes the sad narratives of epic poetry as well as of tragedy.
1 Poet. xiii. 6, 80 kaf k.T.\
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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 pity.’! But the mention here
of 70 papdv 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
human 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

1 Rhet. ii. 8. 1386 a 21, quoted supra, p. 265.
2 Lessing, Hamb, Dram. 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 émieurfs, ‘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. DBut 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,
self-effacing tendency, is apt to be immobile and
uncombative. In refusing to strike back it brings

1 Soph. Aut. 74, oia wavovpyliras’.
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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 pure 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 lo Tragédie) objects to banishing
martyrs from the stage, and adduces his own Polyeucte in support
of his view—a very doubtful example.
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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, is 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).



THE IDEAL TRAGIC HERO 313

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 it
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 IIL
is on a different level from that of Jago. In
Tago 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. 251 (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 moral depravity is forbidden.
The Menelaus of Euripides is twice cited as an
example of character ¢ gratuitously 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 protagonist of tragedy,
as sketched in this chapter. He is composed of
mixed elements, by no means supremely good, but
a man ‘like ourselves’ (5uocos). The expression, if

1 Poet. xv. 1-2, 8. 2 Poet. xv. 5, 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 heightened 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
enlist 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
dpapria by usage admits of various shades of mean-
ing. As a synonym of dudpryua and as applied to
a single act,? it denotes an error due to inadequate

1 See p. 233,
2 e.g. Aesch. Prom. 8, ToLGadé Tot
dpaprias opé dei Beois Sotvar Sikyv,
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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 dpapria is also more laxly
applied to an error due to unavoidable ignorance,
for which the more proper term is ériynua, mis-
fortune.’® 1In 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.

Distinet from this, but still limited in its refer-
ence to a single act, is the moral duapria proper,
a fault or error where the act is conscious and

1 Eth. Nic. v. 8. 1135 b 16, drav pdv odv Tapaldyws 1 BAdSn
vévyray, drixqua Srav 8 pn wapaddyws, dvev 8¢ kaxias, dpdpTpa
(dpoprdve. pév yap Stav 3 dpx7) év adrg f Tis airias, drvxel &
drav &fwbev)- Srav 8¢ eidos pév piy mpofovAeloas &, dixnpua.
Cf. Rhet. 1. 13. 1374 b 6.

2 Eth. Nie. iii. 2. 1110 b 33, 5 ka8’ ékaora (Gyvoa), év ols
Kkal wept G ) wpifist év TobTors yap kal Eeos kal quyyvdpn: 6
yap roltwv T¢ dyvody droveiws mwpdrrer, il 1. 1109 b 31, é&ri
8¢ Tols dkovaiows ovyyvduys (ywopévys).

3 In Eth. Nie. v. 8. 1135 b 12 7a per dyvoias dpapripata
include (a) & dyvodv Tis wpdrTer=dpapripara proper, (b) & &
Gyvoudy Tis TPATTEL = GTUXHAT
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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 Aristotelian.?- 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 moreover which describe not an isolated act,?
but a more permanent state.

! In Eth. Nic. v. 8. 1135 b 22 such an act is called an adikqua,
but the agent is not 4dwkos: Tadra yap BAdrrovres xal duaprd-
vovtes ddikobot pé, kal ddujpard érTev, ob pévror mw ddikor Sid
TabTa 0v8¢ wovmpol, . . . 8 kaAds T& éx Bupod olk ék wpovolas
kpiverar. But in Eth. Nic. iii. 1. 1110 b 6 the man who acts in
anger or drunkenness acts dyvodv or odx eidws, though not &
dyvoway : the acts, therefore, are dpaprijpara.

2 Thus dpapria is opposed to xaxia: Eth. Nie. vii. 4. 1148
a 2, 7 pdv yap drpacia Yéyerar oy Gs dpaprio pdvov dAAG kai
bs xaxla Tis 7 dwAGs odoa 7 kard Ti pépos. But dpapria is
sometimes used loosely as a euphemistic phrase for the vicious state
of the &8ukoc who act from % xaféAov dyvoa or 7 év Ty mpoarpéce
dyvowa: Eth. Nic. iii. 1. 1110 b 29, 8i& mjv towavryy dpapriay
adikor kal 6Aws kakol yivovrar,

