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Introduction

TO ILLUMINATE both the nature of hterature and the
nature of cnncism, this book presents some of the more unportant
ways In which hterature has been discussed It IS neither a history
of cnncism nor an annotated anthology of slgndicant cnncal works
The cnncal pieces quoted and discussed represent examples of a
method and a pOint of view=and their imphcanons in both theory
and practIce
The division Into three parts 15 dictated by both logic and con-

veruence Part One considers how varIOUScrItICShave answered the
questIon "What IS the nature of lIDagmatlve literature, what IS Its
use and value>" Part Two deals with the practical cnnc, and the
different ways In which specific works of literary art have been and
can be evaluated Part Three takes up those fields of InquIry In which
the hterary cnnc touches other kmds of mvesnganon, such as the
psychological and the sociological, It InqUIres Into the relanonship
between hterary CrItICISmand these other disciplmes True, many
cnncs move freely from philosophic cnncisrn to pracncal cnncisrn,
and the practical cnnc frequently advances and retreats around the area
discussed In Part Three further, a defimnon of the nature of poetry
often has practical consequences In descnpnon and evaluanon There
15 bound to be some overlapping between the Parts-but the reader
will have no difficulty In recognIZing the different kinds of cnncal ac-
tivity Involved at any grven pOInt

Many unportant cnncs are not discussed at all Horace, Qum-
nlian, V Ida, Boileau, for Instance, WIll not be found here, although
each 15 unportant In the history of cnncism None of them, however,
Illustrates a method of approaching a literary work which IS funda-
mentally different from that of some other cnnc who IS discussed.

vii



viii Introduction
Where possible, I have taken my examples of methods and ap-

proaches from critics who wrote in English, to avoid the problems
that inevitably anse when a critic's thought 1S translated Plato, ArIS-

rotle, and Longmus had to be included because of the uruque im-

porrance of the contnbunon of each, even though this has meant
glvmg more than one key passage whose ongmal mearung IS prob-
lemancal

I have used mdividual cnncal essays to illustrate ways In which
works of literature can be discussed, or pOInts of view about the na-
ture and value of works of literary art The modern cnncal works
quoted and discussed are not meant to represent a complete con-
spectus of modern crItICISm Nor has It been my mtennon to give
a full account of the thought of any individual cnnc=it has been
no part of my arm to provide a full account of the philosophy of
Plato or the history of the opInIons of John Crowe Ransom A
passage CIted might even be untypical of Its author the pOInt m
which I am Interested IS whether It represents a slgntficant method
or atntude, not whether It represents Its author's total thought

In short, my aim has been to provide an aid to the mtelligent study
of hterary criticism, and of hterature, of a kind that none of the
standard histones or anthologies provide 1 am concerned With
methodology, WIth the varymg ways m which the art of literature
and 'Works of literature can be profitably discussed, 1 ant not here
concerned 'WIth cnucs as such or -untb the bistory of cntictsm as
such If the "Kenyon school" IS represented by more than one quota-
non and the "Chicago school" IS not represented by any, the reason
IS that the former have provided some references more useful for my
purpose than any that can be found among the writings of the latter
Perhaps I should add that I adnure the bnlliance and thoroughness
of the "Chicago school" and I have not represented It In either Part
One or Part Two only because I have found no convenient short
pIece of either philosophical or practical cnncism among the works
of this group-a group that has been pnmanly concerned with the
analysis of the procedures of other crItICS To some of these analyses
the reader IS referred m the course of the dISCUSSIon

The secnons that are set off at the ends of the chapters In the second
and third Parts provide suggestions for development and adaptation I
am trying to suggest the kmd of thing the reader might profitably
work on, and to show the practical relevance of the theoretical POSl-

nons discussed m the text I am convinced that It IS more helpful to
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the reader-whatever hISpurpose and method in using them-to have
a varIety of suggestIons of this kind, which can be adapted and ex-
panded at will, than to have predigested questIons for which much
of the answer IS implied In the way the question IS put To ask the
fight quesnons IS as much a test of critical maturity as to give the
right answers These appendices are offered both as aids to asking
the pertInent questions and as encouragement m finding the answers

Clear conceptIons concerning the different things the bterary critic
can do and has done seem to me the prnnary requISite for a serIOUS
interest In literary cnncism It IS httle use stuffing one's head with
Ideas of what this critic Said or that entre beheved If one cannot see
clearly in what area of cnncal actIvity each entre IS operating Or,
to put It another way, It IS no use learrung a series of answers If one
does not know what the questions were
What kinds of questIon can the hterary cnnc ask';)We must surely

know this before we can profitably dISCUSShIS answers We must
know, too, what kinds of answer can be given before we can begm
to compare one cnnc's answers with another's ThIS book's purpose
IS to help the reader obtain this sort of Information Its prImary ob-
Ject IS clanficanon Lest any reader Imagine that I expect too much
from this or any other kmd of hterary cnncism, he IS advised to
turn to the Epilogue before, rather than after, he has gone through
the book

DAVID DAICHES

Cambridge





PART ONE

<The Vhtlosophtcal Inquiry





The

Vlatonic dilemma

»»»»»»»»»»»1

LITERARY CRITICISMconcerns Itself with any of
several questIons It can ask the plulosophical question concernIng the
nature of lffiaginative literature, and In a logical sense this question
should precede all others-for how can we diSCUSSanythmg at all
unless we know In the first place what we are talking about? Yet
Inquirers have often asked other questIons about hterature before they
have defined ItS nature, and asked them profitably, too, for the road
to understanding does not always follow the most obVIOUS logical
route

The maior cntical questions

We can ask what hrerature does, which IS to define It In terms of Its

function and at the same tune to suggest Its valu~ We can ask norma-
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nve rather than descriptive questions, seeking to discover how to
disnnguish the good from the less good and the bad among hterary
works And In the realm of descnpnon we can develop all kinds of
special techniques of demonstration and analysis In such a way as to
mclude or imply a value Judgment '" e may tackle the psychological
problem of how the hterary mmd operates In creation FInally, cnn-
CISmmay ask no questIons at all, but SImply seek to Increase apprecIa-
non on the reader's part by anyone of a great variety of meth-
ods, rangIng from objective demonstration of certain quahnes to
unpresslonIStlc (or even autobiographical) revelation of how the work
affects the cnnc The critic's activIty may thus be ontological, func-
nonal, nonnative, descripnve, psychological, or apprecIative Each
of these acnvines has Its place and Its usefulness, and the many ques-
nons mvolved can be and have been asked In many different ways

The philosophical Inqurry Into the nature of hterarure=what are
ItS disnnguislung features> how does It differ from other kmds of
discourses=has been gOing on In the Western world for well over
two thousand years, and It continues today as actively as ever ThIS
15 the kind of questIon each generatIon prefers to answer In Its own
way, for hrerature 15 a complex phenomenon different aspects of
which are seen and emphasized by different ages Yet, though the
answers differ from age to age, there are family resemblances among
groups of answers, and It IS not difficult to make some general classi-
fications among them Further, some answers, however much bound
up With the problems of a particular literature In a particular time,
have been especially gerrmnal, later crItICS have accepted them or
re-Interpreted them or built on them or made use of them In some
other way Perhaps the most fruitful of all cnncal d1SCUSSlon~de-
voted to lnqurry Into the nature and value of imaginanve literature
has been the Poetics of Aristotle, wntten In the fourth century be-
fore the birth of Christ=and, as we have It, an Incomplete and
fragmentary work-but snll baSIC to any dISCUSSionof the questIon
Aristotle's defirunon of hterature brings out ItS special, differennanng
quahnes, demonstrates ItS function and assesses value In terms of that
function, and vmdicates It against those who consider It useless or
immoral.

Literature, as we are here uSIng the term, refers to any kind of
compOSition In prose or verse which has for Its purpose not the com-
municanon of fact but the telhng of a story (either wholly Invented
or' gtven new hie .. through invention) or the glvmg of pleasure
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through some use of the inventive ImagInation In the employment of
words ThIS IS not, of course, a definmon of hrerature, for to give
one at rhis stage would be to antIcIpate the whole argument of tlps
book, but SImply an indicanon of how the term 15 being used There
IS, oddly enough, no single word In English that corresponds to the
Greek poests or the German Dtcbtung, terms which refer to products
of the hterary unagll1atlon and do not Include, as the term literature
does, anything at all that IS written The term poetry_ as used by some
ea~ wrIters-by Sir l?illbp Sidney. for exampl~ In hIS Apologte for
Poetrle-has the wlde~nlng of poests or Dtcbtung, but ttnas
SInce n_!r~wed__!!! Jlle~l}1!!& JUS! ~~Jlte":_c!!_1!:_r_~ ba~12ecome too Wi<fe
Thus It IS unpossible to translate the nrle of Goethe's great work
Dtcbtung und Wabrbeit Into English Simply and neatly It does not
mean "Poetry and Truth," but rather "Imaginanve Writing and
Truth" or perhaps even (If one must do It In three words) "Ficnon
and Fact"

Poetry and the moralists

The use of language for other purposes than to communicate hteral
truth w as bound to come under SUspICion as soon as moral Ideas were
organized and philosophic systems developed At an earher stage In
crvihzanon the disnncnon between poetIC and hteral truth IS often
blurred, SInce all discourse In language IS conducted through a kind
of spontaneous symbolism, all statement IS metaphorical, and the
rmagmanon IS always on hand to descnbe and Interpret the real world
That IS what Shelley meant when, In A Defence of Poetry (182 I),

he claimed that "Ill the youth of the world" all discourse was m a
sense poetry "Their (prumnve men's) language IS Vitally meta-
phoncal, that IS, It marks the before unapprehended relanons of
thmgs and perpetuates their apprehension, unnl the words which
represent them, become, through time, signs for portions or classes
of thoughts Instead of pictures of Integral thoughts, and then If no
new poets should anse to create afresh the associations which have
been thus disorganized, language will be dead to all the nobler pur-
poses of human Intercourse"

The kind of narve poetry that Shelley was talkmg about was not
consciously distinguished from other uses of language As soon as
poetry became self-conscious It became suspect If poetry does not

B
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tell the truth, IS It not immoral, or at best useless> It IS perhaps
strange that the Idea that the poetIc nnagmanon may reveal pro-
found truths of Its own was nothmg new or starthng to man In a
very prImitive state of crvihzanon and that as crvihzanon advanced
tlus awareness disappeared and had to be rediscovered by the con-
SCIOUS effort of critics The vindication of the poetic unagmanon=
which needed no vmdicanon for prunltlve man-thus became one of
the most tmportant functions of hterary critics In a self-conscious
civihzanon

The poet as dnnneiy mspired

An obVIOUSway of achievmg tlus vmdicanon was to differentiate
sharply between Imaglnatlve literature (or poetry, In Sidney'S sense)
and all other forms of discourse The poet was a possessed creature,
not uSing language In the way that normal human beings do, but
speaking In a divinely inspired frenzy Such a View removed the
poet from ordinary canons of Judgment, and made hun sornethmg
between a prophet and a madman-sometnnes one, sometimes the
other, and sometimes both There was, of course, a very prImItIve
element In this View-the prophet working himself up Into a frenzy
before becoming possessed and dehvenng the word of God IS a corn-
mon enough notion In early stages of civihzanon=but nevertheless the
View could be developed With deliberate soplusncanon In order to
put the poet beyond the reach of plulosophic censure Plato suggests
this VIew In a passage m hIS Pbaedrus 1

The third kind IS the madness of those who are possessed by the Muses,
this enters Into a delicate and virgm soul, and there Insplrlng frenzy,
awakens lyncal and all other numbers, wuh these adorning the mynad
actions of ancient heroes for the Instruction of postenty But he who,
havmg no touch of the Muses' madness In Ius soul, comes to the door and
thinks that he will get Into the temple by the help of art-he, I say, and
Ius poetry are not adrmtted, the sane man IS nowhere at all when he enters
into rivalry with the madman

Plato develops this view at greater length In his Ion, In which the
poet-is presented as the inspired rhapsodist through whom God

1The quotations from Plato are Jowett's translation, With some minor alterations
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speaks, a man lacking art and vohnon of hIS own, a passive vehicle
merely. In this dialogue, Socrates IS speakmg to Ion

The gift which you possess IS not an art, but, as I was JUst sayIng, an
msplratlOn, there IS a drviruty movIng you, hke that contamed In the stone
winch Euripides calls a magnet, but which IS commonly known as the
stone of Heraclea Tlus stone not only attracts Iron rings, but also Imparts
to them a smular power of attracting other nngs, and sometimes you may
see a number of pIeces of Iron and nngs suspended from one another so as
to form qwte a long cham and all of them denve their power of suspension
from the ongmal stone In hke manner the Muse first of all msplres men
herself, and from these msprred persons a chain of other persons IS sus-
pended, who take the InSpIration from them For all good poets, epic as
well as lyric, compose their beautiful poems not by art, but because they
are inspired and possessed And as the Corybannan revellers when they
dance are not In their nght mind, so the Iyric poets are not In their right

Immd when they are composIng their beautiful strains but when falhng
under the power of music and metre they are inspired and possessed, hke
Bacchic maidens who draw milk and honey from the nvers when they are
under the Influence of DIonysus, but not when they are In their nght nund
And the soul of the lync poet does the same, as they themselves say, for
they tell us that they bring songs from honeyed fountains, cullmg them
out of the gardens and dens of the Muses, wingmg their way there from
flower to flower like the bees And this IStrue For the poet ISa light and
WInged and holy thing and there ISno mvennon In rum until he has been
Inspired and IS out of his senses, and the mind ISno longer In him when
he has not attained to this state, he 15 powerless and 15 unable to utter lus
oracles Many are the noble words m wluch poets speak concernIng the
acnons of men, but like yourself when speaking about Homer, they do
not speak of them by any rules of art they are Simply inspired to utter that
to which the Muse Impels them, and that only, and when Inspired, one of
them WIll make dithyrambs, another hymns of praise, another choral
strains, another epIC or rambic verses-and he who IS good at one IS not
good at any other kind of verse for dot by art does the poet SIng, but by
power divme Had he learned by rules of art, he would have known how
to speak not of one theme only, but of all, and therefore God takes away
the mmds of poets, and uses them as hIS rrumsters, as he also uses drvmers
and holy prophets, In order that we who hear them may know them to be
speaking not of themselves who utter these pnceless words in a state of
unconsciousness, but that God himself 15 the speaker, and that through
them he 15 conversing With us And Tynruchus the Chalcidian affords a
stnkmg Instance of what I am saying he wrote nothing that anyone would
care to remember but the famous paean which 15 m every one's mouth,
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one of the finest poems ever written, simply an mvennon of the Muses,
as he himself says For In this way the God would seem to mdicate to us
and not allow us to doubt that these beautiful poems are not human, or
the work of man, but drvme and the work of God and that the poets
are only the Interpreters of the Gods by whom they are severally possessed
Was not this the lesson which the God Intended to teach when by the
mouth of the worst of poets he sang the best of songs>

Ion IS a rhapsodist who recites and embelhshes the works of the
great poets The poet IS inspired by the God, and the rhapsodist IS

inspired by the poet, and so the magnetic chain develops There IS a
certain amount of JIony In the way Socrates makes Ion admit that he
is not In hIS right mmd when he recites and Interprets Homer "Are
you not earned out of yourself, and does not your soul In an ecstasy
seem to be among the persons or places of which she IS speaking,
whether they are In Ithaca or In Troy or whatever may be the scene
of the poem>" And Ion rephes, "That proof stnkes home to me, Soc-
rates For Imust confess that at the tale of pity my eyes are filled
Wlth tears, and when I speak of horrors, my hair stands on end and
my heart throbs" "Well, Ion," Socrates replies, "and what are we
to say of a man who at a sacnfice or festival, when he IS dressed in

holiday atnre, and has gold crowns upon hIS head, of which nobody
has robbed hun, appears weeping or paruc-stncken In the presence
of more than twenty thousand friendly faces, when there IS no one
spoiling or wronging hun,-IS he In Ius right mind or IS he not?" "No
indeed, Socrates," Ion has to concede, "I must say that strictly speak-
mg he IS not hIS right mmd " Socrates then pOints out that Ion's
performance produces a similar effect on the spectators, who thus
also become mspired

Do you know that the spectator IS the last of the rIngs which, as I am
saymg, derive their power from the ongmal magnet, and the rhapsode
like yourself and the actors are Intermediate hnks, and the poet himself
15 the first link of all> And through all these the God sways the soul of
men In any direction which he pleases, and makes one man hang down
from another There 15 also a chain of dancers and masters and under-
masters of bands, who are suspended at the SIde, and are the flngs which
hang from the Muse And every poet has a Muse from whom he IS sus-
pended, and by whom he IS said to be possessed, which 15 nearly the same
thmg, for he 18 taken possession of
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Socrates then discusses whether the inspired reciter and interpreter
of the poets can Judge better of any given matter treated by the
poet than the expert In that subject can (for example, can the rhap-
sodist or the general Judge more effectively whether Horner cor-
rectly presents the art of war-) and after confusing poor Ion badly
on this subject (and no wonder, for In putting the questIon thus,
Socrates begs the fundamental question concerning the difference
between Dtcbtung and Wabrbeu, between poetry and science) forces
him to choose between acceptlng the charge of dishonesty or ad-
mitting that he knows nothing himself but recites and Interprets
through a process of Insplration

The Ion IS the most elaborate presentatlon In the ancient world of
the notion of poetry as pure Insprration-a notion which has had a
long history, has gone through many modifications, and which sur-
vives today "Great Wits are sure to madness near alh'd," wrote
Dryden In hIS Absalom and Acbitopbel two thousand years later, and
nearly a hundred years before Dryden Shakespeare had noted that

The lunatic, the lover and the poet
Are of imaginanon all compact

It ISpossible, of course, that Plato wrote the Ion as well as the pas-
sage In the Phaedrus With hIS tongue In hIS cheek Certainly, the
VIew of poetry he presented In Book X of the Republic IS very
different, though tlus fact does not mean much, for a philosopher,
like anybody else, has a perfect nght to change lus mind But the
note of Irony which 15 sustained throughout the Ion and the way In
which Socrates makes a fool out of Ion suggests that Plato was em-
phasizmg the difference between the poet and the philosopher,
wholly to the advantage of the latter Further meditation of this drs-
nncnon may well have led him to the POSition he maintains In the
Republic

It IS sigmficant that the theory of InSpIratIon which Plato presents
In the Ion says nothing about the poet's lyIng he IS speaking divine
truths, but Plato does not go on to say that divine truths may some-
times appear to the ordinary human mind as literal untruths The
Ion assumes, Indeed, that what the poet speaks of IS the true and the
beautiful, so that we can hardly say that Plato takes refuge In the
theory of InSpJIatlon In order to vindicate the poet agaInst the charge
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~ IY.!!,l!t or irresponsibility As Plato developed hIS moral Ideas fur-

r, he may wen have come- to ponder more and more the poet's
moral responsibility, and some such development of hIS thought, to-
gether WIth further meditation on the war between poet and philoso-
pher, may be the explanation of the famous charges brought agamst
the poet m Book X of the Republsc

Plato's 'VIew of the place of the poet ,n the
good soctety

The Repubtu: ISan elaborately reasoned dISCUSSionof the general prIn-
ciples of the good socIety and the means by which It ISto be arramed
Any discussion of poetry in this context IS bound to be m a sense
incidental the subject IS brought m only In a discussion of the means
by which the good socIety 1S to be attained and preserved Our defi-
nmon of the good Soc1ety depends on our notions of God and of
Justice, education for the good society will be education m the
proper notions of these subjects

Tlus IS made clear in Book II where Plato IS dISCUSSingthe educa-
tion of the good CItIZen He insists that all stones told to children
should be morally edifying, they should never suggest wrong Ideas
(One must remember that the poets, especially Homer, were a chief
medium of education In ancient Greece) Here IS a charactensnc
passage from Book II, part of a dialogue between Socrates and
Adeimanms

Literature may be either true or false)
Yes
And the young should be tramed m both lands, and we begin With the

false?
I do not understand your mearung, he said
You know, I said, that we begin by tellmg the children stones wluch,

though not wholly destitute of truth, are m the mam ficnnous, and these
stones are told them when they are not of an age to learn gymnastics.
Verytme.
That was my meaning when I Said that we must teach music [wluch in-

eludes hterature] before gymnastics.
QUlte nght, he Said.
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You know also that the begmnmg IS the most Important part of any
work, especially In the case of a young and tender dung, for that IS the
nrne at which the character ISbeing formed and the desired lmpreSSlon IS

mote readily taken
QUIte true
And shall we Just carelessly allow children to hear any casual tales which

may be devised by casual persons, and to receive Into their minds Ideas
for the most part the very OpposIte of those which we should wish them
to have when they are grown up~

We can not
Then the first thing Will be to establish a censorship of the writers of

fiction, and let the censors permIt any tale of ficnon which IS good, and
reject the bad, and we will desire mothers and nurses to tell their cluldren
the authorized ones only Let them fashion the mind WIth such tales, even
more fondly than they mould the body with their hands, but most of those
which are now In use must be discarded

But which stories do you mean, he said, and what fault do you find
With them>

A fault which ISmost senous, I said, the fault of telling a he, and, what
ISmore, a bad he

If we mean our future guardJans2 to regard the habit of quarrellIng among
themselves as of all things the basest, no word should be said to them of
the wars In heaven, or of the plots and fightmgs of the gods agamst one
another, for they are not true If they would only believe us we
would tell them th-it quarrelhng ISunholy, and that never up to this time
has there been any quarrellmg between citizens this IS what old men and
old women should begin by telhng children, and when they grow up, the
poets also should be told to compose for them In a similar spirIt But the
narranve of Hephaestus bmdmg Here his mother, or of how on another
occasion Zeus sent him flying' for taking her part when she was beaten,
and all the battles of the gods In Homer-these tales must not be admitted
Into our State, whether they are supposed to have an allegorical meaning
or not For a young person can not Judge what IS allegorical and what IS

literal, anything that he receives Into his mmd at that age IS likely to be-
come Indelible and unalterable, and therefore It IS most Important that the
tales which the young first hear should be models of VIrtuOUS thoughts

ThIS IS a remarkable presentatIon of a naively pedagogical VIew of
hterature And note that while stones about the gods quarrellIng are
to be forbidden both because they are unedifying and because they
are not true, Plato has no objection to children being told untrue

:IGuard.an 15 Plato's name for a member of the rulmg caste of the Ideal state
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stones If they are edifymg=stones, for example, that there never has
been any quarrelling between cinzens

In a later passage In Book II Plato makes Socrates disnnguish be-
tween the "true he"-"Ignorance In the soul of hun who IS deceived"
-and the "he in words," which IS "only a kind of mutanon and
shadowy pIcture of a prevIous affection of the soul, not pure un-
adulterated falsehood " The true he IS hated by gods and men, but
"the he In words 15In certain cases useful and not hateful, In deahng
with enemies-that would be an mstance, or again, when those whom
we call our friends In a fit of madness or illusion are gOIng to do some
harm, then It IS useful and IS a sort of medicine or preventIve, also
m the tales of mythology, of which we were Just now speaking=be-
cause we do not know the truth about ancient nmes, we make false-
hood as much hke truth as we can, and so turn It to account"

Here Plato touches on a pOint which, If developed, rmght have
led him to a POSItIon close to Aristotle's VIew of the probable as In a
deep sense more true than the actual But, as so often the case WIth
Plato, he only touches this pOint In passing, and goes on at once to
make a distmcnon between the poet, who may occasionally tell a use-
ful or probable he, and God, who can never have any reason to he

Plato's references to poetry In Book II of the Republic do not
constitute a full-scale exarmnanon of the nature and value of lffiagl-
native hterarure, and It would be unfair, as well as unwise, to de-
.elop a complete theory of poetry from them In Book X, however,
he discusses the nature of poetry more fully-though still m the con-
text of the Ideal state-and brings against It charges wluch have been
taken up, In many different ways, again and agaIn In subsequent gen-
eranons The passage IS worth quotIng at length, for It constitutes a
major document In the hisrory of cnncism and IS the fullest statement
of an approach to ImagInatIve hterature which IS natural to some
lands of philosophic minds and which IS therefore always With us
Socrates 1S talkmg WIth Glaucon

Of the many excellences which I perceIve In the order of our State, there
15 none which upon reflecnon pleases me better than the rule about poetry
To what do you refer'
To the re)ecoon of mutative poetry, WhICh certainly ought not to be

received, as I see far more clearly now that the parts of the soul have been
disnngmsbed
What do you mean?
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Speaking In confidence, for I should not like to have my words repeated
to the tragedians and the rest of the Imitative tnbe-c-but I do not rrund say-
Ing to you, that all poetical mutations are rwnous to the understanding
of the hearers, and that 'the knowledge of their true nature IS the only anti-
dote to them Can you tell me what nmtanon IS:l for I really do not
know

A hkely thmg, then, that I should know
Well then, shall we begin the enquIry In our usual manner Whenever

a number of individuals have a common name, we assume them to have
also a corresponding Idea or form -do you understand me?
Ido
Let us take any common Instance, there are beds and tables In the world

-plenty of them, are there not>
Yes
But there are only two Ideas or forms of them-one the Idea of a bed,

the other of a table
True
And the maker of either of them makes a bed or he makes a table for

our use, In accordance WIth the Idea-that IS our way of speaking In tlus
and similar Instances-but no artificer makes the Ideas themselves how
could he>

Impossible
And there ISanother arnsr-=I should hke to know what you would say

of him
Who IShe>
One who ISthe maker of all the works of all other workmen
What an extraordinary man'
Walt a httle, and there WIll be more reason for your sayIng so For this

IS he who IS able to make not only vessels of every kind, but plants and
animals, himself and all other thmgs=-the earth and heaven, and the things
which are In heaven or under the earth, he makes the gods also

He must be a wizard and no mistake
Oh' you are Incredulous, are you> Do you mean that there IS no such

maker or creator, or that In one sense there rmght be a maker of all these
thmgs but In another nor> Do you see that there IS a way In which you
could make them all yourself>

What way'
An easy way enough, or rather, there are many ways In which the feat

might be quickly and easily accomplished, none quicker than that of turn-
Ing a mirror round and round-you would soon enough make the sun
and the heavens, and the earth and yourself, and other animals and plants,
and all the other thmgs of which we were Just now speaking, m the nurror

Yes, he said, but they would be appearances only
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Very good, I said, you are coming to the pOint now And the painter
too IS, as Iconceive, Just such another-a creator of appearances, IS he not?
Of course
But then I suppose you will say that what he creates ISuntrue And yet

there 15 a sense In which the paInter also creates a bed ~
Yes, he said, but not a real bed
And what of the maker of the bed> were you not sayIng that he too

makes, not the Idea WhICh,according to our View, ISthe essence of the bed,
but only a parncular bed ~

Yes, I did
Then If he does not make that which exists he cannot make true exist-

ence, but only some semblance of existence, and If anyone were to say
that the work of the maker of the bed, or of any other workman, has real
existence, he could hardly be supposed to be speaking the truth

At any rate, he replied, philosophers would say that he was not speaking
the truth

No wonder, then, that hISwork too ISan mdisnnct expressIon of truth
No wonder
Suppose now that by the ltght of the examples Just offered we enquIre

who this Imitator IS~

If you please
Well, then, here are three beds one existing In nature, which IS made by

God, as I think that we may say-for no one else can be the maker?
No
There ISanother wluch ISthe work of the carpenter?
Yes
And the work of the paInter IS a tlurd>
Yes
Beds, then, are of three kinds, and there are three artists who superintend

them God, the maker of the bed, and the painter>
Yes, there are three of them
God, whether from choice or from neceSSity, made one bed In nature

and one only, two or more such Ideal beds neither ever have been nor ever
Will be made by God
Why is that>
Because even If He had made but two, a third would snll appear behind

them wluch both of them would have for their Idea, and that would be
the Ideal bed and not the two others
Very true, he said
God knew this, and He desired to be the real maker of a real bed, not a

particular maker of a parncular bed, and therefore He created a bed which
IS essennally and by nature one only.

So we believe,
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Shall we, then, speak of Him as the natural author or maker of the bed>
Yes, he replied, Inasmuch as by the natural process of creation He ISthe

author of this and of all other thmgs
And what shall we sar of the carpenter-IS not he also the maker of

the bed?
Yes
But would you call the paInter a creator and maker'
Certainly not
Yet If he IS not the maker, what IS he In relation to the bed>
I think, he said, that we may fairly designate him as the mutator of that

which the others make
Good, I said, then you call him who IS third In the descent from nature

an Imitator'
Certainly, he said
And the tragic poet IS an Imitator, and therefore, like all other mutators,

he IS thrice removed from the king and from the truth'
That appears to be so
Then about the imitator we are agreed Now do you suppose that

If a person were able to make the onginal as well as the Image, he would
senously devote lumself to the irnage-makmg branch' Would he allow
mutation to be the ruling pnnciple of his life, as If he had nothing higher
In him>
Ishould say not
The real arnst, who knew what he was mutating, would be Interested In

reahnes and not In irrutanons, and would desire to leave as memorials of
himself works many and fair, and, Instead of being the author of enco-
rmurns, he would prefer to be the theme of them

Then must we not Infer that all these poetical mdrviduals, begmnmg
WIth Homer, are only Imitators, they copy Images of virtue and the like,
but the truth they never reach'

Here IS another pOInt The mutator or maker of the Image knows noth-
Ing of true existence, he knows appearances only Am I not rIght'

Yes
Then let us have a clear understanding, and not be satisfied With half an

explanation
Proceed
Of the patnter we say that he will paint reins, and he WIll paInt a bIt?
Yes
And the worker In leather and brass Will make them'
Certainly
But does the paInter know the nght form of the bit and reins> Nay,

hardly even the workers In brass and leather who make them, only the
horseman who knows how to use them-he knows their nght form.
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Most true
And may we not say the same of all things'
What~
That there are three arts which are concerned with all things one which

uses, another which makes, a third which Imitates them'
Just so
Thus far we are pretty well agreed that the Imitator has no knowledge

worth mentIonIng of what he Imitates Irmtanon ISonly a kind of play or
sport, and the tragic poets, whether they write In Iambic or In Heroic
verse, are mutators In the highest degree)
Very true
And now tell me, Iconjure you, has not mutation been shown by us to

be concerned WIth that which ISthrice removed from the truth'
Tlus was the conclusion at which I was seeking to arnve when I said

that paInting or drawing, and Imitation In general, when doing their own
proper work, are far removed from truth, and the companions and friends
and associates of a principle wirhm us which IS equally removed from
reason, and mat they have no true or healthy aim

Exactly
The mutanve art ISan Inferior who marries an inferior, and has mfenor

offspnng
Very true
And ISthis confined to the SIght only, or does It extend to the hearing

also, relating In fact to what we term poetry>
Probably the same would be true of poetry
We may state the questIon thus -ImItatIon Imitates the acnons of men,

whether voluntary or Involuntary, on which, as they Imagine, a good or
bad result has ensued, and they rejoice or sorrow accordingly

Were we not sayIng that a good man, who has the misfortune to lose lus
son or anything else which IS most dear to him, WIll bear the loss WIth
more equarumlty than another' ·
~~et.
~t Will he have no sorrow, or shall we say that although he cannot help
sorrowing, he will moderate lus sorrow' There IS a pnnciple of law
and reason In lum which bids lum resist, as well as a feeling of lus mIS-
fortune which IS forcing lum to Indulge hIS sorrow>
True .
The law would say that to be patient under suffering IS best, and that

we should not grve way to Impatience, as there IS no knowing whether
such things are good or evil, and nothing IS gamed by Impatience, also, be-
cause no human thing IS of serious Importance, and gnef stands In the way
of that which at the moment IS most required

Wh~t Ie f11nc;:trpnn,rpl'1) hp !lc;:1rprJ
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That we should take counsel about what has happened, and when the

dice have been thrown order our affairs In the way which reason deems
best, not, hke children who have had a fall, keeping hold of the part struck
and wasting time In setting up a howl, but always accustomIng the soul
forthwith to apply a remedy, raising up that which IS Sickly and fallen,
banrshmg the cry of sorrow by the heahng art

Yes, he said, that 15 the true way of meeting the attacks of fortune
Yes, I said, and the higher principle IS ready to follow tlus suggestlon of

reason>
Clearly
And the other principle, which mclmes us to recollecnon of our troubles

and to lamentation, and can never have enough of them, we may call irra-
nonal, useless, and cowardly>

Indeed, we may
And does not the latter-I mean the rebelhous prmcrple=furrush a great

varIety of materials for mutation? Whereas the WIse and calm tempera-
ment, being always nearly equable, IS not easy to Imitate or to appreciate
when mutated, especially at a pubhc festival when a promiscuous crowd IS
assembled m a theatre For the feehng represented ISone to which they are
strangers

Certainly
Then the mutative poet who alms at being popular IS not by nature

made, nor IS hrs art Intended, to please or to affect the rational principle In

the soul, but he wrll prefer the passionate and fitful temper, which IS easily
mutated>

Clearly
And now we may fairly take him and place him by the Side of the

paInter, for he IS hke him In two ways first, Inasmuch as hIScreations have
an mfenor degree of truth-In this, I say, he IS like rum, and he ISalso like
him In bemg concerned WIth an Inferior part of the soul, and therefore we
shall be fight In refusing to adrmt him Into a well-ordered State, because
he awakens and nounshes and strengthens the feelings and ImpaIrs the
reason As In a CIty when the evil are permitted to have authority and the
good are put out of the way, so In the soul of man, as we maintain, the
irrutanve poet Implants an evil consnrunon, for he Indulges the irranonal
nature which has no discernment of greater and less, but thinks the same
thing at one nrne great and at another small-he IS a manufacturer of
Images and IS very far removed from the truth

Exactly
But we have not yet brought forward the heaviest count In our accusa-

non -the power which poetry has of harming even the good (and there
are very few who are not harmed), IS surely an awful tlnng?
Yes, certainly, If the effect 15what you say.
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Hear and Judge The best of us, as I conceive, when we bsten to a pas-
sage of Homer, or one of the tragedians, In wluch he represents some pla-
ful hero who IS drawling out his sorrows In a long oranon, or weeping, and
srmnng Ius breast-the best of us, you know, delight In grvmg way to
sympathy, and are m raptures at the excellence of the poet who snrs our
feelIngs most

Yes, of course Iknow
But when any sorrow of our own happens to us, then you may observe

that we pnde ourselves on the opposite quahty-we would fain be qwet
and patient, this ISthe manly part, and the other which delighted us In the
recitation IS now deemed to be the part of a woman

Very true, he said
Now can we be nght In praISIng and adrrnnng another who ISdomg that

which anyone of us would abonunate and be ashamed of In his own
person>

No, he said, that IS certainly not reasonable
Nay, I said, qUIte reasonable from one pOint of view
What pOint of view>
If you consider, I said, that when In misfortune we feel a natural hunger

and desire to relieve our sorrow by weeping and lamentation, and that this
feeling which ISkept under control In our own calamities IS sansfied and
delighted by the poets,-the better naturein each of us, not having been
sufficiently trained by reason or habit, allows the sympathetic element to
break loose because the sorrow IS another's, and the spectator fancies that
there can be no disgrace to himself In praising and pitying anyone who
comes telling him what a good man he IS, and making a fuss about his
troubles, he thinks that the pleasure IS a gain, and why should he be super-
cIliOUSand lose tlus and the poem too> Few persons ever reflect, as Ishould
imagme, that from the evil of other men something of evil IS communi-
cated to themselves And so the feeling of sorrow which has gathered
strength at the SIght of the misfortunes ot others IS WIth difficulty re-
pressed In our own And does not the same hold also of the ridic-
ulous? There are Jests which you would be ashamed to make yourself,
and yet on the COmICstage, or Indeed In prIvate, when you hear them,
you are greatly amused by them, and are not at all disgusted at their un-
seemhness,-the case of pIty IS repeated,-there IS a prmciple In human
nature wluch IS disposed to raise a laugh, and this which you once re-
stramed by reason, because you were afraid of being thought a buffoon, 1$

now let out agaIn, and having stimulated the risible faculty at the theatre,
you are betrayed unconsciously to yourself Into playing the comic poet
at horne.

QUite true, he said
And the same may ~ sud of lust and anger and all the other affections,
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of desire and patn and pleasure, which are held to be Inseparable from
every action-In all of them poetry feeds and waters the passions instead
of drymg them up, she lets them rule, although they ought to be con ..-
trolled, If mankind are ever to Increase in happiness and virtue
Icannot deny It
Therefore, Glaucon, I said, whenever you meet with any of the eulogists

of Homer declaring that he has been the educator of Hellas, and that he IS

profitable for education and for the ordering of human things, and that
you should take him up agaIn and again and get to know him and regulate
your whole hfe according to him, we may love and honour those who say
these things-they are excellent people, as far as their hghts extend, and we
are ready to acknowledge that Homer IS the greatest of pocts and first of
tragedy writers, but we must remain firm In our conviction that hymns to
the gods and praIses of famous men are the only poetry which ought to
be adnutted Into our State For If you go beyond tlus and allow the hon-
eyed muse to enter, either In epIc or lyric verse, not law and the reason
of mankind, which by common consent have ever been deemed best, but
pleasure and paIn WIll be the rulers In our State

That ISmost true, he said
And now smce we have reverted to the subject of poetry, let this our

defence serve to show the reasonableness of our former Judgment In send-
mg away out of our State an art having the tendencies which we have de-
scribed, for reason constrained us But that she nlay not Impute to us any
harshness or want of pohreness, let us tell her that there IS an ancient quar-
rel between philosophy and poetry, of which there are many proofs
Notwithstanding tlus, let us assure our sweet friend and the sister arts of
irrutanon, that If she Will only prove her nrle to exist In a well-ordered
State we shall be delighted to receive her-we are very conCiCIOUSof her
charms, but we may not on that account betray the truth I dare say,
Glaucon, that you are as much charmed by her as I am, especially when
she appears In Horner>

Yes, Indeed, Iam greatly charmed
Shall I propose, then, that she be allowed to return from exile, but upon

this condinon only-that she make a defence of herself In lyrical or some
other metre>

Certainly
And we may further grant to those of her defenders who are lovers of

poetry and yet not poets the perlnlC;SlOtl to speak In prose on her behalf
let them show not only that she IS pleasant but also useful to States and to
human hfe, and we will hsten In a kindly spIrIt, for If this can be proved we
shall surely be the garners=-I mean, If there IS a use In poetry as well as a
delIght?

Certainly, he said, we shall be the gainers
If her defence fads, then, my dear friend, like ocher persons who are
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enamoured of something, but put a restraint upon themselves when they
think their desires are opposed to their Interests, so too must we after the
manner of lovers gIve her up, though not without a struggle We too are
inspired by that love of poetry which the education of noble States has
Implanted In us, and therefore we would have her appear at her best and
truest, but so long as she ISunable to make good her defence, this argument
of ours shall be a charm to us, wluch we will repeat to ourselves wlule we
hsten to her strains, that we nlay not fall away Into the childish love of her
which captIvates the many At all events we are well aware that poetry be-
mg such as we have described ISnot to be regarded seriously as attaining to
the truth, and he who hstens to her should be on his guard against
her seductions and make our words his law
Yes, he said, I qUite agree with you
Yes, I said, my dear Glaucon, for great ISthe Issue at stake, greater than

appears, whether a man IS to be good or bad And what WIll anyone be
profited If under the Influence of honour or money or power, aye, or
under the excitement of poetry, he neglect Justice and virtue?