3 Poet. xiil. 3, 6 pijre dper]) Suapépov xal Sikaroadvy, pire did
kaiav kal poxOnpiav peraBdidov els Ty Svorvxiov: xiii. 4, py
Sia poxbnplav dANG & dpapriav peydAyv. 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 Oedipus
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 dpapria, duaprdvw 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
sometimes 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

érel kol airdy ¥’ odk dv éfelpois éuol
dpaprias Svedos ovdéy, dvl Srov
748 els éuavrov Tods éuols & judpravor.
The first dpopria is a conscious sin which might have brought

on him involuntary guilt as a divinely sent expiation.
Y
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forward to his ruin. Othello in the modern drama,
Oedipus 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 Macheth.
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 erime. 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
apaptia bears the weight of the tragic result.
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Aristotle’s theory of the tragic character has
suggested two divergent lines of ecriticism. On
the one hand it is urged, that the rule &’ 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
is 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 so
limited, a collision of forces such as is essential
to the drama 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 fixed
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 drama |
is chiefly, though by no means exclusively, the |
representation of a conflict thus unwittingly begun, ‘»
however much purpose may be involved in its |
later stages. The spectacle of a man struggling !
with his fate affords ample scope for the display
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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,
the divided will,—dramatic motives rarely found
in the older Greek tragedians, but which with
Euripides entered into the domain of the drama
and thenceforth held an assured place. The
objection, therefore, to this extent appears to be
invalid. At the same time, as already 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 Poetics. 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 Poetics and the words of Holy Writ. He
brushes the objection aside with a simple reductio
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 hasleft 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 difficulties.  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 are connected with a certain grandeur of

! Dacier on Poetics, ch. xiii. note 1, Trans.
2 Corneille, Discours i. Du Poéme Dramatique.
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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 itsclf this criticism is on the right track;
but not as an explanation of the Aristotelian
xpnore #6n. 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 76y 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 Trotlus and Cressida (where he is
evidently summarising Poef. 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 KEdgar, 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



THE IDEAL TRAGIC HERO 329

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’ (memheypuérn), not simple (damn7). The
‘complex’ tragedy is one in which the Change
of Fortune (uerdBacis) is combined with Reversal
of the Situation (wepiréreia) or with Recognition
(avayvdpiois), or with both.? Much misconcep-

1 Poet. xiii. 2, Tv otvbeaw . . . Tis kadAioTys Tpayedias.

2 Poet. x. 2. The precise meaning of wepirérea 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 Beitrige zu Aristoteles Poetik and further elucidated by
Dr. Lock in an interesting article in the Classical Review, vol. ix.
pp- 251-253.  According to that view mepiréreia 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, % eis
70 évavriov TGv mparTopévwv perafoli)). Professor Bywater,
however (Festschrift Theodor Gomperz dargebracht zum siebzigsten
Geburtstage, Wien, 1902, pp. 164 ff.), urges strong reasons against
attaching 8o technical and limited a meaning to the term. He
argues that 76 wparréueva 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 mepiurérera in the Oedipus
Tyrannus’ (éXov Gs edppaviv Tov Oidlmovy kai dradddfwy Tod
wpds v pnrépa PpSfBov 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. Iie holds that
wepuréTera was only meant to designate a complete change of situati
in the course of a single scene ;—thus TGv mparTopévev in the
definition will be governed by perafols} rather than by eis 70
évavriov, The term mepiméreia will nevertheless remain distinet
from the term perdBacts, as denoting a striking change occurring
in the course of the general movement (uerdBac:is) leading up to
the crisis of a play.

I agree in the main with this contention ; but would add that
mepurérea as 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 nearer
equivalent. The tragic wepimérera in ch. xi. 1 suggests, if I
mistake not, a series of incidents or a train of action (ra
mwparTépeva) 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
76 é\eervd enumerated in Rhet. ii. 8. 1386 a 12 is 70 Sfev
wpocijkev dyabév T vwdpfat, kakdv Ti cvpBivar.

‘Reversal of Intention’ will not, then, be of the essence of
mepiréreie.  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 Venice, of Adrastus in Herodotus, of Haman and
Mordecai in the book of Esther, of Joseph and his brethren—
though not entirely typical, are yet apposite illustrations. Further-
more, Dr. Lock remarks that ¢ mepiméreia 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 wepiméreia 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 mepiwéreia so modified sometimes
approaches nearly to what is known in modern eriticism as the
*Irony of Destiny.’

Apart, however, from the meaning of wepuréreia as defined
in ch. xi. 1, Aristotle also nses 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 mepiméreia 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
1 take the phrase ék wepimerelas (Poet. xvi. 3), which is used of
the recognition of Odysseus by his nurse (Odyss. xix. 396 ff.), as
opposed to an dvayvdpiots wioTews évexa (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 ff.






CHAPTER IX
PLOT AND CHARACTER IN TRAGEDY

Or the six elements into which Aristotle analyses
a tragedy,' plot (udfos) holds the first place.
Next in order is placed éthos (46os), and then
dianoia (8uivoia). 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’ (mpafis) 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., 8yus, peromoila, Aéfis, pvbfos, 7j0os, didvora.
2 Poet. vi. 6, érTiv 8 Tijs pév wpdfews 6 pdlos v pipnos.
3 See p. 123.
834
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include outward fortune and misfortune (edruyia
and dvoruyle). Again, it is used by Aristotle of
the processes of the mental life;' and lastly, in
some contexts it is almost synonymous with
waldn.

The mpakws 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 (8pa»), from which the noun
comes, is the strongest of the words used to
express the notion of doing; it marks an activity
exhibited 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, dAAG 7dov wpaxTikdy (Blov) odx
dvaykaiov elvar mpds érépovs, kabdmep olovral Tuwes, ol Tis
Swwvolas elvar pdvov Tabras mpokTikds Tas TV dmoforvévrwv
Xdpw ywopévas éx Tob mwpdrrewv, dAAL moAD paAdov Tis
adrore)els kal Tas avrév &vexev Oewplas kal Siavorjoeis. 1 yop
edmpadin Téhos, Gore kol wpagis Tise pdAioTa 8¢ mpdrTey Méyopey
kuplos kai TGV éfwTepikidy Tpdfewy Tods Tais Siavolais dpxiréx-
Tovas.

2 Spdvrwy xal od 8° drayyelias are the words of the definition
of tragedy. So (of Sophocles and Aristophanes) Poet. iii 2,
mwpdTTOvTas yop pupodvrar kai Spdvras dpgw. Cf. the frequent
antithesis of §pGv and wdoyew, and the adj. Spacrijpeos.

3 Cf. the spectacular use of Spdv, e.g. Ta Spdpeva Edevoive
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would be not a bad drama, but no drama at
all. The form might be epic or lyrie, it would
not be dramatic.

But this does not exhaust the idea of mpafis 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 energy or activity, which has a profoundly
inward as well as an outward side. The plot or
mpéfis 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 wlunais edrvyias xal Svarvyias,
but piunoiws mpdEews ral Blov. The former phrase
would be too external, too superficial to sum up

L Poet, vi. 9, % yap Tpaypdle piunels éorw odk dvfpdrwy
GANG mpdfews kal Blove <6 8¢ Blos> év mpdfe éariv kal 70 TéMos
wpiis Tis éoriv, 0¥ wouérys. (For the reading see Crit. Notes.)
With the last words cf. Pol. iv. (vii.) 3, 1325 b 21 (quobed note 1,
p 335) Phys il. 6. 197 b 2, 8id kal a.va'ym] wepl TO 7rpal<-ra
elvar Ty 'rvxqv [LELOV 8 6ri Soxei dror Tadrov elvar TH
evdarpovig 7 edrvxia 7 éyyts, R wpafls Tise
edmpagia ydp. Plato had already observed that all imitative
art imitates ‘men in action,’ Rep. x. 603 c, mpdrrovras, dapéy,
dvBpdmovs pupeitar 9 pupmricy Pialovs 4 ékovoias mpdfes ral
i Tob mpdrTew 1) €0 olopévovs 7 raxds wempayévar
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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
is revealed.

The plot, then, contains the kernel of that
‘action’ which it is the business of tragedy to
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 also
the mental processes, and the motives which 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 least
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 or
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 (Mind, vol. iv. No. 15) observes that while
the expression or imitation of the wpdfes is called the pofos, there
are no special words for the péunos of #ffos and of Sudvora, and

Z
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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 = plunos 700 #jfovs and plumos 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 pafis cannot be rightly understood.

The dramatic 7j6os is defined in the following passages :—

(L) Poet. vi. 6, 1a 8¢ 70y (Aéyw), kal® 8 wowds Tivas elval
dapev Tods mpdrrovras: cf. vi. 10, elolv 8¢ kard peév
78 30y mowi Tives. These passages are both somewhat
inconsistent with vi. 5, where the character of persons
(wowol Tuves) is said to be determined not by #jflos alone,
but by 7jfos and Sidvoua.