Yes, he said, I have been convinced by the argument, as I beheve that
anyone else would have been

The sigruficance of Plato's obiecuons to poetry

Plato's prImary objection to poetry rrught be called an epistemological
one-It stems from hIS theory of knowledge If true realiry consists
of the Ideas of thmgs, of which indrvidual objects are but reflections
or mutations, then anyone who imitates those individual objects 15

mutating an urutanon, and so producing somethmg which IS still
further removed from ultimate reality It IS Significant that Plato
develops this argument first WIth reference to the painter, and that
he takes a SImple representational VIew of painting Here the pOInt IS

clear enough representational paIntIng IS an irmtanon of a specific
object or groups of objects, and If It 15 nothing but that, If reality
hes not In mdividual objects but In general Ideas or forms, then, from
the point of VIew of the philosopher whose main Interest IS In ap-
prehendmg reality, the paInter IS not doing anything particularly
valuable-though on the other hand what he IS doing IS not necessarily
VICIOUS (Why It did not occur to Plato that the paInter, by paIntIng
the ideal object, could suggest the Ideal form and thus make direct
contact With reality In a way derued to ordinary perception, IS not
easy to see presumably because he could not conceive of reahty as
bemg appreheOSlble\ through the senses at all.)
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Just as the painter, furthermore, only Imitates what he sees and
does not know how to make or to use what he sees (he could paInt a
bed, but not make one), so the poet imitates reality without neces-
sanly understandmg It Not only, therefore, are the arts mutations of
mutations and thus thrice removed from the truth they arc also the
product of a futile Ignorance The man who Imitates or describes or
represents without really knowing what he IS ImItating IS demon-
stratlng both his lack of useful purpose and his lack of know ledge
"The leal artist, who knew what he was ImItatIng, w ould be In-
terested In realities and not In mutations, and would desire to leave
as memorials of himself works many and fair, and, mstead of being the
author of encormurns, he would prefer to be the theme of them" If
Homer had understood what makes men behave w ell, Instead of
merely descnbmg I11Cnbehaving well, he would have been at the
second Instead of the tlnrd remove from Ideal truth and have been a
much ITIOreuseful citizen

ThIS emphasis on practicality and unhty IS perhaps surprISIng In

a philosopher (somerhmg vcry hkc PLIto'S objections to art, though
not derrvmg from hIS particular theory of know ledge, constitutes the
standard Plulrsnne argull1cnt ag<llnst takmg art seriously) but one
must remember always that In these passages from the Republic
Plato IS discussing the proper cnv ironment for producing the good
citizen, the "guardi.m" of the Ideal state ThIS emphasis on pracncahry
goes even further, however, than It would ever do In the normal
Pluhstme argument, for Plato 1<) not content WIth puttlng the "Imi-
tator" of somethmg below ItS maker (as the man who paInts reins
and a bit ISmferior to the maker of them}, he puts the maker below the
user "There are th ree arts w lnch arc concerned with all tlungs
one which USC'i, another which makes, a third which mutates them"
The user teaches the maker, whose product IS then mutated (painted
or described) by the artist Presumably the philosopher who by medi-
tanon IS led to an understanding of the Ideal form of the thing made
1S far above both user and maker, but Plato does not say so here If
he had, It nught have led lum to the notion that the artist might be
the one to suggest or indicate the Ideal form After all, as has been
many nrnes pointed out, It IS by every kind of poetIC device=meta-
phor, symbol, fiction=that Plato puts hIS own philosophy across, and
Book X Itself, In the words of Lord LIndsay, "begins WIth an attack
on poetry and ends WIth a poem "

The arnst, then, IS but an Imitator of an mutation and m addition
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'.Jhe IS Ignorant of the true use and nature of what he mutates This IS

Plato's main objection to poetry, but there are two further objections
closely related to It Not only IS arnsnc inutanon, whether in patntmg
or In hrerature, far removed from the truth, It both employs and
appeals to an Inferior part of the human faculties "The mutative poet

}who aims at being popular IS not by nature made, nor IS lus art In-

tended, to please or to affect the rational principle In the soul, but
he will prefer the passIonate and fitful temper, which IS easily llTII-

tated " The poet does not deal calmly, wisely, and equably with the
essennal truth of things but excitedly with their changing surfaces
ThIS leads to the third and more serIOUScharge-that "poetry feeds
~)ana waters the pasSIOns Instead of drying them up" Plato the phi-
losopher naturally opposes (as certain Chnsnan thinkers were to do
later) the reason to the pasSIons It IS the duty of the WIse man to
control pasSIon by reason, poetry, by excitIng and strengthening
the passIons, makes this task more difficult There IS no trace In Plato
-or Indeed anywhere In Greek thought-of the modern romantic
notion that self-Indulged emotion IS Itself good or valuable, or that
sensibility as such-the capacity to be easily moved-Is a SIgn of su-
perIor character Plato would have been equally asrorushed at Henry
Mackenzie's adrruranon of "the man of feelIng" and at Wordsworth's
;defense of poetry as "the spontaneous overflow of powerful feelIng,"
to say nothing of more extravagant romantic defenses of emotional
self -mdulgence
Poetry, therefore, accordmg to Plato, IS far removed from truth,

and springs from unproper knowledge and lack of understanding of
both how to use and how to make what It describes, It IS the product
of an "inferior part of the soul", and It harms by nounshmg the
passIons, which ought to be controlled and disciphned Any de-
fense of poetry against Plato would have to tackle first the eplstelno-
logical argument, that poetry IS mfenor because It IS an mutation
of an irmtanon, proceed to show that the poetic gift derives from a
uniquely significant human faculty, and finally demonstrate that If
poeery arouses pasSIon It ISonly In order in the long run to allay It or
discipline It ThIS tnple task 1S bnlhantly achieved by Austotle In his
Poencs. Perhaps Plato was not unaware of the possibility of defending
poetry along the hnes that Anstotle was to take hIS final remarks on
poetry m the Republsc suggest that he has presented only the bnef
for the prosecunon and 15 awaItIng the arguments of the defense
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T.PLATONIC DILEM1'vlA 15 at once the dilemma of
the metaphysician and of the pracncal rnorahst, It reflects what Plato
himself calls the "ancient quarrel between philosophy and poetry"
and at the same nrne appeals to the man of affans to whom any ac-
tIVIty IS suspect If It cannot be directly related to an obvious prag-
mane goal Any effective solution to the dilemma would have to take
both a~pects into account

Clanficauon by classiftcanon

Aristotle undertakes to examine the nature and differennanng quah-
ties of lDlaglnatlve hterature With a view to demonstratmg that It IS
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true, serious, and useful (whereas Plato had shown It to be false,
trivial, and harmful) HIS argument proceeds In the charactensncally
Anstotehan fashion of disnnguishmg between different species of
hterature In order to show both what they have In common and
wherem they differ from each other Tlus leads hun Into some fairly
detailed discussion of the different types of Greek hterature, which
IS less unportant for our purposes than those remarks he makes either
about imagmanve literature generally or about one species or another
which illummate the nature, function, and value of imagmanve liter-
ature as such HIS classification IS naturally based on the varieties of
literature with which he was farmliar=Anstotle's method IS essentially
one of examlrung observed phenomena with a view to notIng their
quahnes and charactensncs HIS concern IS the ontological one of
discovering what in fact hterature 15 rather than the normative one of
descnbmg what It should be He IS describing, not Iegislatmg, yet Ius
descnpnon IS so organized as to make an account of the nature of
hrerarure mvolve an account of Its function, and ItS value emerges
In terms of ItS function

All the kinds of poetry, says Ansrotle--epic, tragic, cormc, and
dithyrambic, hstmg the kinds known to him In Greek literature-an-
volve mImeSIS, mntanon or representation, and one can represent vari-
ous aspects of real or Inlaglnary SItuations through anyone of a
variety of means or media The kmds of poetry-and Aristotle IS

usmg the term in the general sense we have discussed earher-are
therefore disnnguished according to the medium of representation
they use, what aspects of real or imagmed hfe they represent, and
the way In which the presentatIon (or cornmurncanon, embodiment
and presentanon In language) IS effected The difference In medium
between the painter and the poet, for example, IS obVIOUS the former
uses color and form, the latter uses words In their denotanve, con-
notative, rhythmic, and musical aspects DIfferences can also be noted
between the different lands of use of language employed by writ-
ers of different kmds of literature

Anstotle pomts out that In hIS day there was no common term ap-
phcable to all the ways of employing language, both In prose and
metncally=no term, that IS, comparable to the modern meanmg of
the word literature Clearly meter alone IS not the disnnguishmg fea-
ture of poetry, for medical and sciennfic treatises have been written
m verse (a practIce commoner m ancient Greece than today) "There
15 no common term we could apply to the rrurnes of Sophron and
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Xenarchus and the Socratic dialogues on the one hand, and, on the
other, to poetic mutations In iambic, elegaic, or any similar meter
People do, Indeed, add the word 'maker' or 'poet' to the name of
the meter, and speak of elegaic poets, or epic (that IS, hexameter)
poets, as If It were not the irmtanon that makes the poet, but the
verse that entitles them all mdiscnrnmately to the name Even when
a treatise on medicine or natural science IS brought out In verse, the
author IS usually called a poet, and yet Homer and Empedocles [a
fifth century philosopher who expressed his philosophical and re-
lIgIous notions In hexameter verse] have nothing in common but the
meter, so that It would be nght to call the one poet, the other phYSI-
CIStrather than poet"

If poetry IS an art of mutation or representatIon, and the objects
of Imitation are "men doing or experiencIng something" -men In ac-
non-one can classify poetry according to the kinds of people It
represents-they arc either better than the) are in real hfe, or worse,
or the same One could present char deters, that IS, on the grand or
heroic scale, or one could treat ironically or humorously the petty
follies of men, or one could ann at narurahsm, presenting men neither
hClghtlJ1ld nor rnviahzcd

Third. the poet can tell a ~tory partly In narrative form and partly
through the speeches of the characters (as Horner docs), or It can
all be done In tlurd-pcrson narr ative, or the story can be presented
dramancallv, w uh no use of tlurd-person narrative at all

These, then, are the three ways In wluch Aristotle, at the begmnmg
of hIS treatise, disnnguishcs between kinds of representational art-
they can differ In the representatIve medium employed, In the kinds
of objects represented, and In the w av 111 which a gn en medium is

handled, m medium, subject-matter, and technique, as we nlIght put
It Comedy and tragedy differ In the second respect tragedy deals
With men on a heroic scale, men "better" (not necessarily 111 the
simple moral sense but In tcrrns of Inlpres~IVenC'iS and dignity) than
they arc In everyday hfe, v. hereas comedy deals WIth the more tn-
VIal aspects of human nature, \\ ith characters "worse" than they are
In real hfe, but ag,un not In the simple moral sense Epic or heroic
poetry IS like tragedy In tlus re'ipect (differmg In technique but not
In the kind of characters represented) and sanncal poetry IS like
comedy Anstorle spends some time speculating on the human faculty
for irrutanon or representatIon and on Its development He then
embarks on a full-length dISCUSSIon of tragedy In which he really



26 The Ph,losoph,callnquJry
comes to gripS with the nature of unagmatlve hterature and m doing
so finds a way out of Plato's dilemma

The nature of tragedy

Reservmg epIC poetry and comedy for later discussion, Aristotle
examines the nature of tragedy 1

A tragedy IS the urutanon of an action that 15 serious and also, as having
magnitude, complete In Itself, In language With pleasurable accessones,
each land brought In separately In the parts of the work, In a dramatic,
not m a narrative form, WIth incidents arousIng pIty and fear, wherewith
to accomplish Its catharsis of such emotions Here by 'language WIth pleas-
urable accessones' I mean that WIth rhythm and harmony or song super-
added, and by 'the kinds separately' I mean that some p0rtJons are worked
out With verse only, and others In tum WIth song
I As they act the stones, It follows that In the first place the Spectacle

(or stage-appearance of the actors) must he some part of the whole, and
m the second Melody and Diction, these two being the means of their
rrrutanon Here by 'Dicnon' I mean merely rhis, the cOmpOSItIOnof the
verses, and by 'Melody,' what IS too completely understood to reqUire
explanation But further the subj eet represented also IS an action, and
the action Involves agents, who must necessarily have their distmcnve
quahnes both of character and thought, SInce It IS from these that we
ascnbe certain quahnes to their actions There are In the natural order of
thmgs, therefore, two causes, Character and Thought, of their actions, and
consequently of their success or failure In their lives Now the action (that
which was done) ISrepresented In the play by the Fable or Plot The Fable,
In our present sense of the term, IS Simply this, the combination of the In-
cidents, or things done In the story, whereas Character IS what makes us
ascnbe certain moral quahnes to the agents, and Thought IS shown In all
they say when prOVIng a particular pOInt or, It may be, enunciatmg a gen-
eral truth fhere are SIXparts consequently of every tragedy, as a whole,
that 1S, of such or such quality, VIZ a Fable or Plot, Characters, Diction,
Thought, Spectacle and Melody, two of them arISIng from the means, one
from the manner, and three from the objects of the dramatic mutation,
and there 15 nothing else besides these SIXOf these, Its formative elements,
then, not a few of the dramansts have made due use, as every play, one
may say, admits of Spectacle, Character, Fable, Diction, Melody, and
Thought

1Ars Poeuca, translated by Ingram Bywater (Oxford Clarendon Press)
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II The most Important of the SIXIS the combination of the incidents

of the story Tragedy ISessentially an mutation not of persons but of action
and hfe, of happiness and II?lsery All human happiness or misery takes the
form of acnon, the end for which we hve ISa certain kind of actiVIty, not
a quality Character gIves us quahnes, but It ISIn our actions-what we do
-that we are happy or the reverse In a play accordingly they do not act
In order to portray the Ch-iracrers, they mclude the Characters for the sake
of the action So that It IS the action In It, 1e Its Fable or Plot, that ISthe
end and purpose of the tragedy, and the end ISeverywhere the chief thmg
Besides this, a tragedy ISImpossible WIthout action, but there may be one
WIthout Character The tragedies of most of the moderns are characterless
-a defect common among poets of all kinds, and with Its counterpart In
paIntIng In Zeuxis as compared WIth Polygnotus, for whereas the latter IS
strong In character, the work of Zeuxis IS devoid of It And agaIn one may
string together a senes of charactensnc speeches of the utrnost fimsh as
regards Diction and Thought, and yet -fail to produce the true tragic ef-
fect, but one WIll have much better success WIth a tragedy which, however
mfenor In these respects, has a PI\)t, a combination of incidents, In It And
agaIn the most powerful elements of attraction In Tragedy, the Pertpettes''
and Discoveries, are parts of the Plot A further proof IS In the fact that
beginners succeed earher WIth the Diction and Characters than WIth the
construction of a story, and the same nlay be said of nee rly all the early
dramatists We maintam, therefore, that the first essential, the hfe and
soul, so to speak, of Tragedy IS the Plot, and that the C~~t~rs_ come
second-s-compare the parallel In pamting, where the most beautiful colours
laId on w ithout order WIll not gIve one the same pleasure as a simple black-
and-white sketch of a ponralt We mamtam that Tragedy IS pnmanly an
mntanon of action, and that It ISmainly for the sake of the action that It
mutates the personal agents Third comes the element of Thought, 1e the
power of sayIng \\1hatever can be said, or what IS approprIate to the oc-
easton ThIS IS what, In the speeches In Tragedy, falls under the arts of
Polincs and Rhetoric, for the older poet5 make their personages discourse
hke statesmen, and the modems like rhetoncians One must not confuse It
WIth Character Character In a play ISthat which reveals the moral purpose
of the agents, 1e the sort of thing they seek or avoid, where that IS not
obvrous=-hence there I!) no room for Character In a speech on a purely
indifferent subject Thought, on the other hand, IS shown In all they say
when provIng or disprovmg some parncular pOint, or enunciating some
universal prOpOSItIon Fourth anlong the luerary elements ISthe DIction of
the personages, 1 e as before explained, the eXprC'iSIOnof their thoughts In
words, which IS practically the same thing WIth verse as WIth prose As for
the two remammg parts, the Melody IS the greatest of the pleasurable

2 See page 33
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accessories of Tragedy The Spectacle, though an attraction, IS the least
arnsnc of all the parts, and has least to do wrth the art of poetry The tragic
effect IS qUite possible WIthout a public performance and actors, and be-
sides, the getting-up of the Spectacle IS more a matter for the costunuer
than the poet

The sigmficance of plot

Aristotle IS considenng tragedy as a hterary form rather than as a
theatncal presentation, and he does not, therefore, regard the
"spectacle" as an integral part of the dramatist's medium "The tragic
effect 15 qUIte possible without a pubhc performance and actors" Ac-
tual stage presentatIon can, of course, Immeasurably Increase the Inlpact
of a play, and there are certain aspects of the acnon and language of
a play wntten for the stage wtIch can only be Justified and fully
appreciated If we take Into account the particular kind of stage repre-
sentanon Intended (as Granville-Barker has shown In lus Prefaces to
Shakespeare) Aristotle IS concerned with the essential nlcanlng and
value of a play, not with the techniques of getting that mearung and
value across to an audience The most lnlportant tlung for lum 1~ the
acnon, the arrangement of the events, by which he does not mean of
course the mere summanzable epitome of events (though he some-
nmes talks as though he does) but the way In which the action pro-
ceeds at each pOint Thus the "plot" (In Aristotle's sense) of a Shake-
speare play IS not to be identified WIth the story he found In hIS
source-In Hohnshed or In an Italian novella or In an earlier play-
even though the sumrnanzable plots may be almost Identical If that
were so, then one could not at the same rime maintain Shakespeare's
greatness as a dramatist and hold that "the plot IS the life and soul of
tragedy" Similarly, the plots of Aeschylus or Sophocles are not
idenncal WIth the myths on which they based their tragedies, even
though the tragedies did In fact use the stories as known In the myths
Plot IS something fuller and subtler than this, It IS the way In which
the action works Itself out, the whole causal chain which leads to
the final outcome

In this sense, plot can be said to be the "soul" of tragedy as well
as of certam kinds of novel Character IS Important, too, but Im-
portant as a causal element In the plot In a dramatic monologue by
Browning character 15 mteresnng for Its own sake, Browning IS spot-
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lIghting a psychological situation, he IS not Interested In character
as contnbunng to a pattern of action but In character as revealing a
certain kind of approach to life, a certain way of reactmg to ex-
perIence Many of the unactable "closet dramas" of the nineteenth
century are simply collecnons of dramatic monologues rather than
true dramas whose essennal hfe consists In their action But a novel
hke Jane Austen's E11J111a, no less than tragedies hke Sophocles'
Oedipus tbe King and Shakespeare's Hamlet, develops Its Ineanlng
through the progression of the action, what Emma does Illustrates
what she IS, and the way In which her actions affect other people and
Interact WIth other people's actions not only helps to reveal character
but also provides the essence of the novel the mteracnons of different
characters result In a plot pattern In which lies the nature of Jane
Austen's iroruc conternplanon of the SOCIalscene If E111111a consisted
of a series of self-revelations of the characters In conversation, WIthout
any plot, or If HCl111let were only a senes of sohloquies by the hero
In wluch he revealed lus soul and discussed hIS dilemma without any-
thmg taking place, these \\t orks would doubtless possess a certain In-
terest but not the kind of Interest proper to a novel or a drama So
Anstotlc's an Jngement of the elements of tragedy In an order of
II11portance w luch puts plot first and character second, WIth thought"
..third and dicnon fourth ..seems logical enough •

31 he term dtanota, \\I hich IS here rendered tbougbt, IS not easy to translate Bywater
comments "Tnanota In the sense 1t bean, U1 the Poetics 15, like etbos (character), an
element 111 the personahty of the dr unans personae It IS their Intellectual capacIty, as
evinced in their language (or It nlay be In their actions), and It IS to be seen whenever
they argue or make an appeal to the feelings of their hearers, In other words when
they re isc n Irt plead WIth one of the other dramatis per~onae In the same sort of \vay
as a rhctor rrught do Hence It 15 that the general theory of the dtanota In a play IS said
to belong to Rherortc rather than Poetry, and a speech With a great display of dtanota
In It IC;a rhetorical spctch" (Aristotle on the Art of Poetry, with crincal mtroducnon,
translation and commentary, hy Ingram Byw ater, Oxford, 1909, p 164) An obv ious
example of dtanota III Shakespearean tragedy would be Antony's funeral speech In
[ultus Caesar The f InlOU~ speech on "degree" by Ulysses In Trot/us and Cressida
w ould also be pure dtanoia

4 The modern crrnc of POCtlC drama would be mclmed to put diction higher up In
the scale, for he would consider It to mean more than the most effccnve exprec;c;lon of
a required pOint, but the whole way of bodvmg forth a Situation In a language full of
suggestion and evocation Indeed, the poetry of a poetIc drama can hardly be separated
from the other Significant elements, for It IS largely what creates these elements or at
least what gives them meaning Anstotle here shows no Interest In the exploratory
aspects of poetic language, those aspects which, by the effective use of tmage and
symbol, help to create a w hole world of echoing meanrng HI~ approach IS analytic,
hIe; are the notes of an observer and a thmker who IS accustomed to clarify knowledge
In the first Instance by classificanon, and he has nothmg to say of the organic relation
of the various elements to each other and to the whole, except In so far as they are all
related to plot
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So far, Aristotle has not touched on those aspects of tragedy which

differentiate It from other kinds of drama, nor, except for the almost
casual mention of melody and spectacle, on those which differentiate
It from other kinds of narrative, such as the epIc or the modern novel
And he has said nothing yet that IS at all relevant to the charges
brought against poetry by Plato He has much more to say about the
nature of plot In general before he comes to specify the nature of a
tragic plot, and only when he has done that does he proceed to draw
conclusions about the nature and value of tragedy, where, without
mentIonIng Plato or hISarguments, he answers Plato's charges

Having thus distmguished the parts, let us now consider the proper con-
strucnon of the Fable or Plot, as that IS at once the first and the most
tffiportant thmg In Tragedy We have laid It down that a tragedy rs an In11-
ration of an action that IS complete In itself, as a whole of some magntrude,
for a whole may be of no magnitude to speak of Now a whole IS that
which has beginning, middle, and end A begmmng IS that which IS not
Itself necessarily after anythmg else, and w hich has naturally sorneihmg
else after It, an end IS that which IS naturally after something itself, either
IS Its necessary or usual consequent, and with nothing else after It, and a
middle, that which IS by nature after one thIng and has abo another after
It A well-constructed Plot, therefore, cannot either begm or end at any
pOint one likes, beginning and end In It must be of the forms Just descnbed
Agam to be beautiful, a hVIng creature, and every whole made up of parts,
must not only present a certain order In Its arrangement of part~, but also
be of a certain definite magnitude Beauty IS a matter of size and order,
and therefore Impossible either (I) In a very minute creature, since our
perceptIon becomes mdistmct as It app! oaches InstantaneIty, or (2) In a
creature of vast Size-one, 'iay, 1,000 miles long-as In that case, instead
of the object betng seen all at once, the unity and wholeness of It IS lost
to the beholder Just In the same way, then, as a beautiful w hole made up of
parts, or a beautiful lIVing creature, must be of some Size, a size to be taken
In by the eye, so a story or Plot must be of some length, but of a length to
be taken In by the menl0ry A~ for the lmut of its length, so far as that IS

relative to public performances and spectator~, It does not fall within the
theory of poetry If they had to perform a hundred tragedies, they would
be timed by water-clocks, as they are said to have been at one period The
hrrnt, however, set by the actual nature of the thing IS this the longer the
story, consistently WIth its being comprehensible as a whole, the finer It
15 by reason of Its magnitude As a rough general formula, 'a length which
allows of the hero paSSIng by a series of probable or necessary stages from
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misfortune to happiness, or from happiness to misfortune,' may suffice as
a lrrmt for the magnitude of the story

The Unity of a Plot does not consist, as some suppose, In Its having one
man as Its subject An mfiriiry of things befall that one man, some wluch It
IS impossible to reduce to unity, and In like manner there are many actions
of one man which cannot be made to form one action One sees, therefore,
the mistake of all the poets who have wntten a Heracletd, a Tbesetd, or
similar poems, they suppose that, because Heracles was one man, the
story also of Heracles must be one story Homer, however, evidently
understood this pOInt qUIte well, whether by art or mstmct, Just In the
same way as he excels the rest In every other respect In wnnng an Odys-
sey, he did not make the poem cover all that ever befelllus hero-s-it befell
lum, for Instance, to get wounded on Pamassus and also to feign madness
at the time of the call to arms, but the two incidents had no probable or
necessary connexion WIth one another-Instead of domg that, he took an
action with a Unity of the kind we are descnbmg as the subject of the
Ody ssey , as also of the Iliad The truth IS that, Just as In the other mutative
arts one muranon 14) always of one thmg, so In poetry the story, as an irmta-
non of action, must represent one action a complete whole, WIth Its sev-
eral mcidents so closely connected that the transposal or WIthdrawal of any
one of them WIll dISJOIn and dislocate the whole For that which makes no
perceptible difference by Its presence or absence 15 no real part of the
whole

From what we have said It will be seen that the poet's function IS to
describe, not the t),lng that has happened, but a kmd of tlung that rmght
happen, 1 e what l~ possible as being probable or necessary The disnncnon
between lustonan and poet IS not In the one WrIting prose and the other
verse-you might put the work of Herodotus Into verse, and It would st111
be a speCIes of history, It consisrs really In tills, that the one descnbes the
thIng that has been, and the other a kind of thmg that mIght be Hence
poetry ISsomething more philosopluc and of graver Import than history,
SInce Its statements are of the nature rather of universals, whereas those of
history are SIngulars By a universal statement I mean one as to what such
or such a kind of man Will probably or necessarily say or do-c-which IS the
aim of poetry, though It affixes proper names to the characters, by a Singu-
lar statement, one as to what, say, Alcibiades did or had done to him In
Comedy this has become clear by this time, It IS only when their plot IS al-
ready made up of probable mcidents that they glve It a basis of proper
names, choosmg for the purpo<;e any names that may occur to them, In-
stead of wrttmg like the old iambic poets about particular persons In
Tragedy, however, they still adhere to the histone names, and for this
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reason what convinces IS the possible, now whereas we are not yet sure
as to the possibihry of that whrch has not happened, that which has hap-
pened IS manifestly possible, else It would not have come to pa'i'i Never-
theless even In Tragedy there are some plays with but one or two known
names In them, the rest being inventions, and there are some without a
Single known name, e g Agathon's Antbeus, In which both mcidenrs and
names are of the poet's Invention, and It IS no less delightful on that ac-
count So that one must not aim at a rigid adherence to the traditional
stones on which tragedies are based It would be absurd, 10 fact, to do so,
as even the known stories are only known to a few, though they are a
dehght none the less to all

It IS evident from the above that the poet must be more the poet of hIS
stones or Plots than of hIS verses, Inasmuch as he IS a poet by VIrtue of the
mutative element In hIS \VOI k, and It IS actions that he Imitates And If he
should come to take a subject from actual history, he l'i none the less a poet
for that, since some lustonc occurrences may verv well be In the probable
and possible order of thmgs, and It IS In that aspect of them tlnt he is
their poet

Of SImple Plots and acnons the episodic are the w orst I call a Plot
episodic when there IS neither probabilitv nor nccessitv In the sequen(_e of
Its episodes Actions of this sort b-id poct~ construct rhi ough their 0\\ n
fault, and good ones on account of the plav ers I-TIS " 01 k beIng for public
performance, a good poet often stretches out a Plot beyond ItS cap-ibihnes,
and IS thus obliged to rw I'-Itthe sequcnce of mcident

Tragedv, howev er, IS an irrutanon not only of a complete acnon, but
also of incidents arousing pit) and fear Such incidents hav e the very great-
est effect on the mmd w hen they occur unexpectedly and at the "arne
time In consequence of one another, there IS more of the marvellous In
them then than If they happened of themselves or by mere chance Even
matters of chance seem most marvellous If there ISan appearance of design
as It were In them, as for Instance the statue of l\lltY,; at Argos killed the
author of Mirvs' death bv falhng dow n on him w hen a looker-on at a
pubhc spectacle, for incidents like that we thmk to be not Without a mean-
Ing A Plot, therefore, of this sort 1<;necessanlv finer than others

Plots are either SImple or complex, since the actions they represent are
naturally of this twofold descnpnon The acnon, proceeding In the way
defined, as one contmuous whole, I call SImple, when the change In the
hero's fortunes takes place w ithout Penpety or DISCO\- ery, and complex,
when It Involves one or the other, or both These should each of them
anse out of the structure of the Plot Itself, so as to be the consequence,
necessary or probable, of the antecedent- There IS a great difference be-
tween a thing happening propter hoc and post hoc
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A Penpety 15 the change from one state of things within the play to Its

opposite of the kind described, 'and that too In the way we are saying, In
the probable or necessar~ sequence of events, as It IS for Instance In
Oedipus here the opposite state of things IS produced by the Messenger,
who, conung to gladden Oedipus and to remove hIS fears as to hISmother,
reveals the secret of his birth And In Lynceus Just as he IS being led off
for execution, With Danaus at lus SIde to put him to death,. the incidents
preceding this bring It about that he IS saved and Danaus put to death A
Discovery IS,as the very word implies, a change from Ignorance to knowl-
edge, and thus to either love or hate, In the personages marked for good
or evil fortune The finest form of DIscovery IS one attended by Perl penes,
hke that which goes with the Discovery In Oedipus There are no doubt
other forms of It, what we have said may happen In a way In reference to
manrmate thmgs, even rhmgs of a very casual kind, and It IS also possible
to discover whether some one has done or not done something But the
form most directly connected with the Plot and the action of the pIece is
the first-mentioned This, with a Penpety, will arouse either pIty or fear-
actions of that nature being w hat Tragedy IS assumed to represent, and
It WIll also serve to bring about the happy or unhappy ending The DIS-
covery, then, being of prf,\on<;, It may be that of one party only to the
other, the latter being alreadv known, or both the partIes may have to
discover thcmvelvcs Iplugcnla, for instance, was discovered to Orestes by
sending' the letter, and another DIscovery was required to reveal lum to
Iplugerua

Two P,lrt<) of the Plot, then, Pcnpctv and Discovery, are on matters of
this sort A thrrd part ISSuffenng, w hich \\ e may define as an acnon of a
destructive or PaIr- ful nature, such as murders on the stage, tortures,
woundmgs, and tI-l. hke The other two have been already explained

The next pOints after what we have said above WIll be these (I) What
IS the poet to JIm at, and \\ hat IShe to avoid, In constructing hISPlots? and
(2) What are the condinons on which the tragic effect depends'
We assume that, for the finest form of Tragedy, the Plot must be not

SImple but complex, and further, that It must Imitate actions arousmg pIty
and fear, smce that ISthe distmcnve function of this kind of irruranon It
follows, therefore, that there are three forms of Plot to be avoided (I) A
good man must not be seen pa<;slngfrom happiness to misery, or (2) a bad
man from rmserv to happiness The first siruanon IS not fear-mspinng or
piteous, but sirnplv odious to us The second 15 the most untragic that can
be, It has no one of the requlsltec; of Tragedy, It does not appeal either to the
human feehng In us, or to our pity, or to our fears Nor, on the other hand,
should (3) an extremely bad man be seen falling from happiness Into
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nusery Such a story may arouse the human feehng In us, but It will not
move us to either pity or fear, pity IS occasioned by undeserved misfortune,
and fear by that of one like ourselves, so that there will be nothtng either
pIteous or fear-inspmng In the siruanon There remains, then, the Inter-
mediate kind of personage, a man not pre-eminently virtuous and Just,
whose misfortune, however, IS brought upon him not by vice and depravity
but by some error of Judgement, of the number of those In the enjoyment
of great reputatIon and prosperity e g Oedipus, Thyestes, and the men of
note of smular famihes The perfect Plot, accordingly, must have a single,
and not (as some tell us) a double Issue, the change In the hero's fortunes
must be not from misery to happiness, but on the contrary from happiness
to misery, and the cause of It must he not In any depr-rviry, but In some
great error on hIS pan, the man himself being either such as we have de-
scribed, or better, not worse, than that Fact also confirms our theory
Though the poets began by accepting any tragic story that carne-to hand,
In these days the finest tragedIes are always on the story of some few
houses, on that of Alcmeon, Oedipus, Orestes, Meleager, Thyestes, Tele-
phus, or any others that may have been Involved, as either agents or
sufferers, In some deed of horror The theoretically best tragedy, then, has
a Plot of this descnpnon The cnncs, therefore, are wrong who blame
Euripides for talang this lme In his tragedies, and gIVIng many of them an
unhappy endmg It IS, as we have said, the nght lme to take The best proof
15 this on the stage, and In the pubbc performances, such plays, properly
worked out, are seen to be the most truly tragIC, and Euripides, even If hIS
execution be faulty In every other pOint, IS seen to be nevertheless the most
tragic certainly of the dramatists After this comes the construction of
Plot which some rank first, one WIth a double story (hke the Odyssey)
and an Oppoc;lte Issue for the good and the bad personages It IS ranked as
first only through the weakness of the audiences, the poets merely follow
their public, wntmg as Its WIshes dictate But the pleasure here IS not that
of Tragedy It belongs rather to Comedy, where the bitterest enemies In
the piece (e g Orestes and Aegisthus) walk off good friends at the end,
WIth no slaying of anyone by anyone

The tragIC fear and pity may be aroused by the Spectacle, but they may
also be aroused by the very structure and mcidents of the play-which 15

the better way and shows the better poet The Plot In fact should be so
framed that, even WIthout seeing the things take place, he who SImply
hears the account of them shall be filled WIth horror and pIty at the In-
cidents, which IS Just the effect that the mere recital of the story In Oedipus
would have on one To produce this same effect by means of the Spectacle
ISless arnsnc, and requlres extraneous aid Those, however, who make use
of the Spectacle to put before us that which IS merely monstrous and not
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productive of fear, are wholly out of touch with Tragedy, not every land
of pleasure should be required of a tragedy, but only Its own proper
pleasure j

The tragic pleasure 15 that of pIty and fear, and the poet has to produce
It by a work of rmitatron, It IS clear, therefore, that the causes should be
Included In the mcidents of hIS story Let us see, then, what kinds of In-
cident strike one as horrible, or rather as pIteous In a deed of this de-
SCrIptiOn the partIes must necessarily be either friends, or enerrues, or In-
different to one another Now when enemy does It on enemy, there IS
nothing to move us to pIty either In hIS domg or In hIS mediranng the
deed, except so far as the actual paIn of the sufferer IS concerned, and the
same IS true when the partIes are mdifferent to one another Whenever the
tragic deed, however, IS done withm the famIly-when murder or the hke
IS done or meditated by brother on brother, by son on father, by mother
on son, or son on mother=chese are the situations the poet should seek
after The traditional stories, accordingly, must be kept as they are, e g
the murder of Clytacmnestra by Orestes and of Enphyle by Alcmeon At
the same tune even WIth these there IS something left to the poet himself,
It IS for him to devise the right ,yay of treatIng them Let us explain more
clearly what we mean by 'the right ,vay , The deed of horror may he done
by the doer knowingly and consciously, as In the old poets, and In Medea's
murder of her children In Euripides Or he may do It, hut In 19nol ance of
hIS relanonship, and discover that afterwai ds, as does the Oedipus In Soph-
ocles Here the deed IS outside the play, but It nlay he withm It, hke the
act of the Alcmeon In Astydamas, or that of the Telegonus In Ulysses
lV ounded A tlurd possibility I'i for one meditaung some deadly InjUry
to another, In Ignorance of hIS rclanonslup, to make the discovery In nme
to draw back These exhaust the possibihncs, SInce the deed must neces-
sarily be euhcr done or not done, and either knowingly or unknowingly

The \V015t SItuation ISwhen the pcr~onagc ISWIth full knowledge on the
pOInt of domg the deed, and leaves It undone It IS odious and also (through
the absence of suffering) untlaglc, hence It IS that no one IS made to act
thus except In some few mstanccs, e g Haemon and Creon In Antigone
Next after this comes the actual perpetratIon of the deed meditated A
better SItuation than that, hO\VC\Cl, IS for the deed to be done In Ignorance,
and the relationship discovered afterwards, SInce there IS norhmg OdIOUS
In It, and the DIscovery will serve to astound US But the best of all IS the
last, what we have In Ct espbontcs, for example, where Merope, on the
pOInt of slaymg her son, recognizes hun In time, In IphI gema, where SIster
and brother are In a hke p0'iltlOn, and III Helie, where the son recognIzes
his mother, when on the pOint of giVIng her up to her enemy

In the Characters there are four pOlnt~ to aim at FIrst and foremost, that
they shall be good There will be an element of character In the play, If
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(as has been observed) what a personage says or does reveals a certain
moral purpose, and a good element of character, If the purpose so revealed
ISgood Such goodness IS possible In every type of personage, even In a
woman or a slave, though the one IS perhaps an mferior, and the other a
wholly worthless being The second pOInt IS to make them approprIate
The Character before us may be, say, manly, but It IS not approprIate In
a female Character to be manly, or clever The third ISto make them hke
the reality, which IS not the same as their being good and approprIate, In
our sense of the term The fourth ISto make them consistent and the same
throughout, even If InconSistency be part of the man before one for muta-
non as presennng that form of character, he should snll be consistently
mconsistent The right thmg, however, IS In the Characters Just as
In the mcidents of the play to endeavour always after the necessary or the
probable, so that whenever such-and-such a personage says or docs such-
and-such a thmg, It shall be the probable or necec;sary outcome of his char-
acter, and whenever this mcident follows on that, It shall be either the
necessary or the probable consequence of It From this one sees (to digress
for a moment) that the Denouement also should arise out of the plot It-
self, and not depend on a srage-arnfice, as In Medea, or In the story of the
(arrested) departure of the Greeks In the lltad The artifice must be re-
served for matters outside the play-for past events beyond human knowl-
edge, or events yet to come, which requIre to be foretold or announced,
smce It 15 the pnvilege of the Gods to know everything There should be
notlung Improbable among the actual mcidents If It be unavoidable, how-
ever, It should be outside the tragedy, hke the improbabihty In the Oedipus
of Sophocles But to return to the Characters As Tragedy IS an mutation
of personages better than the ordinary man, we In our way should follow
the example of good portraIt-paInters, who reproduce the distmcnve fea-
tures of a man, and at the same time, without losing the likeness, make lum
handsomer than he IS The poet In hke manner, 111 portraYing men quick
or slow to anger, or with Similar mfirrrunes of character, must know how
to represent them as such, as Agathon and Homer have represented
Achilles .

A great deal of this dISCUSSIonseems far removed from the general
questIon of the nature and value of irnaginanve Iiterature But we
must remember that Aristotle 15 proceeding by an Inductive method,
he gathers hISdata before he proceeds to draw any Inferences, and hIS

account of the different elements that go to make up a tragedy are
part of his search for the essential nature of tragedy Only by dis-
coverIng Its essential nature In this way can he Infer both what IS

good and what IS bad tragedy (and It should be noted how In the..
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course of lus dISCUSSionstandards of Judgment anse naturally out of
the description of the nature of tragedy-tragedy being tbts, then
the more Its elements ate organized and chosen so as to help It to
become precisely this, the better the tragedy) and also what irs value
and funcnon are Tragedy, of course, IS chosen as the most unpresslve
literary form known to him he discusses epIC later on, and apparently
discussed comedy m the lost second book of the Poetics

lmitatton and probability

Most of Anstotle's remarks on the proper construction of a tragedy
need little comment, they show hun mOVIng logically between dISCUS-
sion of what a tragedy essentially IS and what makes a tragedy good
of Its kind HIS treatment of unity and organIZatIon IS significant as
showmg that he was sensinve to poetIc fonn, and aware of the
pleasure to be denved from the working of different elements Into a
proper literary whole (Plato, though he must have been sensinve to
this aspect of literary art, studiously avoided discussing the sansfac-
non to be derived from the conternplanon of structure and pattern
In literature or the possible psychological value of such sansfacnon )
But It IS when he comes to dISCUSSthe relanonship between poetry
and history that Aristotle deals Plato's attack on poetry as an mura-
non of an mutation ItS most damaging blow The poet does not
simply imitate or represent particular events or situanons which he
happens to have noted or Invented, he handles them In such a way
that he brmgs out their universal and characterisnc elements, thus
illummanng the essential nature of some event or suuanon whether
or not what he IS telhng IS historically true The poet works "ac-
cording to the law of probability or necessity," not according to
some chance observation or random mvennon He ISthus more funda-
mentally scientific and serIOUS than the histonan, who must restrict
hunself to what happened to have occurred and cannot arrange or
Invent hIS facts In order to present what, In terms of human psy-
chology and the nature of thmgs, IS more Inherently probable Because
the poet invents or arranges his own story, he creates a self-suf-
ficient world of his own, WIth Its own cornpellmg kind of proba-
bihty, ItS own mevirabihty, and what happens In the poet's story Ie;
both "probable" In terms of that world and, because that world IS

Itself a formal construction based on elements In the real world, an
Illumination of an aspect of the world as It really lS
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As soon as one dentes that the poet IS a passive mutator and pro-
ceeds to raise the whole questIon of formal probability, literary cnn-
cism IS on another level Two new notions are Involved FIrst, there
IS the notion that a histoncal falsehood may be an Ideal truth, that a
"probable unpossibihty" may reflect a more profound reality than an
"improbable pOSSIbIlIty", and, second, there IS the perceptIon that a
literary arnst produces a work which has a unny and a formal per-
fecnon of Its own, a work which thus creates Its own world of proba-
bihty withm which truth can be recognized and appreciated All kinds
of developments of each of these two notions are possible From the
first we can develop a VIew of the cognItIve aspects of the artisnc
imagmanon and so regard art as a means of exploring the nature of
reality On this VIew a hterary work becomes In the last analysis
a form of knowledge, a unIque way of presenting a kind of msight
mto a phase of the human situation which cannot be expressed or
communicated m any other way From the second implicanon of the
Anstotelian VIew of literary probability we can develop a theory of
literary form and structure, mvesnganng the kinds of unIty a poenl
or other hterary work can achieve and the kinds of sansfacnon af-
forded by recognitIon and apprecIatIon of that unIty Purnng both
imphcanons together, we can see the unIque part played by form In
presenting the special kinds of Insight achieved by the artistic Imagi-
nation, the relation between art as pattern and art as knowledge, and
we can see, too, how different kinds of literary art can stress one or
other aspect-the cognItIve or the purely formal=until we reach the
pOInt at which we can construct a normative scale of values, accord-
Ing to which the work which combines the communication of pro-
found Insight WIth the sansfacnon of formal perfection tHmnlet or
KIng Lear, for example) IS greater than a work which demonstrates
only the latter quality (such as a perfect detecnve story) One might
add that no work could have the former Without the latter quality,
because the kind of Insight communicated by art IS achieved In large
measure through form, but one can have the latter WIthout the
former, since form need not necessarily be used cogmnvely ThIS IS

the difference between art and craft, between the work which puts
technique at the service of the ulnrnate vision=where Indeed the
VISIon seems to be bound up WIth the technique so that form and
content imply each other-and the work which demonstrates crafts-
manship and nothing else all art implies craftsmanship but all crafts-
manship does not ne~essarlly produce art
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The exploration of such hnes of cnncal discussion can YIeld a ma-

ture and flexible body of cnncal prmciples which handles not only the
philosoplucal questIons of the nature and value of poetry but also the
normative problem of how to discnrmnate between different poetIc
works We shall see later how POSItIOns implicit m these remarks of
Aristotle are developed by later cnncs, and of what practical as-
sisrance they can be In discussing particular works of literary art
For the moment let us be content with notIng that Aristotle's remarks
about probabihty are perhaps the most germinal sentences in the hIS-
tory of hterary cnncism The modern critic who finds m Shake-
speare's plays archetypal patterns which reflect the dramatISt's pro-
found understandmg of elemental human emotions and hIS feeling for
what Yeats considered the uruversal poetIC language of symbols, and
the perceptive producer who notes that there are two levels of prob-
ability In The Merchant of Ventce-the amoral fairy tale of the three
caskets, and the psychological realism of, say, the court scene-which
can only be kept from Interfering with each other on the stage by
very careful styhzanon of certain parts of the actIng both are work-
Ing WIth a development of the Anstotehan tradinon

"KatharSIS"

One can fairly mamtam that a whole view of the value of ImaginatIve
hterature IS imphcrt In Anstotle's discussion of the relation between
poetry and history and the nature of literary probability But he IS not
content with answering Plato's contention that art IS but an mutation
of an mutanon, three removes from truth, he WIShes also to answer
specifically Plato's notion that art corrupts by nounshing the passiOns
HIS reply to this charge IS simple and remarkable Far from nourishing
the pasSions, he asserts, It gives them harmless or even useful purga-
non, by excitmg pIty and fear In US, tragedy enables us to leave the
theater "In calm of mind, all pasSIon spent " There IS considerable dis-
agreement among scholars and cnncs over what Aristotle really
meant by katbarsis, purgatIon, but It seems clear that he was claiming
some kind of therapeutic value for tragedy A tragedy not only com-
municates Its own special Insight (being more "probable" and "uni-
versal" than history) and provides the satisfaction to be got from
observing structural urnty, but It also provides 11 safe outlet for dIS-
turbmg pasSIOns which It effectively Siphons off. Tragedy gives new.
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knowledge, Yields esthetic sansfacnon, and produces a better state
of mind, ThIS tnumvirate of values effectively disposes of Plato's
attack

Aristotle's remarks on plot show his awareness of the lffiporrance
of structure, of arnsnc urnty, and lus understandmg of the relation
between structure and "truth " Some of hIS remarks on specific de-
VIces commonly employed m Greek tragedy=recogrunon, for ex-
ample, where the Identity of the hero IS finally discovered. as It IS,
most conspicuously and tragically, In Oedipus the KIng-have less
uruversal apphcanon than Anstotle perhaps thought, but It IS natural
that m examlnlng literature as he found It he should occasionally have
confused casual with essential features The remarkable thing IS that
he did It so rarely and saw so clearly the central facts about the nature of
hterary truth and literary form

The epic

In hIS dISCUSSionof epIc, poetry, Anstotle develops some of the pOints
he makes in discussmg tragedy and goes Into further detail on the U11-

portant questIon of the nature of poetic truth and ItS relation to
hteral truth of lustorical fact He almost seems here to be dehberately
answermg Plato's charges that poets are hars or imitators of umtanons,
and he disposes, too, of Plato's argument that the user of a thmg
knows most about It, the maker of a thing comes next, and the poet,
who talks about It without usmg or making, a poor third The poet,
says Anstotle, can make an error of fact that "IS not In the essentials
of the poetic art" and does not affect the poetic truth of hIS work He
distinguishes clearly between practical knowledge and literal truth
on the one hand, and unagmatlve understanding and poetic truth on
the other, and In domg so shows much of Plato's dISCUSSionof this
aspect of the matter to be thoroughly confused

Aristotle's account of the epic IS of special Interest to us today be-
cause the epic Was the nearest approach among the literary forms of
the ancient world to the modern novel It was, of course, written in

verse, and It seemed mevitable to Aristotle that It should be so wntten
hexameter or heroic verse he considered "the gravest and weightiest of
metres" and hence "no one has ever written a long story In any but
heroic verso, nature herself .. teaches us to select the metre ap-
propriate to such a story" Prose fiction was unknown in Aristotle's
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day, and so he takes verse to be an essennal medium for narrative But
his main concern IS WIth the nature and orgaruzanon of the story, and
here he says much that 1') relevant to crincism of the modern novel

As for the poetry WhICh merely narrates, or imitates by means of verst-
fied language (WIthout action), It 15 evident that It has several potnts In
common WIth Tragedy

I The construction of Its stones should clearly be hke that In a drama,
they should be based on a single action, one that is a complete w hole In
Itself, WIth a begmrung, middle, and end, so as to enable the w ork to pro-
duce Its own proper pleasure With all the organic unIty of a hVlng creature
Nor should one suppose that there IS anything hke them In OUI usual
hrstories A history has to deal not WIth one action, but with one period
and all that happened In that to one or more persons, how ever disconnected
the several events may have been just as rw 0 events may take place at the
same time, e g the sea-fight off Salarms and the battle With the Carthagm-
ians In Sicily, Without convergIng to the same end, so too of two consecu-
tive events one may sometimes come after the other with no one end as
their common Issue Nevertheless most of our epIC poets, one may say,
Ignore the disnncnon

Herein, then, to repeat what we have said before, we have a further
proof of Homer's marvellous superIority to the rest He did not attempt
to deal even WIth the Trojan war In its entIrety, though It 'Was a whole
WIth a definite begmrung and end-through a feelIng apparently that It
was too long a story to be taken In In one view, or If not that, too com-
phcated from the varIety of incident In It A c; It IS, he has SIngled out one
secnon of the whole, many of the other incidents, however, he brings In
as episodes, using the Catalogue of the SbIpS, for Instance, and other epI-
sodes to reheve the uruforrrury of lus narrative A,- for the other epIc poets,
they treat of one man, or one period, or else of an action which, although
one, has a mulnphcity of parts In It

II Besides this, EpIC poetry must drvide Into the same specIes as Trag-
edy, It must be either Simple or complex, a story of character or one of
suffering Its parts, too, WIth the exceptIon of Song and Spectacle, must
be the same, as It reqUIres Penpenes, Discoveries, and scenes of suffering
Just hke Tragedy Lastly, the Thought and Diction In It must be good In
their way All these elements appear In Horner first, and he has made due
use of them HI~ two poems are each examples of construction, the lliad
simple and a story of suffenng, the Odyssey complex (there IS Discovery
throughout It) and a stor) of character And they are more than this, SInce
In Dicnon and Thought too they surpas~ all other poem<\

There IS, however, a difference in the EpIC as compared with Tragedy,
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( I) In Its length, and (2) In Its metre ( I) As to Its length, the lmut al-
ready suggested will suffice It must be possible for the beginning and end
of the work to be taken In In one view=-a condition which wtll be fulfilled
If the poem be shorter than the old epIcs, and about as long as the senes of
tragedies offered for one hearing For the extension of Its length epic
poetry has a special advantage, of wluch It makes large use In a play one
cannot represent an acnon With a number of parts gOing on simultaneously,
one 15 limned to the part on the stage and connected With the actors
Whereas In epIc poetry the narrative form makes It possible for one to
descnbe a number of simultaneous mcidents, and these, If germane to the
subject, Increase the body of the poem This then IS a gaIn to the EpIC,
tending to give It grandeur, and also vanety of Interest and room for epl
sodes of diverse kinds Uruformity of Incident by the satiety It soon creates
IS apt to rum tragedies on the stage (2) As for Its metre, the heroic has
been assigned It from experIence