(ii) Poet. vi. 17 (where #jfos is in the second sense above
mentioned, = uiunois 105 Hfovs), éoTwv 8 djfos pév Td
TototTov & Snhoi TV wpoaipeaiy Smotd Tis [mpolapeiTar
7 Pedyers Sibmep odk éxovouw Hjfos TV Adywv év ols
otk érri SfjAov 7 év ofs pnd SAws dorwv & Tu [mpo]arpei-
Tar 3 Pedyer 6 Aéywv. (For the reading see Crit. Notes.)
In this context the reference is to the dramatic Adyor
which express (a) #fos, (b) Stdvoav. Cf. the rule for
rhetorical Adyou in Rhef. iii. 16. 1417 a 15, 56wy 8
xpy Ty Sujynow elvai éotar 8¢ Tolro, dv €lddpev
7{ §fos wowl. & pév &) TO wpoaipeaiv Snlody, wowy
8¢ 10 fjfos T¢ woudv Tadryyve 1) 8 mpoaipeois woud TG
TéNer,

(iii) Poet. xv. 1, where #flos is expressed by any Adyos or
mwpafes that manifests moral purpose: éfe 8¢ 7jfos pév
éav domep éNéxOy oy Pavepdy & Adyos 7 7 wpafis
wpoatpeaiv Twva, xpnoTov 8¢ v xpnoTiy.

(On the different uses of 7jfos in the Rhetoric see Cope’s Intro-

duction pp. 108 ff)

The dramatic Sidvoua is thus explained :—

(i) Poet. vi. 6, Sidvoiav 8, év doois Aéyovres dmodewviaciv Tt
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may be both omissions 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,’

9 kal dmodalvovrar yvdumy. A yvdpn is a general
maxim, and drodaiverfar, ¢ enunciate, a verbum propriwm
in connexion with it : 8o kaféAov T dropaivorrarin § 17.
A yvdpy, though usually a moral maxim, exhibits Sidvoi
rather than 7jfos, probably because it is thought of as the
starting-point or conclusion of an argument. See the
use of yvGpar in Rhet. ii. 21. 1395 b 14 as rhetorical
enthymemes. There, however, they are said to give an
etkical character to speeches.

(i) Poet. vi. 15, Tpitov 8¢ 7) Sudvora- Tobro 8¢ doTv 7O Aéyew
Stvacfar 7d dvévra kal Ta dppdrrovra.

Poet. vi. 17, Sudvoia 8¢, év ofs dmoSewxviovai T¢ ds EoTiv
7 &s obk éoTw 1 kabélov Ti dmodaivovrar. Here,
as in vi. 6, dudvota = pipmos Tis Siavoias, the subject to
amodevkviovor being the dramatic characters.

(iii) xix. 1-2, éore 8 kare Tyv Sdvowav Tadra, Soa VTd TOD
Adyov 8l wapackevacbivar pépy 8¢ Tobrov T8 Te
drodetkvivar kal 70 Adew kal 1O wdfy mapackevdfew,
oiov éheov 7 PpéBov 7 Spynv kal doa Towadra, Kai éri
péyefos kal pukpérnras. Here Sidvora as manifested in
dramatic Adyot is brought within the domain of Rhetoric
(ra pév odv mepl Tyv Sudvotav év Tols wepl pyTopikils
kelofw).

Finsler (p. 79) is, I think, right in referring the phrase & wdfn
Taparkevde to the emotional effects which the dramatis personue
produce on one another by their Adyo, not (as commonly inter-
preted) to the excitation of feeling in the minds of the audience.
It may be observed that the wdfy mentioned are not only éAeos
and ¢df30s but also 6py7) kai Soa Towira,

Mr. R. P. Hardie (Lc) approaches to this view, but takes the
phrase in the sense of ‘supply (to the spectators) the wdfly of oi
Aéyovres’—a sense which wapaokevdferv 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, ethos and dianoia are each
one side of character ; they are two distinet 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.! Kthos, 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. Dianote 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, wpdrreras 8¢ twd Twv mparTévrwy, ods dvdyky
, , \ s s ; [
mowds Twas elvar xard 7€ 75 ijfos kai Ty Sudvorav (8id yap
Tobrwv kai Tas mpdfes elval papev wouds Tivas, mépukey 8¢ alria
8o Tdv mpdfewv elvas, Sudvoiay kal ffos. . .). Cf Eth. Nic. vi. 2.
1139 a 34, edmpafio yap kal 70 évavriov év wpdfer dvev Siavolas
kal 7fovs ovk érrww. But in Poet. vi. 6 and 10 it is more
; ; N

loosely said that we are mowol Tives kard 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