Homer, admirable as he IS in every other respect, IS especially so In this,
that he alone among epIC poets IS not unaware of the part to be played
by the poet hnnself In the poem The poet should say very httle In propria
persona, as he IS no mutator when doing that Whereas the other poets are
perpetually conung forward In person, and say but little, and that only
here and there, as Imitators, Homer after a brief preface brings In forth-
With a man, a woman, or some other Character-no one of them charac-
terless, but each WIth distmcnve charactensncs

The marvellous IS certainly required In Tragedy The EpIC, however,
affords more openIng for the Improbable, the chief factor In the marvel-
lous, because In It the agents are not VISIblybefore one The scene of the
PUrsUIt of Hector would be ridiculous on the stage-the Greeks halting
instead of purSUIng him, and Achilles shaking hIShead to stop them, but In
the poem the absurdity ISoverlooked The marvellous, however, ISa cause
of pleasure, as ISshown by the fact that we all tell a story WIth additions,
In the behef that we are doing our hearers a pleasure

A hkely ImpOSSIbIlItyISalways preferable to an unconvincing possibihty
The story should never be made up of Improbable incidents, there should
be nothing of the sort In It If, however, such mcidents are unavoidable,
they should be outside the plec.e, like the hero's Ignorance In Oedipus of
the CIrcumstances of Lams' death, not WIthin It, hke the report of the
Pythian games In Electra, or the man's having come to Mysia from Tegea
WIthout uttenng a word on the way, In The My sums So that It ISridiculous
to say that one's Plot would have been spoilt WIthout them, since It ISfunda-
mentally wrong to make up such Plots If the poet has taken such a Plot,
however, and one sees that he might have put It In a more probable form,
he IS gutlty of absurdity as well as a fault of art Even In the Odyssey the
improbabrhnes m the setting-ashore of Ulysses would be clearly Intolerable
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In the hands of an Inferior poet As It IS, the poet conceals them, his other
excellences veilmg their absurdity Elaborate Diction, however, ISrequired
only In places where there. ISno action, and no Character or Thought to
be revealed Where there IS Character or Thought, on the other hand, an
over-ornate Dicnon tends to obscure them

As regards Problems and their Solutions, one may see the number and
nature of the assumptIons on which they proceed by viewing the matter
In the following way (I) The poet being an mutator Just like the painter
or other maker of likenesses, he must necessarily In all Instances represent
thmgs In one or other of three aspects, either as they were or are, or as
they are said or thought to be or to have been, or as they ought to be (1)
All this he does In language, with an admixture, It may be, of strange words
and metaphors, as also of the varIOUSmodified forms of words, since the
use of these IS conceded In poetry (3) It IS to be remembered, too, that
there IS not the same kmd of correctness In poetry as In polincs, or Indeed
any other art There IS, however, within the hrruts of poetry itself a pos-
sibihty of two kinds of error, the one directly, the other only accidentally
connected with the art If the poet meant to describe the thing correctly,
and failed through lack of power of expreSSIon, hISart Itself ISat fault But
If It was through hIS having meant to describe It In some Incorrect way
(e g to make the horse In movement have both right legs thrown forward)
that the technical error (one In a matter of, say, medicine or some other
special science), or ImpOSSIbIlItIesof whatever kind they may be, have
got Into hIS descnpnon, hISerror In that case ISnot In the essentials of the
poetIC art These, therefore, must be the premIses of the Solutions In an-
swer to the CrItICISmSInvolved In the Problems

I As to the cnncisms relating to the poet's art Itself Any ImpOSSIbIlItIes
there may be In lus descriptions of things are faults But from another pOlnt
of VIew they are justifiable, If they serve the end of poetry Itself-If (to as-
sume what we have said of that end) they make the effect of some portIon
of the work more astounding The Pursuit of Hector IS an Instance In
pOInt If, however, the poetIC end rmght have been as well or better at-
tamed without sacnfice of technical correctness In such matters, the im-
possibihry ISnot to be jusnfied, SInce the descnpnon should be, If It can,
entirely free from error One may ask, too, whether the error IS In a
matter directly or only accidentally connected with the poetIC art, since It
IS a lesser error In an artist not to know, for Instance, that the hmd has no
horns, than to produce an unrecognizable pIcture of one

II If the poet's descnpnon be cnncized as not true to fact, one may urge
perhaps that the object ought to be as described-c-an answer hke that of
Sophocles, who said that he drew men as they ought to be, and Euripides
as they were If the descnpnon, however, be neirher true nor of the thtng
as It ought to be, the answer must be then, that It is.in accordance with
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oplruon The tales about Gods, for Instance, may be as wrong as Xenoph-
anes thinks, neither true nor the better thmg to say, but they are cer-
tamly In accordance with opInIon Of other statements In poetry one may
perhaps say, not that they are better than the truth, but that the fact was
so at the nme, e g the descnpnon of the arms 'Their spears stood upright,
butt-end upon the ground' , for that was the usual way of fixing them then,
as It IS snll WIth the Illynans As for the questIon whether sometlung said or
done In a poem IS morally nght or not, In dealmg WIth that one should con-
Sider not only the IntrInSICquahty of the actual word or deed, but also the
person who says or does It, the person to whom he says or does It, the time
the means, and the motive of the agent-whether he does It to attam a
greater good, or to aVOIda greater evil

Speaking generally, one has to justify (I) the Impossible by reference
to the reqUIrements of poetry, or to the better, or to opInIon For the pur-
poses of poetry a convmcmg ImpOSSIbIlItyISpreferable to an unconVInCIng
possibihry, and If men such as Zeuxis depicted be impossible, the answer IS

that It ISbetter they should be like that, as the artist ought to Improve on his
model (2) The Improbable one has to justify either by showing It to be In
accordance WIth 0pImon, or by urging that at times It IS not Improbable,
for there ISa probabihty of tlungs happening also agaInst probability (3)
The contradictions found In the poet's language one should first test as one
does an opponent's confutation In a dialectical argument, so as to see
whether he means the same thing, In the same relation, and In the same
sense, before admitting that he has contradicted either sometlung he has
said himself or what a man of sound sense assumes as true But there ISno
possible apology for improbability of Plot or depravity of character, when
they are not necessary and no use IS made of them, like the improbabrhty In
the appearance of Aegeus m Medea and the baseness of Menelaus m
Orestes

The questIon may be raised whether the epIc or the tragic IS the lugher
form of mutanon It may be argued that, If the less vulgar IS the higher,
and the less vulgar ISalways that wluch addresses the better public, an art
addressing any and every one is of a very vulgar order

The answer to this 15 twofold In the first place, one may urge (I) that,
the censure does not touch the art of the dramatic poet, but only that of
hIS Interpreter, for It ISqUIte possible to overdo the gesturIng even In an
epIc recital, as did Sosistrarus, and In a SIngIng contest, as did Mnasitheus
of Opus (2) That one should not condemn all movement, unless one
means to condemn even the dance, but only that of Ignoble people=-wluch
15the pOInt of the cnncism passed on Calhppides and In the present day on
others, that their women are not hke gentlewomen. (3) That Tragedy may
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produce Its effect even without movement or action In Just the same way as
Epic poetry, for from the mere reading of a play its quahty may be seen
So that, If It be superior In .all other respects, this element of mfenonty IS
no necessary part of It

In the second place, one must remember (I) that Tragedy has every-
thing that the Epic has (even the epic metre being admissible), together
with a not inconsiderable addition In the shape of the MUSIC(a very real
factor In the pleasure of the drama) and the Spectacle (2) That ItS reahty
of presentation ISfelt In the playas read, as well as In the playas acted (3)
That the tragic mutanon requires less space for the attainment of Its end,
which IS a great advantage, since the more concentrated effect IS more
pleasurable than one with a large admixture of time to dilute It-consider
the Oedipus of Sophocles, for Instance, and the effect of expanding It Into
the number of hnes of the Iliad (4) That there ISless unIty In the mutation
of the epic poet'i, as ISproved by the fact that anyone work of theirs sup-
plies matter for several tragedies, the result being that, If they take what IS
really a 'ilngle story, It seems curt when briefly told, and thin and waterish
when on the scale of length usual with their verse In saying that there IS
less unIty In an epIC, I mean an epic made up of a plurality of actions, In the
same way as the Iliad and Odyssey have many such parts, each one of
them In Itself of some magnitude, yet the structure of the two Homenc
poems ISas perfect as can be, and the action In them ISas nearly as possible
one action If, then, Tragedy IS'iuperlor In these respects, and also besides
these, In ItS poetic effect (since the two forms of poetry should gIve US,
not any or every pleasure, but the very specnl kind we have rnennoned),
It ISclear that, as attaIning the poetic effect better than the EpIC, It will be
the higher form of art

The most remarkable paragraph In this discussion IS Aristotle's ex-
tension and illustration of his earlier remarks about probability That
"a hkely ImpOSSIbIlItyIS always preferable to an unconvincmg pos-
sibihty" IS, as we have seen, a perceptIon of the highest unportance to
hterary cnncism Once one sees tlus, the whole Platoruc dilemma
fades away Cnncism has grown up In fact, It took a long time before
It progressed any farther, and some would maintain that at best It has
only marked time But, after all, the Poetics ISIncomplete and sketchy,
and many of the Ideas Aristotle throws out In It are not fully de-
veloped or properly illustrated There IS a whole hne of literary
cnncism which simply develops and re-Interprets and rounds out
(and sometimes perverts) Aristotle's notions Let us take a look at
some of the later answers to the questIOns raised by Anstotle, and see
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whether there are any basically different approaches to the descnpnon
and evaluanon of imagmanve hterature

Longmus on the Sublsme a new approach

Before we do so, however, something must be said about another, and
much later, Greek critic whose treatise On the Sublime shows a
radically different approach from either Plato's or Aristotle's The
author, whose Identity IS uncertain but who may have been CasSIUS
Longinus of Palmyra, who hved m the third century AD, or may have
been somebody else who hved perhaps two centunes earher, IS gen-
erally referred to as Longmus and his work has long been known
snnply as Longmus on the Sublime HIs lffiportance hes In the fact
that he asked qUite different questIons about hterature from those
asked by Plato or Anstorle Taking for granted Aristotle's demonstra-
tion that poetry Yielded a peculiar pleasure of ItS own, Longmus
turned hIS attention to Its pleasurable effect on the reader or audience
and produced the first "affective" theory of hterature (It IS true that
classical theories of rhetoric, the art of persuasion, were "affective" In
that they concerned the ways In which words could be made to
"move" listeners or readers, but this "moving" was merely one of sev-
eral means of achievmg persuasion, not, as with Longmus, an In-
stantaneous effect and one valuable In Itself) The value of a work of
hterature can be assessed, according to Longinus, by Introspection on
the part of the reader or hearer If he IS carried away, transported,
moved to ecstasy by the grandeur and passion of the work, then the
work IS good Whether It IS a good thing to be carried away and
moved to ecstasy, Longmus does not explicitly dISCUSS, but he does
not SImply assume that because the sensation IS enjoyable It IS

therefore valuable, for by msisnng that It IS nobility and grandeur
which are the sources of this enjoyment he lmks the pleasures of
Iirerature to the highest human faculnes The Greek word which
It has become rradinonal to translate as sublime In English means
hterally heIght or elevation. and Longinus refers to those quahnes
In a work of literature which Instantaneously create In the reader a
sense of being carried to new heights of passionate experience, sub-
hmity IS the greatest of all the hterary virtues, the one which makes
a work, whatever Its mmor defects, truly ImpressIve The ultimate
function of literature, and Its ultunate jusnficanon, IS to be sublime
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and to have on Its readers the effect of ecstasy or transport that
subhrruty has

The author, the 'Work and the reader

Longmus, for all hIS insistence on the nnportance of the reader's
response, IS not a mere unpressiorust," who Judges hterature In purely
autobiograplucal terms He insists that It takes much experIence of
hterature to respond to It properly-v'judgrnent of hterature 15 the
final fruit of rIpe expenence'<-end he IS concerned to distmguish
those elements of style and structure which contribute to the effect
of sublimity HIS treatise=or what exists of It only portions of It
survrve-os a careful InqUiry Into the elements which produce sub-
hmity, illustrated by much quotation, In which successful and un-
successful attempts are compared and discussed, and It really, there-
fore, properly belongs to the second section of this book, where we
dISCUSSnot the philosoplucal InqUiry Into the nature and value of
hterature but the varIOUS kinds of practical InquIry mto the relanve
VIrtues of this and that particular work We take It up here, however,
because In spIte of the fact that Longmus' Inqulry Into what consti-
tutes subhrmty in literature IS essentially practical cnncisrn, hIS whole
method assumes an answer to the philosoplucal mqurry wholly dif-
ferent from any other given In the ancient world and not easily paral-
lelled In later tnnes True, Longinus was known and admired In the
Renaissance and the eIghteenth century, but, for all that, and for all
the influence he had In the eighreer rh century, the imphcanons con-
cernmg the nature and function of literature which hIS work con-
tains were not realized or accepted (The eighteenth century cnncs
tended to Interpret Longmus rhetorically and to see him as the great
Investigator Into the emotional effects of particular uses of language,
rather than as a cnnc who saw the quality of sublmnty as at once the

5 Gibbon has a frequently-quoted remark on Longmus m Ius Journal "Till now, I
was acquainted only WIth two ways of cnncizmg a beautiful passage, the one to show
by an exact anatomy of It the distmct beauties of It and whence they sprung, the other
an Idle exclarnanon or a general encomium, which leaves nothing behind It Longmus
has shown me that there ISa thud He tells me his own feelings upon reading It, and
tells them With such energy that he communicates them" But this IS not accurate
Longmus does not merely "tell his own feehngs on reading", he discusses the proper
equipment of the writer and the necessary qualines In the work for producing on the
reader the effect of ecstasy or transport Though Introspection ISInvolved m discover-
In~ the effect, and though the ultimate test and value of hterature he In Its p.roducmg
this effect, Longmus 15 far from reducing cnncism to ImpreSSl?nlStconfession
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mark of the truly great writer and the true source of the reader's
pleasure) Longmus' mterest for us In our endeavor to classify some
of the more lffiportant answers which cnncs have grven to the ques-
non concerning the nature and value of hterature 15 that he answers
this question by idennfymg those quahnes In an author (unpressrve
thought and passion), that quality In the work (sublimity). and that
effect on the reader (excitement, transport, ecstasy) which mdicate
greatness In hterature The true nature of hrerature IS defined by a
dISCUSSIonof the cntena of great hterature (the essence of a thmg
being determined by Its highest rnarufestanon) and the defimnon
takes In moral and Intellectual qualmes of authors and reactions of
readers as well as the make-up of the work Throughout the dISCUS-
sion the argument moves freely between the author, the work, and
the reader

For Longmus, .great literature IS that which excires and arouses the
reader not only once but repeatedly, If It produces tlus tmpression
after repeated readings, and among men "of different purSUIts, lives,
ambitions, ages and languages," then ItS greatness IS beyond ques-
non To produce this effect on hIS readers the author must possess
certain qualmes as a man as w ell as certain skills as a writer As a
man he must have unpresslveness of thought" and vehemence of
emotion As a writer, he must possess three quahnes wluch are
'partly the product of art" (the pre\- 10 US tw 0 being Innate), these
e the ability to handle "figures" (both of speech and of thought),

nobility of diction, and the ability to put the whole conlposltlon to-
ether so as to produce dlgruty and elevation Longinus has much

that 15 mteresnng to say under each of these heads=discussing, for
example, WIth many illusrranons, Imagery, metaphor, and what
modern cnncs call empathy, the author's abihry to feel hunself Into
the midst of the situanon he IS descnbmg But he comes back con-
tinually to hIS rnam pOInt If the work IS to be considered great, ItS
effect on the reader must be to move him to pasSIonate excitement "I
would confidently affirm that Il.Q!EIng makes so much for grandeur
as true emotion in the right place, for l!_ InspIres the words, as It
were, With a wild gust of mad enthusiasm and fills them WIth divine
frenzy" The purpose of hterature 15 to be moving, eXCItIng, ele-
vanng, transportIng, and the cnnc's duty IS to see how this IS

achieved by showing which elements best conduce to this result
Neither the Plato of the Ion nor the Plato of the Republic would
have seen any force or relevance In Longmus' arguments, they would
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have been, to Plato, all beside the pomt Aristotle, though he would
have had some sympathy with Longmus' analyses of mdividual pas-
sages In order to demonstrate how certain means produce certain
effects (he would have treated them as minor questions of rhetonc),
would on the whole have been puzzled by Longinus' premIses and
have thought that he was asking and answerIng the wrong questIOns

6 At this pOlnt Longmus comes near the VIew that 1\1lltonwas later to express "He
who would not be frustrate of hIS hope to wnte well ought himself to be a true
poem, that is, a conlposltlon and pattern of the best and honorablest thmgs " The
great writer, says Longmus, must have genUIne nobihry of soul "It IS impossible that
those whose hves are tnvial and servile should flash out anything wonderful and
worthy of Immortality"
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as moral teacher
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IN1595, after its author's death, appeared S11'Philip
Sidney's critical essay, The Defence I of Poesie.: which had been
written over ten years before/SIdney was concerned to defend
poetry-by which term, as w have seen, he meant imagmanve
hterature In general=against the charge brought against It by the
Puritans that It was unmoral, debihranng, lying, and provocative of
debauchery. He was thus faced With a problem similar to that of
Aristotle m meetmg Plato's charges, though the arguments to which
Sidney was replying were less coherent and less well argued than
Plato's had been 1 Nevertheless, the knowledge that Plato had ex-
pelled poets from hIS Ideal republic was used by the Puritans In their

1Two edmons appeared In the same year, one entitled The Defence of Poene and
the other An Apolog,e for Poetne~
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attack, and Plato's prestIge, which was formidable In the Renaissance,
lent weight to hIS opInion even though the reasons underlymg It were
not fully appreciated V/ I

The Defence of Poeste

If Anstotle In hIS Poetics had demonstrated the essential truth, seri-
ousness, and usefulness of Imaginative hterature, one might have
thought that SIdney had arguments ready to hand with which to
demolish the Puritan OPPOSItion However, the Circumstances under
which the Poetics was rediscovered and used In the Renaissance, as
well as the whole Chnsnan tradition of defense of works of imagma-
non by treating them allegorlc,d1y wluch had Intervened between
classical rimes and the edinng and translating of the Poetics by sixteenth
century Itahan humanists, meant that for Sidney Aristotle's arguments
were available In a context which gave them a mearung rather
different from anythmg Aristotle had Intended We are not here
concerned With the sources of SIdney'S Defence, but WIth ItS method
and the cnncal POSItion It takes up to demonstrate that SIdney was
putting together a host of arguments common to renaissance cnncs
and through them deriving from a variety of classical and Christian
sources 18 not necessarily to show their critical Significance, which
IS our present purpose By what arguments, then, does Sidney defend
poetry?

Verse and fable

HIS opening arguments stnke us at first Sight as smgularly Irrelevant
He stresses the antIqUIty of poetry and Its early civihzmg funcnon
The first philosophers and sciennsts wrote In verse But IS not this
to Ignore Aristotle's warrung that "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"> Indeed, SIdney
cites Empedocles among the early Greek philosophers who "durst
not a long tune appeare to the worlde but under the masks of Poets."
It soon becomes clear, however, that SIdney does not call them
poets merely because they write metrically. "For that wise Solon was
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directly a Poet It ISmanifest, haumg written In verse the notable fable
of the Atlannck Iland, which was connnued by Plato."

"Haumg written In verse the notable fable"-we see two cntena
of poetry here, with the latter clearly the more unportant Solon
conveyed hISwisdom not only In verse but through a fable, through
an Invented story, and he shrewdly adds (for later he has to deal
with Plato's embarrassing attack on poets) that this same Invented
story was also used by Plato Poetry IS verse, but, more important, It

15 mvennon, the telling of a story which IS not hterally true ~
~ference to Solon, the great _~~ee~ lawgrver; _!_ntlns context _thu,)
suggests that UiitrUtns may_be valuable_~~__means of cornmurucanng
wlsd0.1!1 IfilS lS not Aristotle's pOSitIon, lie never suggests that
poetry IS an effective way of communIcating a kind of knowledge
that could also be communicated (but less effectively) by other kinds
of discourse But tor Sidney hes can be shown to be good and valu-
able If they are used as allegorical ways of teaching moral doctrme
ThIS ISIn essence the old doctnne of allegory which goes back to

Philo, the Jew of Alexandria, who In the first century A D endeavored
to reconcile the Hebrew BIble WIth Platonic philosophy by Interpret-
mg parts of the biblical narrative allegorically It IS perhaps an ob-
VIOUSway of defending lffiaglnatlve hterature, attd one eagerly
seized on by Christian writers who wanted to keep parts of pagan
classical literature from ecclesiastical proscriptIon But Sidney goes
further than this He proceeds to pOInt out that Plato himself used
Invented situations m his plulosophical works

And truely, even Plato, whosoever well considereth, shall find that In the
body of Ius work, though the mside and strength were Philosophy, the
skmne as It were and beaune depended most of Poetne for all standeth
vpon Dialogues, wherein he fameth many honest Burgesses of Athens to
speake of such matters, that, If they had been ~~, they
would neuer haue confessed them Besides, hIS poetical describing the
circumstances of their meetings, as the well ordering of a banquet, the
dehcacie of a walke, With enterlacmg meere tales, as Gtges RIng, and
others, which who knoweth not to be flowers of Poetne did neuer walke
Into Apollos Garden.

Poetry lS the record of unagmary events, but 1t 15 more. the events
must be described m a hvely and persuasive style. And when Sidney
goes on to cite the histonan Herodotus as a poet because "both he and
all the rest that followed hun either stole or vsurped of Poetne
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their passionate describing of passions, the many particularities of
battailes, which no man could affirme" \he IS adding passlon, forceful
and movIng expreSSIon, to hIS cnteria, so that by poetry he now means
fiction plus hvelmess plus paSSIon If a lively and passionately ex-
pressed mvennon can be employed as a means of conveYIng histoncal
or moral trtrths, then poetry IS Justified-but not as an art In Itself so
much as one among many ways of cornrnurucatmg kinds of knowl-
edge which are themselves known Independently to be valuable (At
this stage In SIdney's argument, poetry IS SImply a superior means of
communication, and ItS value depends on what IScommunicated And
to derermme that value we have to go to other ~rts-to lustory or
moral philosophy

Sidney IS here expressing a view that has long been popular and
IS still very common among lay readers of poetry Imaginanve hter-
ature can be Justified If It cornrnurucates histoncal or philosophical or
moral truths In a hvely and pleasing manner, and If this means telling
things which are not hterally true, the untruths can either be In-
terpreted allegorically \ as ways of representIng an underlying gen-
eral truth, or, In the case of the historical poet, as plausible recon-
strucnons of what nught well have occurred ThIS latter pOint brings
us fairly close to Aristotle's notion of probabihty, but It stops short
of It SIdney does not go on to say that the "famed" speeches of the
lustorian can give a more fundamental msight Into the truth of the
human situanon than the factual lustoncal record, he does not, In fact,
at tlus stage In hIS argument go further than to say that the historian,
In his search for a means of communicating what he has to say In a
lively and convmcmg manner, IS led to draw on hIS own mvent~
and thus to become a poet When Herodotus describes "the many
parncularines of barrailes, wluch no man could affirrne" he IS be-
having like a poet, but the only conclusion SIdney seems to be draw-
mg from this fact IS that If lusrorians use poetry then poetry must be
a good thing 1his IS a curious hind of argumentum ad h01nznem-
'"the worth of an art depends on the intentions and purposes of ItS
user--and IS far from a jusnficanon of poetry (In the sense of fiction
plus hvehness plus passion) for ItS own sake One can only begin
to justify poetry for ItS own sake If one can Isolate Its differennanng
quahnes and consider what unique function poetry serves Are fiction
plus hvelmess plus pass10n good m themselves, or .good only If they
serve as means to communicate kinds of knowledge which are known
Independently to be good~ SIdney does not here answer this question,
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and although the tone of hIS argument suggests that they are good In
themselves he does not tell us why Later on, however, he gIves this
argument a new turn

The argument from anuquity

Before he does so he pauses to rernmd us of the unIversalIty of poetry
He has already mennoned gg aotlqultl;- and now he pOInts out=with
Illustrations from Ireland and Wales, and from Romans, Saxons,
Danes, and Normans--rhat It IS to be found In every nation The urn-
versahty and antiquity of an art IS perhaps no necessary proof of Its
value-many patently harmful acnvines are both long established and
WIdespread-but some nonon of the implicanons of rhis kind of ar-
gument can be seen If we put beside SIdney's remarks some observa-
nons made nearly two hundred years later by Dr Johnson In his
preface to his edmon of Shakespeare

To works of which the excellence IS not absolute and definite, but
gradual and comparatIve, to works not raised upon pnnciples dernonstra-
nve and sciennfick, but appeahng wholly to observanon and experIence,
no other test can be applied than length of duration and continuance of
esteem What mankind have long posse-sed they have often examined and
compared, and If they per~lst to value the po<;se<;510n,It ISbecause frequent
comparIsons have confirmed opinIon In ItS favour The reverence
due to WrItIngs that have long subsisted arises therefore not from any
credulous confidence In the superIor wisdom of past ages, or gloonlY per-
suasion of the degeneracy of mankmd, but IS the con"icquence of acknowl-
edged and Indubitable pOSItIOn'), that what has been longest known has
been most considered, and what ISIT10<;tconsidered IS best understood

The appeal to antiquIty and uruversahty may thus be considered
as the appeal to the verdict of many different kinds of people over a
long period of time This kind of argument I~ not, of course, drawn
from any further Insight Into the special nature of poetry, ~
general and prZ111a [acte It IS not hkely that lYhat has been long anq
~lr esteemed should be worthless I It IS rather a further reason
for pursuIng the Investlgatlon Into the nature and value of poetry
than a further step In that mv ...snganon It IS nevertheless a pOint of
some importance In that It implies (however mdirectly) an under-
lymg humarust POSition The appeal IS to what all sorts of men have

j
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alw ays done and have always considered valuable this makes poetry
an acnvitv essentially appropriate to man, what the Greeks called
(L\J(}p~1T'LVOl and the Romans, translating the Greek term, humanum If
one takes the Chnstian pO'iltton on Original Sin, one cannot of course
rake the, lew that what IS btnnanum IS good-the Latin proverb bu-
1JlanZI111 est en arc, "to err IS human," would be the appropriate one
there rather than the famous decl-iranon "bomo sum, et nibil bumam
a 11Te alicnum puto " "I am a man, and nothing human IS alien to me"-
certainly there. l~ no overt suggesnon m Sidney that he accepts the
complete humarust POSltlOt' But he does make the appeal to human
nature, wluc..h later critic 'i v. ere to develop much further That could
only be done bv an age \\ luch had become much more optlffil'itlC
about the nature of man
Sidney then proceeds to consider the signrficance of the ntle given

to the poet by the Greeks and Romans 1 he Romans called hun cates
"w hich is as I11ULh as a DIVIner, Fore-seer, or Prophet," and that
poetry can be (but not that It must be) "divme" IS shown by the
Psalms of DaVId The Psalms are songs, written In meter, argues
Sidney But meter alone does not make poetry, we must have the
hvely invennon So he reminds us that the Psalms are full of VIgorous
figures of speech=David tells "of the Beastes Joyfulness and hills
leaping," w Inch l~ to tell liter .il untruths=and can so be considered
poetry In the sense of Ius earher discussion Again, however, It IS the
non-poetic objecnv e which glVt"> the poetry Its ultimate value This
IS SImply an extcnsron of what he had said earher about the phrloso-
pher and the historian

T he poet as "maker"

When he C0l11CS to the name the Greeks gave to the poet, Poietes,
maker, he has found a channel that leads to an IDlportant new argu-
ment, and a new jusnficanon for poetry The poet 1~ indeed a
"maker," and this disnnguishes hun from the practitioners of other
arts and sciences

There IS no Arte dehuered to rnankmde that hath not the workes of
Nature for hIS pnncipall obiect, WIthout which they could not COnsist,and
on WhICh they so depend, as they become Actors and Players, as It were,
of what Nature WIll haue set foorth So doth the Astronomer looke vpon
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the starres, and, by that he seeth, setteth downe what order Nature hath
taken therein So doe the Geometncian and Anthmenciaj, In their diuerse
sorts of quantities So doth the Musinan In times tel YOll which by nature
agree, which not The naturall Philosopher thereon hath his name, and the
MoraU Philosopher standeth vpon the naturall vertue= Vices, and passions
of man The Lawyer sayth what men haue d~termlned The His-
tonan what men haue done The Grammarian speaketh onely of the rules
of speech, and the Rhetorician and Legman, considermg what In Nature
will soonest proue and perswade, thereon glue lrtlficlal rules, which snll
are compassed within the CIrcle of a question according to the proposed
matter The Phismon waigheth the nature of a mans bodie, and the nature
of things helpefull or hurtefull vnto It And the Meraphysick, though It

be counted supernaturall, yet doth hee mdeede builde vpon the depth
of Nature Onely the Poet, disdaynmg to be tied to any such subiection,
lifted vp with the Vlgor of his Own inuennon, dooth growe In effect an-
other nature, In making things either better than Nature bnngeth forth,
Of, qUIte a newe, formes such as neuer were In Nature, as the Heroes,
Demigods, Cyclops, Chimeras, Furies and such hke so as hee goeth hand
In hand WIth Nature, not Inclosed Within the narrow warrant of her gUlfts,
but freely ranging onely WIth the Zodiack of hISowne WIt

The poet does not imitate or represent or express or dISCUSSthmgs
which already exist he muents new things We have already seen
that Sidney, m an earlier stage of hIS argument, stressed the fact that
the poet made things up, SO that philosophers turn poet when they
use Illustrative fables or ImagInary dialogues In order to bnng home
their pOInts, and histonans turn poet when they draw on their imagr-
nation for details of events they could not have known Here he IS
approaching this pOInt more directly Invention IS the disnnguishmg
character of the poet, he creates new thmgs by drawing on "his
owne Wit" Is this an exaltation of the mvennve ImagInation ~ Is
Sidney claimmg that the creative aspect of the poet's art IS In Itself
valuable? Is there a splendor In the very process of creation, m the
exercise of the Imagination, WIthout any ulterior monve> SIdney
certainly seems to be emphasizing this differennanng quality of the
poet and holding It up to be admired Is he then the first English
protagonist of the Imagination as such> Note how he proceeds

Nature neuer set forth the earth In so rich taplstry as diuers Poets haue
done, neither WIth plesant nuers, fruitful trees, sweet smelling flowers,
nor whatsoeuer eis may make the too much loued earth more louely !::!!!:
world IS brasen, the Poets only dehuer a gold~ut let those things alone
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and goe to man, for w~om as other thmgs are, so It seemeth In him her
vttermost cunning IS Im,ployed, and knowe whether shee haue brought
foorth so true a louer as T'beagmes, so constant a friende as Ptlades, so
valiant a man as Orlando, so rIght a Prince as Xenophons Cyrus, so excel-
lent a man euery way as V'-trgtls Aeneas neither let this be ievtmgly con-
ceiued, because the works of the one be essennall, the other, In mutanon or
fiction, for any vnderstandmg knoweth the skil of the Artificer standeth
In that Idea or fore-conceite of the work, and not In the work It selfe And
that the Poet hath that Idea IS ma'Ifest, by dehuenng them forth In such
excellencie as hee hath imagmed thf"m Which dehuermg forth also IS not
wholie Inlaglnattue, as we are wont to say by them that build Castles In the
ayre but so far subsr-mtially It workerh, not onely to make a Cyrus, which
had been but a particular excellcncie, as 'Nature mught haue done, but to
bestow a Cyrus vpon the worlde, to make many Cyrus's, If they wil learne
aright why and how that Maker made him

Sidney IS here making many interestmg pOInts In the first place,
he ISsayIng that""the world Invented or creJtLd by the poet IS a better
~than the real ~l~ It IS not the mere exercise of hIS ImagInatIon
that justifies the poct, but the exercise of Ius imagmanon In order
to create this better world The real world "IS brasen, the Poets only
dehucr a golden" Only the poet can, by hIS Itl\ cntion, produce some-
thing that goes bcyond nature The lovers of fiction are truer than
those of real hfe, its friends arc 1110reconstant, its warriors 1110reval-
rant, ItS prInces 1110re "righr." Its heroes more "excellent 111 euery
way " Note that for SIdney the poet's world IS not better than the
real world In S0111Cspecial poetIc w ay, 111 that It IS more probable
In the Anstotehan sense, for example, but It IS better on standards
we apply In ordinary hfe flowe~lell sweeter In the \VO~
Eget~.J.b~~y-'~ III real gclrden.2

The next pOInt SIdney makes In the paragraph quoted above I~
one wluch l1ught well have been used by Ansrorle In an endeavor
to turn Plato's own notions against his attack on the poets In creat-
Ing this better world, the poet has In view the Idea (In the Platonic
sense, clearly) of the quality he 1~ representIng, he IS not ImItatIng
the Idea as reflected palely In real hfe, but IS directly embodying hIS
own vision of the Ideal The poet's embodiment can then In turn be
Imitated by the poet's readers, Just as, for Plato, any human Instance
of constancy, courage, or any other virtue, represents an mutation of
the Idea of that VIrtue The poet makes direct contact with the world
of Platonic Ideas, and thus Plato's charge agalnst the poet, as someone
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who merely umtates an Imitation, IS dismissed But Sidney does not
seem to realize that he has here disposed of one of Plato's main
charges ag31nst poets, and when, later on In his essay, he comes to
defend the poet against Plato, he seems una ware of the relevance of
this argument

What IS Sidney getting at here, and why does he not develop
hIS second pomt much further? The answer seems to be that, fighnng
as he 18 on lus enemy's ground (defendIng poetry against the Puritan
charge that It IS conducive to immorahty) he IS so anXIOUSto prove
the perfection (both moral and 111 every way) of the world created
by the poets that he lays lus main emphasis on the difference between
the poet's world and the unperfecr real world, slurrmg over the im-

plicanou that what the poet creates IS not so much different from
reality as the v~ry essence of It, the original undimmed Platonic Idea
of It Aristotle had met Plato's charge that the poet pamted umranons
of mutations by showing how, by concerning himself WIth funda-
mental probabihnes rather than WIth casual actualmes, the poet
reaches more deeply Into reality than the histonan SIdney IS on the
pomt of answermg Plato In more purely Platoruc terms But, carried
away by hIS enthusiasm for creation, and anXIOUSto VIndicate the
quahry of the world created by the poets agaInst the charges of thegrltans, he ends by striving to show that the tmagmauon does not
ve us mstgbt mto reality, but an alternatwe to reality , the alternative
mg m every way superior

i new nouon of mutauon

Tlus development leads Sidney away from the Anstotehan notion of
mutation, even though he uses the term "Imitation" later on In his
dISCUSSion,he IS not really concerned to prove that poetry mutates
anythmg-sndeed, ItS glory IS that It IS the only one of the arts that
does not imitate, but creates He almost proceeds to develop a theory
of "Ideal Imitation," the notion that the poet mutates not the mere
appearances of actuahty but the hidden reality behind them, but
stops short of tlus to maintain the more naive theory that the poet

..;
creates a better world than the one we actually live In He does not,
however, rest content With a mere escapist POSition. The function of
imagmanve hterature IS not to provide US With an escape world In
wluch our tmagmatlons can seek ,Gonsolatlon for the difficulties and
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imperfecnons of real hfe It Ie.,true that tlns VIew of hterature as
simple escape IS often held, and that the great nlaJorlty of ordinary
readers of popular magaZIne stories today have some such VIew of
the function of fiction, but tor Sidney this would be a far from ade-
quate defense of poesy, and would certainly not meet the Puntan
charge No, for SIdney the Ideal world of the poet IS of value be-
cause It IS both a better world than the real one and It IS presented
In such away that the reader 1<; snmulared to try and mutate It In
Ius own practIce Thus the Anstotelian notion of mutation IS trans-
ferred from the poet to the reader The poet docs. not nnlt~
~e., u.u.tbs reader 'U~'bJ)11111ttlte~.ureate.s.

This IS a most mtercsnng development of the argument Taking
from the Roman poet Hor tee the VICWthat the poet both dehghts and
teaches, Sidney goes on to show that the poets "mdeede doo mcerely
make to irmr.ite, and mutate both to delight and teach, and delIght
to moue Olen to take that goodnes In hande, which without delight
they would flyc as from a stranger, and teach, to make them
know that goodncs w hereunto they arc mooued, which being the
noblest scope to which cuer any learning w as directed, yet want
there not Idle tonguc<; to barke at them 'i I-Ie then proceeds to pOint
out th ir ycr:>c H1<;but an orn Inle~nd no (.au~c__w_~oetr.):" ~ "_!t
~~.E.Qt.. rlnllIlg ~_~~ __tb~~t I_n~!~th a PQ~'_ DO_more __th_an_? ~_!!g
go\\nc I~~~ But It IS that fayrnng notable
1I1l41gCS of vermes, \ 1('<"'i, or \\ hat els, with that delightful teaching
\\ luch must be the rIght dcsc nhmg note to know '1 Poet by although
indeed the Senate of Poets hath chosen verse as their fittest raynlent,
mcanmg, a~ III m irrcr the Y passed all In all, vo 111 maner to goe be-
yond them not spcal.mg (table t4111"e fashion or like men In a
drcarne) words (1~ they chancc.ibly fall from the mouth, but pey ZIng
r \\ clghlng] e-u.h srll ible of each w ordc by lust proportIon according
to the digtune of the subiect "
(IThe poet, then, teaches by presentlllg an Ide,II world for the urn-
/ratIon of the reader But If the 2get's world IS, as he had earher main-
tamed, a perfect world, where all rlver<; are pleasant, ~l trees frUItful,
all lovers faithful and all friends constant, how can the poet's actIVIty
bedcscrlb~"faynlng-notable n~s of vertues, vices, or what
else"? Should not they all be virtues> The answer to tlus 1S that when
Sidney asked earlier where such perfect lovers, friends, prInces, and
heroes as one finds In the works of the poets were to be found In
real Iife, he did not really mean that all characters In ficnon were
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Ideal, he meant that when they were good they acted In accordance
with the full perfection of that kind of goodness, and when they
were bad their badness was equally unmixed, obviously ugly, and
mevirably leading to approprIate punishment The perfection of the
poet's world, It emerges later In SIdney's argument, does not consist
In Its being peopled WIth wholly VIrtuous characters, but In Its
heroes always being perfect In behavior and successful In fortune and
Its villains always thoroughly and obviously villainous and doomed to
a certain bad end In the poet's world the righteous always prosper
and the Wicked are never left unpunished It IS from this conceptIon
that we get the term "poetic Justice " JJ

Poetry, btstory , pbtlosopby

In this hes the superIority of the poet to the historian who, sucking
to what really happened, must often show us the WIcked prosperIng
and the righteous suffering That IS no way to teach people to be
good, says Sidney If we should reply that It IS not the function of
the poet to make people good, SIdney might retort that he IS arguing
against Puritans who held that no activIty IS jusnfied unless It con-
duces directly to moral improvement=and he rmght add that Plate ~
held this POSition also SIdney accepts the assurnption that unless
we can show that poetry leads to moral Inlprovement In Its readers
It cannot be really Justified Its two chief rivals In this claim (on the
purely human level, exceptIng revealed religion and drvmity) are
moral philosophy and history

the ending end of all earthly learrung being vertuous action, those
skilles that most serue to hrlng forth that haue a most lust nrle to bee
Princes ouer all the rest Wherein If w ee can shewe the Poets noblenes,
by setting him before lus other Competitors, among whom as pnncipall
challengers step forth the morall Philosophers, whom, me thinketh, I see
commmg towards mee WIth a sullen graulty, as though they could not
abide vice by day hght, rudely clothed for to witnes outwardly their con-
tempt of outward things, With bookes In their hands agaynst glory,
whereto they sette theyr names, sophisncally speakmg against subtihty,
and angry With any man In whom they see the foule fault of anger these
men casting larges [largesse, abundance] as they goe of Defimnons, DI-
WSIOns, and Disnncnons, With a scornefull mterogatiue doe soberly aske
whether It bee possible to finde any path so ready to leade a man to vertue
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as that which teacheth what vertue IS~ and teacheth It not onely by de-
huenng forth his very being, his causes, and effects, but also by makmg
known hIS enerme vice, which must be destroyed, and his cumbersome
seruant PaSSIon, which must be maistered, by shewing the genclahtles that
contayneth It, and the speciahnes that are denued from It, lastly, by
playne sernng downe, how It extendeth It selfe out of the hrmts of a
mans own bttle world to the gouemment of farmlies, and malntaynlng of
pubhque societies

The Historian scarcely giuerh leysure to the Morahst to say so much,
but that he, loden with old Mouse-eaten records, authonsing himselfe (for
the most part) vpon other historres, whose greatest authonnes are built
vpon the notable foundation of Heare-sav, haulng much a-doe to ac-
cord diffenng Writers and to pick trueth out of parnality, better ac-
quamtcd with a thousande yceres a goe then with the prc~ent age, and yet
better knowing how this world goeth then how hIS 0\\ ne WIt runneth,
curIOUS for antiquities and InquI~ltlue of nouelncs, a w onder to young
folkes and a tyrant In table talke, derueth, In a great chafe, that any man
for reaching of vel tue, and \ erruous actions, rs comparable to him

'The Phylosopher' (~J) th hce) 'teacheth a disputanue vel rue, but I doe
an acnue hIS vertue IS excellent 111 the dangerlesse Acadcnue of Plato, but
rnme sheweth foorth her honorable face In the battailes of Marathon ,
Pharsalia, Pottiers, and Agl11COll1 tHee teacheth vertue by cert.une abstract
considerations, but lonely bid you follow the foonng of the In that haue
gone before you Oide-agcd experience goeth bey ond the fine-witted
Phylosopher, but I glue the L 'perlcnce of many ages 1 astly, If he make
the Songe-booke, I put the learners hande to the Lute and If hee be the
guide, I am the lIght'

Then woulde hee alledge you Innumerable examples. confernng stone
by stone, how much the WIsest Senatours and Pnnces haue been directed by
the credite of historv, as B111tllS, Alpbonsus of Aragon, and who not, If
need be> At length the long lyne of theyr dispuranon maketh a pOInt In
thys, that the one glueth the precept, and the other the example

1h!s ISIII Sidney's be~t style, and hiS VIvaCIOUSand nlocklng portrait
of the hIstorIan (which IS directed against the claims of history, then(
being so strongly pressed In England as elsewhere In Europe, to be
the best "mirror for magistrates" and Instructor of princes) ~
a _g_~~xrunple_ Qf_ th~_! hvehness of presentation which he lIsts as
one ~i_!he_g_uahties of a _good-work of hteraryan-Ri.itilie attractive-
ness of the styfeinustnot dIstract oUrattenMn from what IS hap-
pening to lus argument here He IS making qUite clear that the
arts are valuable only In so far as they are conducrve to virtuous
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action, and the claims of poetry must stand or fall on this cntenon
Moral philosophy teaches virtue by abstract precept and theoretical
brgument, whereas the lustonan claims to do better since he teaches
lby concrete example, drawn from lustory But both are defective

The Philosopher therfore and the Histonan are they which would WIn
the gole, the one by precept, the other by example But both not haumg
both, doe both halte For the Philosopher, setting downe with thorny
argument the bare rule, l'i so hard of vtterance, and so nu-nc to be con-
ceiued, that one that hath no other gUide but him shall wade In him till hee
be oide before he shall finde sufficient cause to bee honest for Ius knowl-
edge standeth so vpon the abstract and gcnerall, that happre rs that man
who may vnderstande him, -md more happie that can applve what hee
dooth vnderstand On the other Side, the HIstorian, \vanttng the precept, IS

so tyed, not to what shoulde bee but to \\ hat l~, to the p rrnculer truth of
thmgs and not to the general reason of thmgs, that h) s example draweth
no necessary con~equence, and therefore a lesse fruitfull doctnne

The philosopher IS too abstract to be persuaSIve, wlule the lustonan
IS tied to "the parnculer truth of thmgs' so that Ius examples are not

always the most suitable for his purpose There 1~ 111 echo here of
Aristotle's argument that poetry 1<;ITIOre "probable" than history" but
It IS only an echo, and Sidney'S argull1Cnt ts bound In a very different
direcnon Note how he proceeds

Nowc dooth the pecrelesse Poet performc both for wh-itsocuer the
Philosopher sayth shouldc be doone, hee glu(.th a PCI fl<..t plcturl. of It In
some one, by \Vh0111 hee prevupposcth It was doone ~o J" hee coupleth
the gcnerall notion with the pal nculer example A pel feet pIcture I sav,
for hee yeeldeth to the po\vcrs of the mmdc an linage of that w hereof the
Philosopher bestowerh but a \\ oordr-h descnpnon \\ Inch dooth neythcr
stroke, pIerce, nor pO~<iesse the 51ghr of the soule so much as that other
dooth