! 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 #fos 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 7y 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 76os is discussed in reference to udfos, that ¢ the drift of the
whole passage implies that 7jfos does mot 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 distinet 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 not discuss abstract truth such as the
problems of mathematics;® they desire to explain
their own doings and influence others. The two
elements, éthos and dianota, 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, 8iémep odx Exovaey ijfos Thv Adywv év ofs
otk &rri Shov 7 v ols pnd SAws érTw 8 i [mpolauspeitar 1)
pevyer 6 Aéywv, with Rhet. iil. 16. 1417 a 18, 8u& TolTo ovk
éxovaw of pabnparicol Adyor 0y S7i 0¥8¢ mwpoaipeow.

2 Inferior writers attempted, it would seem, to make ethical
monologues take the place of a well constructed plot. Poet. vi. 12,
i iy s dpefijs Oy piioeas flixas kal Aéfer kal Siavolg €b wemor-
npévas, ob woujoer & fv Tis Tpaywdias épyov. Cf. Plat. Phaedr.
268 c—269 A, where such pijoeis are reckoned among Td wpd
Tpaypdias, ¢ the preliminaries of tragedy,’ not as 7d Tpaywd.
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Under deanoia 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 exercised by political
debate and forensic pleading on the Greek theatre,
the dydv of the ecclesia or of the law-courts being
reproduced in the aydv 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 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, without action
there cannot be a tragedy; there may be without
character”  The eager insistence with which
Aristotle maintains the subordination of éthos to
plot1~ leads him into a certain exaggeration of state-

1 Poet. vi. 10, odkovw Smws 70 10y pupijowvrar mpdrTovow,
A& 70 70y guprapalapBdvovow &id Tds wpdfes: vi 15,
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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 éthe’! Clearly, this last remark
cannot be pressed in a perfectly literal sense.? The
meaning intended probably is, that there may be a

éoTiv e (6 pdlbos) pipmois wpdfews kal Sid TabTyy pdwTe TV
TPaTTOVTOY.

1 Poet. vi. 11, ére dvev pév wpdfews odk dv yévorro Tpaywdia,
dvev 8¢ %0dv yévorr’ &v. There is a similar exaggeration also
in the following sentence, ai ydp Tév véwv Tdv mAeloTov diffes
Tpayediet elolv, and again in % 8¢ Zeffidos ypady ovdly Exe
76os.

? 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 Poetics. 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 pifos. 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 other 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 wpdfis), 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 only 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 differentio
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 action, 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. Kthos
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 dpys from which

1 Poet. vi. 15, € ydp Tis évadelere Tols xadMioTois pappd-
Kkois XUy, otk dv Spolws eddpdveiey kal Aevkoypagnjras eixdva.

2 Poet. vi. 14, dpxn pév odv kal olov Yuxs) 6 pvfos s
Tpayedias.

3 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
is inherent in the artistic structure of the whole.
Above all, it is the plot that contains those
Reversals of the Situation (wepimréreiar)® and other
decisive moments, which most powerfully awaken
tragic feeling and excite the pleasure appropriate
to tragedy.

1 The constant use of curiordvar 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 (yovis) eloerbovons 7o {pa uv-
loratar kal Aapfdver Ty olkelay popdijv. ii. 4. 739 b 33, Grav
8¢ ovory 0 kbypa 98y . . . il 2.753 b 3, yiyverar Tpodn) Tois
cwviorapévois (Pois. So oloracis: de Gen. Anim. il 6. 744 b
28, 4 pév odv 7dv darhv Plois dv T mpdry cvordoe ylyvera
76w poplwy : cf. de Part. Anim. ii. 1. 646 a 20 sqq. De Caclo ii. 6.
288 b 16, §Ay yép ivws aloracts 76V {$uv ék TowolTwy cuvérTyrey
& Stagpéper Tols oikelots Témous.

2 Poet. vi. 10, 6 pifos Tédos Tis Tpaypdias.

3 See p. 329, note 2.



348 POETRY AND FINE ART

Aristotle’s doctrine of the primary importance of
action or plot has been disputed by many modern
critics.  Plot, it isargued, 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. Events 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
dramatic action.