For as in outw -ird things, to a man that h-id ncuer scene an Elephant or a
Rinoceros, who should tell him most exqursitely all theyr shapes, cullour,
bignesse, and perticular markes, or of a gorgeous Pall ace the Architecture,
with declaring the full beauties, might well make the hearer able to repeate,
as It were by rote, all hee had heard, yet should neuer sansfie hIS inward
conceits with being witnes to It selfe of a true huely knowledge but the
same man, as soone as hee nught see those beasts well pamted, or the house
weI In moddel, should straighrwaies grow, without need of any descnpnon,
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to a rudicial comprehending of them so no doubt the Plulosopher with his
learned definition, bee It of vertue, Vices, matters of pubhck pohcie or
prluat gouernnlent, replerusheth the memory with many mfallible grounds
of wisdom, which, norwirhstandmg, lye darke before the imagmanue and
iudgmg powre, If they bee not illurmnated or figured foorth by the speak-
Ing picture of Poesie

T'ullie taketh much paynes, and many nrnes not WIthout poencall helpes,
to make vs know e the force loue of our Countrey hath In vs \ et vs but
heare old Ancbtses speaking In the rmddest of Troyes flames, or see Vhsses
In the fuines of all Calipso's delights bew ayle hIS absence from barrame and
beggerlv Ithaca Anger, the Stoicks 'iay, was a short madnes let but
Sophocles bring you Atax on a stage, kilhng and whippmg Sheepe and
Oxen, tlunkmg them the Army of Greeks, WIth thevr Chiefetames Aga-
memnon and Menelaus, and tell mee If you haue not a more farmhar In-
SIght Into anger then finding In the Schoolernen hrs Genus and difference
See whether wisdorne -md temperance In Vltsses and Dtomedes, valure l1'i
Acbilles, friendship In Nisus and Eurialus, euen to an Ignoraunt man carry
not an apparent shvrung and, contrarily, the remorse of conscience In
Oedipus, the soone repentIng pnde of Agamemnon, the selfe-deuounng
cruelne In hIS Father Atreus, the Violence of ambition In the two Tbeban
brothers, the sowre-sweetnes of rcuenge In AI ed.ea, and, to fall lower, the
Terenuan Gnato and our Cbauccrs Pandar so exprest that we nowe vse
their names to ,)IgnIfie their n adcs and finally, all vertues, VIces, and
passions so In their own narur III scares layd to the Vle\VC, that wee seerne
not to heare of them, but cleerelv to see through them But euen In the
most excellent determmanon of goodne<;, what Philosophers counsell can
so redrly direct a Prince, as the f1\ ned Cy1US In Xenopbon? or a vertuous
man In all fortunes, 1') Aeneas In Vir gill? or a whole Common-wealth, as
the way of SIr Tbomas Moores Eutopia? Certainly, euen our Sauiour
Christ could as well haue gluen the morrall common places of \ nchantable-
nes and humblenes as the dnnne nat ration of Dtues and Lazarus, or of dISO-
bedience and t11ercy, as that heauenlv discourse of the lost Child and the
gratlous Father, but that hys rhrough-searchmg w isdom knew e the estate
of Dtues burmng In hell, and of Lazarus being In Abrahams bosorne,
would more constantly (as It were) mhabit both the mernorv and iudg-
ment Truly, for nly selfe, mee seernes Isee before my eyes the lost Childes
disdamefull prodigahrv, turned to enure a S\\IneS dinner which by the
learned Dnunes are thought not hisroncall acts, but msrrucnng Parables
For conclusion, I say the Philosopher teacheth, but he teacheth obscurelv,
so as the learned onely can vnderstande him, that IS to 'iay, he teacheth
them that are already taught, but the Poet IS the foode for the tenderest
stomachs, the Poet IS Indeed the nght Popular Philosopher, whereof Esops
tales glue good proofe whose pretty Allegones, stealing vnder the fonnall
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tales of Beastes, make many, more beastly then Beasts, begin to heare the
sound of vertue from these dumbe speakers
But now may It be alledged that If this ImagInIng of matters be so fitte for

the Imagination, then must the Historian needs surpas<\e,who bnngeth you
Images of true matters, such as mdeede were doone, and not such as fan-
tasncally or falsely may be suggested to haue been doone Truely, Aristotle l

himselfe, In hIS discourse of Poesie, plamely dererrruneth tlus questIon,
saying that Poetry is Pbilosopboteron and Spoudatoteron, that IS to say, It
IS more Philosophicall and more studiously serious than history HIS reason
IS, because Poesie dealeth with Katbolon that IS to say, with vruuersall con-
sideranon, and the history with Katbekaston, the perticuler 'nowe,' savth
he, 'the vruuersall wayes what ISfit to bee sayd or done, eyther In hkeli-
hood or necessity, (which the Poesie considereth In hIS imposed names),
and the pernculer onely marks whether Alcibiades did, or suffered, this or
that' Thus farre Aristotle which reason of his (as -111 his) ISmost full of
reason For Indeed, If the questIon were whether It were better to haue a
perncular acte truly or falsly set down, there IS no doubt which 1<; to be
chosen, no more then whether you had rather have Vespasians pIcture
right as hee was, or at the Painters pleasure nothing resembhng But If the
questIon be for your owne vse and learning, whether It he better to haue It
set downe as It should be, or as It was, then certainelv 1'-, more doctnnable
the famed Cirus In Xenophon then the true Cyrus In lustme, and the fayned
Aeneas In Vtrgi! then the rIght Aeneas In Dares Pbrigius A~ to a Lady that
desired to fashion her countenance to the be-t grace, a Pamter should more
benefite her to portralte a most sweet face, 'vrytlng Canidia vpon It, then
to paynt Camdta as she was, who, Horace sweareth, was foule and III
fauoured

Poetry, Sidney claims, 15 superior as a moral teacher to both
philosophy and history, because It does not deal with mere abstract
propositions, as philosophy does, but with the concrete example, and
as Its examples are not tied to fact It can make them more apt and
convmcmg than anythmg found In history The true nature of VIrtue
ISpainted VIVIdly and arrracnvely, while VIce, WIth equal VIvidness, IS
made to appear always ugly and unattractive Though he cites
Aesop's fables as examples of effective moral teaching by the poet, It
would be unfair to SIdney to say that h15 argument irnphes that the
beast fable IS the highest form of hterature, for, In the first place,
he has already emphasized the Importance of hveliness and passIon,
which are no necessary qualines of a fable, and, second, he has also,
more Jhan once, cited the epIc as an especially effective kind of
poetry since It gives US, In the persons of Its heroes and villains, those
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"notable Images of vertues, VIces, or what cis, with that dehghtful
teaching which must be the right descnbmg note to know a Poet by "

l

/Stdney andAristotle
I

In the last of the paragraphs quoted above, Sidney refers to Aristotle
quoting his famous dictum that poetry IS more philosophIcal an
mor~ ~~[IOllS-than~_b~cause Tt-aears with the universal rather
thaE_~ the. parneuler Nevertheless, Sldneyts posltlonlsliot -ArIsto-
tehan at alI--Wllen be argues that the fictltlous'rendermg of the
poet IS nlore effective than the true report of the historlan, lus point
IS that the l~~Lthe_poet.-ShQ_ws things as th~_qE_g~_tQ be
rather than as they are and IS thus more c~nduclye to vIrtuous acnon
In the reader "If the questIon be for your owne vse and learrung,
whether It be better to haue It set downe as It should be, or as It was,
then certamcly IS It more doctrmable the famed Cirus In Kenophon
then the true Cy1 us In Justine" The key word here IS "should ",
Sidney has changed A1 tstotle's probable "should" to a 11101 al "should"
To Aristotle, the poet wrote of what "should" be In the sense of
what was IJlOStprobable, hIS "should" was a "should" of probability
To Sidney, the PQct wrote of what ought to be, In a purely J110ral
sense ~Thc world created by Sidney's poet IS more edifying than the
the real world, not more true J to the fundamental probabilines of
the human situation or probable In terms of the self-consistent world
which It creates

Thus though SIdney, like Aristotle, IS concerned with replying to
the kind of arguments against poetry that Plato brought forw ard, lus
defense IS basically different from Anstorle's For Sidney the poet I~

the creator of a world wluch leads those who VIew It to follow
virtue and shun VIce

If the Poet doe his part a-fight, he will shew you In Tantalus, Atreus,
and such like, nothmg that 1<; not to be shunned, In Cyrus, Aeneas, Vltsses,
each tlung to be followed, where the Historian, bound to tell thmgs as
things were, cannot be hberall (without hee will be poeticall) of a perfect
patterne, but, as In Alexander or SCIPIO himselfe, shew dooings, some to be
hked, some to be mishked

For see wee not valiant Milciades rot In hIS fetters> The lust Pbocion and
the accomplished Socrates put to death like Traytors? The cruell Seuerus
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hue prosperously? The excellent Seuerus miserably murthered> Sylla and
Martus dying In theyr beddes> Pompey and CIcero slaine then when they
would haue thought exile a happmesse> See wee not vertuous Cato dnuen
to kyll himselfe> and rebell Caesar so aduanced that hIS name yet, after
1600 yeares, lasterh In the highest honor? I conclude, therefore, that
hee [the poet] excelleth Histone, not onely In furmshmg the nunde WIth
knowledge, but In setting It forward to that which deserueth to be called
and accounted good which setting forward, and moouing to well doomg,
Indeed setteth the La" rell crowne vpon the Poet as VIctOrIOUS,not onely
of the Historian, but ouer the Ph, losopher, howsoeuer In teachmg It may
bee questionable

..' The poet not only exceeds the philosopher In lus ability to create
the perfect example, but also In hIS ability to move the reader to fol-
low that example. "I tlunke that no man IS so much Pbilo pbtlosopbos
[a lover of philosophy] as to cOll1pare the philosopher, In mooumg,
WIth the Poet" This comes close to rdennfymg poetry WIth rhetoric,
the art of persuasion, as SIdney himself realizes later on In hIS argu-
ment But at the same tune It enables SIdney to find room In 111C;

didacnc theory of poetry for the quahnes of hvelmess and VIgor
which he had already commended , l-Iowever Ideal the poet's world
may be, however VIrtuous Its heroes and however much "poetic
jusnce" may prevail In the course of the action, no reader IS gOIng
to be "moved" to mutate that world In hIS own behavior unless It be
presented WIth such hfe and paSSIon that he finds It irresistible The
delight which the reader has In reading of this Ideal world and In
responding to Its vitality depends not on content but on form and
style Thus by his theory of moving SIdney finds a way of mcludmg
the purely esthenc .quahtles of form and style In his cntena of the
good work of hterary art ,.

I
Form and content

It ISperhaps quesnon-begging at this stage to use the word "esthetic"
at all, for are we not concerned to discover what kinds of meaning
can be given to tlus term? But all that IS meant by the term here IS

those qualines w luch pro\ Ide for the reader pleasure In the reading
regardless of the conrent=quahnes which denve from the way In
which language 15 handled (Whether In the last analysis form and
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content can be disnnguished In this way IS a profound question,
which will JrISe later SIdney's critical thought was hardly sophisn-
cated enough to reach tlus quesnon ) The pOInt to be made here IS
the uTIportant one that SIdney frames a didacnc theory of poetry In
such a \\'ay that he Includes style among his Interests and "good
style" among hIS cnrcna for a good work of literature, though he
does not use the actual word In domg so he makes It possible to
')cparate a purely styhvnc judgment from a total Judgment of the
value of a poenl as something \\ Inch both teaches and delights and
teaches by delIghtIng, when, later on In hIS e'isay, he condemns the
love poetry of hJS day because It ISwritten In too cold and artificial a
<tylc, he IS being perfectly consistcnr 'v hat IS cold and artificial can
never carry convu.non, can never be, In ,\r ordsw orth's much later
phrase, "carried ihve Into the hc.irt bv passion " "The Poet binds
tog<..thcr by p,l<,~()n .md lOlo\vlldgt the vast Cillplrc of human so-
ciety," W ordsw orth was to claun more than tw 0 hundred YC'lrs after
Sidney, and Sidney \\ ould have at least agreed that the poet corn-
buies p~ls~lon and knowledge, the knowledge being moral knowledge
and the PJS~IOn marufcsnng itself In the VIgor and hvehness of the
style

One can hardly emphasize too 111ULhSidney's msistcncc that the
poet's world should be presented dchghtfullv, and that the deltght
comes from the pa'i~Iunatc virahty of the c~prc~~lon, for this gIve') him
a cntcnon which, If ncce,~ary, he can abstract altogether from lus to-
tal VIew of poetry 1~ the 111o~tcffcctn c \\ elYof 1110\ Ing to virtue and
apply to a work of hrci elr} art whatever irs subject matter and
whether It has a moral purpo~e or not If you SlY that poetry both
teaches and dchghts, and have 'icpar ate cntcria for what IS good doc-
rrme and what consnrutcs dclIght in the \\ ay of c~presslon, then you
have prepared the \V,lY for the emergence of a purely esthenc pOInt
of VIC\V You have also, however, 0\ ersunplrfied the rclanon between
form and content and paved the \vay for the kind of cnncrsm which
talks about "a bad book, but so well wntten't=an approach which, as
we shall see, mvolvcs a far too mechanical VIew of the nature of
literary form

We have seen that for SIdney the world created bv the poet IS not
an "mutation," In any sense, of the real world w c hve In, but an im-

provelnent on It, presented '"'0 persuasively that the reader WIll wish to
mutate that Inlprovcrllcnt The hmiranons of this pOInt of VIew come
out most clearly when SIdney uses the sister art of palnting as an
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analogy "As to a Lady that desired to fashion her countenance to
the best grace, a Painter should more benefite her to portralte a most
sweet face, wrytlng Camdi« vpon It, then to paInt Camdta as she was,
who, Horace sweareth, was foule and III fauoured " The imphcanon
here IS clearly that It IS the function of portrait paIntIng to help peo-
ple to Improve their own faces by Imitating the portraIt ThIS IS the
difficulty one gets Into If one transfers the Aristotelian notion of
Imitation from the artist to hIS public, so that the artist does not imitate
the world but Invents a better one for the public to Improve Itself
by mutanng On the other hand, later cnncs who mamtamed that
the funcnon of art was to mutate human nature and who at the same
time demanded that art be morally instrucnve were caught up In
another kind of dilemma If they were honest enough to admit that
human nature as we know It In real hfe IS far from edifying If poetic
JustIce does not prevail In life as It IS and men In their actual hves are
far from models of moral perfection, how can one at the same time
Imitate nature (which, to the seventeenth and much of the eighteenth
century, meant human nature) and lead your readers to the paths
of VIrtue' Dr Johnson, who had no illusions about life as It 15 and
men as they are, at the same nrne praised Shakespeare for knowing
and Inl1tatIng human nature and blamed him for not having sufficient
poetIC JustIce In hIS plays You cannot have It both ways, and It IS

more consistent, If you WIsh the poet's picture of man to be morally
edifying, to Insist (unless you want to edify solely by a series of
awful warnings) that the poet IS not concerned with the real world
at all There IS, of course, a rhird way, which IS to rnamram that the
"real" world IS not the everyday world but the patterns underlying
that world as seen by the poet's imagmanon Only In this last way can
an Imitative theory of art be reconciled with a didactic one, and,
though there are (as we have noted) traces of such an argument In
SIdney, he ne_yet really develops It

Teacbmg and "movmg"

We have seen that for Sidney the world created by the poet can be
"golden" In more than one way It can present Ideal heroes so VIVidly
that one will wish to imitate their virtues It can present a world U1
which virtue always triumphs and vice IS always punished Or It can
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· present a world In which evil, whether It triumphs or not, ISmade to
appear so ugly that the reader will In future always wish to avoid It

In the latter part of Ius <fSSay,in wluch he discusses the objections
made by the Punrans to the different kinds of literature, he sugge~ts
other ways In which the poet can "move to vIrtue" The sannst
"sporttngly neuer leaueth, vnnl hee make a man laugh at folly, and,
at length ashamed, to laugh at himselfe " Sumlarly, "Comedy IS an
mutation of the common errors of our hfe, which he representeth In
the most ridiculous and scornefull sort that may be, so as It I~ lffipOS-

sible that any beholder can be content to be such a one" And tragedy
"openeth the greatest wounds, and sheweth forth the Vlcers that are
couered with Tissue, that maketh Kmges feare to be Tyrants, and
Tyrants manifest their nranmcal humors, that, With sturrIng the af-
fects of adrmranon and commiseration, teacheth the vncertalnety of
tlus world, and vpon how weake foundations gudden roofes are
builded" -a definition which, using some of ...Aristotle's ternunology
("admiration and commiseration" represent a modification of ArIS-
rorle's fear and pity, adrmranon being used In Its earlier sense of nun-
gled wonder and reverence), changes Aristotle's psychological ex-
planation of the therapeutic function of tragedy to a straight moral
theory

It JS m hIS discussion of lyric poetry that SIdney places such em-
phasis on the Importance of "moving" -whose relation to the moral
function of poetry we have already discussed=that he seems for the
moment almost to be restIng hIS case on this quality alone

Is It the Lmcke that most displeaseth, who With his tuned Lyre, and weI
accorded voyce, glueth praise, the reward of vertue, to vertuous acts> who
gUles morrall precepts, and naturall Problemes, who sometimes ray seth vp
his voice to the height of the heauens, In 'lnglng the laudes of the immortall
God Certainly I must confesse my own barbarousness I neuer heard the
olde song of Percy and Dug/as that I found not Iny heart mooued more
than WIth a Trumpet, and yet is It sung by some blmde Crouder, WIth no
rougher voyce then rude snle

Earlier, SIdney had emphasized the poet's ability to "move" as the
factor which contributed most to the didacnc effect of a poem not
only was the reader shown the Ideal world, but, In vlr~ue of the way
In which It was presented, he was moved to irmtare 1,+/But the word
"move" 15 ambiguous, and while most of the tune Sidney uses It to

F
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mean "spur on" or even simply "persuade," In the passage Just quoted
he seems to be talking of ernonon without any regard to Its results In
action, the thnlhng sounds of a trumpet affect the hearer emotionally,
and though of course the imphcanon IS that he IS snrred to acts of
greater courage the immediate suggestion here IS that the "affective
quahty" (to borrow a term from some modern critics) In Itself ISwhat
matters At any rate, later cnncs have seen such an irnphcanon In this
passage and have based one It a claim for SIdney to be a ."romantlc"
cnnc In the sense that he IS Interested In the arousing of emotion for
Its own sake But If VIrtue results from the subduing of passIon by
reason-a pOInt agreed by both Plato and the Chnsnan Platorusts of
Sidney's day-to say that poetry arouses passIon IS to concede one of
Plato's main objections and to YIeld an Important potnt to the .Pun-
tans SIdney, then, cannot have Intended any overt suggestion of the
kind we cannot help seemg In the passage quoted HIS whole case de-
pends on hIS enhsnng passIon on the side of VIrtue" he show s how by
a passIonate pIcture of an embodied Ideal the poet can move men to
follow It We have noted that this means that he has a criterion of.
style, that "passionate descnbmg" becomes llTIportant for him, and we
have seen that Sidney IS content to keep his cnteria of style and of
moral content separate But nowhere does he come fight out and say
that passionate describing of anytbing IS poetically valuable, even
though we may sometimes feel that If he had not been constrained to
fight on hIS enemy's ground he might have said something like this
~Themost he does m the argument he overtly presents IS to show that
passIon need not be on the Devil's slde-"I don't see why the Devil
should have all the good tunes," as a later morahst was to put It-but
could be enhsted In the cause of virtue to make poetry, by Its pas-
sionate reaching, the most effective of all didacnc Instruments Rich-
ardson, said Dr Johnson In a later century, talking of the mixture of
p~~hologlcal realism and _!lloral teachmg In the former's novels,
"taught the passIons to move at the command of virtue " SIdney might
have reversed this, and said that the poet teaches virtue to move at the
command of the passions One must not forget that, while Sidney was
replying to a Puritan attack on poetry, he, like Spenser, was a Puritan
himself. He was also, like Spenser, a neo-Platomst, a humarust, and a
,poet HIS defense of poetry was a noble attempt to combine all these
~Sltl0ns

If the rhetoncal Side of Sidney'S theory enables hun to lay such em-
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phasis on "moving" and thus insist on the tmportance of a lively and
passionate style, It should also be noted that his insistence that the
function of poetry IS to show forth an Ideal golden world Instead of
nnltatlng the brazen one of actuality enables him to construct a hier-
archy of literary forms He can defend satire as the kind of poetry
that laughs a man out of hIS folly, comedy as making the common er-
rors of hfe seem ridiculous, and tragedy as showing the awful conse-
quences of tyranny so that kmgs will fear to be tyrants (this last being
perhaps the most Inadequate of all Sidney's defirunons), but the kind
of poetry which paInts directly the kind of VIrtue to which the read-
ers are to be drawn will be the highest kind That 15 heroic or epIC
poetry, "for by what conceit can a tongue be directed to speake euill
of that which draweth with it no lesse Champions than Acbilles,
Cyrus, Aeneas, Turnus, Tideus, and RInaldo? who not onely teach
and moue to a truth, but teacheth and mooueth to the most high and
excellent truth, who maketh magnanunlty and iusnce shine throughout
all misty fearefulness and foggy desires But If any thing be already
sayd in the defence of sweete Poetry, all concurreth to the rnamtam-
mg the Heroicall, wluch IS not only a kinde, but the best and the most
accomplished kinde of Poetry" / ./

SIdney, then, IS able to answir the Platonic and the Puritan objec-
nons, he can find room for a cnterion of style while msisnng on a di-
dactic content, and he has some Ideas of a hierarchy of literary genres
He does all this, however, at the expense of makmg a dangerously
clear-cut division between manner and matter and by makmg the uln-
mate objective and function of poetry not something unique, with a
"peculiar pleasure" (In Aristotle's phrase) of Its own and differentiae-
Ing quahnes In terms of wluch Its very essence IS to be recogruzed and
valued, but as somethmg shared With all other worthy human acnvi-
ties Unhke Aristotle, SIdney does not justify poetry by smglmg out
and jusnfying what IS uniquely poetl8 and hke Plato he applies a
SIngle value standard to all products of the human rnmd and nnagma-J
non He gets out of the Plaroruc dilemma by showing that passIon IS

not the Devil's prerogatIve but can be used to unplement virtue and
by lnsl~tlng that what the poet creates, If bke nothmg In the world of
actuality, 15 morally better than the world of actuality and portrayed
in such a way that the reader Will want to try to bring It into being
But hIS triumph IS won at the cost of poetry's Independence. Though
poetry for SIdney IS a more effective moral teacher than philosophy
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or history, the critic of poetry has to walt for the moral philosopher
or the man of rehgion to tell him what IS morally good and what I~

morally bad before he can proceed to Judge a poem Aristotle's
Poetics had been a declaration of Independence for poetry as well as a
jusnficanon of It, SIdney IS content to achieve the latter at the ex-
pense of the former And if=wrth some jusnce=we think SIdney'S
position naive, we rnight remember that from lus day to ours the vast
majOrIty of readers of Inlaglnatlve hterature have taken subsrannally
Ius view and generally applied It WIth less cunning and sensitIvIty
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£PI "10, the poet' .. world was a second-hand irmta-
non of reality, and therefore of no value, for Aristotle, the poet could,
by the proper selection and organlLatlon of incident, achieve a reahtv
more profound than that represented by the casual surf-ice of things
wluch \VC meet In ordinary cxperIence, for SIdney, the poet created a
world morally better than the real world, for the moral edification
and Improven1cnt of the reader None of these crItICS suggests that
the poet would do well to describe hfe merely as he finds It, for Plato,
that IS to mutate shadows, for Aristotle and Sidney, for different rea-
sons, It IS snnply not worth considering

Dryden and tbe mntauon of buman nature

In 1668, however, John Dryden published his R:,say of IJra111attC
Poeste, a dialogue on the nature of poetlc drama and the respectIve
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merits of classical, modern French, Elizabethan, and restoration
plays, m which everybody agrees to define a playas "A Just and hvely
lInage of human nature, representing Its passions and humours, and the
changes of fortune to which It IS subject, for the delight and instruc-
non of mankind " Here, a hundred years after Sidney, a great Enghsh
poet and cnnc IS mamtammg a pnnciple utterly at variance with Sid-
ney's view that the poet does not mutate the world as It IS but Invents
a "golden" world which IS better Do we have here another solution
to the Platoruc dilemma?

Let us first note Just what It IS that Dryden IS sayIng A play-at
is agreed m the essay that this defirunon really applies to Imaginative
literature m general, whether In the form of drama or not-In the first
place gives us an Image of human nature Itshows people acting m
such a way as to reveal what they are hke my the use Qf, the word
mzage Dryden seems to be emphasizing the appearance, cl> be qUite
untroubled by Plato's notion that to do so IS Simply to Imitate an U11I-
tanon ~ryden makes no d1StIOCtlOn, 10 fact, between an Image of
human nature and the truth about human nature the former, If It IS
"Just," ~es the latter The Image IS not only to be Just, It must also
be hvelYYIdney would have agreed With the necessity for hvelmess
[i,lS the basis of a cnterion of style, and provides also a further cnre-
non by which to Judge plot, whose first requIrement ISthat It should be
so organized as to gIve a Just Image of human nature JWe have so
far discussed four terms In the defirunon-r''just," "hvely," "unage,"
and "human nature" They ~ all important and each one contributes
materially to the definition k\ Just account of human nature could be
grven by a psychologist, but It would be neither hvely nor an image
Smularly, an lInage could be lively Without being Just, while a Just
image of human nature could be dull rather than hvely All four ele-
ments are necessary"]
({he next phrase In Dryden'S definition IS more an elaboration of

w~ he means by the first phrase than the addition of new require-
ments You obtain a Just and hvely unage of human nature by repre-
senting Its "passions and humours" ("humours" meaning states of
mind or mental charactensncs), and by representing the changes of
fortune to wluch men are subject It 15 only when we see a character's
reactions to chan~s of fortune that we get a real view of Ius "pas-
SIOns and humours f Hamlet's father had not been murdered by his
uncle and hIS mot er had not married that same uncle, Hamlet would
never have been driven to exhibit the true unage of hIS nature It IS

the testing CIrcumstance that Illuminates character
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Is Dryden, then, demanding that the writer of fiction, whether In
plays or In other forms, Indulge In what we today rmght call psycho-
logical realism? Is It the duty of the writer to show us men Involved In
actions which exhibit therr fundamental charactensncs and so tell us
something about human nature> This would be a perfectly logical de-
fense of poetry The function of poetry would then be to Inform the
reader, In a hvely and agreeable way, of what human nature IS like
LIterature would be a form of knowledge, and It would bear the same
relation to psychology as In Sidney It docs to etlucs That IS,while for
Sidney the poet makes vivid and ImpressIve, by his llnaglnary ex-
amples, the Ideas of the moral philosopher, so for Dryden the poet
makes vivid and Jmpre~~lve, by lus imagmary examples, the knowledge

of the psychologist R{O. LtxJ63~~I
lnstruction and recognition

It might be maintained that the con<..ludlng phrase of Dryden's defiru-
non confirms rluv mrerprcranon ~ I..all to be done for the delight
and mstrucnon of mankind The delight comes from the hvelmess
w rrh which hUI11an nature IS represented, and from the pleasure which
COll1C,) from recognl/ing In fil.t10nal~ cnar cters fundamental psycho-
logical truths, while the insrrucnon I moral msrrucnon, but In-
strucnon In the facts of human nature The reader IS Instructed In
psychology, In fact For whv should \ e restnct the term "Instruc-
tion" to mean only moral mstruction? There can be any kind of In-
strucnon we send children to school to be Instructed In anthrnenc
Without any expectation that their sums \vIII make them morally bet-
ter So could we not argue that Dryden IS here pleading for a hvely
psychological realism, on the grounds that It give" pleasure and at the
same time provides instrucnon In human psychology? Would not that
be an adequate solution of the Platoruc dilemma, and an adequate de-
fense of poetry?

It nught well be that Dryden had some such nonon In mind, al-
though It must be adrrutted that the word "msrrucnon" IS ambiguous,
and It generally carried the meaning of moral teachmg In Its use by
critics of the period We rmght note, however, that If Dryden meant
that the funcnon of drama was to dehght and instruct by providing
hvely 1I11agesof human nature m acnon under testIng CIrcumstances,
the delight cannot have been supposed to come from recogmzmg
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what we already know about human nature If at the same time the
play IS to mstruct us In human nature, which IS to say, to tell us what
we did not know before "Poetry," wrote Keats In one of his letters,
"should strike the reader as a wording of Ius own highest thoughts,
and appear almost a Remembrance" It IS not SImple recognition, but
almost a remembrance Dr Johnson, arguing WIth WIlham Pepys about
Pope's defirunon of "true WIt" In poetry as "what oft was thought but
ne'er so well expressed," objected strongly "That, Sir, IS a defirunon
both false and foolish 'What oft was thought' IS all the worse for
bemg often thought, because to be w It, It ought to be new Iy thought"
It IS clearly not enough to recognIZe what we already know Never-
theless, one can recognize as "Just" what one did not know before
Keats' phrase "almost a Remembrance" I~ suggestIve because It In-
dicates that there IS a middle ground between recogrunon and new
knowledge and It 15on that middle ground that unagmatrvc hterature
operates If, therefore, "a Just and hvely mutation of human nature"
delights and Instructs us, the dehght IS not simply a matter of recog-
nlZlng examples of what we already knew to be true, nor, on the other
hand, are we "instructed" Inwhat we had never known before there

II IS a kind of recognitIon at w ork, but It IS only apparently recognition
-It ISne\v know ledge, operatIng through an m1presslon of the farruhar

The nnphcanon of Dryden's defimnon IS that literature IS a form of
know ledge rather than a technique of per~uaSl0n The knowledge
pleases partly because It IS pleasant to Increase our awareness and
partly because of the dehghtful manner In wluch It IS conveyed both
the "Justness" and the "hvelmess" of the irmtanon of human nature
contnbute to the pleasure gIven by the work Such a pOSItIOn, of
course, Ignores as rneanmgless the Platoruc objection that what the
poet mutates 15 Itself an mutation of an mutation The poet describes
men as they are, that IS, as they are found to be by obscrvanon and
lntrospectlon and by reading the reports of the observations of others
To object that direct eAperlcnce does not yield knowledge is, In the
age of John Locke, to play the willful obscurantist

Wbtcb aspects of hU111an nature?

There are none the less difficulties in this pOInt of VIew What In fact
IS human nature> we might ask Men acting and suffering, the reply
would be But what men, and what are they acting and suffermg>
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Human nature 1S Illustrated by a man swearing when he hits his finger
with a hammer as well as by Hamlet going to pieces on learrung the
truth about his father's death and hIS uncle's guIlt What aspects of
human nature In acnon are most fit for the poet to describe? It will be
seen at once that even to raise such a questIon IS to pave the way for a
hierarchy of more and less approprIate kinds of theme Ambinon rep-
resented by Alexander the Great IS different from ambmon as repre-
sented by a draper's assistant working and scheming to have a store of
hIS own Cleopatra In love IS different from Jenny being tousled by
Jock behind the cowshed Yet both Illustrate human nature Which
theme IS more approprIate to literature? The modern entre would
probably refuse to admit the vahdity of tlus question Why should
one be more approprIate than the other' Whichever It may be, If It IS
done effectively, If It Ie; "Just and lively," If, In virtue of the ,yay the
story 1') put together and presented, It both pleases and Instructs, pro-
vidmg that combination of recognItIon of what we thmk we knew
and awareness of new insight which we have already discussed, then
It IS justified But to concede that any aspect of human nature, Illus-
trated by any kind of perc;on, IS equally SUItable for hterature IS to as-
sume that we can get equal "delight" from an account of Cleopatra's
passIon for Antony and from a pIcture of a farm hand's seducnon of a
milk-maid In a democratic age hke ours such an assunlptlOn nlay seem
obViOUS, but It was far from ObVIOUSto earlier agec;, and neither Dry-
den nor Pope nor Dr johnson would have accepted as matenal for the
literary unagination characters and situations which were not drgrufied
by a symbolic external impressiveness The "passions" of men were In-
deed the subject of poetry, but 111 the hIghest form of hrerarure they
were to be Illustrated In people whose fate involv ed more than their
own dornesnc fortune, Both the Greeks and the Ehzabethans also
felt this (though the Ehzabethans had their humbler kind of tragedy
too) and part of the sigrnficancc of Oedipus, as of Hamlet and Lear, IS
that, bemg rulers, their Inner conflicts Involve 4 large outer world,
and at the same time, posseSSIng "great" natures (not necessarily
naturahsncally presented), they are more representative of the total
human possibihnes than, say, a farmhand

Poetry illurmnates human nature, and pleases and Instructs by so
doing By choosing for ItS chief characters persons sufficiently exalted
In POSition for their fate to affect whole countries one can, WIthout
blurrmg the picture of human nature, make the story more arresnng
and more far-reachmg m Its unphcanons Thus If for Sidney heroic
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poetry IS at the top of the hierarchy because It shows us directly the
virtuous acnons the reader IS to be Inspired to mutate, In those later
cnncs who saw as the poet's task not the creation of an Ideal world to
be mutated but the proJectlon of a lively image of the real world of
men for the reader's pleasure and mstrucnon, heroic poetry IS hkewise
at the top because It deals with characters whose fortunes are more
mteresnng since they Involve the fortunes of so many others In each
case, a theory of the nature and value of poetr}T has led to a hierarchy
of poetic "kinds," and though the theones differ the hierarchy IS the
same

"Expression'

There IS more even than this, however, hidden In Dryden's definition
If poetic fiction provides "a Just and lively Image of human nature,"
we can choose, while demanding both, to lay cluef emphasis on either
the Justness or the hvelmess We nught Ignore the whole question of
whether we can receive mstrucnon from what we already know, take
the "Justness" for granted, and msist that the pecuhar pleasure of
poetry (snll uSing this term In its larger sense) hes In the polish, WIt,
grace, hvclmess, or some such qualmes, With wluch familiar truths are
presented That, as we have noted, was Pope's View, represented In lus
famous phrase "what oft was thought but ne'er so well expressed"
But even Pope did not mean that poetry was merely the polished ex-
pression of well-known abstract truths HIS own "Rape of the Lock,"
for example, lS very far from that He must have meant to Include In
the verb expressed the unaginative way In which the general truths are
illustrated In other words, expression must Include plot as well as
style, invennon as well as dicnon The epIgram, even for Pope, was
not the highest form of poetry For Pope, the good poet uses hIS rea-
son and his common sense-to both of wluch faculties he gives the
name "Nature"-to discover what the general truths about human
character and behavior (also called "Nature") are, notes how the
great poets of Greece and Rome have embodied their observations
about human character In poetry, and, profiting both by the example
of the ancient poets and lus own observation (which, he insists, Yield
the same conclusions), proceeds to Illustrate those truths In as pol-
ished, Witty, and generally dehghtful a way as possible This might
involve a story, It might Involve the author morahzmg or satll'1Z1ng In
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hIS own person, It ought Involve an elegy, or an apostrophe to some
person or Idea, or a number of other things, but whatever IS Involved
will be Included In the expresston As In Sidney, form and content are
separable, and the latter comes first You decide what you want to say,
and then, profiting by the example of your greatest predecessors, de-
cide on how to say It

Dr Jobnson and "general nature"

Pope's "Essay on Criticism" (17 I 1) IS not, as Sidney's Defence of
Poeste IS, an InquIry Into the nature and value of poetry, but a series of
generahzanons about good taste, the difficulties of cnncizmg tmpar-
nally and Justly, and the characteristics of the good critic It takes the
major questIons for granted, and w e cannot learn from It, for example,
whether the Instruction we receive from poetry IS Instruction In the
facts of human nature or moral Instruction, or Indeed whether he
would agree With Dryden at all In mcludmg Instruction as one of the
functions of poetry (though we know from other remarks he makes
that he would agree), nor does he tell us whether the pleasure In
effective expressIon IS the main JOY and value of poetry For further
InquIry along the lines laid down by Dryden's defirunon we must,
among major EnglIsh crincs, turn to Dr Johnson

In hrs preface to hIS edmon of Shakespeare, Dr Johnson praises the
playwright because he fulfills precisely Dryden's requirement of "a
Just and lively unage of human nature"

fNothmg can please many, and please long, but Jmt representatlom of
g~eral nature Particular manners can be known to few, and therefore
few only can Judge how ne-irlv they are copied The Irregular cornbma-
tion of fanciful mvennon may delight a-while, by that nov eltv of \\1 hich
the common satiety of life sends us all In que~t, but the pleasures of sudden
wonder are soon exhausted, and the mind can only repos6 on the stabihry

~~n;;;eare IS above all writers, at least above all modern wnters, the
lm~~-of nature, the poet that holds up to Ius readers a faithful rmrrour of
manners and of life HIS characters are not modlfie~bv the customs of
particular places, unpracnsed by the rest of the world.Lv the pecuhannes
of studies or professions, which can operate but upon small nu~.2ers, or
by the accidents of transient fashions or temporary opnuons [ they are
the genuIne progeny of common humaruty, such as; the world w'm always



80 The Pbtlosopbical lnqtury
supply, and observation will alw avs find HIS persons act and speak by
the Influence of those general passIons and pnnciples by which all rmnds
are agitated, and the whole system of life IS continued In monon In the
Wrlt1ng~ of other poets a character IS too often an individual, In those of
Shakespeare It IScommonly a specICs \
It IS from this wide extension of ae!>lgn that so much Instruction IS de-

nved It IStlus w luch fills the plays of Shakespeare w ith practical axioms
and domesnck wisdom It was said of Euripides, that every verse was a
precept, and It may be said of Shakespeare, that from hIS works may be
collected a system of CIvIl and ccconorrncal prudence Yet hIS real power
ISnot shewn In the splendour of particular passages, but by the progress of
his fable, and the tenour of hIS dialogue, and he that tnes to recommend
him by select quotatIons, will succeed hke the pedant In Hterocles, who,
when he offered lus house for sale, carried a brick In hIS pocket as a
specImen

It Will not easily be imagined how much Shakespeare excells In ac-
commodating hISsentiments to real hfe, but by conlparlng him With other
authours It was observed of the ancient schools of declamation, that the
more diligently they were frequented, the more was the student disquah-
fled for the world, because he found nothmg there which he should ever
meet In any other place The same 1ernark nlay be applied to every stage
but that of Shakespeare The theatre, when It IS under any other direction,
is peopled by such characters as w ere nev er seen, conversing In a language
which was never heard, upon topicks wluch will never anse In the corn-
merce of mankind But the dialogue of this authour 1'\ often so evidently
determined by the mcident which produces It, and IS pursued with so
much ease and sirnphcity, that It seems scarcely to claim the merit of
fiction, but to have been gleaned by diligent selecnon out of common
eonversanon, and common occurrences
Other dramatists can only gaIn attention by hyperbohcal or aggravated

characters, by fabulous and unexampled excellence or depravitv, as the
wnters of barbarous romances invigorated the reader by a giant and a
dwarf, and he that should form lus expectations of human affairs from
the play, or from the tale, would be equally deceived Shakespeare has no
heroes, his scenes are occupied only by men, who act and speak as the
reader thinks that he should himself have spoken or acted on the same
occasion Even where the agency IS supernatural the dialogue IS level WIth
life Other writers disguise the most natural passIons and most frequent
mcidents, so that he who contemplates them In the book WIll not know
them In the world ~akespeare approxImates the remote, and farruhanzes
the wonderfu~ the event which he represents will not happen, but If It
were possible; ItS effects would probably be such as he has assigned, and
It may be said, that he has not only shewn human nature as It acts 111 real
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eXIgencIes, but as It would be found In trials, to which It cannot be exposed
This therefore IS the praIse of Shakespeare, that hISdrama ISthe rmrrour

of hfe, that he who has mazed hIS rmagmanon, In following the phantoms
which other wnters raise up before him, may here be cured of }11~ dehnous
extasies, by reading human sentiments In human language, by scenes from
WhICh a hermit may estimate the transactions of the world, and a confessor
predict the progress of the passlons

Though this IS a discussion of Shakespeare and not a theorencal
treanse on poetIcs, It IS by imphcanon also a statement of the nature
and value of drama and of literary fiction generally Shakespeare IS
praised for doing what a dramatist ought to do and few dramatists
have done The terms In wluch he IS praised deserve careful consider-
ation

"Nothing can please many, and please long, but Just representations
of general nature" The imphcanon of this sentence IS clear It IS the
duty of the poet (again, uSIng the term In ItS Wider sense) t-o please
and the giving of pleasure IS a-If not the-criterIon of worth In po-
etry The way to please the greatest number over the longest period
of rime IS to provide accurate pIctures of general human nature Dry-
den had said "a Just and hvely Image of human nature," but Johnson
Insists on general nature Is anything new being added to the theory of
the nature and value of poetry with tlus word?