Action, as has been shown, is the first artistic
necessity 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
relation to certain mental states. We desire to see
the feelings out of which it grows, the motive force
of will which ecarries 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.

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 preseribed 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
conflict. We may even modify Aristotle’s phrase
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 asa whole. But while conflictis 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 uttersitself 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 withother personalities.
‘We therefore exclude from the provinee 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).



PLOT AND CHARACTER IN TRAGEDY 351

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.

Only 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 mot-acting, which is in itself a form of

1 ¢It 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-statement 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.'—Tumes 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 their own. 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 IIL 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
conception 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 urged
against Milton’s Samson Agonistes. It is a drama,
says Dr. Johnson, ¢in which the intermediate parts
have neither cause nor consequence, neither hasten
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
2 A
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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 destiny 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 is
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’ (#6os dvfpome
Satpwv). 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 delinea-
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.



PLOT AND CHARACTER IN TRAGEDY 359

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
merey which tempers justice, as in the Eumenides :
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 Philoctetes, the instincts of natural truthfulness
finally carry the day against diplomatic falsehood
for the public good.

Greek Tragedy, in its most characteristic
examples, 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 sense 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, do
we feel that they are possible and real creations.
The discovery of unsuspected depths in human
nature has brought into prominence the subjective
side of ethical portraiture and subjective modes of
viewing life. Love, honour, ambition, jealousy are
the prevailing motives of modern tragedy; and
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 human
experience he maintains a just balance. The par-



362 POETRY AND FINE ART

ticular emotions he stamps, as did the Greeks, 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. DBut 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 necessary 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 each 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



364 POETRY AND FINE ART

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 theagent. 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
grows 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
properimplies. 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






CHAPTER X
THE GENERALISING POWER OF COMEDY

Porrry, 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, dmodiddvres Ty idlav popry Spolovs mowolvres
kaAAiovs ypddovaey.

2
p. 232.
2B
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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, adros upév ofovs 8t moueiv, Edpuribny 8
oloc elof, 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 Poct. xv. 8. 2 pp. 227 and 3186,

3 Poet. xxv. 6, wpds O¢ TolTols éav émTeipdrar STL ovk dAndy,
GAX lrws <ds> Se—ofov kal SodoxAijs &by adrds pdv olovs Sl
mouely, Edpuridny 8¢ ofor elolv—radry Avréov. There is some
doubt as to the literal rendering of the words avrds pév ofovs Sei
wotetv. Vahlen and most editors understand elvac with ofovs 8et,
‘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 8ei § 1, <ds> 8 § 6, Bérriov § 7, mpods
70 Bé\riov § 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¢? (and similarly <ws> 3ei § 6)
asa kind of shorthand expression used, with more than Aristotelian
brevity and disregard of grammar, to denote the ideal in poetry.

Even if efvou is to be understood with 8eZ, the 8¢ 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 Poctics 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 anecessary and ultimate
element in the universe ; but the point seems 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.
Thus 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. 48-560.
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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 the ludicrous. 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, 70 ydp yehoiév éorw dpdpraud Tu kal aloxos
dvddwoy kal ob Pbaprikdy, ofov €bfds 70 yeloiov wpdowmoy
aioxpdy 7L kal SweaTpapuévoy dvev 38vys.
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tive '—either, that is, to the object 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, o (sc. 7od kafélov) oroxdlerar % moinais
Svépara émrilbepévy . . . éml pdv odv Tis kopedlas 48y TobTo

8hdov yéyovev: cvomijoavres yap TOv pifov 8ul ThV elkdTwy ob
o N . , . , N ¢
(o¥7rw MSS.) 76 TuXSvTa Bvépare vmoTiféacw, kal oy Gowep ol

o ~

5 N s
La[l.BOﬂ'OtOL wEPL TOV Kﬂ.e EKQATTOV TOLOVCT LY.
I have ventured to admit into the text my conjecture o
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points to the tendency shown in comedy to discard
the use of historical names and adopt names which
are suggestiveof characteroroccupationor‘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 0dx}) 7& TVXGVTA for obrw T TUXSvTa of the MSS.: ‘the plot
is first comstructed; then characteristic or appropriate names are
affixed.” (For od 78 rvX. cf. Poet. vii. 4, xxvi. 7, Pol. v. (viii) 5. 1339
b 32, od v Tuxoboav Sovijy) The Arabic version which has a
negative (‘nequaquam,” Margoliouth) instead of o¥rw supports the
correction. By a similar error in this very chapter, ix. 2. 1451
a 37, A° gives oBrw where the apographa rightly read od 74,

The thought of the passage will, with the correction, be of this
kind : ‘It is at this universality that poetry aims when she attaches
names to the characters, ie. when instead of adopting historical
names (yevpeva Svépara) she gives names of her own invention
(cf. § 6 memoupuéva). 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 developmnent of comedy.’ Plato in the
Cratylus pp. 392-5 goes far beyond thia. 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 78 robro 6jAov
yéyovey is to the comedy of Aristotle’s own day or is meant to
include all the developed forms of comedy. The contrast drawn
betwden the practice of of iapBomroiol (cf. v. 3, Kpdrys . . . ddépevos
fis lapfukfs i8éas) 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, ete.), which were a
survival of the lapBuk) idéa. On this model probably Plautus
coined his Bombomachides, Polymachaeroplagides, Pyrgopolyneices
(cf. also Aipnoirelyns in Diphylus) and the like. Of a tamer
kind but still of the same class are the names of soldiers of fortune
in Menander, Thrasonides (in the Muwrotpevos), Bias (in the KéAag),
Polemon (in the IIepixeipdpevos), and Thrasyleon.

(2) Names which, being appropriated by usage to certain parts,
designated occupation or condition, e.g. Eav6ias, 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. 583D
ff). Again, Plautus and Terence agree in using Chremes, Calli-
demides, Cratinus, Demipho, etc. for senes, and Charinus, Pamphilus
for adulescentes.

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
Afttic 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



THE GENERALISING POWER OF COMEDY 379

sketches of Theophrastus. Such are ¢ the Peevish
man’ (¢ Adorolos), ‘the Fault-finder’ ( Mepripoipos),
‘the Busybody’ (¢ Hoavmpdypwr), ¢the Boor’ (s
*Aqpoucos), ‘the Hermit’ (¢ Movérpomos).  Other
Pieces again bear the name of a profession or
occupation, as ‘the Boxer’ (¢ Mikrys), *the
Charioteer’ (¢ “Huioyos), ¢ the Soldier’ (6 Erparidrys),
‘the Painter’ (¢ 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 I'ewpyds
of Menander contains no names etymologically appropriate to the
characters, though Ados and Zvpds are stock slaves’ names, familiar
to us from Terence.

The following passage from Donatus on Ter. Ad. 1, which well
illustrates o 7a Tvx6yTa dvéparta of the first class above mentioned :
‘nomina personarum, in comoediis dumtaxat, habere debent rationem
et etymologiam ; etenim absurdum est comicum aperte argumenta
confingere, vel nomen personae incongruum dare, vel officium quod
sit a 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 not till then (o¥rw), affix such
nanes as first come to hand’ (r& Tvxdvra dvdpara being opposed
to 7& yevdpeva Jvépara). 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 7d Tuydvra 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 (7 (lapBuchy idéa)' or invective
(rodopia). 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 Ethecs,
the old political comedy of Athens is contrasted
with the Middle Comedy as employing coarse or
abusive language (aloyporoyia), instead of delicate
innuendo (dmévoia).?  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 Fth. Nic. iv. 8. 1128 a 22, o & &v 7is kal ék Tév
kopedby 1@y Talaby kal Ty kawdy: Tols pév ydp fv yelolov
9 aloxpodoyia, Tois 8 pdAdov % dmdvow. Cf frag. wepl
koppdias (Cramer Anecd.): Swdéper 5 kwppdia Tis Aowdopias,
érel 4 pév Aodopla dmapakodiwrws 76 wpogdvra kakd Suéfewrw,
5 8 8ebrar Tis kalovpévns éupdoews: where éuddoews=the
Aristotelian Vrrovoias.
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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 (Népo) and Riches (Inodroc)
as his choruses. But Aristophanes goes farther;
he seems to think through materialised ideas. He
personifies the Just and the Unjust Logic, 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 dydw, 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 eclass 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
is 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 Kuclid, 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 nas
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 conduct.
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 distinct artistic type
—is to embody a dominant characteristic or a lead-

1 Lessing, Hamb. Dram. pp. 458—470.
2 ib. 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 Moliere 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 it was in the ancient world ; and characters have

been created in which the serious and the comic
2¢
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element interpenetrate one another. By the close
alliance of sympathy with humour—an alliance
which was still imperfeet 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 in 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

L Plato, Sympos. 223D, 7o adrod dvSpds elvar kwppdiay xal
Tpaydiay érioracfor woreiv.