Aristotle, It WIll be remembered, had pointed out that the poet rep-
resents the universal, the general" Poetry IS more plulosophical
and more senous than history because poetry tends to render the gen-
eral truths while history gIves the particular facts" "Poetry" -
to quote agaIn SIdney's paraphrase of Anstorlc-r''dcalcth with Katbo-
lon, that IS to say, With the uruversall consideration, and the history
with Katbekaston " Johnson I~ sirrularly conrrasnng the general and
the particular He does not mean, however, qUIte the same thing ArIS-
totle meant General nature ISfor johnson what IS found In most peo-
ple In most ages-It IS, one might almost say, a statistical rather than a
phrlosophical concept Its opposite ISthe idiosyncratic, the behavior of
only a few people In few nmes or places Yet It would be unfair to say
that this stansncal concept IS not at the same nme plulosophical, for,
Dr Johnson would maintain, what IS most common ISmost typical and
most reveahng of human nature as It really IS Reality and generality
are In a sense Identified what IS most general is what IS most real

The nnplicatson here IS, of course, that human nature does not
change If the poet represents those aspects of human nature which
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are common to all nmes and places, and in doing so presents to us the
reality about human nature, then men must be fundamentally the same
at all nmes and places and they must differ only in rrrviahnes Indeed,
any theory of literary value which sees hterature as some kind of il-
lurmnanon of the nature of man IScommitted to the position that that
nature IS unchangmg, unless It IS prepared to concede that the litera-
ture of past ages has ceased to be of value When Pope tells us that the
Greek and Roman writers found out the best way of "ururatmg Na-
ture" and that therefore to copy Homer IS to copy Nature, he IS

naturally assummg that men In Homer's day were, In those aspects of
their nature which are of Interest to the poet., identical with the men
of hIS own day And that assumption was certainly shared by Johnson

In the second paragraph quoted above Johnson pralses Shakespeare
for holding up to hIS readers "a faithful rmrrour of manners and of
hfe" and for not allowing hIS characters to be modified "by the cus-
toms of particular places, unpracnsed by the rest of the world" or "by
the pecuhannes of studies or professions, wluch can operate but upon
small numbers " We might set beside this the remarks on poetry
which Johnson had earlier put Into the mouth of Imlac In lus moral
tale, Rasselas

i'

\'The business of a poet," said Imlac, "IS to examine, not the mdrvidual,
butt-he speCIes, to remark general propertIes and large appearances, he does
not number the streaks of the tulip, or describe the different shades In the
verdure of the forest He IS to exlubit In his portraits of nature such
promInent and stnkmg features as recall the original to every nund, and
must neglect the minuter discnrrunanons, which one may have remarked
and another have neglected, for those charactensncs which are alike
ObVIOUSto vigilance and carelessness

"But the knowledge of nature IS only half the task of a poet, he must be
acquainted likewise WIth all the modes of life HIS character requires that
he esnmate the happiness and mIsery of every condition, observe the
power of all the paSSIonsIn all their combinations, and trace the changes of
the human rrund, as they are modified by varIOUSmsntunons and accidental
Influence of climate or custom, from the spnghtlmess of Infancy to the
despondence of decrepitude He must divest himself of the prejudices of
his age or country, he must consider nght and wrong In their abstracted
and mvanable state, he must disregard present laws and opInions, and nse
to general and transcendental truths, which will always be the same He
must, therefore, content himself WIth the slow progress of hIS name, con-
temn the applause of lus own nrne, and comrmt hISclaims to the Justice of
postenty He must wnre as the Interpreter of nature and legislator of man-
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kind, and consider himself as presiding over the thoughts and manners of
future generations, as a being superior to nrne and place trJ

The poet must know the manners and customs of men of all nrnes
and conditions, not because It 15 his duty to make vivid to the reader
the different ways In which men have hved and behaved, but so that
he IS not taken In by surface differences and IS able to penetrate to tile
('0111mOnhumaruty underlying these But, It will be objected, to give
a pIcture of a generailled man I~ impossible, philosophers may talk
about such a con<..ept but the poet cannot embody him In a concrete
creation, for a concrete creation must be parnculanzed to carry any
COnVl(..non at all Does not the poet reach out to the universal through
the particular? And can a poet at the same nme present a pIcture of
gcner al human nature and he hvely and reahsnc, as johnson also
claims that Shake- ..pc.lrc I"~ [<>hn~on cl.ums that Shakespeare's charac-
rers are not unreal abstr actions but "men w ho act and speak as the
reader rhmks that he should himself have spoken or acted on the
same occasion " In fact, he goes so far as to say that Shakespeare's
dialogue "IS pursued \\ uh so much ease and simphcity, that It seems
scarcely to clann the merit of fiction, but to have been gleaned bv dih-
gent selection out of C01111TIOn con' crsanon, and common occurrence)

\ Ve I1111'itnote, however, that johnson IS not CIJ11111ngthat Shake-
speare I'i \\ hat would l.trer hax c been called "narurahsnc .." Hrs dia-
logue does not report the actual speech of men, It See11/S to have been
gleaned by dtltuent selec non out of common conversation, wluch IS

somethmg very different Johnson knew perfectly well that people
do not speak blank verse In dally life When he says that Shake-
spcare's dialogue l'i "level With life" he does not mean that It IS mere
reporting, he I~ talking about the InlprC~'iI()n created by the dialogue,
about the vitahty and the psychological plausibility of the characters
as they create themselves by speech and acnon That IS why It IS use-
less to recommend Shakespeare "by select quotations" and why he
must be Judged "by the progress of hIS fable [plot] and the tenour of
his dialogue" -by the total effect, that lS If it w ere the simple natu-
rahsm of his dialogue that pleased Johnson, then of course he could
be recommended by select quotations Style and plot contribute to the
effect of reality, to the illusion that here are real people actIng as they
do m real bfe, while at the same tune their behavior Illuminates those
general aspects of hu~ nature which, johnson insists, are the true
concern of the poet ~en Johnson says that "Shakespeare has no
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heroes" he does not mean that none of his characters are heroic In

character or behavior or lffipreSSlve In the strength of their personal-
Ity he means that his heroes illustrate and act according to the gen-
eral laws of human nature They are not demIgQ.~ or supermen, but
men, whom we recognize as fellow human beings )

If, therefore, one might be mclmed to believe that Johnson's In-
sistence on the general, on not numbering the streaks of the tulip, on
avoidance of parnculanzmg differences between men, would lead hun
to defend the cold and the abstract In hter ature and to remove both
the "lrvely" and the "Image" from Dryden's phrase "a Just and hvely
lffiage of human nature" so as to produce simply Just gene.rahzanons
about human nature, one has only to go on to read hIS hst of reasons
for praIsing Shakespeare to see that this does not follow, an air of
hvely realism IS an all-important quality In a good play and such an
arr cannot be produced by making characters Into generahzed ab-
stracnons In other words, Johnson's praise of Shakespeare's psycho-
logical realism IS by implicanon a recogninon of the nTIportance of
the particular, through w hich the general must be presented No char-
acter In a work of fiction or drarna can appear real If he IS not
mdividuahzed

For Johnson, then, as for Dryden, literature IS a form of knowledge,
It IS valuable for Its illusrranon and illurmnanon of human nature We
denve pleasure from seeing human nature thus illusrrared and illurm-
nated, and, Johnson would add, from the incidenral beauties of ex-
pression which the poet employs Joh~son IS clearer than Dryden on
the question of whether what we learn about human nature IS new
knowledge or simply a hvely illustranon of what we already know
It IS In essence what observant and thqughtful people already know,
though often conveyed through examples of a kind hitherto unknown
to the reader Imlac insists that the poet must study all kinds of men
of different ages and countries, the poet, that IS, must have a greater
store of particulars through which to Illustrate the known generalities
The pleasure the reader gets derives from lus recogmnon In these dif-
ferent characters of general human nature as he knows It

Recogrunon, even through unfarmliar examples, IS not, however,
Instruction, and It would be difficult to obtain from Johnson's cnn-
ClSDl any notion that the didacnc effect of literature hes In Its teach-
mg us new things about human nature From Shakespeare's plays, he
says, "a hermit may estimate the transacnons of the world, and a con-
fessor predict the progress of the passiOns" The plays would give In-
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struction to a hermit, because he has lived removed from the world
and IS therefore Ignorant of It, to the reasonably observant man who
has lived In the world Shakespeare would provide, through hvely and
pleasing fictions, illustrations and confirmations of what he knows
human nature to be hke

Dr Johnson's dilemma

Is recognition, then, the sole value of literature> Even If we add to It
the pleasure we get from the aptness, hvehness, and effective expres-
sion of the example which provides the recognition, will tlus exhaust
the functions of literature> Johnson 15 qUite specific on rlus point
Poetry has m addition the higher function of moral instruction "The
end of wnnng 15 to Instruct, the end of poetry 18 to mstruct by pleas-
mg;" he tells us further on In the Shakespeare preface, and a~
tThe greatest graces of a play, are to copy nature and mstruct hie ':)
That by mstrucnon Johnson means moral mstrucnon IS made qwte
clear when he comes to that part of the preface which dISCUSSes
Shakespeare's faults

HIS first defect IS that to which may be Imputed most of the evil m books
or In men He sacnfices virtue to convenience, and IS so much more careful
to please than to Instruct, that he seems to wnte without any moral pur-
pose From hIS wnnngs Indeed a system of SOCial duty may be selected, for
he that thmks reasonably ~st think morally, but lus precepts and axioms
drop casually from him, ~ makes no Just distnbunon of good or evil, nor
IS always careful to shew In the virtuous a disapprobation of the Wicked,
he carries his persons indifferently through oght and wron'gj and at the
close dismisses them .wrthout further care, ~nd leaves their examples to
operate by chanen This fault the barbarity of his age cannot extenuate,
for It 15 always a whter's duty to make the world better, and )ustlce 15 a
virtue mdependant on time and place

He omits opportunlt1eS of mstructlng and dehghnng which the train
of Ius story seems to force upon hun, and apparently rejects those exhibi-
nons which would be more affecting, for the sake of those winch are more

=>
fu~poet's duty is both to represent human nature accurately and
vividly and to arrange hIS story so that It provides moral instruction
for the reader, then 1tmust follow that human nature m Itself must be
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edifYlI~Sldney agreed that poetry should be morally mstructive,
"but, weiraware that hfe as It IS does not convey a moral lesson to the
observer, he msisted that the poet create a new and better world
Johnson wants to have It both ways As we have seen, this 15 fair
enough If he believes that the real world IS In fact edifying, but he
knows very well that It IS not In a review wluc..h he had written
earher of Soame Jenyns' Free EnqUIry Into the Ongm and Nature of
Eotl he had eloquently protested agaInst the facile theory that the
world as It 1S, IS a happy and perfectly conducted place, with no un-
deserved suffering and with the apparent misfortunes of the virtuous
neatly compensated, so that, for example, the poor man has more
hopes, fewer fears, and greater health than the rich Johnson thun-
dered against tlus facile optunlSm, and showed how much more plausi-
bly the facts could be turned the other way Jenyns raised the POSSI-

bihty that Just as men hunt anunals for their pleasure, so there may be
beings who deceive and torment or destroy men for their own pleas-
ure and unhty, and this would 'JustIfy' the divine order Johnson
commented grimly

I cannot resist the temptatIon of contemplating this analogy, which, I
thmk, he might have carried further, very much to the advantage of his
argument He rmght have shown, that these "hunters, whose game IS man,"
have many sports analogous to our own As we drown whelps and kittens,
they amuse themselves, now and then, with smking a shrp, and stand round
the fields of Blenheim, or the walls of Prague, as we encircle a cockpit As
we shoot a bird flying, they take a man In the midst of his business or
pleasure, and knock lurn down with an apoplexy Some of them, perhaps,
are VIrtuOSI, and delight In the operations of an asthma, as a human philoso-
pher In the effects of an air-pump To swell a man with a tympany IS as
good sport as to blow a frog Many a merry bout have these frolick beings
at the VICISSItudes of an ague, and good sport It IS to see a man tumble WIth
an epilepsy, and revive and tumble again, and all this he knows not why As
they are WIser and more powerful than we, they have more exqulslte di-
versions, for we have no way of procunng any sport so bnsk and so lasnng,
as the paroxysms of the gout and stone, which, undoubtedly, must make
high mirth, especially If the play be a httle diversified With the blunders
and puzzles of the bhnd and deaf We know not how far their sphere of
observation may extend Perhaps, now and then, a merry bemg may place
himself In such a situanon, as to enJoy, at once, all the vanenes of an epI-
demical disease, or amuse his leisure With the tossmgs and contornons of
every possible pam, exlublted together.
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For Johnson, the only hope came from revealed religion, not from

hie as lived on this earth, which was neither edifying nor In Itself
suggestive of a benign providence The spectacle of men behaving as
they do IS not conducive to moral uphft. If this 1S so, It 1S surely
illogical to demand at the same tune that the poet show life as It 1S

and that hIS pIcture of hfe must lead men to be better SIdney, m
claiming that the poet created a golden world superIor to the brazen
world of reality, was more logical LIterature cannot be both "a Just
and hvely mutation of human nature" and a means of moral mstruc-
non and tmprovement unless one holds the optltnlStlC view that the
world as It IS provides an edifying and Improving exhibition In other
words, to hold a view of literature which IS at once nmtanve and
didacnc one must be a very special land of optmust Some eighteenth
century wnters may have had this kmd of optmusm, but Johnson
certainly did not

"Almost a Remembrance"

We have seen that for Johnson the Imitation of human nature which
the poet provided gave to the reader a recogmnon of what he was
likely to have known already The poet Illustrates rather than reveals
But we have also noticed that Johnson cnncized Pope's VIew that WIt
in poetry consists In presenting "what oft was thought but ne'er so
well expressed" arguing that It ought to be newly thought Does that
mean that, m spite of lus Insistence that great poets are known by the
way In which they reveal and Illustrate recogruzable human nature,
he felt that they also In some way Instruct us In aspects of human na-
ture we had not known before? The fact IS, neither Dryden nor Pope
nor Johnson IS very explicit on this ISSue, and all of them seem some-
times to talk as though the poet provides new exploranon of the
human siruanon and at other tunes as though he sunply Illustrated
effectively and convincingly what we know to be true. Both poetry
as exploration and poetry as providmg recognition, as cognitive and
as illusrranve, seem to be Included In their views Johnson, however,
IS most emphatic on the illustranve aspect In hIS hfe of Gray, he
remarks

In the character of his Elegy I rejoice to concur with the common
reader, for by the common sense of readers uncorrupted WIth bterary
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prejudices, after all the refinements of subnhry and the dogmatism of
learrung, must be finally decided all claim to poetical honours The
Church-yard abounds with Images which find a rmrrour In every rrund,
and with sentiments to which every bosom returns an echo The four
stanzas begmmng Yet even these bones, are to me original I have never
seen the nonons In any other place, yet he that reads them here, persuades
lumself that he has always felt them

"Images which find a mirrour m every mind" and "sennments to
wluch every bosom returns an echo" are phrases which clearly sug-
gest that the function of the poet IS to render "what oft was thought
but ne'er so well expressed" And there are many similar statements
throughout Johnson's Icriticism, many of them most emphatic Yet
we cannot fail to observe that m the very next sentence he Introduces
a new note "I have never seen the notions In any other place, yet he
that reads them here, persuades himself that he has always felt them "
ThIS surely leads us agam to Keats' "almost a Remembrance " We
can recogruze what we had not previously known When we see new
knowledge rendered In the special way the poet employs we see It
both as new and as familiar, and our reaction combines recogrunon
With insight A chum for poetry as conveymg a special kind of aware-
ness which, while new, comes With the force of recognition, IS never
exphculy made In any of the critical passages we have been consider-
mg m this chapter, yet some such notion IS more than once hinted at
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T.QUESTION of what poetry IS and what kmd of
value It possesses can be answered by an exammanon of the products
of the poet's actIvIty (of poems, that ISto say) or by an Inquuy Into
how the poet operates Instead of asking "What IS poetry)" we can
ask "What IS a poet?" Tlus latter question will often lead to the
former, and critics have qUite frequently approached the whole prob-
lem of the nature and value of poetry through a study of the psychol-
ogy of poetic creation In his famous preface to the second edition of
Lyrtcal Ballads Wordsworth proceeds to gtve hISview of what poetry
IS and wherein Its value hes by asking first "What ISa Poet' To whom
does he address himself> And what language IS to be expected from
him?" Poetry 15 an act1v1ty as well as a spec1es of art object, and the
basic cnncal questIons can be approached by lookmg at the activity
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as well as by exam1l11ng the product. ThIS kind of cntical inquiry will
be discussed in a later chapter, for It raises questIons of Its own which
are qU1te disnnct from these we have so far been considering W ords-
worth, the first tmportant Enghsh poet to explain, defend, and define
poetry by askmg how It was produced, thus belongs With those mod-
em cnncs who are chiefly concerned With the process of creation,
and he will be discussed WIth them Nevertheless, It IS worth takmg
out of their context at this pOint some of hIS generahzanons about the
nature of poetry which are comparable to those we have quoted from
Dryden and Johnson

"Truth general and operance"

We have noted Aristotle's distinction between the universal and the
particular, Sidney'S un-Anstotehan Interpretation of this, Dryden's
insistence that poetry 15 an nmtanon of human nature, and Dr John-
son's emphasis on the general nature of that mutation "" e have raised,
too, the questIon whether poetry, If It IS a representatIon of human
nature, pleases us because It illustrates what we already know, and so
recogruze, or by giving us a new illummanon, or by somehow domg
both sunultaneously We have noted Johnson's remark about a pas-
sage in Gray's "Elegy" ("I have never seen the notions In any other
place, yet he that reads them here persuades himself that he has always
felt them") and compared Keats' statement that poetry stnkes us as
"almost a Remembrance" Let us put beside these the following quo-
tation from Wordsworth's preface

Aristotle, I have been told, has said, that Poetry IS the most philosophic
of all wntlngs It IS so Its object IS truth, not mdrvidual and local, but
general, and operative, not standing upon external testImony, but carried
alive Into the heart by paSSIon,truth which IS its own testimony, which gives
competence and confidence to the tribunal to which It appeals, and receives
them from the same tnbunal Poetry IS the Image of man and nature The
obstacles which stand In the way of the fidelity of the Biographer and HIS-

torian, and of their consequent unhty, are Incalculably greater than those
which are to be encountered by the Poet who comprehends the digrnry
of hIS art The Poet wntes under one restncnon only, namely, the neces-
Sity of glvmg nnmediare pleasure to a human Being possessed of that
informancn wluch may be expected from rum, not as a lawyer, a physician,
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a manner, an astronomer, or a natural philosopher, but as a Man. Except
tlus one restncnon, there IS no object standing between the Poet and the
unage of tlungs, between tlus, and the Biographer and HIStorian, there are
a thousand.

The disnnetion that Wordsworth makes between truth "mdividual
and local" and truth "general and operative" IS similar to Aristotle's
disnncnon between histoncal and poetic truth, and It IS hnked also to
the questIon of recogrunon Poenc truth for ",rordsworth IS "opera-
tIve"-It works on us, It carnes Its own conviction WIth It, so that we
cannot but acknowledge It as true "Individual and local" truth does
not carry Its own convicnon before we could be sure that a hisronan
Of a biographer were tellmg the truth we should have to know what
hIS sources were and how honestly he used them The poet's truth IS

general In the sense that It needs no authenncanon to be recognized
as true It does not "stand upon external testimony" but IS "earned
ahve Into the heart by passion" and IS thus Its own testunony Our
hearts recogruze It as true-not necessarily because we have known It
before, but because the psychological structure of our minds assents
to It, It makes contact somehow WIth the basic mental laws which de-
termine human perceptIon and emotion The reaction 15 thus not
bteral recogrunon, but It IS recognitIon In a profounder sense Again,
It 1S rermruscent of Keats' later phrase "almost a Remembrance"

The mmd of man and the workIngs of nature

Wordsworth IS thus here tyIng up a number of concepts which had
previously exercised cnncs, hIS pOInt of view IS not strictly Anstote-
han, though It has elements In common With Aristotle (Wordsworth
and Ansrotle would certainly not have agreed, for example, on the
nature and value of passion); and he attempts to probe deeper than
either Dryden or Johnson Into the reasons why general representation
of human nature pleases us It must be general and operatwe, It must
carry Its own passionate conviction With It, and the pleasure we denve
from It comes from our having our basic psychological structure
touched and Illuminated Wordsworth goes further he believed that
our psychological structure IS paralleled In the workings of the uru-
verse as a whole, and one reason why the poet IS able to express truths
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which are general and operative IS that he is "a man pleased with his
own passiOnsand vohnons, and who rejoices more than other men in
the spirit of Ide that 19 In him, dehghtmg to contemplate similar voh-
tions and passIOns as marufested In the gomgs-on of the Uruverse, and
habitually unpelled to create them where he does not find them"
That is why the poet gives pleasure "to a human Being possessed of
that informanon which may be expected from him, not as a lawyer,
a physician, a manner, an astronomer, or a natural philosopher, but
as a Man." The function of poetry, and its value, hes m Its grvmg tlus
land of pleasure

Nor let this necessIty of producing unmediare pleasure be considered
as a degradanon of the Poet's art It ISfar otherwise It 15 an acknowledge-
ment of the beauty of the universe, an acknowledgement the more SIncere,
because not formal, but mdirect, It ISa task bght and easy to rum who looks
at the world In the sptnt of love further, It is a homage paid to the native
and naked dignity of man, to the grand elementary pnnciple of pleasure,
by wluch he knows, and feels, and hves, and moves We have no sympathy
but what IS propagated by pleasure I would not be rmsunderstood, but
wherever we sympathise with paIn, It will be found that the sympathy IS
produced and carried on by subtle cornbmanons with pleasure We have
no knowledge, that is, no general pnnciples drawn from the contemplation
of particular facts, but what has been built up by pleasure, and exists In us
by pleasure alone The Man of SCience, the Chemist and Mathematician,
whatever difficulties and disgusts they may have had to struggle with, know
and feel rhis However pamful may be the objects with whrch the Anato-
mist's knowledge IS connected, he feels that hISknowledge ISpleasure and
where he has no pleasure he has no knowledge What then does the Poet?
He considers man and the objects that surround him as acnng and re-acting
upon each other, so as to produce an Infinite complexity of pain and pleas-
ure, he considers man In lus own nature and In hIS ordmary life as con-
templattng tlus With a certain quantity of rmmediate knowledge, WIth cer-
tain COnVICtIons,mnnnons, and deductions, which from habit acqwre the
quality of mnnnons, he considers rum as looking upon this complex scene
of Ideas and sensations, and finding everywhere objects that nnmediately
excite m hun sympatlues wluch, from the necessines of Ius nature, are
accomparued by an over-balance of enjoyment.

To tlus knowledge winch all men carry about With them, and to these
sympathies In w1uch, Without any other disciplme than that of our dally
hie, we are fitted to take delight, the Poet pnncipally directs Ius attennon,
He considers man and nature as essentially adapted to each other, and the
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mind of man as naturally the mirror of the fairest and most interesting
properties of nature And thus the Poet, prompted by this feehng of pleas-
ure, wluch accompanies rum through the whole course of hIS studies, con-
verses with general nature, with affections akin to those, which, through
labour and length of time, the Man of science has raised up In lumself, by
conversing with those particular parts of nature wluch are the objects
of hIS studies The knowledge both of the Poet and the Man of science IS

pleasure, but the knowledge of the one cleaves to us as a necessary part
of our existence, our natural and unalienable mhentance, the other IS a per-
sonal and Individual acqwslt1on, slow to come to us, and by no habitual
and direct sympathy connecting us with our fellow-beings The Man of
science seeks truth as a remote and unknown benefactor, he chenshes and
loves It In Ius solitude the Poet, singing a song In which all human beings
JOin WIth rum, rejoices In the presence of truth as our VISIble fnend and
hourly companIon Poetry 15 the breath and finer splnt of all knowledge;
It ISthe rmpassioned expression which ISIn the countenance of all Science
Emphatically may It be said of the Poet, as Shakespeare hath said of
man, 'that he looks before and after' He 15 the rock of defence for human
nature, an upholder and preserver, carrying everywhere WIth him relanon-
ship and love In spIte of difference of sod and climate, of language and
manners, of laws and customs In spite of tlungs silently gone out of mind,
and things Violently destroyed, the Poet binds together by passIon and
knowledge the vast empire of human SOCiety,as It IS spread over the whole
earth, and over all nrne The objects of the Poet's thoughts are everywhere,
though the eyes and senses of man are, It IS true, his favounte guides, yet
he will follow wheresoever he can find an atmosphere of sensation In which
to move his wings Poetry IS the first and last of all knowledge-It 15 as Im-

mortal as the heart of man If the labours of Men of SCience should ever
create any matenal revolunon, direct or Indirect, In our condinon, and In
the ImpressiOns which we habitually receive, the Poet will sleep then no
more than at present, he will be ready to follow the steps of the Man of
SCience, not only In those general mdirect effects, but he WIll be at Ius Side,
carryIng sensation In the midst of the objects of the science Itself The
remotest discoveries of the Chemist, the Botamst, or Mineralogist, wdl be
as proper objects of the Poet's art as any upon wluch It can be employed, If
the time should ever come when these things shall be familiar to us, and the
relanons under which they are contemplated by the followers of these
respectIve sciences shall be manifestly and palpably matenal to us as en-
JOYing and suffenng beings If the time should ever come when what 15

now called SCience, thus famihansed to men, shall be ready to put on, as It
were, a form of flesh and blood, the Poet will lend Ius divme spmt to ad
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the transfiguration, and will welcome the Bemg thus produced, as a dear
and genwne Inmate of the household of man . • •

"Relationsbip and love"

ThIS passionate statement carries us as far from Anstode as from Sid-
ney. Anstotle, It 15 true, had spoken of the "peculiar pleasure" of each
kind of poetry, but he was far from raising pleasure to a moral prln-
crple m the uruverse And though there IS some relation between Sid-
ney's notion of "moving" and Wordsworth's "carried ahve mto the
heart by passion," there 18 nothmg In common between Sidney's view
that the poet creates an Ideal world so persuasively that the reader
wishes to mutate It m hIS own behavior and Wordsworth's descnpnon
of the poet as paymg "homage to the native and naked digruty of
man " Nor IS Wordsworth's VIewof pleasure any more closely related
to Dryden's VIew of the delIght which poetry should gtve or to Dr
Johnson's notion of pleasing For Wordsworth It IS neither the edify-
mg nature of the poet's world, nor the accuracy of his psychological
observations, nor the smoothness and agreeableness of hIS versification,
which gives pleasure It 15 lus ability to body forth In concrete and
sensuous terms those basic pnnciples Illustrated ahke In the rrund of
man and the workmgs of nature The poet "considers man and nature!
as essentially adapted to each other, and the mmd of man as naturally
the mirror of the fairest and most mteresnng propertIes of nature "
Further, "Poetry 1S the breath and finer Spirit of all knowledge, It IS

the impassioned expreSSIon which IS In the countenance of all Sci-
ence" The poet "15 the rock of defence for human nature, an up-
holder and preserver, carrying everywhere With him relanonship and
love " "The Poet binds together by pasSIon and knowledge the vast
empIre of human socIety he will follow wheresoever he can
find an atmosphere of sensanon In which to move lus wings " He talks
of the poet "carrymg sensation Into the midst of the objects of the
SCIenceItself" The poet relates men to each other and to the world
of external nature through an account of Illustrative situations sensu-
ously apprehended and concretely described, and In doing so both
demonstrates and Increases the pleasure which lies at the heart of all

1N atUTe being used here, of course, not in Dryden's or Pope's sense, to mean human
nature or common sense, but in the modem sense of the non-human physical world
and 'Of the umverse as a whole
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activity, human and natural The poet can follow after the parncular
discoveries of the sciennst and relate them to the world of basic hu-
man and natural values in a SpIrit of "relationship and love"

The modern reader may at times feel a certain impanence with
Wordsworth's way of putting thmgs What, he may ask, are those
"fairest and most Interesting properties of nature" of which the mind
of man IS a mirror? What 15 meant by saying that the poet IS "the rock
of defence for human nature" and how does the poet "bind together
the vast empIre of human society"> The answer to these questlons can
be obtained by puttIng Wordsworth's theories SIde by Side with hIS
practice, by reading his preface In the hght of Ius achievement in Ius
best and most characterisnc poems The "fairest and most interesnng
propertIes of nature" are not the most beautiful and most pIcturesque
aspects of natural scenery, but those aspects of the physical world
which, when they react on the sensinve rrund of the poet, produce,
either immediately or, more profoundly, In subsequent recollection, an
awareness of some of the basic laws of the human mmd, laws which
derive from the essential structure of the mind and personahty and
which are In turn part of the larger pattern of the structure of the
universe These sudden and passionate glunpses into human nature
begin with sensation, the sensation of one whose physical senses are
peculiarly alert, and proceed through Involuntary recollection through
conscious mediranon and IntrospectIon to achieve the final and full
awareness which ISrecorded In the poem As for the poet being the
"rock of defence for human nature," this would seem to mean that
the poet, In virtue of hIS achievement of this kind of awareness, re-
deems man from tnviahty and from selfishness by demonstratmg the
Importance of sympathy and the relanon of the mdividual experience
to the sum of hfe And the poet "binds together the vast empire of
human society" by revealmg the common psychological laws which
underlie all sensation and all senSItIVIty,and revealmg It not by ab-
stract dISCUSSIonbut by showing through the persuasIve concrete 11-
Iustranon=which may be drawn from the experIence of a humble or
even half-witted person, a shepherd, a leech-gatherer, or an idiot boy
-the prlffiary laws of human nature The poet thus reveals the re-
lanonslup of men both to each other and to the external world
For Wordsworth, "relanonship" ISthe keyword, rather than "gen-

eral" or "universal" He IS not concerned with Anstotehan proba-
bihty, In either ItSpsychological or Its formal Interpretation, but with
correspondences and sympathies concretely and passionately illus-
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trated. Further, passion for him is not acquired by styhsnc devices but
anses from the nature of the poet's perception of his subject, and of
the subject Itself. The essential quahty of the poet's utterance does not
depend on Its bemg In verse rather than prose (he would agree with
Sidney there) and he 15 not convincing when he goes on to argue,
later m the essay, that by "superadding" meter he glyes an addinonal
charm to poetry From Ius presentation of hIS theory one might unag-
ine that for the true poet expression takes care of Itself If only the
poet has the fight kind of perception, what he has to say will be
poetry. This IS very different from Pope's "what oft was thought but
ne'er so well expressed" (or at least from the popular understanding
of that phrase) and, odd though It may seem at first SIght, If anything
somewhat more closely akin to Johnson's POSItIonWordsworth could
not have taken exception to anybody's praIsIng a poem, as Johnson
did Gray's "Elegy," because "It abounds With images which find a
mirrour In every mind, and With sentiments to which every bosom
returns an echo" It IS true, he would have Interpreted these phrases
differently, but he would have agreed that true poetry strikes an im-

mediate response In the reader-provided, at least, that the reader had
had sufficient experIence of true poetry to have had hIS perceptions
educated or redeemed from corruptIon
The poet "IS a man speaking to man," wrote Wordsworth In an

earher part of the preface, and Dryden and Johnson would have Im-

mediately agreed They would not have agreed, however, With
Wordsworth's view of the relanon of man to the natural world or
With hIS stress on the prlffiary Importance of that relanonship and the
significance of the pleasure With which Its recogrunon was accom-
pamed. Wordsworth removes the mstrucnon from the "Instruction
and dehght" formula of many seventeenth and eighteenth century
cnncs, but saves himself from falhng mto a simple hedomsnc theory
by Ins1Stmgon the moral dignity of pleasure and Its uruversal sigmfi-
cance m ~ and nature He resolves the Plarornc dilemma m a qUite
new way~oetry IS not an nmtanon of an umtanon, but a concrete
and sensuous illustration of both a fact and a relanonship which pro-
vides pleasure and at the same nme shows the universal unportance of
pleasure. It does not debase men by nounshmg their passiOns, for pas-
sions are not debasing but a means of knowledge. Passion, sensanon,
and pleasure are, under the proper conditions, good and helpful
things, conducive to knowledge and to love It 15 an answer curiously
Platonic In tone though so un-Platomc m us assumptions.



Form

and the imagination

»»»»»»»»»»» ()

W.DSWORTH was clear enough 10expressmg
Ius view of what the poet did and why what he did was valuable, but
he was not clear on the question of how the poet's aim affected hIS
way of writing and of how a poem, as an Individual work of hterary
art, differs from other forms of expression The metrical elem~nt m
poetry he tended to regard as an optional adornment, and as for the
question of poet}c diction, his famous pronouncement there seemed
to bod down sunply to assertmg that since poetry concerns Itself With
grand elemental facts about man and nature, the poet should avoid
"transitory and accidental ornaments" and use simple and elemental
language. The old problem of the relation of fonn and content was
thus snll unresolved. While not mamtaimng, as Pope and Dr Johnson
would have, that a poem lS the handling of a paraphraseable COD-
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tent m skillful and pleasing versification, and insisting, on the unIque-
ness of the poet's kind of perception, he did not make clear how that
uruque perception mevirably sought Its uniquely approprIate form-
indeed, he seemed to be content to regard the form as m greater or
less degree suitable rather than uruquely appropr1ate. For Sidney, It
will be recalled, poetry was the creation of an Ideal world, but that
ideal world had to be presented In a persuas1ve manner so that the
reader would be moved to mutate It thus though Sidney made a
clear difference between form and content he assigned a definite role
to each Smularly, Dryden msisted that the poet presents''a Just and
hvely lffiage of human nature," and If the Justness was a matter of
content or plot, the hvelmess could only b~~~':!t~ed by the proper
kind of style or form For Wordsworth the vitality of the poet's per-
ception seemed to guarantee both Its own Justness and hvehness, and
the whole form-content problem 1S left in the air

Coleridge's tnqUtry mto the peculiar
qualities of a poem

In attemptmg to remedy this defect m Wordsworth's argument, Cole-
ridge put the philosophical lnqurry Into the nature and value of
poetry on an entirely new footmg

Unfortunately, Colendge conducted hIS argument In an elaborate
and ambinously conceived chain of reasonIng which embraced all his
general philosoplucal pnnciples and proceeded through a series of
what, to the Inexpert reader, often appear the most casual digressions
He never summed up hIS view of the nature and value of poetry In a
brief and cogent essay, but wound Into hIS argument In a manner
which, though bnlhant and excltmg to the careful and sympathetic
reader, 18 disconcerting to anybody who wants to get at Ius argument
quickly, or to expound and Illustrate It briefly The nearest we can
get to a smgle short essay summIng up hIS VIew of poetry 15 the famous
fourteenth chapter of hIS Btograpbta Lsterarta (published In 1817)
and the succinct and somewhat CQ'ptl~ paragraph on the nnagtnatlon
in chapter thirteen, but In both these dISCUSSIOns we miss a great deal
if we have not followed carefully the prevIous wmdmg argument
Wlth tlus warnmg, therefore, we proceed to quote from the four-
teenth chapter of the Btographta·
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The office of phtlosoplucal duquumon consists In Just dsstmcuon; wlule

It 15 the pnviledge of the philosopher to preserve himself constantly aware,
that disnncnon 1S not diVISIOn. In order to obtain adequate nonons of any
truth, we must Intellectually separate Its disnnguishable parts, and this 15

the techrucal process of philosophy But having so done, we must then re-
store them In our conceptions to the uruty, In which they actually co-exist,
and tlus IS the result of philosophy A poem contains the same elements as
a prose composloon, the difference therefore must consist m a different
cornbmanon of them, In consequence of a different object being proposed.
According to the difference of the object will be the difference of the
combinanon It ISpossible, that the object may be merely to facilitate the
recollection of any gIven facts or observations by artificial arrangement,
and the composItIon will be a poem, merely because It IS distinguished
from prose by metre, or by rhyme, or by both conjointly In this, the low-
est sense, a man might attribute the name of a poem to the well-known
enumeration of the days In the several months,

"Thirty days hath September,
Apnl, June, and November," &c

and others of the same class and purpose And as a particular pleasure 15

found In antiCIpating the recurrence of sounds and quantines, all composI-
nons that have tlus charm super-added, whatever be their contents, may be
entitled poems

So much for the superficial form A difference of object and contents
supplies an additional ground of disnncnon The Immediate purpose may
be the cornmurucanon of truths, either of truth absolute and demonstrable,
as In works of SCIence, or of facts experienced and recorded, as In lustory
Pleasure, and that of the highest and most permanent land, may result
from the attainment of the end, but It IS not Itself the immediate end In
other works the commumcanon of pleasure may be the Immediate purpose,
and though truth, either moral or Intellectual, ought to be the ulumase
end, yet this Will disnnguish the character of the author, not the class to
which the work belongs Blest Indeed ISthat state of society, In which the
Immediate purpose would be baffled by the perversion of the proper uln-
mate end

But the communication of pleasure may be the rmrnediare object of a
work not metrically composed, and that object may have been In a high
degree attained, as In novels and romances Would then the mere super-
addition of metre, With or Without rhyme, enntle these to the name of
poems> The answer IS, that nothing can permanently please, which does
not contain In Itself the reason why It 15 so, and not otherwise If metre
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be superadded, ·allother parts must be made consonant with It They must

)
be such, as to Justify the perpetual and distinct attennoa to each part,
which an exact correspondent recurrence of accent and sound are calcu-
lated to excite The final defimnon, then, so deduced, may be thus worded
A poem 15 that species of COmpOSItiOn,which 15 opposed to works of
science, by proposing for Its smmeduae object pleasure, not truth, and
from all other specIes (havmg ibis object In common with It) It ISdtscnrru-
nated by proposlRg to Itself such delight from the whole, as IScompatible
with a disnnct granficanon from each component part

Controversy ISnot seldom excited In consequence of the disputants at-
taclung each a different meaning to the same word, and In few Instances
has tins been more smkmg, than In disputes concernIng the present sub-
Ject If a man chooses to call every composItion a poem, which IS rhyme,
or measure, or both, Imust leave hIS opInion uncontroverted The distinc-
tion IS at least competent to charactenze the wnter's Intention If It were
subjoined, that the whole 15 hkewise entertammg or affecting, as a tale, or
as a senes of Interesnng reflections, I of course admit this as another fit
mgredient of a poem, and an addinonal ment But If the defirunon sought
for be that of a legtumate poem, Ianswer, It must be one, the parts of which
mutually support and explain each other, all In their proportion hanno-
mzing With, and supporting the purpose and known Influences of metrical
arrangement The pJulosophtc cnncs of all ages comcide WIth the ultimate
Judgement of all countnes, In equally denying the praises of a Just poem,
on the one hand, to a senes of striking lmes or disnches, each of which,
absorbing the whole attention of the reader to Itself, disjoms It from Its
context, and makes It a separate whole, Instead of an harmomzmg part, and
on the other hand, to an unsustained compOSition, from wluch the reader
collects rapidly the general result, unattracted by the component pans.
The reader should be earned forward, not merely or chiefly by the me-
charucal impulse of curiosity, or by a restless desire to arnve at the final
solution, but by the pleasurable actiVity of mind excited by the attracnons
of the Journey Itself Like the motion of a serpent, which the Egypnans
made the emblem of Intellectual power, or like the path of sound through
the srr, at every step he pauses and half recedes, and from the retrogressive
movement collects the force which again carries him onward "Praecipr-
tandus est lsber spintus' ["the free sptnt must be hastened along"], says
Petronms Arbiter most happily The epithet, tiber, here balances the pre-
ceding verb; and It 15 not easy to conceive more meamng condensed m
fewer words.

What Colendge IS inquiring mro here are the differennating quali-
ties of poetry and the ra~SfJn 4'etre of these differentianng qualities.
Philosophy begms by making Just disnncnons and ends by discovering
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how these distinguished charactensncs form a unity among them-
selves How does a poem differ from other ways of handbng lan-
guage> "What 18 the pOln~of Its so differing' How are these pOints of
difference jusnfied by the function and nature ("object and con-
tents") of a poem> ThIS IS what might be called the ontological ap-
proach let us look at this phenomenon and see what It 's and then see
If we can account for what It IS m terms of what It does Sidney
talked about what poetry might be made to do, Dryden of what It
should do, Wordsworth of what went on In the poet's mmd but Cole-
ridge, usmg Aristotle's method though not looking In qUite the same
way at qUite the same phenomena, restores philosoplucal responsibil-
Ity to the esthetic InquIry
"A poem contains the same elements as a prose composition" Both

use words The difference between a poem and a prose composition
cannot, then, he In the medium, for each employs the same medium,
words It must therefore "consist In a different combination of them, m
consequence of a different object being proposed" A poem combmes
words differently, because It IS seeking to do something differ-
ent Of course, all It may be seekmg to do may be to facilitate mem-
ory You IlldY take a piece of prose and cast It Into rhymed and metri-
cal form In order to remember It better And rhymmg tags of that
kind, with their recurring "sounds and quantines," Yield a particular
pleasure too, though not of a very high order If one wants to give the
name of poem to a compOSItion of this kind, there IS no reason why
one should not It ISa question of semantics, as we would put It today.
But we should note that, though such rhyming tags have the charm of
meter and rhyme, meter and rhyme have been "superadded" (Cole-
ridge IS ironically uSing Wordsworth's term), they do not anse from
the nature of the content but have been unposed on It In order to
make Itmore easily memorized

The "superficial form," the externahnes, provide however no pro-
found logical reason for disnnguishmg between different ways of
handlmg language "A difference of object and contents supplies an
additional ground of disnncnon " The philosopher will seek to differ-
ennate between two ways of handbng language by asking what each
seeks to achieve and how that aim determines Its nature The immedi-
ate purpose may be the communication of truth, or the commuruca-
tion of pleasure The commurucanon of truth might In turn Yield a
deep pleasure (we may get a profound pleasure from reading a work
of science or lustory), but, Colendge InSIStS, one must disnnguish be-

H
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tween the ultimate and the immediate end. Similarly, If the immediate
am be the commumcanon of pleasure, truth may nevertheless be the
ultimate end, and while In an Ideal society nothing that was not truth
could YIeld pleasure, In society as It has always existed a literary work
might communicate pleasure without having any concern with "truth,
either moral or mtellectual " The proper kinds of disnncnon between
different kinds of wrltmg can thus be most logically discussed In

terms of the difference m the immediate ann, or function, of each
The immediate aim of poetry IS to give pleasure

Clearly this 15not gOIng far enough "The commumcanon of pleas-
ure may be the immediate object of a work not metrically composed"
-m novels, for example. Do we make these Into poems simply by
superadding meter With or Without rhyme? To which Coleridge re-
plies by emphasizing a very unportant pnnciple you cannot derive
true and permanent pleasure out of any feature of a work which does
not anse naturally from the total nature of that work To "superadd"
meter 15 to provide merely a superficial decorative charm "Nothing
can permanently please, which does not contain In Itself the reason
why It IS so, and not otherwise If meter be superadded, all other parts
must be made consonant WIth It" Rhyme and meter mvolve "an exact
correspondent recurrence of accent and sound" which in turn "are
calculated to excite" a "perpetual and distinct attention to each part"
A poem, therefore, must be an 0![~1!15unity In the sense that, while
we note and apprecIate each part, to wluch the regular recurrence of
accent and sound draw atrennon, our pleasure 111 the whole develops
cumulatively out of such apprec1atlon, which IS at the same time pleas-
urable In Itself and conducive to an awareness of the total pattern of
the complete poem. .

Thus a poem differs from a work of scientific prose in having as Its
immediate object pleasure and not truth, and ie differs from other
lands of wrltmg which have pleasure and not truth as their Immediate
object by the fact that 10 a poem the pleasure we take from the whole
work lS compatible WIth and even led up to by the pleasure we take In

each component part. You can If you hke, Coleridge repeats, call any-
thing m rhyme or inmeter or m both a poem, but a legltrmate poem 15

a composition in which the rhyme and the meter bear an organic rela-
tion to the total work, in 1t "the parts mutually support and explain
each other, all m their proportlon harmoruzmg With, and supportmg
the pwpose and known mfluences of metrical arrangement." A true
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poem is neither a stnkmg senes of hnes or verses, each complete in it-
self and bearmg no necessary relanon to the rest of the work, nor the
kind of loosely krnt work where we gather the general gist from the
conclusion withour having been led into the uruque reahty of the
work by the component parts as they unfolded. The differennanng
quality of a poem IS thus Its special kind of form, and it 15 tlus wlnch
provides both Its funcnon and Its jusnficanon What sort of a jusnfica-
non ISthis>

"Poems" and "poetry"

Before we mvesngate this question any further, we might interrupt
the argument to note that, unlike Sidney and some of the other cnncs
we have been dISCUSSIng,Coleridge 18 not here talkmg about Imagma-
nve literature in general, but about poems Is Coleridge'S view of what
consntures a poem then unrelated to any larger VIew of the nature of
imagmanve hrerature? Does Coleridge'S contnbunon to cnncal the-
ory consist SImply of the notion that In a "legitimate" poem the rela-
tion between the parts and the whole ISso mnmare, so "organic," that
a total harmony of expression results, and form and content become
different aspects of the same thing? That, mdeed, 15 what many mod-
ern critics have made of Coleridge'S POSition, as we shall see, but In

fact Coleridge's view was much more comprehensive than this The
clue to Coleridge'S general theory IS to be found m a disnncnon he
proceeds to make immediately after hIS defininon of a legmmare
poem It IS a disnncnon between "a poem" and "poetry."

But If this should be admitted as a sans factory character of a poem, we
have snll to seek for a defininon of poetry The wrItings of PLATO, and
BIShop TAYLOR, and the "Theona Sacra" of BURNET, furnish undeniable
proofs that poetry of the highest kind may exist WIthout metre, and even
WIthout the contra-disnnguishrng objects of a poem The first chapter of
Isaiah (Indeed a very large portIon of the whole book) IS poetry In the
most emphatic sense, yet It would be not less Irrational than strange to as-
sert, that pleasure, and not truth, was the Immediate object of the prophet.
In short, whatever specrfic Import we attach to the word, poetry, there
Will be found mvolved In It, as a necessary consequence, that a poem of any
length neither can be, or ought to be, all poetry Yet If an hannoruous
whole 15to be produced, the rem81rung parts must ~e preserved ,n keepIng
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WIth the poetry, and tins can be no otherwise effected than by such a
stowed selection and artificial arrangement, as will partake of one, though
not a pecul,ar property of poetry And tlus agam can be no other than the
property of exciting a more continuous and equal attennon than the lan-
guage of prose alms at, whether colloquial or written
My own conclusions on the nature of poetry, In the stnctest use of the

word, have been m part anncipated In the preceding disquismon on the
fancy and Imaglnanon • What IS poetry> IS so nearly the same quesDon
With, what 15 a poet~ that the answer to the one 15 Involved m the solution
of the other For It ISa disnncnon resulnng from the poetlc geruus Itself,
winch sustams and modifies the images, thoughts, and emotions of the
poet's own nund.

The poet, descnbed In ,deal perfecnon, bnngs the whole soul of man
into acnvity, WIth the subordmanon of Its faculties to each other, accord-
Ing to their relative worth and dignity He diffuses a tone and Spirit of
UDlty, that blends, and (as It were) fuses, each Into each, by that synthenc
and magical power, to which we have exclusively appropriated the name
of Imagmanon This power, first put In acnon by the will and understand-".g, and retained under therr irrermssrve, though gentle and unnoticed,
controul (lax,s effertur habents) reveals Itself In the balance or reconcih-
anon of OppOSIteor discordant qualities of sameness, With difference, of
the general, With the concrete, the Idea, With the Image, the mdividual,
WIth the representatIve, the sense of novelty and freshness, With old and
fanuhar objects, a more than usual state of emotion, WIth more than usual
order, Judgement ever awake and steady self-possession, With enthusiasm
and feeling profound or vehement, and while It blends and harmonizes the
natural and the arnficral, snll subordinates art to nature, the manner to the
matter, and our admiration of the poet to our sympathy With the poetry
"Doubtless," as Sir John Davies observes of the soul (and ius words may.