THE GENERALISING POWER OF COMEDY 387

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 fi. 3 Poet. iv. 11.
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precepts of the Poetics 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 (r& &\oya) 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 serious 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 Greek 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.D. 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 Vt. 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 (éroma xal yeloia
Oetv €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 : goddv yap
elmep 7o Alyvrrivy xal 70 i) Gpacivesfar & 76 7oV Oediv €idy,
LvpPolikd 8 adrd worirbar kal dmovoolpeva, kal ydp Gv Kal
cepvérepa obtw paivorro. 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 nus. 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 Greeks 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,
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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 issued
in unmeaning chaos or in bare abstractions. Not
so with the Greeks. 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 Homerie
Olympus is a great gathering of living type-forms
whose image henceforth haunted the imagination
of the race.

It would not be true to say that the lighter
play of fancy is excluded from the literature
and mythology of the Greeks. Few nations have
taken more delight in weaving airy and poetic
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 is 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 Jon, 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 ‘vecstasy’ or
delirium ;* but of these compositions no specimens

! Rhet. iii. 7. 1408 b 19, &vfeov yip 5 moinos.

2 Poet. xvii. 2, 8ud edpuodls 3 wourini) éotw §) pavikod* TolTwr
yép of pév ebmlagroc of 8¢ ékorarikol elgw. The reading
éxoratikol is found in one MS.: the others have éferacrukol,
The correspondence of the two clauses is beyond doubt best
maintained by reading ékorarikol. Then, oi pév, i.e. the eduels,
are elmwlagroi: the finely gifted natures, poets who have the
versatility of genius, can take the mould of other characters:
whereas of 8¢ i.e. the pavicol, are éxorarikol. If we keep
éferaoricol, ol pév will refer to pavikol, of 8¢ to evdueis. By
éferaotikol 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 eUcpvijs has the special
gift of a fine eritical faculty : cf. Eth. Nic. iii. 5. 1114 b 6, dAda
divar Sei Bomep Sy éxovra, [ kpwel kalds . . . kal éoTew
ebpuijs ¢ Tobro KaABs mépuker. Dut in either case the edduis
has a more conscious and critical faculty than the pavikés. The
Arabic version, which at first seemed undecipherable, is now found
to afford unquestionable confirmation of éxorarikoi: see Preface,
P- xxvi,

As a curious instance of perverted ecriticism, it is worth
mentioning that Dryden (following Rapin), Preface to Troilus and
Cressida, wished to read edpvods oY poavexod, lest the ‘madness of
poetry ’ should be justified from the authority of Aristotle.

3 Probl. xxx. 1. 954 a 38, Mapakds & & Suvpakofows kal
dpetvor v moupris 87 ékaTal.
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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
—ecall 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 Greek
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 not 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 eliminates 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
2D
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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.



POETIC UNIVERSALITY IN GREEK LITERATURE 403

“ 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 (& yevdpeva); the
names of their heroes are historical’ (yevbueva
dvépara) as opposed to fictitious (memoupéva) 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 poems 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 stafes, 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



POETIC UNIVERSALITY IN GREEK LITERATURE 405

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
miseries 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 Awovvoidfovoar: Meineke, Com. Frag. ii. 800 :

6 yap vois Tov dlwv Mjbpy Aafav

wpds dAhotply Te Yuxaywynbels wdbe

€@ ndovis drirle waevbels dua.
Cf. Hesiod, Theog. 98~103 :

€l yop Tis kal mévbos Exwv veokndél Ouug

dfpras kpadiyy drayrjuevos, adrip doudds

Movodwy fepdrwv xheta mpotépwv dvfpémey

oy, pdrapds Te Beods of "Odvumov Exovaw,

aly’ 8 ye Svodpovéwy émidifbferar, 0vdé TL kndewy

pépmracs Taxéws 8¢ mapérpare 8dpa fedwy.
Tambl. de Mysterids, i. 11, p. 39, &1 33 TolT0 & Te kwpEdly kal
Tpaywdia dAMTpia wdby Oewpoivres {oTapey T oilkeio mwdba.
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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 Oreek 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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