• The IMAGINATION then, I consider either as pnmary, or secondary The primary
IMAGINATION I hold to be the Irving Power and prime Agent of all human Perception,
and as a repeanon 10 the finite mmd of the eternal act of creanon In the mfinite
I AM The secondary Imaginanon I consider as an echo of the former, co-eXIsting
With the_ consclou~ will, yet snll as idenncal With the primary In the kInd of Its
a,ency, an"OOiffenng only 10 degree, and In the mode of Its operation It dissolves,
di1fuses, dissipates, in order to re-create, or where this p'rocess IS rendered impossible,'
yet still at all events It struggles to ideahze and to unify It 15 essentially ""tal, even
as all objects (as objects) are essennally fixed and dead
Fancy, on the contrary, has no other counters to play With, but fixmes and defi-

Dltes The Fancy 15 indeed no other than a mode of Memory emancipated from the
order of arne and space, while It 15 blended With, and modified by that empmcsl
phenomenon of the will, which we express by the word CHOICE But equally With
the orduwy memory the Fancy must receive all Its matenals ready made from the
law of association -BIograph", L'terana, Chapter XUI.
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with shght alternanon be applied, and even more appropriately, to the
poetIc IMAGINATION)

"Doubtless this could not be, but that she turns
Bodies to spirit by subhmanon strange,

As fire converts to fire the things It burns,
As we our food into our nature change

From their gross matter she abstracts their forms,
And draws a kind of qUintessence from thmgs,

Which to her proper nature she transforms,
To bear them hght on her celestial wmgs

Thus does she, when from mdrvidual states
She doth abstract the uruversal kinds,

Which then re-clothed In divers names and fates
Steal access through our senses to our nunds "

FInally, GOOD SENSE IS the BODY of poetic geruus, FANCY Its D~ERY, MO-

TION Its LIFE, and IMAGINATION the SOUL that IS everywhere, and in each,
and forms all Into one graceful and mtelhgent whole

ThIS 1S not an easy argument to follow, and It has puzzled many
commentators Shawcross, In hIS standard edition of the BIograph""
comments "It 15 doubtful whether the disnncnon [between 'poem'
and 'poetry'], as here drawn, makes for clearness, or Indeed whether It
can be fairly drawn at all Colendge gIves no real jusnficanon of the
bold statement that 'a poem of any length neither can be or ought to
be, all poetry,' and Instead of reachmg a clear defirunon of poetry he
contents hunself With a descnpnon of the poet, which m Its turn re-
solves Into an enumeration of the charactensncs of the Imagination "
But there 1S a logic In Coleridge'S development of the argument, and 1f
we can follow It, It becomes clear why a defirunon of poetry turns
mto a descnpnon of the poet which In turn becomes a dISCUSSIonof
Imagmanon Poetry for Coleridge IS a WIder category than that of
"poem", that IS, poetry_~~!.n~ Qf~lYlty which can be engaged in

by pamters or philosophers or sciennsts and IS not confined to those
who employ metrical language, or even to those who employ language
of any kind Poetry, In this larger sense, bnngs "t~e_whole. soul of
man" Into actiVity, With each faculty playmg Its proper part accord-
ing to Its "relative worth and dignity." Tlus takes place whenever the
"secondary imagmanon" comes into operatIon We can only under-
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stand what poetry m this larger sense really 1S, If we appreciate the
way In which lhe human faculties are employed together In its pro-
duction. Thus Coleridge (hke Wordsworth In his method, though
diffenng from hun m premIses and conclusions) defines poetry
through an account of how the poet works the poet works through
the exercise of hIS Imagination Whenever the synthesizmg, the mte-
gratmg, powers of what Coleridge calls the secondary tmaglnatlon are
at work, brmgmg all aspects of a subject Into a complex unity, then
poetry in this larger sense results Poetry In the narrower sense-that
1S, a poe1n-may well use the same elements as a work of poetry in the
larger sense (the first chapter of the book of Isaiah, for example) but
It differs from the work of poetry In the larger sense by combining Its
elements m a different way, "In consequence of a different object be-
mg proposed" That different object ISthe immediate communication
of pleasure But smce a poem IS also poetry, the communicanon of
pleasure may be ItSImmediate object but IS not Its whole function A
poem 15 disnnguished from the other arts (which also have as their
immediate object the communication of pleasure) by the fact that Its
medium IS language, It IS distinguished from works of hterature that
are not poems "by propOSIngto Itself such delIght from the whole, as
15 cornpanble With a distinct granficanon from each component
part " But though a poem IS to be distinguished from SCience,from the
non-hterary arts, and from other lands of hterature, and Its uniqueness
can be seen only when we have made these distmcnons, It IS, hke
other lands of poetry (m the larger sense), a product of the secondary
imagmanon, of the "esemplasnc power," the unifying power which
enables all the faculties to be brought into play simultaneously, each
playmg Its proper part, to produce a complex synthesis of comprehen-
sion And that, of course, IS a significant part of Its function

It might have been easier for the reader If Colerrdge had first de-
fined Imagmanon, then discussed the various kinds of activmes which
can be undertaken by the "secondary nnagmanon," which-would m-
volve a dISCUSSionof "poetry" m the Wider sense he gJves the term,
and only then gone on to dISCUSS a "poem," which, however much It re-
qUires to be distinguished from things that are not poems, must also
be seen as one kind of "poetry" In this larger sense The reasons why
he preferred a more circuitous method of approach are bound up With
his whole purpose in wrinng the B,ographta Lsterana, and It would
take us too far afield to discuss them herrj..Suffice it to note that for
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Coleridge "poetry" IS a wider category than "poem" and 15 to be ex-
plamed in terms of the way the unagmatlon functions ]

The imagmauon

Coleridge begms, then, with the Imagination, which m Its prnnary
mamfestanon IS the great ordering pnnciple=or rather, an agency
wluch enables us both to discnrnmate and to order, to separate and to
synthesize, and thus makes perceptIon possible (for WIthout It we
should have only a collecnon of meaningless sense data) If the act of
creation ISconceived as being essentially and perpetually the bnngmg
of order out of chaos, destroymg chaos by making Its parts mtelhgible
by the assertion of the Identity of the designer, as It were, then the
prImary ImagInation IS essentially creative and "a repetition m the
finite rnmd of the eternal act of creation In the mfimte I AM "

The secondary imagmanon IS the conscious human use of this
po\ver When we employ our prlmary ImagInatIon In the very act of
perception we are not doing CiO With our conscious WIll but are exer-
CISing the baSIC faculty of our awareness of ourselves and the external
world, the secondary imagmanon ISmore conSCIOUSand less elemental,
but It does not differ In kind from the prImary It projects and creates
new harmonics of meaning The employment of the secondary unagt-
nation IS, In the larger sense, a poetIC actIVity, and we can see why
Coleridge IS led from a diSCUSSIonof a poem to a dISCUSSionof the
poet's actiVIty when we realize that for him the poet belongs to the
larger company of those who are disnnguished by the actlvlty of their
ImagInation A poem IS always the work of a poet, of a man employ-
mg the secondary ImaginatIon and so achievmg the harmony of mean-
Ing, the reconcihanon of OppOSites, and so on, which Colendge so
stresses, but a poem ISalso a specific work of art produced by a special
handlmg of language The harmony and reconcihanon resulting from
the special kind of creative awareness achieved by the exercise of the
imagmanon cannot operate over an extended compOSItIon one could
not susrain that blending and balance, that reconcihanon "of sameness,
With difference, of the general, WIth the concrete, the Idea, with the
image, the mdividual, WIth the representatIve, the sense of novelty and
freshness, WIth old and famihar objects" and so on, for an mdefirute
period In a long poem, therefore, which would not be all poetry, a

~
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style appropnate to poetry though not the peculiar property of po-
etry should be used throughout the style to choose should be one
which has "the property of excmng a more continuous and equal at-
tention than the language of prose aims at, whether colloquial or
written " Thus we come back to the definition of a "leginmate" poem
as a work "the parts of which mutually support and explain each
other, all In their proportion harmoruzmg With, and supporting the
purpose and known influences of metrical arrangement" Rhyme and
meter are approprIate to a poem considered In the larger sense of
poetry, because they are means (though not the only means) of
achievmg harmomzanon, reconcihanon of OppOSites, and so forth,
which, as we have seen, are objects of poetry In Its widest imagmanve
meaning, being a means of achievmg poetry, and also capable of being
used on their own, as It were, Without necessarily producing or bemg
produced by poetry, they can appropriately be employed In long
works both In the parts that are poetry and In the parts that are not

The immediate object of a poem IS pleasure, not truth, the unmedi-
ate object of poetry In the larger sense may be truth (as m the case of
the first chapter of Isaiah) or It may be pleasure The cntenon of a
poem qua poem IS the degree to which It provides immediate pleasure
by "proposing to Itself such delight from the whole, as IS compatible
WIth a distmct gratification from each component part" ThIS special
kmd of unity, which makes rhyme and meter no mere ornaments but
an essential part of the cumulative achievement, IS both pleasmg and
valuable But the pleasure hes In the poem's special quahnes as a poem
while Its value derives from ItS quahnes as poetry Ideally, the good
poet always aclueves the special kind of pleasure to be derived from
a poem by usmg language In the approprIate way, and that use of
language, m producing a work which pleases by proposing to Itself
such dehght from the whole as IS compatible WIth a distmct granfica-
non from each component part, IS also the means of diffusing "a tone
and spirit of unity, that blends, and (as It were) fuses, each Into each,
by that synthenc and magical power, to which we have exclusively-
appropriated the name of imagmanon " Ideally, that IS to say, the
quahnes which make a poem a "leginmate" poem at the same time re-
sult from and Illustrate the workmg of the unaglnatlon And the
working of the unaglnatlon, which 15 the achievement of poetry, at Its
lughest and most ideal organlZes Into a harmony and employs simul-
taneously all the faculties together "The poet, descnbed In ,deal per-
feenon, brings the whole soul of man mro aCtlVlty, WIth the subordi-



Form and the Imagtnation 109

nation of Its faculnes to each other, according to their relative worth
and dignity" The Ideal poet In producing a poem IS also using hIS
unagmanon and producing poetry of the highest kind The value of a
poem, then, must derrve partly from Its quahnes as poetry (so that Its
value would be that It achieves and communicates that great imagma-
nve synthesis which IS both valuable In Itself and a special kind of
awareness or insight)

Unity and form

The notion of organic unity IScommon to Coleridge's view of poetry
m the larger sense and of a poem as a special handling of language
"Nothing can permanently please, which does not contain In Itself
the reason why It ISso, and not otherwise," he remarked In dISCUSSing
the place of rhyme and meter In a poem Nothing that IS "super-
added," merely stuck on for ornament or decoration, can really
please in a poem everyone of Its charactensncs must grow out of Its
whole nature and be an Integral part of It (It IS true that In a long
poem, which for Coleridge "neither can be, or ought to be, all poetry"
a "harmonious whole" ISproduced by keeping the non-poetic parts m
the same general style and tone as the rest and thus It can hardly be
said that all the characterisncs of the whole poem develop orgarucally
from ItSessential nature ) ThIS IS related to Coleridge'S disnncnon be-
tween nnagtnatlon and fancy The former 15 more fitted to achieve
true unity of expression "It dissolves, diffuses, dissipates, in order to
re-create It IS essentially uual " But fancy "has no other
counters" to play With but fixines and defimtes " Fancy constructs
surface decorations out of new combinations of memories and percep-
nons, while the imagmanon "generates and produces a form of Its
own" The operation of the Imagtnatlon can be compared to orgaruc
or biological growth and the forms It produces are organic forms,
developing under Its "shaping and modifying power" which IS con-
trasted With "the aggregatlve and associanve power" of the fancy.
The unagmanon enables the poet to achieve design which IS described
not In mechanistic but m biological terms, not a fitting together of a
number of separable parts but a flowering forth of central unity

These biological metaphors are used by Coleridge when discussing
the nature and function of the imagination rather than m descnbmg
the structure of a poem, and thus belong more properly to Ius defini-
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non of "poetry" than to that of "a poem " They help hun to descnbe
that umfymg and harmomzmg actIvity which IS the essence of the
poetIc process In the larger sense But It IS not difficult to see a con-
necnon between this and hIS definition of a "leginmate" poem HIS ob-
JectIon to mere "superadding," Ius msistence that nothing which
does not contain In Itself the reason why It ISso and not otherwise,
which form part of hIS defininon of a "legitimate" poem, are, on a
lower level, the same thmg as hISemphasis on the imagmanon as "es-
sennally VItal," as a faculty wluch "generates and produces a form of
ItSown" and whose rules "are themselves the very powers of growth
and production " The general activIty of the Imagination which he
calls poetry, and the particular structure of words which he calls a
poem, are related not only In that the latter (If successful) IS a special
case of the former, but also In that the kind of pleasure produced by
a poem denves frOITIan ordering of language comparable to that
larger ordering and harmornzmg of "opposite or discordant qualines"
which IS the great function of the secondary Imagination
We remarked earher that for Coleridge the differennanng quality

of a poem IS Its special kind of form, and It IS tlus which provides both
Its function and Its Justification, and we asked "What sort of a jusnfi-
canon ISthis>" To answer that questIon we had to follow Coleridge
Into hIS difficult discussion of the difference between poetry and a
poem, which In turn led us to hIS VIew of the nature and function of
the lffiagtnatlon The questIon has, we hope, been answered In the
process of this further discussion To see all that a poem IS, on
Coleridge'S VIew, one must take Into account both the special char-
actensncs of a poem and the general nature of poetIC activity The
latter (which embraces more than the writing of poems) IS bound
up with the imagmanon, and on the creative, unifying, and regenera-
tive powers of the imagmation the case must finally rest Farm may
YIeld pleasure and pleasure may m Itself be valuable, but true orgaruc
form lS an achievement of the imaginanon and as such (at least
Ideally) "brings the whole soul of man Into acnvity " It IS In the last
analysis through hIS new definition of the imaginanon that Coleridge 15

able to escape completely from Plato's dilemma



Platonism

against Plato

»»»»»»»»»»» 7

SHELLEY'S Defence of Poetry, written in I8z I and
published In 1840, was ongmally conceived as the defense of the value
of poetry against the arguments brought forward by Thomas Love
Peacock In The Four Ages of Poetry that poetry had outlrved Its
usefulness and In an age of knowledge, reason, and enlightenment ap-
pealed only to obscurantism and superstItIon. But as the work de-
veloped the polemic element disappeared and ~e essay emerged as a
large theorencal statement of the ~~e_a..!1~ ': .. ':1;jI poet~~led
in general style on Sidney'S Defence though lackmg the simple didac-
ncism 50 tmportant to Sidney'S POSition~helleY'5 argument IS con-
ducted in terms of passionate abstractions~ and In this rese,ect IS

remimscent of some of the great renaissance critical documentsqt ~ In
a sense an anachrowsm, for, though Shelley follows Coleridge in hIS
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stress on the function of the nnaginanon, he IS not developing
Coleridge's position but re-Interpretlng It In the light of hIS own
Platonic ideahsm Shelley's Interest as a cnnc, Indeed, hes largely In

hIS use of Platonic Ideas to escape from the Plaromc dilemma, and he
does rhis by recogmzmg that the poet, through his use of the tmagIoa-
non, comes directly Into contact WIth the world of Platonic Ideas, and
so WIth true reahry, Instead of simply imitanng the reflecnons oftnose
ideas, as Plato hunself clauned. )

Poetry and the Platomo idea

Such a view of the funcnon of the nnagmanon Inevitably Involved
the defense of poetry m the defense of something larger than poetry,
Just as Coleridge In dISCUSSinga poem IS led to consider the wider
unagmanve activity of which a poem ISa special cas{For Shelley any
exercise of the tmaglnatlon which brought one Into contact With the
Platoruc Idea underlymg the ordinary phenomena of experience
was, in the larger sense, poetry )

(joetry, m a general sense, may be defined to be "the ~xp~sslon of the
imagmanon", and poetry IS connate With the origin of man In the
youtli 01 the world, men dance and sing and Imitate natura objects, ob-
serving in these actions, as In all others, a certain rhythm or order And,
although all men observe a smular, they observe not the same order, In the
motions of the dance, In the melody of the song, In the combinations of the
language, In the series of their mutations of natural objects For there 15a
certain order or rhythm belonging to each of these classes of rmrnenc
representation, from which the hearer and the spectator receive an mtenser
and purer pleasure than from any other t~~ senser. a!, apprOXImatIon to
~~~ .order has been called t!.s~y modern, write1\...Every man In the In..
fancy of art observes an order which appr~lmates more or less closely to
that from which this highest delight results but the diversity IS not suffi-
ciently marked, as that Its gradations shoul be sensible, except In those In-
stances where the predommance of this faculty of approxlmanon to the
beaunful (for so we may be perrmrted to na2. the relation between this
highest pleasure and Its cause) IS very great QJ:ose In w~~~ __1t exlS~ In
excess are poets, In the most universal sense of the word)nd the pleasure
reSulting fiom the manner In which they express the Influence of society
or nature upon their own minds, communicates Itself to others, and gathers
a sort of reduphcanon from that commumty.ftheu- lanzuaee lS vitallv
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_meta_p~~ca\ that 15, It marks the before unapprehended relations of rhmgs
iiiaperpe~es their ~pprehensl0n, unnl the words which represent them
become, through nme, signs for portIons or classes of thoughts Instead of
pIctures of Integral thoughts, and then If no new poets should arise to
create afresh the associations which have been thus disorganized, language
will be dead to all the nobler purposes of human Intercourse These smuh-
tudes or relations are finely sard by Lord Bacon to be 'the same footsteps
of nature Impressed upon the various subjects of the world', 1 and he con-
siders the faculty which perceIves them as the storehouse of axioms com-
mon to all knowledg(ln'the Infancy of socIety every author IS necessanly
a poet, because langu~ltself ISPO\try, and to be a poet IS to apprehend
the true and the beautiful, In a wordJ the good which exists In the relation,
subsisnng, first between e~tence and perceptIon, and secondly between
perceptIon and expresslon~ve~ ongmal language near to Its source IS In
Itself the chaos of a cyclic poem} the CopIousness of le~cography and the,
disnncnons of grammar are the works of a later age, and are merely the
catalogue and the form of the creations of poetry
But poets, or those who Imagine and express this mdestrucnble order,

are not only the authors of language and of mUSIC,of the dance, and archi-
tecture, and statuary, and palnnng, they are the msntutors of laws, and the
founders of CIvIl SOCIety,and the Inventors of the arts of hfe, and the
teachers, who draw Into a certain propInquIty WIth the beaunful and the
true, that parnal apprehe1lsion of the agencIes of the InVISIbleworld which
IS called rehgion Hence all ongmal rehgions are allegorical, or susc~ble
of allegory, and, hke Janus, have a double face of false and true ~ets,
according to the circumstances of the age and nanon In which they ap-
peared, were called, In the earher epochs of the world, ItJlSlators, Of,
prophets a poet essennally compnses and unites both these characters)
For he not only beholds Intensely the present as It 15, and discovers those
laws according to which present thmgs ought to be ordered, but he beholds
the future In the present, and hrs thoughts are the germs of the flower and
the fruit of latest time Not that I assert poets to be prophets In the gross
sense of the word, or that they can foretell the form as surely as they fore-
know the splnt of events such IS the pretence of superstlnon, wluch
would make poetry an attribute of prophecy, rather than prophecy an
attnbute of poetry A poet participates In the eternal, the mfirute, and the
one, as far as related to lus conceptions, time and place and number are
iiot" The grammancal forms which express the moods of time, and the
~.fference of persons, and the disnncnon of place, are convertible WIth
respect to the highest poetry Without mjunng It as poetry, and the
choruses of Aeschylus, and the book of Job, and Dante's ParadIse, would
afford, more than any other wnangs, examples of tlus fact, 1f the lmuts
1D, AUDMfIt SCI""., capel. hb.w.
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of tlus essay dul not forbid citation The creations of sculpture, painting,
and mUSIC,are Illustrations snll more decisive

Language and the tmagmauon

r Pnrmnve language ISpoetic because It ISused freshly by those who,
~rough language, are discovering tor themselves the nature of reality
Only when language has become worn and the "vital metaphors" of
winch It IS composed have become dead metaphors, does It become
"dead to all the nobler purposes of human Intercourse" A corres-
pondence with the ideal order of things, which 15 what we mean by
beauty, IS achieved by "a certain order or rhythm belonging 'to each
o( these classes of numeric representation" (In dance, mUSIC,and
poetry proper) and reco~nltion of that achievement, or of an ap-
proach to It, IScalled taste; The achievement of a correspondence to
the Ideal order of thmgs can be effected through anyone of the arts
or through lawmakers, pohncians, and founders of religions For there
IS an Ideal legal order, an Ideal social order, and an Ideal moral order,
as well as that more general Ideal of order which we call beauty And
the legal, social, and moral orders are themselves bound up With
beauty and part of It, so that "the Institutors of laws, and the founders
of CIVll SOCiety,and the mventors of the errs of hfe, and the teachers,
who draw into a certain propmqulty With the beautiful and the true"
can all be called poets.

Language, colour, form, and religious and crvil habits of action, are all
the Instruments and materials of poetry, they may be called poetry by that
figure of speech wluch considers the effect as a synonyme of the cause
But poetry In a more restncted sense expresses those arrangements of
language, and especially metncal language, which are created by that im-
penal faculty, whose throne IS curtained withm the mvisible nature of
man And this sprmgs from the nature Itself of language, wluch 15 a more
direct representatIon of the actions and passions of our Internal being, and
IS susceptible of more vanous and dehcate cornbmanons, than colour, form,
or monon, and IS more plasnc and obedient to the control of that faculty
of wluch It 15 the creation For~lani.Uage 15 arbitranly produced by the_
imagmanon, and has relation to thoughts alone, but all other matenals,
instruments, and condmons of art, have relations among each other, w~cE.
limit and interpose between conception and expression, The former IS as
a mirror wluch reflects, the latter as a cloud which enfeebles, the light of
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which both are mediums of communication Hence the fame of sculptors,
paInters, and mUSICIans,although the mtnnsic powers of the great masters
of these arts may YIeld In no degree to that of those who have employed
language as the lueroglyphic of their thoughts, has never equalled that of
poets In the restricted sense of the term, as two performers of equal skill
will produce unequal effects from a guitar and a harp The fame of legisla-
tors and founders of religions, so long as their Institutions last, alone seems
to exceed that of poets In the restncred sense, but It can scarcely be a
questIon, whether, If we deduct the celebnty which their flattery of the
gross opInions of the vulgar usually conciliates, together with that wluch
belonged to them In their higher character of poets, any excess will remain

(!.anguage IS the most effective servant of the unagmanorrlbecause
the unaglnatlon Itself produces It for Its own needs, while the media
of the other arts exist In the external word mdependently of the artist
and their position In the external world hJtlltS their effectiveness ru
means of expressmg an unagmatlve visionJ tb..~t _glves the poet ~
superl0r~t to other artlS~ Including legislators and founders of reo
Iigions hIS IS hardly a faIr argument of Shelley'S Language IS alsc
used, In t e give and take of daily conversation, for non-unaglnatlve
purposes, and even If, as Shelley claims, language onginally arose ru
an instrument of the imagmanon, Shelley also admitted earlier that 11

soon lost that metaphoncal hvehness)

I If language IS the Ideal medium 1~ which the imagmanon seek:
expreSSion, one must make a further distinction between metrical an,
unrnerncal language

We have thus circumscribed the word poetry Within the hrrurs of tha
art which IS the most farruhar and the most Rerfect e~presslon of thl
faculty Itself Ut IS necessary, however, to makelthe CIrcle still narrower
and to deterrmne the {1!.~tlnctlon between measured and unmeasurec
language, for the popular division Into prose and verse IS madrmssable 11

accurate philosophy I

Sounds as well as thoughts have relation both bern een each other anl
towards that which they represent, and a perceptIon of the order of thos
relanons has always been found connected With a perceptIon of the orde
of the relations of thoughts Hence t_!le}angu~g~_~!."po~~ has ever affecte,
a certain uniform and harmonious recurrence of sound, WIthout which I
were not poetry, and which lS scarcely less mdispensable tothe communi
cation-otifSinftuence, than the words themselves, Without reference to tha
peculiar order Hence the varuty of translation, It were as wise to cast
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colour and odour, yo seek to transfuse from one language Into another the
creations of a poet [The plant must sprIng agaIn from Its seed, or It WIll
bear no flower-and this 15 the burthen of the curse of Babe!) V

~TT' ·\..9am1ony of utterance, achieved by the proper choice of words and
the relation of sound to sense among the words, IS part of the way In
which the unagmanon achieves a correspondence with the Ideal
order, and thus translation from one language into another, which
means !o~ of_tlus un19ue relation, IS well-nigh impossible One might
Dote .also m Shelley's urgmg of this POSItIon that he uses a botarucal
metaphor m a very Colendgean manner Sound and sense come to-
gether as an organic whole\~ the seed grows Into a flower, and they
cannot be put together metftarucally

Poetry, harmony, and truth

Shelley continues

An observation of the regular mode of the recurrence of hannony 10

the language of poencal rnmds, together WIth Its relation to mUSIC,pro-
duced metre, or a certain system of tradmonal forms of hannony and
language. ~~t It IS by no means essennal that a poet should accommodate his
language to this traditional form, so that [so long as] the harmony, which
15 Its Spirit, be observed The practice 15 Indeed convenient and popular,
and to be preferred, especially In such composition as Includes much
action but every great poet must Inevitably Innovate upon the example of
Ius predecessors In the exact structure of his peculiar versificanon .Tbe
disnncnon between poets and prose writers ISa vulgar error The disnnc-
tion between philosophers and poets has been anncipated Plato was es-
sennally a poet-the truth and splendour of his Imagery, and the melody
of his language, fte the most Intense that It IS possible to conceive He
rejected tfie measure of the epIC, dramatic, and lyrical forms, because he
sought to kindle a harmony In thoughts divested of shape and action, and
he forbore to Invent any regular plan of rhythm which would Include,
under determmate forms, the vaned pauses of his style. Circero sought to
irrntate the cadence of his pen ods, but With hnle success Lord Bacon was
a poet.1 HIS language has a sweet and majestic rhythm, which sati9fies the
sense, no less than the almost superhuman WIsdom of Ius phdosophy satis-
fies the mtellect, It IS a stram which distends, and then bursts the circum-
ferenee of the reader's mind, and pours Itself forth together wnh it mto

I See the F.lum Luyrmthi, and the Essay on Death particularly.
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the universal element with which It has perpetual sympathy All the
authors of revolutions In oplruon are not only necessarily poets as they are
Inventors, nor even as their words unveil the permanent analogy of things
by Images which participate In the hfe of truth, but as their penods are
harmonious and rhythmical, and contain In themselves the elements of
verse, being the echo of the eternal music Nor are those supreme poets,
who have employed tradinonal forms of rhythm on account of the form
and action of their subjects, less capable of percelvmg and teaclung the
truth of thmgs, than those who have orrutted that form Shakespeare,
Dante, and Milton (to confine ourselves to modem writers) are philoso-

irsof the very loftiest power
A poem ISthe very Image of Me expressed 10 Its eternal truth\There 15

t difference between a story and a poem, that a story 15 a cafalogue of
detached facts, which have no other connexion than orne, place, CIrcum-
stance, cause and effect, the other IS the creanon of actions accordmg to
the unchangeable forms of human nature, as exisnng In the rnmd of the
Creator:'luch IS Itself the Image of all other minds The one IS partial, and
applies only to a defimre penod of tune, and a certain combmanon of
events which can never again recur, the other IS universal, and contains
withm Itself the germ of a relation to whatever motives or actions have
place In the possible varieties of human nature TIme, which destroys the
beauty and the use of the story of particular facts, stripped of the poetry
which should Invest them, augments that of poetry, and for ever
develops new and wonderful apphcanons of the eternal truth which It
contains Hence epiromes have been called the moths of Just history, they
eat out the poetry of It ~A story of particular facts IS as a nurror which
obscures and distorts that which should be ~aut1ful poetry IS a mirror
which makes beaunful that which IS distorted )

"
I I'

The second of (the, two paragraphs Jus1quoted shows an mteresnng
combination of a purely Platonic poslt19Il1 ("A poem IS the very unage
of hfe expressed in Its eternal truth"(means that a poem reflects ano
embodies the Platonic Idea of things) WIth Aristotle's view that poetry
IS more philosoplucal than history because it presents the probable and
the universal rather than the possible and the partlcular,But Shelley'S
position 15 basically no more Anstotehan than Sldney'y He goes on
to argue that "the parts of a composItIon may be poetical, WIthout
the com,£.o~tlon aiJ1"_wliolC being. a poem A SIngle sentence may be
considered as a whole, though It may be found In the midst of a series
of unassmulated portions a SIngle word even rna be a S ark of
inext1n~15hable thought.f~ry is"the ~v~_a~Qn_9. t e 1atomc
idea, t en it is possible to 'IfoI t position, though we may wonder
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what becomes of the harmony and order, which for Shelley is so
esse~ a part of Ideal truth, In a poencal utterance of only one
word. helley's position here IS equally far from Anstotle and from
Co endge, for Coleridge's disnncnon between a poem and poetry and
his assertion !"fat "a poem of any length neither can be, nor ought to
be all poetry'Jmeans that the great harmoruzmg powers of the imagi-
nation cannot be sustamed mdefimtely, not that they can marufest
themselves m a smgle word or phrase (One remembers Colendge's
objection to "a series of stnlang lmes or disnches, each of which, ab-
sorbing the whole attention of the reader to Itself, becomes disjoined
from Its context, and forms a separate whole, mstead of a harmoruzmg
part.")

Poetry and pleasure

r:
~clley, however, agrees With both Wordsworth and Coleridge on the
lD1portlI\f~.of pleasure to poetry "Poetry IS ever accom~amed With
Eleasur~ ~ spines on which It falls open ~mselves to receive the
wisdom which IS mmgled With Its dehght " He does not, as W ords-
worth did, go into detail about the source 0 this pleasure or exarrune
how and why It 15 bound up With poetry 8 Shelley's whole metbod m
tlus essay 15 s~y and su~nve he hurries WIth rapid eloquence
YfOm one point to another, throwmg out passIonate analogies and
soanng generahzanons, and sometunes one has to reconstruct hIS
mearung from a knowledge of hIS views taken from lus other works
Havmg made hIS pomt about pleasure, for mstance, he hastens on to
explain that a poet 15 rarely appreciated In hIS own hfenme "A poet
is a mghtmgale, who SItSm darkness and smgs to cheer ItS own sohtude
with sweet sounds)lus auditors are as men entranced by the melody
• But he gtves us a short paragraph on pleasure later In the essay "It IS difficult to

define pleasure in Its Iu~hest sense, the definition mvolvmg a number of apparent
paracloxes For, from an inexplicable defect of harmony m the consntunon of human
nature, the pam of the mfenor IS frequently connected With the pleasures of the
supenor pomona of our being Sorrow, terror, anguish, despair Itself, are often the
chosen expressions of an approXimation to the lughese good Our sympathy in traglC
fieuon depends on dus principle, tragedy delights by affording a shadow of the
pleasure which eXlStS10 pam Too IS the source also of the melancholy which IS in-
separable from the sweetest melody The pleasure that IS in sorrow 15 sweeter than
the pleasure of pleasure Itself And hence the saymg, 'It IS better to go to the house
of moummg, than to the house of mirrh ' Not that this highest SpeCies of pleasure
IS necessan1y hnked WIth pam The dehghe of love and fnendslup, the ecstasy of the
adnuraaon of nature, the JOY of the percepaon and sall more of the creation of
PQIU'Y, IIoften wholly unalloyed "
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of an unseen musician, who JEl that they are moved and softened, yet
know not whence or why '~e 15 then led to a dISCUSSionof_Homer's
relation to hIS cont~rar~~ ~o. somewtiafunexpectedly, proceeds
to1aTie Sidney'S positIon that Homer's characters embody Ideals of
human virtue to be imitated by hIS hearers and readers "Homer
embodled ....!he Ideal perfection of hIS age In human character ;iior ·c'an
we doubt that those w60 read his verses were awiKene3 to an ambi-
tion of becommg like Achilles, Hector, and Ulysses the truth and
beauty of fnendslup, patriotISm, and persevermg devotion to an ob-
jeer, were unveiled to the depths m these Immortal creations the sen-
nments of the auditors must have been refined and enlarged by a
sympathy with such great and lovely ll11personatlons, until from ad-
mIrIng they mutated, and from irmtanon they idennfied themserv~
with the objects of their admiranon ")

Posstlnuues and lnmtauons of Shelley's 'VIew

(That Shelley IS led to this Sldn~an view t~~ ~h~E~a_~e~lI!!_1!atesthe
"mtues of the characters describe in poetry IS some mdicanon of the
difficulty he finds In applying concretely hIS Platoruc view of poetry
as the embodiment of the ~latonic Idea He assumes that the Platoruc
Ideas are all Ideas of virtues} so that he IS denied even S_:dney's defense
of comedy as a holding up to scorn of human foibles so that people
will not mutate th~ and he IS equally deprived of a sansfactory
theory of tragedy If hIS VIew of the nnaginanon represents a more
profound position t an SIdney's naive didacticism, he ~vertheless
helpless Wh;t.he comes to apply It In particular instances "f 15 all very
well for him 0 describe Greek drama, In a later passage, as the em-
ployment 0 "language, action. mUSIC, painting, the dance, and re-
lIgiOUSInstitutions, to produce a common effect In th~epresentanon
of the highest idealisms of passion and of power" an to talk of the
comic relief In KIng Lear as "universal, Ideal, and sub e," but we
want to know about the place of evil and suffenng m tragedy We
want to know more about how the unagmanon in fact operates and
how what It produces IS related to the world of Ideal order \
ttVhen he discusses the imagmanon as m Itself an mstrumenfof moral

go3¢ Shelley IS sketching a theory which would emancipate himself
from the sunpler didacncism of hIS remark about Homer. HIS argu-
ment here ISmteresnng, and IDlgpt have been developed further.
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The whole objection of the immorahty of poetry rests upon a

nusconceptlon of the manner In which poetry acts to produce the moral
Improvement of man Ethical science arranges the elements which poetry
has created, and propounds schemes and proposes examples of civrl and
domestic life nor IS It for want of admirable docmnes that men hate, and
despise, and censure, and deceive, and subjugate one another Bu{poetrY)
acts In another and divmer manner \ I~akens and enlarges the ml~ltself
by rendenng It the receptacle of a thousand unapprehended combinations
of thought) Poetry hfrs the veil from the hidden beauty of the world, and
makes fam~ar objects be as If they were not farmhar, It reproduces all 'that
It represents, and the Impersonanons clothed In Its Elysian hght stand
thenceforward In the mmds of those who have once contemplated them as
memonals of that gentle and exalted content which extends Itself over all
thoughts and actions With which It coextsts The great secret of morals 15

love, or a going out of our own nature, and an idennficanon of ourselves
-WIth the beaunful which exists In thought, action, or person, not our own
A man to be greatly good, must ImagIne Intensely and comprehensively,
\he must put himself In the place of another and o~anlr others, the pains
;and pleasures of his species must become Ius own ~ great Instrument of
moral good IS the ImaglnatIOn, and poetry administers fo the effect by act-
Ing upon the cause Poetry enlarges the Circumference of the Imagination by
replerushmg ItWIth thoughts of ever new delight, which have the power
of attract1ng and assmulanng to their own nature all other thoughts, and
whtct_form new Intervals and Interstices whose VOidfor ever craves fresh
foodFoetry strengthens the faculty which ISthe organ of the moral nature
of man, In the same manner as exercise strengthens a hmb A poet therefore
WOuld do 111to embody hIS own conceptions of nght and wrong, which
are usually those of his place and time, In hIS poetical creations, which
partlClpate In neither By this assumptIon of the infenor office of Interpret-
mg the effect, In which perhaps after all he might acquIt himself b)l_tIm-
perfectly, he would resign a glory In a partICIpation In the cause Ghere
was htrle danger that Homer, or any of the eternal poets, should have so far
nusunderstood themselves as to have abdicated this throne of their Widest
domnuon. Those In whom the poetical faculty, though great, IS less In-
tense, as Eunpides, Lucan, Tasso, Spenser, have frequently affected a
moral 111m,and the effect of their poetry IS dirrumshed 1D exact pf\portlon
to the degree In which they compel us to advert to this purpose }' ~ -- )

Imagmauon, sympathy, and moralIty

~e remark that It IS not "for want of admirable doctnnes that men
hate, and despise, and censure, and deceive, and subjugate one
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another" remmds one of Sidnel's arguments against the moral philos-
ophers, who state ethical theories coldly an~ ~~~Vy while the
po~t glv~~ a passionate ooncrete embodunent of them But here Shelley
develops a subtler position than Sidney's Th~ poet, or hun d~~~_not
provide a "speakmg picture" of moralty, Instead, he makes for moral
good by strengthenmg the unaglnatlon Shelley's argument is con-
aucted through two syllogisms Sympathy 15 an instrument of moral
good, Imagination condu~s to sympathy ther~fore_I!l)~ma~lol!_ is ~n
Instrument of moral good. hen he~tes tlus concluslo~as the major
premISe of hIS second sy oglSm, thus Imagmanon IS the Instrument of ~
JRoral good, poetry stren~ens the im gmanon therefore poetry IS an(
Instrument of moral goo:?'. Poetry has moral effect by strengthenmg
the imagmanon, which 'IS the organ of the moral nature of man"
becau~t develops sympathy which 15 the great Instrument of mor-
~~hlS, If developed,fmlght well have led to a theory of Em-
fuhlung, of poetry as prodUCing a reading of oneself Into a Situation,
which ISfull of posslblhtle~s It 1S, It emancipates him from the more
naive didacticism m whlc( he seems to have got himself entangled
earher(poetry does not ,teach directly, by providmg concrete ex-
amples of good behavior '''A poet would do III to embody hIS
own conceptIons of right and wrong Those In whom the poeti-
cal faculty, though great, IS less Intense, as Eunpides, Lucan, Tasso,
Spenser, have frequently affected a moral rum, and the effect of their
poetry IS dirmmshed In exact proportlo~ to the degree m which they
compel us to advert to rhis purpose" hIS IS a strong statement, and
the position It maintains ISvery far from Idn~'s)

But Shelley leaves this pomt undeveloped pd returns to more un-
certain ground

The drama at Athens, or wheresoever else It may have approached to Its
perfection, ever co-existed WIth the moral and Intellectual greatness of the
age The tragedies of the Athenian poets are as mirrors Inwhich the specta-
tor beholds himself, under a thin disguise of Circumstance, stnpt of all but
that Ideal perfection and enetgy wluch every one feels to be the Internal
type of all that he loves, admires, and would become

And then for a moment he returns to hIS pomt abAut the lffiagma-
non as strengtherung sympathy, to repeat what he ha~:ud earher
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!llep(J~on IS enlarged by a sympathy with pains and passions so
mighty, that they distend In their conceptIon the capacIty of that by which
they are conceived, the good affecnons are strengthened by pity, Indigna-
tion, terror and sorrow, and an exalted calm ISprolonged from the sat1ety
of this high exercise of them lQtOthe tumult of farruhar life.

,~ St ~1((',: l~t~ (S

This is(an interestmg tWISt to an Anstotehan nonon Instead of
tragedy p~ng the emotions through pity and fear, It strengthens the,
good affecttons by pIty, mdignation, terror, and sorrow. Shelley pro-
ceeds to account for the place of evil m tragedy)

Even cnme IS disarmed of half Its horror and all Its contagIon by being
represented as the fatal consequence of the unfathomable agencies of
~re. error IS thus divested of Its wilfulness, men can no longer chensh
It as the creation of their cholcelin a drama of the highest order there IS
bttle20dfor censure or hatred, 'rr teaches rather self-knowledge and self-
respect either the eye nor the mind can see Itself, unless reflected upon
that ich It resembles The drama, so long as It connnues to express
poetry, is as a prismatiC and many-sided nurror, which collects the bright-
est rays of human nature and divides and reproduces them from the sun-
phcity of these elementary forms, and touches them With majesty and
beauty, and mulnphes all that It reflects, and endows ItWIth the power of
propagatIng Its hke wherever Itmay fall

The rush of Ideas here ISrather bewildering (crune 10 drama loses
its horror because It ISshown as bemg "the fat~ consequence of the
unfathomable agencies of nature" One might question whether this
15 true of any other play than Oedtous Rex, but even If It IS,one won-
ders how It 15 related to the nonon he had expressed s?-iloquently
earher that poetry expresses the indestrucnble Ideal order] Crime 15

tolerable m drama because It IS shown as resultmg frOm~mysterIous
fatalism but what, we may ask, 15 the advantage of that helley then
rushes on to a qUItenew pomt drama teaches self-knowl ge and self-
respect This IS)nW ,usttfi<;.3t~nfor poetry, WhIChmlghtJr~!1 have
been developed he final sentence of this paragrapt( seems to~e a
hasty a~qppt to combme lus Platoruc theory of poetry as irrutanng
the divme Idea with the nonon of poetry as refraction through ..,
"pnsmanc and many-sided mirror" of the elemental forms of hf_y
The process of refraction adds "majesty and beauty" to the ongmal
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white hght, which IS an mterestmg reversal of the posItion he main-
tams In "Adonais"

Life, hke a dome of many-coloured glass,
Stains the white radiance of Etermty

Poetry and soctai moralIty

~elley then proceeds to show)to h1S own sansfacnon, {hat drama
"a~clmes as the morality of soclal~lfe dechnes-that 1S,to ma'ke a sunple
equation of SOCialmorality with lIterary effectlveneSS)!!e chQ.oses
drama to 11l~QIS pomt becauseE.thVdrama bemg ttrat form under
which a greater number of modes of expr~o.n of poetry are sus-
ceptible of being combined than any other.lthe conneXIon of l20etry
and socIal 0 lS more observable In the drama than In whatever
ot er orm" IS pOint that "It IS indisputable that the lughest per-
fection 07 human society has ever corresponded With the highest
dramanc excellence" l~ ..a ~ub~<lu§ 2[le,~d lus development of It one
of the most strained parts of the essay ut he concludes this discus-
sion WIth an InterestIng echo of Plato's on

But corruptIon must utterly have destroyed the fabnc of human SOCIety
before poetry can ever cease The sacred hnks of that cham have never
been entirely disjoined, which descending through the minds of many
men IS attached to those great minds, whence as from a magnet the In-
VISible effluence IS ~ forth, which at once connects, arumates, and sus-
tams the hfe of allUt IS the faculty which contains within Itself the seeds j

at once of Its own and of SOCIalrenovanon J
He concludes this paragraph With a comprehensive View of all

works of literature as contnbunons to one great harmony

And let us not circumscribe the effects of the bucolic and erotic poetry
WIthin the lmuts of the sensibility of those to whom Itwas addressed They
may have perceived the beauty of those Immortal composlttons, SImply as
fragments and Isolated portIons those who are more finely orgaruzed, or,
born In a happier age, may recogmze them as episodes to that great poem,
which all poets, hke the co-operating thoughts of one great mind, have
built up since the begmrung of the world.
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Shelley then returns to his earlier, comprehensive definition of

poetry as the expressIon of the Ideal order as apprehended by the
lDlaglnatl0n "TJte true poetry of Rome hved In ItS msntunons, fO~
whatever of beautiful, true, and majestic, they contained, could hav
sprung only from the faculty which creates the order in which the
consist " He connnues

The life of Camillus, the death of Regulus, the expectation of the senators,
In their godlike state, of the victonous Gauls, the refusal of the republic
to make peace with Hannibal, after the battle of Cannae, were not the
consequences of a refined calculation of the probable personal advantage
to result from such a rhythm and order In the shows of hfe, to those who
were at once the poets and the actors of these Immortal dramas :rhe
rmagmanon beholding the beauty of this order, created It out of Itself ac-
cording to Its own Idea, the consequl.nce was empIre, and the reward ever-
hvmg fame These things are not the less poetry, quia catent vate sacro
[because they lack the holy bard] They are the episodes of that cyclic
poem wntten by TIme upon the memories of man The Past, like an
mspired rhapsodist, fills the theatre of everlasting generatIons with their
harmony

The place of the poet

~helley sums up much of the thought of the essay In hIS final para-
~hs, where, m lus characteristic rhetorical manner, he pictures the
p~~~J) ln~p!red rhaesodlst capturing In language the moments of
his contact with the uleal world) .

We have more moral, pohncal, and lustorical wisdom than we know
how to reduce Into practIce, we have more sciennfic and econonucal
knowledge than can be accommodated to the Just disrnbunon of the pro-
duce wluch It mulnphes The poetry 10 these systems of thought IS con-
cealed by the accumulation of facts and calculanng processes There IS no
want of knowledge respectIng what lS wisest and best In morals, govern-
ment, and polincal economy, or at least what IS wiser and better than what
men now practIce and endure But we let "I dare not walt upon 1 "Would,
like the poor Celt In the adage" We want the creative faculty to Imagine
that which we know, 'Ye want the generous Impulse to act that which we
unaglne, we want the poetry of hfe our calculatIons have outrun con-
.ce?tio~: wTIave eaten more than we can digest The culnvanon of those
sciences wluch have enlarged the hnuts of the empIre of man over the ex-
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temal world, has, for want of the poetical faculty, proportionally cir-
cumscnbed those of the Internal world, and man, having enslaved the ele-
ments, remains himself a slave To what but a cultivation of the mecharucal
arts In a degree dispropornoned to the presence of the creative faculty,
wJuch IS the basis of all knowledge, IS to be attnbuted the abuse of all
Invention for abridging and combmmg labor, to the exasperation of the In-
equahty of mankind> From what other cause has It ansen that the dis-
covenes wluch should have hghtened have added a weight to the curse
Imposed on Adam> PoetlY1_an_9the principle of Self, of which money IS

the VISIbleIncarnatIoil,are the God and Mammon of the world
The functions of the poencal faculty are two-fold by one it creates new

matenals of knowledge, and power, and pleasure, by the other It engenders
In the rrund a desire to reproduce and arrange them according to a certain
rhythm and order wluch may be called the beaunful and the good The
culnvanon of poetry lS never more to be desired than at periods when,
from an excess of the selfish and calculating pnnciple, the accumulation of
the rnatenals of external hfe exceed the quantIty of the power of assrrmlat-
Ing them to the Internal laws of human nature The body has then become
too unwieldy for that which arumates It
/ Poetry IS Indeed sornethmg divine It 15 at once the centre and circum-
ference of knowledge, It IS that which comprehends all SCience, and that
to which all SCiencemust be referred It IS at the same time !he root and
blossom of all other systems of thought, It IS that from which all spnng, and
that which adorns all, and that which, If blighted, denies the fruit and the
seed, and WIthholds from the barren world the nourishment and the sue-
cession of the scions of the tree of life It IS the perfect and consummate
surface and bloom of all things, It ISas the odor and the color of the rose
to the texture of the elements which compose It, as tne form and splendor
of unfaded beauty to the secrets of anatomy and corruptIon What were
VIrtue, love, patriotIsm, fnendshtp-what were the scenery of this beautiful
universe which we mhabit, what were our consolations on thrs Side of the
grave-and what were our asptratlons beyond It, If poetry drd not ascend
to bnng hght and fire from those eternal regtons where the owl-WInged
faculty of calculation dare not ever soar> Poetry IS not hke reasonmg, a
power to be exerted according to the determination of the will A man_c.!!l-
not say, "I will compose poetry" The greatest poet even cannot say It, 1
for the mind in creation IS as a fading coal, which some mvisible Influence,
like an Inconstant Wind, awakens to tranSItory bnghtness, tins power anses
from withm, like the color of a flower which fades and changes as It IS
developed, anathe -cOiiS"Clous--pomofis of our natures are unprophenc
either of Its approach or Its departure Could this Influence be durable In ns
ongmal purIty and force, It 15 impossible to predict the greatness of the
results, .but when compoSloon begins, mspu-atlon is already on the declme,
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and the most glorIous poetry that has ever been commurucated to the
world ISprobably a feeble shadow of the ongmal concegttons of the poet.
I appeal to the greatest poets of the present day, whether It IS not an error
to assert that the finest passages of poetry are produced by labor and study
TheJ9 ..tland the delay recommended by cnncs can be Justly Interpreted to
mean no more than a careful observation of the mspired moments, and an
artificial connecnon of the spaces betw-een their suggesttons by the Inter-
texture of convennonal expresslons-a necessity only Imposed by the
hnutedness of the poetical faculty Itself, for MIlton conceived the Paradue
Lost as a whole before he executed It In pomons We have Ius own au-
thonty also for the muse having "dictated" to him the "unpremeditated
song" And let flus be an answer to those who would allege the fifty-SIX
VinOUSreadings of the first lme of the Orlando Eunoso Compositions so
produced are to poetry what mosaic IS to painting The msnnct and mnn-
non of the poetical faculty ISsnll more observable In the plasnc and ple-
tonal arts, a great statue or pIcture grows under the power of the artist as a
child in the mother's womb, and the very rrund which directs the hands In
formation IS Incapable of accounting to Itself for the ongm, the grada-

~

' or the media of the process
Poetry IS t1f record of the best and happiest moments of the happiest

an best mlnd~ We are aware of evanescent visitanons of thought and feel-
Ing sometimes associated With place or person, sometimes regarding our
own mmd alone, and always anslng unforeseen and departing unbidden,
but elevating and delightful beyond all expressIon so that even In the de-
sire and the regret they leave, there cannot but be pleasure, pamcipating
as It does In the nature of Its object It IS, as It were, the Interpenetranon of
a,..diviner nature through our own,-olii-iiS footsteps are like those of a
Wind over the sea, which the morrung calm erases, and whose traces re-
main only as on the wnnkled sand which paves It Jhese and correspond-
Ing conditions of being are experienced principally by those of the most
dehcate sensibihty and the most enlarged imagmanon, and the state of
mind produced by them IS at war WIth every base desire The enthusiasm
of VIrtue, love, patriOtISm, and fnendship IS essentially lmked WIth such
emotions, and, whilst they last, self appears as what It IS, an atom to a uni-
verse Poets are not only subject to these expenences as splnts of the most
refined organization, but they can color all that they combine With the
evanescent hues of this ethereal world, a word, a trait In the representatIon
of a scene or a passIon will touch the enchanted chord, and reanimate, In
those who have ever expenenced these emotions, the sleeping, the cold, the
burled Image of the past f~~ thus makes Immortal all that IS best and
most beautiful In the worla,'lt arres~ the vanlsrung app~n~~ch
haunt the mrerlunanons of life, and veiling them, or In language or in form,
Ie'tilts them forth among mankind, beanng sweet news of kindred JOY to
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those With whom their sisters abide=ebide, because there IS no portal of
expressIon from the caverns of the splnt which they inhabit into the uni-
verse of things Poetry redeems from decay the visitanons of the divuuty
in'man
- Poetry turns all things to lovebness, It exalts the beauty of that wluch 15

most beautiful, and It adds beauty to that which IS most deformed,~t mar-
nes exultation and horror, grief and pleasure, eternity and change, It sub-
dues to union under Its lIght yoke all irreconcilable thlng~ It transmutes all
that It touches, and every form moving withm the radiance of Its presence
IS changed by wondrous sympathy to an mcarnanon of the splnt which
It breathes, Its secret alchemy turns to potable gold the pOIsonous waters
which flow from death through life, It st!1PS the veil of farruhanty from
the world, and lays bare the naked and sleepIng beauty which 15 the splnt
of Its forms

In spIte of the low-thoughted envy which would undervalue
contemporary ment, our own Will be a memorable age In Intellectual
achievements, and we hve among such philosophers and poets as surpass
beyond comparison any who have appeared since the last national struggle
for CIvIl and relIgIOUShb~rty he most unfailmg herald, c~mpanlon, and
follower of the awakening of reat people to work a beneficial change m
opInIon or msntunon, IS oet At such penods there ISan accumulation
of the power of cOlnmunlcat g and receivIng Intense and Impassioned
conceptIons respecting man and nature The persons In whom this power
resides may often, as far as regards many portIons of rheir nature, have
little apparent correspondence WIth that spIrit of good of which they are
the rrurusters But even whilst they deny and abjure, they are yet com-
pelled to serve, the power which ISseated on the throne of their ow n soul
It IS impossible to read the conlposltlons of the most celebrated writers of
the present day WIthout bemg startled with the electric hfe which burns
withm their words The} measure the circumference and sound the depths
of human nature WIth a comprehensive and all-penetranng SpIrIt, and they
are themselves perhaps the most sincerely astox;nhed at Its E!.anlfestatlons,
for It isless tl!~I!:.~.!rlt t~a~ the SpirIt of the ag Poets are the hierophants
of an unapprehended mspiration, tlf mirrors the gigannc shadows
which futurity casts upon the present1he words which express what they
understand not, the trumpets which SIng to battle, and feel not what they
InspIre, the Influence which IS move<l_not, but moves ~ets are the un-
acknowledged legislators of the world) ~-- -

"Poetry IS the record of the best and happiest moments of the hap-
piest and be~sndS." "Poets are the unacknowledged legislators of
the world." h e are grand-perhaps grandiose=clauns for poetry.
They are Just able, but m a sense that needs more parnculanzmg than
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Shelley gives us\(Thts hlgh Platomc~:m hllt~d agamst Plato's at-
tack on poetry 10 defend the very acnvity which Plato valued most lS

curiously unpresslve though not perhaps very helpful to a critic look-
mg~ f a careful philosopluc defirunon of the nature and value of
poet and subtle discnmmanon between poetry and kindred phe-
nome a Ye~helley IS successful in conveYIng a sense of the Immense

! sigmficance 'or poetry even to those who disagree with his position,
\and his state~nt 15 valuable If only as the last of the great general
defenses done the S,Ptrltof the Renaissance an~lth the added en-
~USlasm of t e Romantic movement) -' --
, I
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T.QUESflON whether, and In what sense, poetry
was true worried many of the earlier CfItICS Plato, as we have seen,
attacked the poets for providing only a second-hand reflection of
truth, Aristotle defended the poet as presentIng a more significant'
kind of probabihry than the mere factual recording of the historian,'
Sidney, asserting that "the poet nothing heth because he nothing
affirrneth," saw the poet's task not as the hteral telhng of the truth but
as the provIsion of VIvid and hvely examples conducive to moral be ..
havior, and Shelley saw the poet as someone who was In touch with
the eternal patterns of things that underlie all reality

The truth of poetry

Between Sidney and Shelley the question of the truth of poetry was
little debated, for when you have a flounshmg contemporary htera-
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ture Its general value tends to be taken for granted and cnncal mterest
1S likely to be centered on questions of craftsmanship and the evalua-
tion of parncular works Shelley returned to the question of truth I

partly because he was Influenced by renaissance thought and partly;
because Thomas Love Peacock had raised the question of whether,]
m a modem scientific age when philosophers and scientists can mvesn-
gate reality systematically and vigorously and we have outgrown the
myths of poetry, the poet has not become a "serru-barbanan m a
Civilized community "

Peacock wrote early in the nineteenth century (As V ictonan SCI-
ence developed, the questIon of the 1,latlon between science and
poetry became more and more urgen The poet, wrote Peacock,
"hves In the days that are past n whatever degree poetry 1S

cultivated, It must necessanly be to the neglect of some branch of
useful study and It ISa lamentable thing to see minds, capable of better
things, runnmg to seed In the specIous Indolence of these empty aim-
less mockeries of Intellectual exertion Poetry was the mental rattle
that awakened the attention of Intellect In the infancy of CIVUsociety
but for the maturity of mind to make a serious business of the play-
thmgs of ItS childhood, IS as absurd as for a grown man to rub hIS
gums With coral, and cry to be charmed asleep by the jingle of
silver bells "

Arnold on poetry, religion, and science

These words of Peacock were quoted by I A Richards m 1926, be-
cause he felt that they represented a Widely accepted pOint of View,
and one which required refuting The prestige of SCIence grew
steadily throughout the nineteenth century and It became more and
more necessary for poetry to have Its POSition VIS-a-VISscience clearly
and p~clsely defined Matthew ~rnold ~ad antlCI~ted Richards In
(facufg"t the modern imphcanons of this questIon Arnold sa~-or
'niought he saw--Ch'e factual basis of religion threate ed by modern
knowledge and s'(m-ght to find In poetry a source of values which
could not be threatened by this new SCientific knowledge "Our
religion has matenahsed Itself In the fact, In the supposed fact, It has
attached Its ernonon to the fact, and now the fact IS fading It. But
for poetry the Idea IS everythmg, the rest IS a world of Illusion, of
divme illusion Poetry attaches Its emotion to the Idea, the Idea is
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the fact \So Arnold fro~~7\_~antagam RIchards quoted hun
m 1916 'odlArnold ,nd~ch~ds )ver('c~ncemed with finding for
poetry (and ~re as edt-her the term "po~ry" 15 being used to mean
unagmatlve literature In general) a kmd of meaning {nd a land of
usefulness which differennated It clearly from sClenc, and freed It
f~m any direct responsibility to scientific truth

Arnold was content to give hIS answer In very general terms "More
a more mankind will discover that they have to tum to poetry to
mterpret life for us, to console us, to sustam us Without poetry, our
SCIence will appear incomplete, and most of what n~passes with us
for religion and philosophy will be replaced by poetry Science, I say,
will appear Incomplete Without It For finely and tru y does Words-
worth call poetry 'the impassioned expression which IS In the counte-
nance of all science', and what ISa countenance Without ItS expression>
Agam, Wordsworth finely and truly calls poetry 'the breath and
finer SpirIt of all knowledge' our religion, parading evidences such
as those on which the popular mmd relies now, our philosophy, plum-
Ing Itself on ItS reasonings about causation and finite and Infinite be-
Ing, what are they but the shadows and dreams and false shows of
knowledge' The day will come when we shall wonder at ourselves
for having trusted to them, for havmg taken them seriously, and
the more we perceive their hollowness, the more we shall prize
'the breath and finer SpIrit of knowledge' offered to us by poetry "1

ThIS IS an eloquent statement of the significance and value of
poetry, but It ISfar too general to be of much help to the student who
1S concerned with findmkout precisely what It IS that poetry
does and how It does It \!yhen Arnold goes on to say that "the
best poetry IS what we want, the best poetry Will be found to have
a power of forming, sustaining, and dehghnng us, as nothing else can,"
we realize that he IS more concerned WIth discovermg the means of
disnnguishmg the best poetry from Inferior kinds than In describing
In accurate detail what poetry l{'deed IS and how It ~rates ThIS IS

not to behttle Arnold as a cnncj as we shall see lateOe made some
extremely Important contnbunons to crltlclsni\ But on rlus question
of the relation of poetry to science and the difference between poenc
e"<presslon and other kinds of discourse, he only comments In the most
general terms

Later crincs have endeavored to dISCUSSthis question more par-
ncularly. They are not only anxious to make absolutely clear JUst

Ilntroductlon to Ward's Engluh Poets, 1880
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what It 1S that poetry does that 1S done by no other kind of handhng of
language, but they use modern SCIenceItself In an endeavor to analyze
the precISe nature of poetry and to disnnguish It from scientific dIS-
course I A RIchards has been one of the most Influential of modern
cnncs who have approached the study of poetry with these two
purposes In mmd In hISstudy of the nature and value of poetry he
uses tools provided by modern psychology to mvestigate what actu-
ally goes on In a poem and how a poem affects the reader HIS objec-'
nve IS both descnpnve and nonnative he IS concerned, that 1S, both
to descnbe accurately what a poem IS and what It does, and to show
how and why what It does 1S valuable

A psy cbologtca! theory of value

RIchards' Prmciples of L,terary Cnucism appeared In 1924, as a
volume In the "International hbrary of psychology, philosophy and
scientific method" -a fact which Itself tells us something of RIchards'
pomt of view Just as Shelley used Platonism to remove Plato's ob-
jecnons to poets, so Richards WIShed to use science to remove the
sciennst's objecnons He called lus book "a machme for thmking
with," and the argument proceeded with sciennfic ngor He will have
no truck with vague generaltzatlons about esthetic experience, and
dismisses In an Introductory section the behef In "the phantom
aesthetic state," the view that there IS a type of esthetic experience
which IS wholly unlike any other kind of experience and can only be
described in Its own terms Art IS a human activity which affects
human beings, and It IS therefore capable of analysis by anyone who In-

vesngates properly what human beings are and how they operate The \
key to the proper critical method IS the proper description of the \
psychological processes that take place in both writer and reader
when a work IS produced and appreciated On such a basis unlurnted
progress IS possible Richards here shares the optimIStiC belief In
progress that has been charactensnc of sciennsrs since the days of
Francis Bacon "It should be borne in mind," he says In hIS preface,
"that the knowledge which the men of A 0 3000 will possess, If all
goes well, may make all our aesthencs, all our psychology, all our I
modem theory of value, look pinful " Thus cnncism 15 lmked to those;
aspects of knowledge which advance with new discoveries, and the
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assumption IS made that these discoveries w111probably be constant
and regular The sciennfic nature of the endeavor IS stressed, the alm)
IS "to lmk even the commonplaces of cnncism to a systematic ex-
position of psychology"

Psychology, then, ISRichards' SCIence Quahnes In objects are dis- \
cussed not as independent £ClCtS,but In terms of their effects on per-j
sons who experience those objects We nlay ask how Richards denves
a theory of value from mere descrtpuon, however accurate Psychol-
ogy IS a descnpnve and not a normative science This problem 15

solved qUite simply by assessIng value strictly In terms of [unction
"Anyrhing lS valuable that satisfies an appetency," and the most valua-
ble psychological state IS that which Involves the satisfaction of the
greatest number of appetenclcs consistent with the least number of
frusrranons of other ,1ppctcnclCs A subtly balanced orgamzanon of
impulses becomes the Ideal The first posItive contnbunon, then/
which Richards makes In his book IS the formulation of this general
psychological pOint of VIew-what might be termed psychological
humanism It embraces ethics, too, but etlucs redefined with the help
of a behaviorist psychology What IS good 15 what produces value, and
a conceptIon of value Ie:; arrived at through the harmonizing of func-
nons withm the organlSITI

Meaning and communicauon

A psychological theory of value havmg been arrived at, there remains
the equally tmportant task of applyIng It to literature "~Te observe
functions In the human organism and arrive at a theory of value de-
pendent on those functions now we have to apply that theory to ex-
ternal things that "act on" the organism But what do we mean by
"act on"> Can hterature really "cause" states of mind? To answer
these questions RIchards has to turn from consideranons of value to a
consideration of how hterature can produce value, how words can
communicate attitudes which result In a valuable psychological staty
In the reader (We may note here that Richards derues that the rmnd
IS a separate entity It IS simply a part of the activity of the ncrvou
system) This raises the whole problem of meaning and communica-
tion which In turn leads RIchards to outlme his view of perceptIon In

order to explain the Initial processes In reading, and to dISCUSS the
K
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nature of "Signs" and the other elements involved m communication
It 15 the necessity for showing how a work of hterature can produce a
certain state of mmd in the reader that leads RIchards to hnk literary
cnncism With semantics, which IS the scientific study of how words
operate m commumcanng meaning Already In 1923 RIchards had
brought out, WIth C K Ogden, a book entitled Tbe Meanmg of
Meenmg, a pioneer study of language from this pOint of View, the
first by a great variety of authors of .a host of works on semantics
wluch have affected not only literary cnncism but also views of the
relation between language and thought held by philosophers, logi-
cians, psychologists, and students of techniques of propaganda.

Richards conducts these Investigations In order to come to some
clear conclusions about what unagmanve hterature IS, how It employs
language, how Its use of language differs from the sciennfic use of
language, and what ISItSspecial function and value HIS conclusion, at \
this stage in the development of lus critical Ideas (for It should be,
noted that RIchards developed lus views m different directions m his
later works), ISthat a satisfactory work of unaglnatlve hterature rep-
resents a kind of psychological adjustment In the author which IS
valuable for personahry, and that the reader, If he knows how to read
properly, can have this adjustment communicated to him by reading
the work The quahficanon, "If he knows how to read properly," IS
lIl1portant, for Richards msists that only the properly perceptive
kind of reading can receive the true value of a work Trammg In
reading with care and senSitiVity IS therefore insisted on by him, and
agam this has had a great influence on modern cnncism, which has
more and more come to insist on the unportance of a proper reading
of the text.

Poetry and the nervous system

Poetry differs from science both In Its objecnve=to perpetuate and.
I commumcate a valuable kind of psychological adjustment-and m the
,kind of meanmg It attributes to words, which IS "emotive" rather than
"scientific" or "referential." "A poem," say Ogden and RIchards In
The Meanmg of MeanIng, ". . has no concern WIth hmited and
directed reference. It tells us, or should tell us, notbmg. It has a dif-
ferent, though an equally important and far more Vital function-to
use an evocative term In connection With an evocative matter What



Science and Poetry 135
It does, or should do, IS to Induce a fitnng attitude to expenence l"
The poet, said Sidney, does not tell the hteral truth about the real
world, but presents a picture of an Ideal world which stimulates us to
endeavor to copy It In our own behavior the poet, says RIchards, does
not tell the hteral truth about the real world, but suggests attitudes
which represent a proper balance of the nervous system and wluch
are absorbed by the properly qualified reader
The best general summary of Richards' pOSItiOnon the whole ques-

tion of the nature and value of poetry and Its relanon to science IS

contained In his SCIence and Poetry, 1926 The following extracts
from this work Will give some Indication of his procedure 8

Very much toil has gone to the endeavour to explain the high place
of poetry In human affairs, WIth, on the whole, few satisfactory or con-
VInCIngresults This IS not surprising For In order to show how poetry is,

Important It IS first necessary to discover to some extent what It IS Until \
recently this prehrrunary task could only be very Incompletely carried out, I

the psychology of instinct and emotion was too httle advanced, and, more-
over, the wild speculations natural In pre-scientific enquiry definitely stood
In the way Neither the professional psychologist, whose Interest In poetry
ISfrequently not Intense, nor the man of letters, who as a rule has no adequate
Ideas of the rnmd as a whole, has been equipped for the InvestIgatIon Both
a passIonate knowledge of poetry and a capacIty for dispassionate psy-i
chological analysis are required If It 15 to be sansfactonly prosecuted I

It WIll be best to begin by asking "What kind of a tbmg, In the WIdest
sense, IS poetry>" When we have answered tlus we shall be ready to ask
"How can we use and misuse it>" and "What reasons are there for thmk-
Ing It valuable?"

Let us ake an experIence, ten minutes of a person's hfe, and descnbe It
In broad outhne It IS now possible to indicate Its general structure, to
pOInt out what IS Important In It, what tnvial and accessory, which
features depend upon which, how It has ansen, and how It 15 probably
gOIng to Influence hIS future expenence There are, of course, WIde gaps
In this descnpnon, none the less It IS at last possible to understand In general
how the mind works In an experIence, and what sort of stream of events
the expenence IS

RIchards here quotes and analyzes Wordsworth's Westminster
Bridge sonnet, dISCUSSIng"the sound of the words 'm the rmnd's ear,' "

2 Professor Max Black accuses Richards of "the lack of a consistent and coherent
theory of 'emonve meRrung'" and has some Interesting and cogent cnncisms of thIS
whole posItion See "A Symposium on Emotive Mearung SOme Questions about
Emotive Meaning," The Phdosoph.e,u Rewew, March _948,PP 1I1-IZ6
aQuoted by perrmsslon of the author
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the Pl£tures that anse "in the mmd's eye," and the division of the ex-
penence of readmg Into aminor branch "which we may call the
mtellectual stream" and a major branch "which we may call the ac-
nve, or--emotI~!!al.tstream," and "15 made up of the play of our In-

terests " ~

The active branch IS what really matters, for from It all the energy
of the whole agitatIon comes The thmkmg which goes on IS somewhat
like the play of an Ingeruous and Invaluable "governor" run by, but con-
trolhng, the mam machine Every experIence ISessentially some Interest or J
group of Interests swmgmg back to rest

To understand what an Interest IS we should pIcture the mind as a
system of very delicately poised balances, a system which so long as \ve are
In health IS constantly gro,vIng Every situation we come Into disturbs
some of these balances to some degree The ways In which they SWIng
back to a new equipoIse are the impulses with wluch we respond to the
Situation And the chief balances In the system are our chief Interests

Suppose that we carry a magnenc conlpass about In the nerghbourhood
of powerful magnets The needle waggles as we move and comes to rest
pOinong In a new direction whenever we stand snll In a new POSition
Suppose that Instead of a single compass we carry an arrangenlent of many
magnetIc needles, large and small, swung so that they Influence one
another, some able only to swmg horizontally, others vertically, others
hung freely As we move, the perturbations In this system will be very
complicated But for every POSItIon In wluch we place It there WIll be a
final pOSItIOnof rest for all the needles Into wluch they WIll In the end
settle down, a general pOISefor the whole system But even a slight dis-
placement may set the whole assemblage of needles busily readjusting
themselves .

One further cornphcanon Suppose that while all the needles Influence
one another, some of them respond only to some of the outer magnets
among which the system ISmoving The reader can easily draw a diagram
If hISimagmanon needs a VISualsupport

The rrund ISnot unlike such a system If we Imagine It to be Incredibly
complex The needles are our Interests, varyIng In their Importance, that
IS In the degree to wluch any movement they make Involves movement
In the other needles Each new disequihbnum, which a shift of pOSitiOn,
a fresh situanon, entails, corresponds to a need and the wagghngs which
ensue as the system rearranges Itself are our responses, the Impulses through
wluch we seek to meet the need Often the new pOIse IS not found until
long after the origmal disturbance Thus states of strain can arise wluch
last for years. . . .
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ThIS development [of a child, as he grows up] takes a very mdirect

course It would be snll more erranc If socIety did not mould and re-
mould him at every sta~, reorganIsIng him Incompletely two or threenmes over before he grows up He reaches maturIty In the form of a)
vast assemblage of major and minor Interests, partly a chaos, partly a
system, WIth some tracts of hIS personality fully developed and free to
respond, others tangled and Jammed In all kinds of accidental ways It
IS this incredibly complex assemblage of Interests to which the pnnted
poem has to appeal Sometimes the poem IS Itself the Influence which
disturbs us, sometimes It ISmerely the means by which an already exisnng
disturbance can rIght Itself More usually perhaps It ISboth at once

We must pIcture then the stream of the poetic expenence as the)
sWIngIng back Into equihbnum of these disturbed Interests We are!
reading the poem In the first place only because we are In some way'
Interested In doing so, only because some Interest IS attemptIng to regaIn
Its pOIse thereby And whatever happens as we read happens only for a
similar reason We understand the words (the Intellectual branch of the I 1

stream goes on Its way successfully) only because an Interest IS reacting ~
through that means, and all the rest of the experIence IS equally but more I
evidently our adaptation working Itself out

The rest of the experience IS made up of emotions and atntudes EmoJDons are what the reaction, With Its reverberations In bodily changes, feel~
hke Attitudes are the Impulses towards one kind of behaviour or another
which are set ready by the respon~e They are, as It were, ItSoutward gOlngl
part Sometimes, as here In Westtninster Bridge, they are very easily over-
looked But consider a simpler case-a fit of laughter which It ISabsolutely
essential to conceal, In Church or dunng a solemn Interview, for example
You contrive not to laugh, but there I~no doubt about the actiVIty of the
Impulses In their restricted form The much more subtle and elaborate Im-
pulses which a poem excites are not different IJ1 principle They do not
show themselves as a rule, they do not come out Into the open, largely
because they are so complex When they have adjusted themselves to one
another and become organized Into a coherent whole, the needs concerned
may be satisfied In a fully developed 1111111 a state of readiness for action
WIll take the place of action wben the full appropriate situauon for action
IS not present The essential pecuhanty of poetry as of all the arts IS that
the full approprIate situation IS not present It IS an actor we are seeing
upon the stage, not Hamlet So readiness for action tales the place of actual
behaviour

In Its use of words poetry IS Ju~t the reverse of science Very definite
thoughts do occur, but not because the words are so chosen as logically
to bar out all possibihnes but one No But because the manner, the tone
of VOice, the cadence and the rhythm play upon our Interests and make
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them pick out from among an mdefimte number of pOSSIbIlItIesthe precIse

I particular thought wluch they need That IS why poetical descnpnons
often seem so much more accurate than prose descnpnons Language
Iogically and scientifically used cannot descnbe a landscape or a face
To do so would need a prodigious apparatus of names for shades and
nuances, for precise particular quahnes These names do not exist, so
other means have to be used The poet, even when, hke Ruskin or De
Qumcey, he wntes In prose, makes the reader pick out the precise par-
ticular sense required from an Indefinite number of possible senses which a
word, phrase or sentence may carry The means by which he does this
are many and vaned

MISunderstandIng and under-esnmanon of poetry IS mainly due to I
over-esumanon of the thought In It We can see still more clearly that I
thought IS not the pnme factor If we consider for a moment not the I
experIence of the reader but that of the poet Why does the pbet use
these words and no others'> Not because they stand for a series of thoughts
wluch In themselves are what he ISconcerned to communicate It ISnever;
what a poem says which matters, but what It IS The poet ISnot writing as
a scientist He uses these words because the Interests which the situanon
calls Into play combine to bnng them, Just In this form, Into hIS conscious-
ness as a means of ordermg, controlling. and consoltdatmg the whole ex-
penence The experIence Itself, the nde of Impulses sweeping through the
nund, IS the source and the sanction of the words They represent this
expenence Itself, not any set of perceptions or reflections, though often to
a reader who approaches the poem wrongly they will seem to be only
a series of remarks about other things But to a suitable reader the words-
If they actually sprIng from experIence and are not due to verbal habits,
to the desire to be effective, to facnnous excogitanon, to inutanon, to
Irrelevant contnvances, or to any other of the faihngs which prevent most
people from wntmg poetry-the words will reproduce In hIS rrund a
similar play of Interests puttIng him for the while Into a smular situation
and leading to the same response

I We can see here how closely cnncism becomes lmked to psychology
-not In the eighteenth century sense, where the critic approved, say, a
play If It showed "a knowledge of the human heart," If It was recog-
mzably true to human psychology as we know It In daily experIence,
nor yet m Wordsworth's sense, where the value of poetry was related
to a theory of poetic creation far more general and less parnculanzed
than that of RIchards, but With specific reference to theories of per-
ception, of semanncs, and of the nervous system generally RIchards'
posItion 15ina sense more Impressive than that of many of his predeces-
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sors, but It IS also more vulnerable For If one does not accept his sys-
tem of psychology, If one dernes that hIS descnpnon of what happens
when we read a poem 'really represents what takes place, then the
whole cnncal theory falls to the ground Controversy about RIchards'
posItion has generally centered on whether his descnpnon of the land
of psychological pOise achieved by the poet and commurucated
through a reading of the poem to the quahfied reader 15 truth or myth

Psycbologtcal bumantsm

The extracts from Science and Poetry quoted above show RIchards'
views of what goes on when a poem IS written and read It remains for
hun to show exactly w hy that IS valuable He therefore proceeds to
develop a general theory of value-general In the sense that It apphes
to all human acnvines, and not uniquely to poetry-and then to show
how poetry IS valuable on this general standard We have seen how
Sidney, In developing an ethical theory of the value of poetry, showed
how poetry was valuable on a general etlucal standard which for him,
and more especially for the Puntans whom he was answering, was the
only standard that could be applied to human affairs and the products
of the human rmnd We have noted that In doing so Sidney was led
In some degree to gloss over the unique and differennanng quahnes of
poetry Ric ..hards ISvery much concerned WIth those unique and differ-
entlatlng quahnes It remains to be seen what happens to them when
he applies to poetry hISgeneral theory of value

Enough perhaps as to the kind of tlung a poem IS, as to the general
structure of these experIences Let us now turn to the further questton "Of
what use IS it>" "Why and how IS It valuable>"

The first pOInt to be made IS that poenc experIences are valuable (when
they are) In the same ways as any other experiences They are to be Judged
by the same standards What are these>

Now that the mind ISseen to be a hierarchy of Interests, what will
for this account be the difference between Good and Evil>

It IS the difference between free and wasteful organlzanon, between full-
ness and narrowness of hfe. For If the mind IS a system of Interests, and If

an experience IS their play, the worth of any experience 15 a matter of the
degree to which the nund, through tlus experIence, attains a complete
eqwbbnum.
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This IS a first apprOXImation It needs qualifymg and expanding If It

IS to become a satisfactory theory

RIchards now proceeds to consider the case of a person who has one
hour In which to make the fullest possible use of his hfe, In which to
lead "the fullest, keenest, most active and complete kind of hfe "

Such a life IS one wluch brmgs Into playas many as possible of the
postttue Interests We can leave out the neganve Interests It would be
a pIty for our fnend to be frightened or disgusted even for a minute of his
precIous hour

But this IS not a11 It 15 not enough that many Interests should be snrred
There IS a more Important pOInt to be noted

The Gf ~s'lpprove
The depth and not the tumult of the soul

The Interests must come Into play and remain In play with as httle
conflict among themselves as possible In other words, the e'\perlence
must be organized so as to gIve all the impulses of wluch It IS composed
the greatest possible degree of treedom

In the past, Tradition, a kind of Treaty of V ersailles a~slgnlng
fronners and spheres of Influence to the different Interests, and based
chiefly upon conquest, ordered our hves in a moderately satisfactory
manner But Tradition IS weakening Moral authorines are not as well
backed by behefs as they were, their sanctions are declmmg In force We
are In need of sornethmg to take the place of the old order Not In need
of a new balance of power, a new arrangement of conquesQ" but of a
League of Nations for the moral ordering of the Impulses, a new order
based on concihanon, not on attempted Sl.1ppresSlon

Only the rarest mdrviduals hitherto have achieved this new order, and
never yet perhaps completely But many have achieved it for a brief
while, for a parncnlar phase of experIence, and many have recorded It
for these phases
Of these records poetry consists

"Poetry," wrote Shelley, "is the record of the best and happiest
moments of the happiest and best minds " This IS precisely Richards'
pOSitIon, though RIchards would define "best" and "happiest" In lus
own way Whether the psychological humanism on which RIchards
bases hIS VIew of what IS good In poetry as In any other human ac-
'lvlty lSreally adequate to account for the special nature and value of
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poetry IS arguable To many of hIS readers there seems to be a gap
between his perceptive, derailed discussion of parncular poems and
hIS generalrzanons about the value of poetry, which are In large
measure based on psychological notions which no IDlportant con-
temporary psychologist a<..cepts

Poetry and cnnlrzatton

RIchards concludes SCIence and Poetry with further discussion of the
difference between scientific and poetic truth The poet makes, not
true staternenrs, but "pseudo-statements" "A pseudo-statement IS

'true' If It SUitS and serves some arnrude or hnks together attitudes
which on other grounds are desirable" I-Ie emphasizes "the fundamen-
tal dispanty and Opposition between pseudo-statements as they occur
In poetry -md statements as they occur In science A pseudo-statement
IS a form of words which 15 justified entirely by ItS effect In releasing
or orgarusmg our impulses and arntudcs , a statement, on the
other hand, IS justified by its truth, I e its correspondence, In a htghly
technical sense, \\ ith the fact to which It pomts " After a brief dis-
CUSSIon of some modern poets, Richards concludes with a general
statemenr which put'i him among those who, like Arnold (whom he
quote~ more than once), saw In poetry a central means of saving CIVIlI-

zanon

It 15 very probable that the Hmdenburg LIne to which the defence
of our tradrnons retired as a result of the onslaughts of the last century
Will be blown up In the ncar future If this should happen a mental chaos
such as man has never experienced rna} be expected We shall then be
thrown back, as Matthew Arnold foresaw, upon poetry It IS capable of
saving us, It IS a perfectly possible mean, of overcormng chaos But
whether man IS capable of the reorientanon required, whether he can
loosen In nrne the entanglement WIth behef which now takes from poetry
half ItS power and would then take all, IS another questIon, and too large
for the scope of this essay

By a theory of value based on a psychological humanism which IS In

turn based on eertam psychological theories about how the nervous
system functions, Richards finds a means of not only "defending"
poetry, but of proving It to be the salvation of civihzanon By a
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theory of perception, of snmuh and responses, of how signs and sym-
bols work, he made semantics a tool of literary analysis and endeavored
to show how poetry operates and how In fact It ISable to capture and
transmit those states which he considers valuable A scientific method
IS used In order to disnnguish poetry from science Poetry was saved
for the modern world, and Peacock's mocking questions were an-
swered

That, at least, was the Intention And more Important even than the
mtennon was the method, or at least the tone, of the InquIry Though
claunmg as high a desnny for poetry as Shelley or Arnold, RIchards'
tone was always that of the calm scientific mvesngator If we wish to
discover the true nature and value of poetry, let us discover what
really goes on when a poem ISproduced and a poem ISread The tone
of resolute Inqurry, the emphasis on careful analysis and meticulously
defined terminology, and the suggestion that the value of a work of
art can be discovered by an mvesnganon of how It operates, have had
considerable Influence on modern cnncism Cnncs who have not
accepted Richards' theory of value-and It IS worth noting that, In
the last analysis, In order to prove the value of poetry In a sciennfic
age RIchards had to construct a completely new general value theory
no other critic had had that kind of ternenty=have nevertheless learned
from hun to observe closely and to conduct their discourses with
"scientific" care
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PATO, we recall, would have barushed poets from
hIS Ideal repubhc because poetry was not, In hIS VIew, conducive to
the shaping of the good citizen Anstorle defended poetry by remov-
Ing Its dISCUSSIonfrom tlus general ethical context and showing that the
nature, the function, and the special kind of pleasure produced by
poetry were each unIque If poetry IS to be defended by showing that
It IS a different kind of thmg from that which ItS attackers assumed It
to be, with a different kind of value, then the questIon of course anses
What kind of tlung IS It'

The search for the "quiddity" of poetry

ThIS question, as we have seen, has been often asked In the history
of criticism, and many different answers have been g\ven. The more
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the cnnc has to resist dISCUSSIon of poetry as a kind of history or a
kind of moral philosophy or a kmd of SCience, the more hkely he 15

to press the search for the differennanng quahnes of poetry, ItS
"qurddity," ItS unIque and essennal nature We have seen how I A
RIchards, In hIS endea,,:or to disnnguish poetIc from scientific dIS-
course, IS led to disnnguish between different kmds of meaning and
different uses of language, each WIth Its approprIate function and value
The more knowledge we accumulate, the more ethical, lustoncal,
psychological, and sciennfic kinds of truth and kinds of fact we have
available, the more temptIng It becomes to define poetry In their terms
and therefore the more important It becomes to resist this temptation
and concentrate on the proper, unIque nature of poetry Imagmanve
literature can be broken down Into so much psychological msight, so
much historrcal truth, so much agreeable sound, so much reflection of
the author's personality, and so on, and a gIven work can be discussed
as though It were the sum of these thmgs The more knowledge we
have, the more likely we are to do this But to do this IS to avoid the
central cnncal questIon, which concerns the special and unIque
nature of poetry

What the poet does not do

It IS thus not surprISing that after a period of rapidly IncreasIng
knowledge, when crItICShave tended to see works of hterature as the
sum of what can be said about them by the lustorian, the biographer,
the psychologist, and others, there IS a reaction In favor of defining
more closely the proper sphere of imaginative hterature as such That
reacnon has produced In our own century a number of mfluennal
statements about the nature of poetry all of which are concerned WIth
pOIntIng to what poetry IS that nothmg else IS Poetry, for example,
IS not, for these cnncs, the expression of personality or "the spon-
taneous overflow of powerful feelmg " "Poetry," wrote T S Eliot
In 1917, "IS not a turning loose of emonon, but an escape from
emonon, It IS not the expression of personality, but an escape from
personahry "1 It 15 an escape from bfe inro art, one might say But what
IS art, and what IS Its relation to hfe~ Modern crItICS answer these
questIons in varIOUSways, but many of them are agreed that whatever

1"Tradition and the Individual Talent"
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art Is-and whatever the art of poetry IS, In parncular=it IS different
from hfe "The poet," to quote Eliot again, "has not a 'personality' to
express, but a pamcular'rnedium, which IS only a medium and not a
personality, In which lffipresslons and experIences cornbme In pecuhar
and unexpected ways Impressions and exp~rIences \VhICh are Im-
portant for the man Inay take no place In the poetry, and those which
become Important In the poetry nlay play qUIte a neglIgIble part In
the man, the personality "

Cnncs who agree With this pOint of VIew Will not agree WIth
Richards that a poem IS a vehicle for transferring a valuable state of
psychological balance from author to reader, for this IS to apply the
same standard of value to hfe as to art ThIS 15 the Platonic method,
and the method of SIdney and Shelley as well as RIchards, the method
which takes a norm applicable to hfe as a whole and applies It to poetry
The difference between Plato and the later Platonic crItICS IS that while
Plato, In applying Ius general norm to poetry, found that poetry would
not qualify on that standard, the other cnncs, having a different
though a no less general norm, found that It would The Anstotehan
method 1S to look In poetry for Its own kind of value, though of course
that value, If It ISreally a value, must be ultimately related to a general
normanve scheme of things (We cannot simply say, for example, that
the function of tlus water-tap 1~ to allow water to drip out at the rate
of thirty drops per rmnure and conclude that we have thus shown the
value of the tap we I11UStalso have a scheme of thmgs withm which
the dropping of water at a rate of thirty drops per minute IS valuable)

Ransom on pbystcal, Platomc, and
metapbystcal poetry

If poetry 15 a special kind of thing WIth ItS special kind of value, how
do we discover what It IS and how do we demonstrate Its value' One
of the ways 1S to disnnguish between kinds of poetry which have rruch
m common With other forms of discourse and kinds of poetry which
seem to be more uniquely poetIC The making of this land of disnnc-
non might help us to see the really poetic thmg about poetry John
Crowe Ransom InvestIgates the true nature of poetry by this method
of making disnncnons 2

2 From The World's Body by John Crowe Ransom, copynght 1938 by Charles
Scrlbn~r'~ Snnc: RfllnMn"pd hv ~rm'«1nn nf .-hp nnhhc:hprcL
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A poetry may be drsnnguished from a poetry by VIrtue of Its subject-

matter, and subject matter may be differentiated with respect to Its ontol-
ogy, or the reahty of Its being An excellent varIety of cnncal doctnne
anses recently out of this differennation, and thus perhaps cnncism
leans agaIn upon ontological analysis as It was meant to do by Kant The
recent crItICS remark In effect that some poetry deals with thmgs, while
some other poetry deals with Ideas The two poetrIes WIll differ from each
other as radically as a tlung differs from an Idea

I PHYSICAL POETRY

The poetry which deals with things was much In favor a few years
ago with the resolute body of crItICS And the cntics affected the poets

The Imagists were Important figures In the lustory of our poetry,
and they were both theorists and creators It was their Intention to present
things In their thmgmess, or Dmge In their Dmgltcbkett, and to such an
extent had the public lost Its sense of Dmglscbkeit that their redirecnon
was wholesome What the pubhc was mchned to seek In poetry was Ideas,
whether large ones or small ones, grand ones or pretty ones, certainly Ideas
to hve by and die by, but what the Imagists Identified With the stuff of
poetry was, SImply, things

For the purpose of this note I shall give to such poetry, dwelhng as ex-
elusively as It dares upon physical things, the name Physical Poetry It ISto
stand OppOSIteto that poetry which dwells as firmly as It dares upon Ideas

But perhaps thmg versus Idea does not seem to name an Oppoc;;ltlon
precisely Then we might phrase It a httle differently Image versus Idea
The ideahsnc plulosophies are not sure that thmgs exist, but they mean the
equivalent when they refer to Images

It can hardly be argued, I think, that the arts are constituted auto-
mancally out of ongmal Images, and arise In some early age of Innocence

Art ISbased on second love, not first love In It w e make a return to
somethmg which we had wilfully alienated The cluld ISoccupied mostly
WIth things, but It ISbecause he ISsnll unfurnished WIth systematIc Ideas,
not because he ISa npe cinzen by nature and comes along already trailing
clouds of glory Images are clouds of glory for the man who has dIS-
covered that Ideas are a sort of darkness Imagism, that IS, the recent
histoncal movement, may resemble a naive poetry of mere thmgs, but we
can read the theoretical pronouncements of Imagists, and we can learn that
Imagism IS motivated by a distaste for the systematic abstractedness of
thought It presupposes acquaIntance WIth SCIence, that famous actIvIty
which IS"constructive" WIth respect to the tools of our economic role In
tlus world, and destructive WIth respect to nature Imagists WIsh to escape
from science by Immersing themselves In Images
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Not far off the sirnphcity of Imagism was, a httle later, the subtler
sirnphcity of Mr George Moore's proJect, shared with several others,
In behalf of "pure poetry" In Moore's house on Ebury Street they talked
about poetry, with an after-dinner warmth If not an early-morrung discre-
tion, and their tastes agreed almost perfectly and reinforced one another
The fruit of these conversations was the volume Pure Poetry It must
have been the most exclusive anthology of English poetry that had yet
appeared, since ItS room was closed to all the poems that dalhed visibly
WIth Ideas, so that many poems that had been coveted by all other anthol-
ogists do not appear there Nevertheless the book IS dehcious, and some-
tlung more deserves to be sard for It

FIrst, that "pure poetry" ISa kind of Physical Poetry Its visible content
IS a thing-content Technically, I suppose, It ISeffective In this character
If It can exhibit ItS material In such a wav that an Image or set of Images
and not an Idea must occupy the foreground of the reader's attention
Thus

Full fathom five thy father hes
Of hIS bones are coral made

Here It ISdifficult for anybody (except the perfect Idealist who 15 always
theoretically possible and who would expect to take a return from any-
thmg whatever) to receive any experience except that of a very disnnct
Image, or set of Images It has the configuration of Image, which consists
In being sharp of edges, and the modahry of Image, which consists In
bemg gIven and non-negotiable, and the densiry, which consists In being
full, a plenum of quahnes What ISto be done With It~ It ISpure exlubit, It
lS to be contemplated, perhaps It IS to be enjoyed The an of poetry de-
pends more frequently on this faculty than on any other In Its repertory,
the faculty of presentIng Images so whole and clean that they resist the
catalysis of thought

As CrItICSwe should have every good WIll toward Physical Poetry It 15

the basic consntuent of any poetry But the product IS always sornethmg
short of a pure or absolute existence, and It cannot qUite be said that It
consists of notlung but physical objects The fact IS that when we are more
than sansfied WIth a Physical Poetry our analysis WIll probably disclose
that It IS more than usually Impure

II PLATONIC POETRY

The poetry of Ideas I shall denominate Platomc Poetry Tlus also has
grades of purIty A discourse which employed only abstract Ideas WIth no
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Images would be a sciennfic document and not a poem at all, not even a
Platomc poem Platonic Poetry dips heavily Into the physical If Physical
Poetry tends to employ some Ideation surrepnnously while snll looking
Innocent of Idea, Platonic Poetry more than returns the comphment, for
It tries as hard IS It can to look hke Physical Poetry, as If It proposed to
conceal Its medicme, which ISthe Idea to be propagated, within the sugar
candy of objecnvity and Dmgltcbkett As an Instance of this, It IS almost
inevitable that I quote a famous VIctorian utterance

The year's at the sprIng
The day's at the morn,
Mornmg's at seven,
The hill-side's dew-pearled,
The lark's on the \vlng,
The snail's on the thorn
God's In hrs heaven-
All's fight w irh the world'

wluch 1«) a piece of transparent horrulencs, forin It SIX pretty, co-ordimre
Images are marched, hke SlXhttle lambs to the slaughter, to a colon and a
powerful text

The ablest arraignment of Platonic Poetry that I have seen, as an exer-
cise which IS real1y science but masquerades as poetry by affecnng a con-
cern for physical objects, IS that of Mr Allen Tate In a series of studies
recently In The New Republic I will summarize Platonic Poetry I~ al-
legory, a discourse In things, but on the understandmg that they are trans-
latable at every pOint Into Ideas (The usual Idea') are those \VhICh consn-
tute the popular causes, patnotlc, rehgrous, moral, or SOCial) Or Platonic
Poetry IS the elaboration of Ideas as such, but In proceeding Introduces
for ornament some physical properties after the style of Physical Poetry,
which IS rhetonc It JS pO~ltlVewhen the 'poet believes In the efficacy of
Ideas It IS negative when he despairs of their efficacy, because they have
conspicuously failed to take care of lum, and utters hISpersonal wall

I fall upon the thorns of life' I bleed'

This IS "Romantic Irony," which comes at occasional penods to Interrupt
the march of scientific optImism But It still falls under the category of
Platonism, It generally proposes some other Ideas to take the place of those
which are In vogue
There must be a great deal of genuIne poetry+ which started In the poet's

mind as a thesis to be developed, but In which the characters and the situa-

8The reader might note that Ransom has not yet defined the term "genume
poetry ," and an imphcu assumption lS suddenly here thrust at lum
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nons have developed faster than the thesis, and of their own accord The
thesis disappears, or It IS recaptured here and there and at the end, and
lodged sententiously wrth -the reader, where every successive reading of
the poem will dislodge It agam LIke this must be some plays, even some
plays out of Shakespeare, whose thesis would probably be disentangled
WIth difficulty out of the crowded pageant, or some narrative poem WIth
a moral plot but much pure detail, perhaps some "occasional" piece by a
Laureate or official person, whose purpose IS compromised but whose
personal Integrity ISsaved by hIS wavering between the sentiment which
IS a public duty and the experience which he has In his own right, even
some proclaimed allegory, hke Spenser's, unlikely as that may seem, wluch
does not remain transparent and everywhere translatable Into Idea but
makes excursions Into the terntory of objectivity These are hybrid per-
formances They cannot possess beauty of design, though there may be a
beauty In detailed passages But It I~ common enough, and we should be
grateful The mind IS a versatile agent, and unexpectedly stubborn In Its
determmanon not really to be hardened In Platonism Even In an age of
science hke the mneteenth century the poetlc talents are not so loyal to
ItS apostolic zeal as they and It suppose, and do not deserve the unqualified
scorn wluch It IS fashionable to offer them, now that the tide has turned,
for their performance ISqualified,

But this may not be stern enough for concluding a note on Platonic
Poetry I refer again to that whose Platonism ISsteady and malIgnant This
poetry ISIn irrutanon of Physical Poetry, and not really a poetry Plarorusts
practIse their bogus poetry In order to show that an Image will prove an
Idea, but the hterature which succeeds In this dehcate nussion does not
contam real Images but illustranons

Ransom IS conducting hIS InvestIgatIon of the nature of poetry by
making a prehmmary weeding out of false claimants Poetry IS not
merely a meticulous rendering In language of the physical appearance
of things, for as soon as you begin to use language at all, other elements
than the merely "physical" emerge And poetry IS certainly not the
handhng of Images In such a way that the reader IS exhorted to accept
or follow a certain truth This latter view he calls Platonism, and de-
fends hIS defirunon In a paragraph (omitted here) In which he quotes
a "high authonry" as saying that "Two great forces are persistent In
Plato the love of truth and zeal for human unprovernenr " Ransom
comments "The forces are one force We love to view the world
under universal or scientific Ideas to which we give the name truth,
and this 1S because the Ideas seem to make not for righteousness but
for mastery The Platoruc view of the world IS ultimately the preda-
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tory, for It reduces to the sciennfic, which we know" The moral
mdignanon here seems curiously out of place In a discussion of the
nature of poetry That we should not consider strictly as poetry the
kind of discourse which, while using some of the devices of poetry,
nevertheless does not seek a uniquely poetic objective=that IS a tenable
POSItion, but that there should be moral blame attached to a writer who
employs poetIc devices In tlus way IS a very strange ac;sunlptlon In
other words, It IS reasonable to hold that a kind of writIng might be
good Without Its being good poetry, or that It might use some of the
devices approprIate to poetry WIthout bemg poetry In the fullest sense,
and yet be an agreeable and valuable kind of wntmg But Ransom's
assumptIon IS that a hybrid of this kind tends to corrupt both poetry
and CritICISm

Certainly, If what Ransom calls "Platonic Poetry" did not exist, the
task of the entre seeking to discover the essennal nature of poetry
would be easier But In fact there IS a "Platonic" element In almost all
poetry ever written the problem IS to discover what exactly ItS re-
lanon IS to those other elements wluch are more purely char actensnc
of poetry as such The true characrensncs of poetry as such, the use
of language which differentiates the poet from all other users of
language, are to be found In what Ransom calls "Metaphysical
Poetry"

The rrund does not come unscathed and virginal out of Platonism
Onrological Interest would have to develop curiously, or wastefully and
discontmuously, If men through their youth must cultivate the Ideas so
passionately that upon ItS eXpiratIon they are done WIth Ideas torever and
ready to become as little (and pre-logical) children Because of the fool-
ishness of ideahsts are Ideas to be taboo for the adult rrund> And, as CrItICS,

what are we to do WIth those poems (hke The Canonization and Lyczdas)
which could not obtain admission by Moore Into the anthology but
which very likely are the poems we cherish beyond others>

The reputed "Innocence" of the aesthetic moment, the "knowledge
Without desire" which Schopenhauer praIses, must subrmt to a httle
scrutiny, hke anything else that looks too good to be true We come Into
this world as ahens come Into a land which they must conquer If they are
to hve For native endowment we have an exacnng "biological" consntu-
non which knows precisely what It needs and deterrmnes for us our
mevitable desires There can be no certainty that any other impulses are
there, for why should they be> They scarcely belong In the biological
picture Perhaps ve are Simply an efficient animal spec1es, runl\1ng
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smoothly, working fast, finding the formula of hfe only too easy, and
after a certain apprenuceship plhng up power and wealth far beyond the
capacIty of our appetites 00 use What Will come next' Perhaps poetry, If
the gigantIc effort of science begms to seem disproportionate to the
reward, according to a sense of the dirmmshmg returns But before this
pretty event can come to pass, It IS possible that every act of attention
which ISallowed us ISconditioned by a gross and selfish Interest

Where IS Innocence then> The aesthenc moment appears as a cunous
moment of suc;penslon, between the Platorusm In us, which IS militant,
always sClenclng and devouring, and a starved Inhibited. aspiration towards
Innocence wluch, If It could only be free, would hke to respect and know
the object as It rmght of Its own accord reveal Itself
The poetIc impulse ISnot free, yet It holds out stubbornly agaInst science

for the enjoyment of ItS Images It means to reconstitute the world of
perceptIon FInally there ISsuggested some such formula as the following

SCIence grattfies a rational or pracucal tmpulse and exbibtts the mintmum
of perception Art gratifies a perceptual impulse and exhibits the 111tnt111U1n

of reason
Now It would be strange If poets did not develop many technical devices

for the sale of mcreasmg the volume of the percipienda or sensibiha I
WIll name some of them

First Deuice metre Metre IS the most obvIOUSdevice A formal metre
Impre'i~es us as a way of regulatIng very drastically the matenal, and we
do not stop to remark (that 1<;, as readers) that It has no particular aim
except some nominal sort of regimentation It symbolizes the predatory
method, like a sawmill which Intends to reduce all the trees to fixed unit
tnnbcrs, and as business men we requIre some sIgn of our busmess But to
the Platonic censor In us It gIves a false security, for so long as the poet
appears to be working faithfully at hISmetrical engine he IS left compara-
trvely free to attend lovmgly to the thmgs that are being metered, and
metering them need not really hurt them Metre IS the gentlest VIolence he
can do them, If he ISexpected to do some VIolence

Second Deutce fiction The device of the fiction IS probably no less
important and universal In poetry Over every poem which looks like a
poelll IS a sign wluch reads ThIS road does not go through to action, fie-
tItIOUS Art always sets out to create an "aesthetic distance" between the
object and the subject, and art takes pains to announce that It IS not history
The situanon treated IS not qUIte an actual situation, for science IS likely
to have claimed that field, and exiled art, but a fictive or hypothetical one,
so that science ISless greedy and perceptton may take hold of It But
In being called fictive or hypothetical the art-object suffers no disparage-
ment It cannot be true In the sense of being actual, and therefore It may
be despised by science But It IS true In the sense of being fair or representa-



152 The Ph,losoph,callnqu"y
nve, in permitting the "Illusion of reality", Just as Schopenhauer discovered
that music may symbohze all the modes of existence In the world, and In
keeping with the customary demand of the readers of fiction proper, that
It shall be "true to life " The defenders of art must requIre for It from Its
practItioners this sort of truth, and must assert of It before the world this
dignity If Jealous science succeeds In keeping the field of history for Its
own exclusive use, It does not therefore annrhilate the arts, for they re-
appear In a field whrch may be called real though one degree removed
from actuahty There the arts perform their function WIth much less Inter-
ference, and at the same nme WIth about as much fidelity to the phenom-
enal world as history has

Tbtrd Device tropes I I have named two Important devices, I am not
prepared to offer the exhaustive list I mennon but one other kind, the
kind wluch comprIses the figures of speech A proper scientific discourse
has no mtennon of employing figuratIve language for Its defirunve sort of
utterance FIgures of speech twist accidence away from the straight
course, as If to mnmate astorushmg lapses of ranonahty beneath the smooth
surface of discourse, InvIting perceptual attention, and weakening the
tyranny of science over the senses But I skip the several easier and earher
figures, which are nrrud, and stop on the climactic figure, which IS the
metaphor, WIth special reference to Its consequence, a poetry which once
in our history It produced In a beautiful and abundant exhibit, called
MetaphYSIcal Poetry

And what ISMetaphysical Poetry> The term was added to the official
vocabulary of cnncism by Johnson, who probably took It from Pope, who
probably took It from Dryden, who used It to describe the poetry of a
certain school of poets, thus "He [John Donne] affects the metaphysics,
not only In hIS satires, but In Ius amorous verses, where nature only should
reign In this Mr Cowley has copied him to a fault" But the mean-
Ing of metaphysical which was common In Dryden's time, having come
down from the MIddle Ages through Shakespeare, was SImply super-
natural, miraculous The context of the Dryden passage mdicates It
Specifically, the rmracuhsrn anses when the poet discovers by analogy an

idennty between objects which IS partial, though It should be consider-
able, and proceeds to an identification wluch IS complete It IS to be con-
trasted WIth the sumle, which says "as If" or "like," and IS scrupulous to
keep the idennficanon partial In Cowley'S passage above,' the lover IS say-

4 The paragraph mcludmg It has been omitted here The passage runs

Oh take my Heart, and by that means you'll prove
Wnhm, too stor'd enough of love

GIve me but yours, I'll by that change so thnve
1 hat Love In all my parts shall hve

So powerful is this my change, It render can
U'U' ""'I.~'IA_ 'v",",,,,... .....A ..,,"'.... 'I~eo;!A ... AA .....
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lng, not for the first nrne In this hterature "She and I have exchanged our
hearts" What has actually been exchanged ISaffections, and affections are
only In a hrmted sense the same as hearts Hearts are unlike affections In
being engInes that pump blood and form body, and It IS a miracle If the
poet represents the lady's affection as rendering her mside Into man But
he succeeds, with this mixture, In deposinng with us the Image of a very
powerful affection

From the strict pOInt of VIew of hterary CritICISmItmust be insisted that
the rmracuhsm which produces the humblest conceit IS the same rruracu-
hsm which supplies to rehgions their substantive content (This ISsaid to
assert the dIgnity not of the conceits but of the religions ) It ISthe poet and
nobody else who gives to the God a nature, a form, faculties, and a history,
to the God, most comprehensive of all terms, which, If there were no
poetic Impulse to actualize or "find" Him, would remain the driest and
deadest among Platonic Ideas, with all mtensron sacnficed to mfirute ex-
tension The myths are conceits, born of metaphors Religions are penod-
really produced by poets and destroyed by naturahsts Rehgion depends
for Its ontological validity upon a hterary understanding, and that IS why
It ISfrequently misunderstood The metaphysical poets, perhaps hke their
spiritual fathers the mediaeval Schoolmen, were under no illusions about
this They recognized myth, as they recognized the conceits, as a device of
expreSSIon, ItSsanctIty as the consequence of Its public or social Importance

But whether the tOpiCSbe Gods or amorous experIences, why do poets
resort to rruracuhsm ~ Hardly for the purpose of controverting natural fact
or scientific theory Rehgion pronounces about God only where science IS
silent and philosophy IS negative, for a posItive ISwanted, that IS, a God
who has hISbeing In the physical world as well as In the world of pnncI-
pIes and abstracnons Likewise with the httle secular enterprises of poetry
Not now are the poets so brave, not for a very long time have they been so
brave, as to dispute the scientists on what they call their "truth", though
It ISa pity that the statement cannot be turned around Poets will concede
that every act of SCIenceISIegrnmare, and has Its efficacy The meraphysi-
cal poets of the seventeenth century particularly admired the methodology
of SCIence, and In fact they copied It, and their phrasing ISoften technical,
spare, and polysyllabic, though they are not repeating actual science but
making those metaphorical substitutions that are so arresting

The Intention of Metaphysical Poetry IS to complement SCience, and
Improve discourse Naturahsnc discourse IS Incomplete, for either of two
reasons It has the rmrumum of physical content and starves the sensibrhty,
or It has the maximum, as If to aVOIdthe appearance of evil, but IS labonous
and pomtless Plaromc poetry IS too ideahsnc, but Physical Poetry too
reahsnc, and realism IS tedious and does not maintain Interest The poets
therefore Introduce the psychological device of the miracle The predica-
tion which It pemuts 15 clean and quick but It 15 not a SCientific predication
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For a scientific predication concludes an act of attention but rruracuhsm
inmates one It leaves us looking, marvelling, and revelhng In the thick
dmglicb substance that has Just received Its strange representation

Let me suggest as a last word, In deference to a common Puntan scruple,
that the predication of Metaphysical Poetry IS true enough It IS not true
hke history, but no poetry IS true In that sense, and only a part of science
It IS true In the pragmatIc sense In which some of the generahzanons of
science are true It accomplishes precisely the sort of representation that It
means to It suggests to us that the object IS perceptually or physically re-
markable, and we had better attend to It

The end of poetry

It will be seen that Ransom shares RIchards' concern to differennate
poetIc from sciennfic discourse, and that he shares also Arnold's view
that the way poetry operates ISthe way that religion operates or should
operate But Ransom's VIew of three kinds of poetry, of which, In hIS
VIew, only the last IStruly and properly poetry, sprIngs from a cnncal
method equally different from that of RIchards and that of Arnold
Physical Poetry would be the real thing, but It IS really scarcely pos-
SIble, and If It were It would be tedious, Platonic Poetry IS poetry
usurping the function of SCIence and etlucs, Metaphysical Poetry, be-
cause It uses "rruracuhsm," the extended metaphor, the partial analogy
treated as an idennty, IS truest poetry because It irunates attention, It
startles Into new awareness of the dinglicbkeit, the "thmgishness," of ItS
subject The function of poetry ISthus seen to be to compel attention
poetry IS a special way of drawing attention to thmgs But Ransom
does not start by assernng this, and then go on to discuss which kind
of poetry best achieves this funcnon He does not mvesngate the merrts
of what he calls physical, Plaroruc, and metaphysical poetry from rlus
pOInt of VIew Physical poetry ISInadequate, Platonic poetry IS"malev-
olently" something else than poetry, and metaphysical poetry provides
devices to make physical poetry arrestIng, It makes poetry arresting
by startlmg us Into a special kind of perceptIon through Its "nuracu-
hsm " Therefore the starthng Into perception, the mvttation to percep-
tual or physical awareness, IS the function of poetry The function of
poetry 15 to persuade us that ItS subject IS worth attending to, and IS
discovered at the end of a dISCUSSIonof the kinds of poetry

It ISmteresnng that the more hrmted the funcnon which the entre
assigns to poetry, the more scrupulous he 15 In removing rival func-
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nons Ransom gets much more heated In disposing of Platonic poetry
than, say, SIdney does anywhere In the Defence of Poeste, yet the
function which Sidney' assigns to poetry-that of leading men to the
good hfe-was the highest possible one Yet for SIdney, to lead men
to the good life was the function of all worthy human acnvines
poetry could only be defended If It also achieved this, and It could
be exalted only If It achieved It better than anything else For Ransom,
as for many modern crmcs, the hrrutanon of poetry's function IS also
Its prIme jusnficanon Nothmg else does what poetry does, and that
ISwhy poetry ISso valuable-not sunply for what It does, but because
what It does IS unique Poetry Invites attention, In a way no other kind
of discourse can

Of course, earlier cnncs had also claimed a special function for
poetry Coleridge too had made a careful distmcnon between the
function of poetry and the function of hrstorical or SCIentific discourse
Nevertheless, for Coleridge the poetIc faculty operated In wider fields
than m Just poetry that was hIS reason for making the disnncnon
between a poem and poetry For Ransom, the "rruracuhsm" which IS
the SIgn of true poetry also operates In myths and religrons but that
IS not because poetry, mythology, and religion are reflections of one
WIder actIVIty but simply because myths and rehgions, where they are
of any interest and value at all, are poetry Poetry IS not exalted by
making It rehgion religion ISsaved by showing that It IS poetry

The mode of existence of a literary work ~

What, It might be asked, IS the poem that Ransom, or, for that matter,
that Richards talks about? Is It a collecnon of words on paper, a
collecnon of sounds In the ear, the state of nund of the author at the
nme of wrinng or of the reader at the time of reading, or what' It IS

clearly not merely the senes of marks on paper which constitute the
printed or written work, for a poem or a story may be recited orally
and never written down The VIsual shape of a poem may contribute
an element to the total meanmg, but It clearly cannot be equated With
the poem (Perhaps It should be mentioned that the term poem IS

bemg used here, as so often throughout tlus book, to mean any work
of imagmanve hterarure ) Again, while the sound of words often plays

GFor a suggestive dISCUSSion of th s question see Rene Wellek, "The Mode of
Existence of a Literary Work," Southern RevIew, Spnng 1941, repnnted as chapter
11 of rbeorv of Ltterat'Uf'e
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an unportant part In the total sigruficance of a poem, no poem ISsimply
a senes of sounds, If It were, then translation would be Impossible Nor
can the poem be Identified WIth the state of mmd, or mtennon, of the
writer, because that IS pnrnanly a biographical questIon and It IS ob-
viously absurd to mamtam that we cannot know what, say, "Lycidas'
really 15 unless and unnl we can answer the biograplucal questIon of
whether MIlton was really upset about the death of Edward KIng But
agaIn, the state of mind of the author clearly has some connection With
the nature and sIgnIficance of the work he creates As for the state
of rnmd of the reader" It ISnotonous that that vanes between one reader
and another, and If the "real" poem were the reader's experIence In
readmg It, then every poem would exist In as many numbers as It had
readers

The answer to this question-what IS the mode of existence of a
work of literary art~-Is not easy to give, though we mIght feel that the
questIon ISan academic one or even that the answer ISObVIOUSthough
not easily formulated What IS a Greek poem to someone who knows
no Greek? Is It possible to write a great poem In a language Invented
by the poet and known only to hun? One has only to pose these ques-
tions to reahze that, whatever else a poem may be, It 1S a complex of
meanings, and as meanIngs are conveyed through language, and
language as a means of commurucanon can only exist If It IS used In
common by a number of people, a poem In a completely unknown
language" IS not a poem to us A poem exists as a group of words
(spoken or written or both or actually one and potentially the other)
capable, In VIew of pubhc agreement as to what the words mean, In
view of the additional shades and tones of meaning the words have
acquired through their use In preVlOlrlS hterature and through the
special way the author combmes them In this poem, and In VIew of
certain common experiences or attitudes or mental or unagInatlve
potennahnes lmkmg poet and reader, of producing In the reader a set
of SIgnIficant Interacting meanIngs (one need not add "and emotions,"
because wlule an emotion or set of emonons may result from one's
grasp of the meanIng of a poem, and while rhythmic and other sound
effects may contribute to the totality of meanIng grasped by the
reader, these emotions result from the reading of the poem and are

8 So unknown, that IS, that one cannot even gues&at the sounds, and can see It
only as a pattern of marks on raper A poem communicated orally In an unknown
language can have some sort 0 meaning as sound, but that would certainly not be
the total meaning of the poem and perhaps, Without any other rneanmg to Interpret
It, no part of the mearung of the poem at all
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not part of Its essence) MIght we not, then, say that a poem exists as
a complex of potential meamng? If the human race were wiped out
tomorrow, Shakespeare's plays would still exist as complexes of poten-
tial meaning, though the meanmg would never become actual What
did the world look hke before there were any seemg creatures on It~
A meaningless question, perhaps, a thing must be seen, ar capable of
being seen, before It can be said to look like anythmg A poem must
have an audience, at least a potential audience, before It can have a
meanIng The Ideal of the modern analytic cnnc, WIth hIS concern to
Identify every element In the total complex of meaning, IS to be every
member of that potential audience at once The reason-or one reason
-why the experience of the reader cannot be taken to be the "real"
poem IS that the real poem IS larger than the experIence of any given
reader, It contains the possibility of more experIences than anyone
reader could get from It The total complex of potential meanIng
which IS a poem can never be made actual by any given reader (which
IS one Important difference between a poem and, say, a piece of
journalisnc prose) Modern analytic cnncisrn, of the kind discussed In
the following chapter and In chapter 15, tries by dehberate mvesnga-
non to dIg out the whole complex of potential mearung and thus to
act the part of many different "partial" readers Simultaneously

Benedetto Croce's theory of the nature and value of poetry has not
been discussed In this book, for several reasons, the most Important bemg
that we are concerned here With self-contained theories of ImaginatIve
literature rather than WIth theories of esthetics generally To consider
the nature of artistic experience or expression as a whole before disnn-
gUishing each of the different arts, WIth poetry one of them, IS a
fundamentally different kind of procedure than any of those we have
been concerned to examine, and, It can be argued, a less fruitful pro-
cedure for the literary cnnc Nevertheless, Croce's answer to this
question of the mode of existence of a work of hterature IS worth
nonng For Croce, esthenc mtumon ISa unIque category of experience,
and It accounts for both the experIence of the poet and the nature of
hIS expressIon of that experIence In the poem, mtuinon and expressIon
are identified, and In talking about one the cnnc must talk about the
other The essential mode of existence of the poem must, then, for
Croce, be In the state of mind of the poet, of which the poem IS an
objecnficanon, and secondarily In the state of mmd of the sensmve
reader who reconstructs the poet's ongmal experience when he reads
the poet's objecnficanon of It.



The poet

and his medium

»»»»»»»»»»» 10

W.QUOTED T S.Ehot m the prev10us chapter
"The poet has not a 'personality' to express, but a particular medium,

" The poet's medium IS, of course, language, and all cnncs agree
that poets use language rather differently from those who write simply
to convey factual Information But not all cnncs have agreed that the
poet's way of uSing language constitutes lus sole or his major disnn-
guishmg quality

The potenttaltttes of language

For Sidney the content was at least equally unportant the poet was
one who used language so as to present an edifying world persuasively,
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·0Dryden, at least the dramatic poet had the duty of presentIng a Just
md hvely Image of human nature, and his use of language was a means
)f making hvely what knowledge and observation had already made
lust, to Wordsworth, the state of the poet's mind was more Important
:han hIS way of handhng words Coleridge, with his behef In organic
llnIty, saw the poet's use of language as essentially bound up with
the way his ImagInation worked and lus production came Into ex-
istence, and Shelley saw prlnlltlve language as the exercise of the
creative Imagination, but neither of them went so far as to say that
fascInatIon WIth the potennahnes of words IS the mark of the true
poet Even Pope, who maintained that the poet's duty was to produce
"what oft was thought but ne'er so well expressed" did not see the poet
as a man pnmanly haunted by words But In the process of differen-
nanug poetIc statement from sciennfic statement, and of removing
poetry from the realm of what Ransom called the "Platonic," many
modern cnncs have been led to some such POSItion

But this does not mean that poetry IS merely an IngenIOus game
played With words Poetry ISnot SCIence, or rhetoric, or moral philoso-
phy, but It ISequally If not more important W H Auden once wrote

"Why do you want to wrrte poetr" ~" If the young man answers "I
have lmportant thIngs to say," then he 1" not a poet If he answers "I like
hangmg around word" hvremng to what they say," then maybe he IS gOIng
to be a poet 1

But Auden also wrote In the same essay

Two theories of poetry Poetry as a magical means for inducing desir-
able emotions and repelling undesirable emotions In oneself and others, or
Poetry as a game of knowledge, a bnngmg to consciousness, by narrung
them, of emonons and their hidden relanonslups

The first VIew was held by the Greeks, and Ie; now held by MGM, Agit-
Prop, and the collective public of the world They are wrong

On this view poetry IS a form of cogrunon, the poet uses language
as a method of discovery T o quote Auden agaIn

How can I know what I tbmk: ttll l see what 1 say? A poet wntes "The
chestnut's comfortable root" and then changes tlus to "The chestnut's cus-

1"Squares and Oblongs" from Poets at W ork, copynghr, rC}48, by Harcourt, Brace
and Company, Inc
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tomary root" In this alteration there IS no question of replacing one emo-
non by another, or of strengthening an emotion, but of discovering what
the emotion IS The ernonon IS unchanged, but waitIng to be idennfied like
a telephone number one cannot remember "8357 No, that's not It 8557,
8457, no, It's on the tip of my tongue, walt a moment, I've got It, 8657
That's It."

Andagam

If I understand what Anstotle means when he speaks of catharsis, I can
only say he IS wrong It IS an effect produced, not by works of art, but
by bull-fights, professional football matches, bad movies and, In those who
can stand that sort of thing, monster rallies at which ten thousand girl
guides form themselves Into the national flag

For John Crowe Ransom, metaphysical poetry-which he takes to
be the highest form of poetry-"suggests to us that the object IS per-
ceptually or physically remarkable, and we had better attend to It"
In that hes Its function and Its value Auden's View, though by no
means identical with this, 15m the same general class, the class of poetic
theories which see the distmgutshmg nature and value of poetry In the
way It handles words and the way reality IS explored through the ex-
ploitanon of certam potennahties of language

The [uncuon of tTony

Some modern cnncs have narrowed down their definition of poetry
to emphasize the special kmd of paradox and double meaning with
which a poem expresses a situation These cntics stress the Importance
of a close and subtle reading of the text of a poem In order to demon-
strate the ironical overtones and the paradoxical imphcanons which
they see as fundamental to adequate poetic utterance "A poem, to be
good," declared Robert Penn Warren m hIS lecture on "Pure and
Impure Poetry" debvered at Princeton In 1942 and published In The
Kenyon Retneui, "must earn Itself" And by tlus he meant that It must
not simply state Its author's emotional convictions In easy generalmes,
but must come to terms With all alternanves that threaten those con-
vicnons by Including them in some way in the poetic statement "Po-
etry does not Inhere In any particular element but depends upon the set
of relationships, the structure, which we call the poem." Mr Warren
proceeds to explain:
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Then the questton arises what elements cannot be used In such a
structure> I should answer that notlung that IS available In human ex-
perIence IS to be legislated out of poetry This does not mean that any-
thmg can be used In any poem, or that some matenals or elements may
not prove more recalcitrant than others, or that It rrught not be easy to
have too much of some thmgs But It does mean that, granted certain
contexts, any sort of material, a chemical formula for Instance, might ap-
pear functionally In a poem It also may mean that, other thmgs being
equal, the greatness of a poet depends upon the extent of the area of ex-
perience which he can master poetically

Can we make generahzanons about the nature of the poenc structure'>
FIrst, It Involves resistances, at various levels There ISthe tension between
the rhythm of the poem and the rhythm of speech (a tension which IS
very low at the extreme of free verse and at the extreme of verse such a.s
that of Ulalume, which verges toward a walloping doggerel), between the
formality of the rhythm and the mforrnahty of the language, between the
particular and the general, the concrete and the abstract, between the ele-
ments of even the simplest metaphor, between the beautiful and the ugly,
between Ideas , between the elements Involved In Irony , between
prosalsm~ and poenclsms ThIS hst IS not Intended to be exhaustive, It
IS Intended to be merely suggestive But It may be taken to Imply that the
poet 15 hke the Jluptsu expert, he WIns by unhzing the resistance of his
opponent-the materials of the poenl

[Poets] have not only tried to say what they mean, they have tried
to prove what they mean The samt proves hIS VISionby steppIng cheer-
fully Into the fires The poet, somewhat less spectacularly, proves hIS
vision by subrrutnng It to the fires of Irony-to the drama of hIS structure
-In the hope that the fires WIll refine It In other words, the poet Wishes
to mdicate that his visron has been earned, that It can survive reference to
the complexities and contradictions of expenence And Irony IS one such
device of reference

The emphasis here IS on poetIC structure The good poem IS so
organized that the Interplay between Its elements sets up a complex of
rneanmg In which the poet "WIns tbrougb to his final utterance Irony
and paradox are unportant because they are devices for Including or at
least for taking account of all arnrudes which threaten the one as-
sumed by the poet In the poem To take an oversimphfied example
If the poet can laugh at hunself at the same time as he IS being seriously
passionate In a love poem, he anncipares the possible laughter of others
and msures hnnself agamst parody. It 18 a kind of homeoparluc treat-
ment. The naive eoet, who does not, In ius orgaruzanon of unages and
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hIS other poetIc devices, take account of the waItIng parodist or the
potennal mocker, will write a poem that shdes too easily toward Its
meaning, a poem which will be hkely to depend "upon stock materials
and stock responses [and so become] SImply a toboggan slide, or a fall
through space "

Poetry and paradox

Though such a VIew seems at first SIght to be concerned only WIth
Iyrical poetry, where iroruc tensions can be found III the treatment of
rhythms and Imagery, It can be expanded to Include all rmaginanve
hterature For the devices which make for tension nlay be In the struc-
ture of a novel or a playas well as In that of a poem, In the recurrent
images or adjectives With which a character IS described, In the way
In wluch descnpnon of the natural or social background IS related to
the presentatIon of the characters and the action, and so on But the
modern crItICS who hold this POSItion have preferred on the whole to
Illustrate It WIth reference to poems, perhaps because, while It IS not
difficult to show that these elements exist In other forms of lInaglnatlve
literature, It IS less conVInCing to suggest that these elements constitute
the only signIficant differennanng qualities of a good play or novel
But It has been more than once argued that these elements do constitute
the differentiating quahnes of a good poenl Consider, for example, the
arguments put forward by Cleanth Brooks In lus book Tbe Well
JVrougbt Urn (1947) 2

Few of us are prepared to aCLcpt the statement that the language of
poetry IS the language of paradox Paradov IS the language of sophistrv,
hard, bright, witty, It IS hardly the language of the soul We arc Willing to
allow that paradox IS a permissible weapon whrch a Chesterton lTIay on
occasion exploit We nlay perInlt It In epigram, a special subvariety of
poetry, and In sanre, which though useful, we are hardly willmg to allow
to be poetry at all Our prejudices force us to regard paradox as intellecrual
rather than emotional, clever rather than profound, rational rather than
drvmely irrational

Yet there IS a sense In which paradox IS the language appropriate and
mevitable to poetry It IS the SCIentist whose truth requlrc'i a language
purged of every trace of paradox, apparently the truth which the poet
utters can be approached only In terms of paradox I overstate the case, to

2 From The Well Wrought Urn, copyright, 1947. by Cleanth Brooks Reprinted by
permissroa of Harcourt, Brace and Company, Inc, and Dennis Dobson Ltd
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be sure, It ISpossible that the ntle of this chapter ["The Language of Para-
dox"] IS itself to be treated as merely a paradox But there are reasons for
thmking that the overstatement which I propose may light up some ele-
ments In the nature of poetry which tend to be overlooked

The case of Wilham Wordsworth, for instance, IS Instructive on this
pOint HI~ poetry would not appear to promIse many examples of the
language of paradox He usually prefers the direct attack He InSISts on
srmphciry, he distrusts whatever seems sophisncal And yet the typical
Wordsworth poem lS based upon a paradoxical situanon Consider ius
celebrated

It 1~ a beauteous evening, calm and free,
The holy time IS qUiet as a Nun
Bre ithlcss With adoration

The poet I~ filled with \\ O~hlp, but the girl who walks beside him IS not
worshippmg The imphcanon IS that she should respond to the holy nrne,
and become like the evenIng itself, nunlike, but she seems less worshipful
than marumate nature itself \ et

If thou appear untouched bv solemn thought,
Thy nature IS not therefore less divme
Thou hesr In Abr aharn'v bosom all the} car,
And worship'st at the Temple's Inner shnne,
God being with thee when we know It not

The underlying paradox (of which the enthusiasnc reader may w ell be
unconscious) is ncvcrrlu.lcs- thoroughly neccv-arv, even for that reader
Why does the Innocent girl" orvhrp more deeply than the self-conscious
poct who \\ alks be-ide her? Because she 1~ filled \\ ith an unconscious
S) rnpathy for all of nature, not merely the gr mdiose and solemn One
remembers the lines from \Vord~,\-orth's friend, Coleridge

He pravest best, who loveth best
All tlungs both great and small

Her unconscious sympathy IS the unconscious worship She IS In com-
muruon with nature "all the year," and her devotion 15 continual whereas
that of the poct I~ sporadic and mOlnentary But we have not done WIth
the paradox yet It not only underhes the poem, but something of the
paradox Informs the poe 111, though, since rlus IS Wordsworth, rather
nnudly, The comparIson of the evening to the nun actually has more than
one dimension The calm of the evening obviously means "worship," even
to the dull-WItted and msensinve It corresponds to the trappIngs of the
nun, VISible to everyone Thus, it suggests_not ~:refai~~-~~t, In the
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total poem, even a hint of Pharasaical holiness, with which the girl's care-
less Innocence, Itself a symbol of her continual secret ...WOrshIP, stands
In contrast . . .

Mr. Brooks then proceeds to demonstrate the paradoxical elements
InWordsworth's sonnet, "Composed upon Westmlnste: Bridge"

It IS not my mtennon to exaggerate Wordsworth's own consciousness
of the paradox Involved In this poem, he prefers, as IS usual with him, the
frontal attack But the situation IS paradoxical here as In so many of hIS
poems In his preface to the second edmon of the Lyrical Ballads Words-
worth stated that his general purpose was "to choose incidents and situa-
nons from common hfe" but so to treat them that "ordinary things should
be presented to the rrnnd In an unusual aspect" Coleridge was to state the
purpose for him later, In terms which make even more evident Words-
worth's exploitanon of the paradoxical "Mr Wordsworth was to
propose to himself as his object, to gIve the charm of novelty to things of
every day by awakening the mind's attention from the lethargy of
custom, and directing It to the lovelmess and the wonders of the world be-
fore us " Wordsworth, In short, was consciously attemptIng to show Ius
audience that the common was really uncommon, the prosaIC was
really poetIC

Colendge's terms, "the charm of novelty to thmgs of every day," "awak-
erung the mind," suggest the Rornannc preoccupation WIth wonder-the
surprise, the revelation wluch puts the tarnished farmhar world In a new
hght ThIS may well be the raison d' etre of most Romantic paradoxes, and
yet the neo-classic poets use paradox for much the same reason Consider
Pope's hnes from The Essay on Man

In doubt his Mind or Body to prefer,
Born but to die, and reas'mng but to err,
Alike In Ignorance, his Reason such,
Whether he thinks too httle, or too much

Created half to rise, and half to fall,
Great Lord of all things, yet a Prey to all,
Sole Judge of Truth, In endless Error hurl'd,
The Glory, Jest, and RIddle of the world'

Here, It IS true, the paradoxes msist on the Irony, rather than the wonder
But Pope;ff>o might have claimed that he was treating the thmgs of every
day, man lumself, and awakenmg hISmind so that he would view himself In
a new and bhnding hght Thus, there IS a certain awed wonder In Pope
Just..as there 15 a certain trace of uony nnphcit In the Wordsworth son-
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nets There IS, of course, no reason why they shou1d not occur together,
and they do Wonder and Irony merge In many of the lyncs of Blake,
they merge In Coleridge's Ancient Marmer The vanations In emphasis are
numerous Gray's Elegy uses a typical Wordsworth "siruanon" with the
rural scene and with peasants contemplated In the hght of their "betters"
But In the Elegy the balance ISheavily tilted In the direction of Irony, the
revelation an rronic rather than a srartlmg one

Can storied urn or animated bust
Back to Its mansion call the fleenng breath'
Can Honour's vorce provoke the silent dust?
Or Flart'ry sooth the dull cold ear of Death ~

But I am not here Interested In enumerating the possible vananons, I am
Interested rather In our seeIng that the paradoxes sprIng from the very
nature of the poet's language It IS a language In which the connotations
playas great a part as the denotations And I do not mean that the connota-
tions are Imponant as supplying some sort of fnll or trImming, somethmg
external to the real matter In hand I mean that the poet does not use a
notation at all-as the SCIentist may properly be said to do so The poet,
wirhm hrruts, has to make up his language as he goes

T S I hot has commented upon "that perpetual slight alreranon of
language, words perpetually Juxtaposed In new and sudden cornbmanons,"
which occur In poetry It IS perpetual, It cannot be kept out of the poem,
It can only be directed and controlled The tendency of SCIence IS neces-
sanly to stabilize terms, to freeze them Into strict denotanons, the poet's
tendency IS by contrast disruptive The terms are continually modifying
each other, and thus violating their dicnonary meanIngs To take a very
SImple example, consider the adjectives In the first hnes of Wordsworth's
evenIng sonnet beauteous, calm, free, holy, quiet, breathless The Juxta-
positions are hardly startling, and yet nonce this the evenIng IShke a nun
breathless with adoration The adjective "breathless" suggests tremendous
excitement, and yet the evening IS not only qUiet but calm There IS no
final contradiction, to be sure It IS that kind of calm and that kind of ex-
citemenr, and the two states may well occur together But the poet has no
one term Even If he had a polysyllabic techrucal term, the term would
not provide the solunon for his problem He must work by contradicnon
and quahficanon

We nlay approach the problem In this way the poet has to work by
analogies All of the subtler states of emotion, as I A RIchards has pointed
out, necessarily demand metaphor for their expression The poet must
work by analogies, but the metaphors do not be In the same plane or fit
neatly edge to edge There IS a continuous nlnng of the planes, necessary

M
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overlappmgs, discrepancies, contradictions Even the most drrect and
simple poet IS forced Into paradoxes far more often than we thmk, If we
are sufficiently alive to what he ISdoing

But In dilanng on the difficulties of the poet's task, I do not want to
leave the Impression that It ISa task which necessarily defeats him, or even
that with his method he may not win to a fine preCIsIon To use Shake-
speare's figure, he can

with assays of bias
By mdirecnons find directions out

Shakespeare nau In mind the game of lawnbowls In wluch the bowl IS dIS-
torted, a distornon which allows the skillful player to bowl a curve To
elaborate the figure, science makes use of the perfect sphere and tts attack
can be direct The method of art can, I believe, never be direct-as always
mdirect But that does not mean that the master of the game cannot place
the bowl where he wants It The serIOUSdifficulties will only occur when
he confuses the game with that of SCIence and mistake, the nature of Ius
appropnate Instrument

I have said that even the apparently SImple and straightforward poet IS
forced Into paradoxes by the nature of hIS Instrument Seeing this, we
should not be surpnsed to find poets who consciously employ It to gain a
compression and preCIsIon otherwise unobtainable Such a method, hke
any other, carries WIth It Its own penls But the dangers are not overpower-
Ing, the poem IS not predetermmed to a shallow and ghttenng sophistry
The method ISan extension of the normal language of poetry, not a perver-
sion of It

We nonce In this cnncal POSItIon the same insistence on the need to
differentiate poetIC from sciennfic discourse that we found In Richards
-and m Colendge But the method of differennanon IS not the same as
RIchards', though It has pOints of smulannes WIth It (and Richards
was clearly one of the Influences which helped to shape Mr Brooks'
theory) and It 15 even further removed from that of Colendge Science
says tlungs explicitly, directly, SImply, In "notational" language, poetry
expresses Itself paradoxically, Ironically, indirectly, obliquely In lan-
guage which, far from havmg a one-for-one correspondence With what
It denotes, creates Its own meanIngs as It moves If on this view poetry
becomes simply a special way of USIng language, It must also be remem-
bered that language used m this way develops and presents attitudes
which could not be developed and presented In any other form of dIS-
course Though Mr Brooks and those who take hIS posinon appear to
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be concentrating entirely on the poet's hnguisnc and structural devices,
that IS because they consider these matters to have received less than
their due share of attcnnon rather than because they consider that that
15 all that poetry IS It ISa question of emphasis you can say that poetry
operates In this way, and In domg so achieves and presents certain kinds
of insight, or you can say that poetry seeks to achieve and present
certain kmds of Insight and In order to do so It has to operate In this
way A cogrunve theory of poetry-a VIew of poetry as a special kind
of knowledge-Is not Incompatible with a VIew of poetry as paradox,
though It rmght reasonably be claimed that to emphasize paradox ex-
elusively and present It as the sole or at least as the major differcnnatmg
quality of poetry IS not only to concentrate on the means poetry em-
ploys rather than on ItS end (and that IS leginmate enough, for It can
fairly be urged that the end can only be properly understood In terms
of the means) but to oversnnphfy the whole Situation by mamrammg
that one alTIong sevcral kmds of ITICanSIS the only one that really mat-
ters But sometimes this kmd of overemphasis and oversrmphficanon
IS necessary If readers are to be roused out of their preconceptIons to
consider a new pOInt of VIC'V

Metaphor, symbol and myth

Modern mrcresr In the characrcnsncally poetIc \vay of uSing language,
a \tV ,Iy which by ItS devices for settIng up whole senes of Interacting
suggesnons differs frorn the simple denoranonal use of words found In
ordinary cxposltory drscoursc, naturally leads to InquIry Into the func-
non of metaphor and syrnbol m poetic language and to a new Interest
In the nature of myth Metaphor ISa device for expanding nleanlng, for
saying several thmgs at once, for producing "ambivalence" (to use that
favorite term of modern crincism), and demonstranon of how meta-
phonca] expresslon can help to achieve richness and subtlety of imph-
cation ISa JllaJor concern of the contemporary cnnc Imagery, too, IS

a common subject of Investigation Carohne Spurgeon, In her studies
of Shakespeare's imagerv," showed how recurring lInage" of a certain

3 Leading M otroes m tbe I1nQt;{ep'V of Shakespeare's Tragedies, Oxford, 1930,
Shakespeare's 11,Mgery and IVhat It Tells Us, Cambridge, 1935 See also G Wuson
Knight'S Tbe Wheel of Fire, Oxford, 1930 Knight IS concerned to Investigate the
symbolic Imagery of Shakespeare's plays In hIS later books (The Burnmg Oracle,
1939, The Starlit D01ne, 1941) he applies the method to other poets
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land can give a charactensnc tone, and a whole set of echoing mean-
mgs, to a play (as Hamlet IS dommated by images of disease, Troilus
and Cressida by images of food and digestion, and so on) Critics have
become mterested m the symbolic aspects of Imagery, and the practice
of many modern poets, especially of Yeats, with his dehberate use of
symbolic unages, has encouraged such mterest ThIS lmks up, too, with
psychological Interest In why certain images and symbols affect us as
they do, Maud Bodkin's Archetypal Patterns m Poetry (Oxford,
1934), followmg m some degree the psychological theories of Carl
Jung, explores the significance of recurrmg images and SItuations
which, by making contact with some prImitIve and elemental aspect of
man, can always be counted on to have an effect

The ambivalent, suggestive, symbolic aspects of poetic language re-
late, It ISoften held, to more prunltlve ways of knowing and communi-
cating than IS represented by ordinary prose discourse (compare
Shelley's view of the nature and ongm of language), and Interest In
this relation has led modern cnncism Into an Investigation of the nature
of myth Literary criticism here makes contact WIth anthropology as
well as With psychology, though myth to the modern cntic ISnot so
much the myth of folklore and rehgron as a kind of symbohc situanon
produced by the proper use of "archetypal" Imagery 4 (Myth In the
anthropological sense, however, has been used by modern poets, nota-
bly by T S Ehot In The Waste Land) Thus the exploration of the
way In which the hterary arnst uses words, and the concern to distm-
guish that way from the more ordinary forms of communication In
language, have led In a number of directions and added some new terri-
tory to the area of the critic's InquIry

"See RIchard Chase, "Notes on the Study of Myth," Partisan Reoien», XIII (1946),
238-247, Pluhp Wheelwright, "Poetry, Myth, and Reality," In The Language of
Poetry (ed Tate, Pnnceton Umversiry Press, 1941), pp 3-33 For some searching
(but dtfficult) mvesnganons Into the symbolic aspects of lansuage and meanIng, see
Kenneth Burke, The Philosophy of LIterary Form (LOUISIana State Uruversity
Press, 1941) and A GrlMl11tar of Motl'Ves (New York, Prennce-Hall, 1945)
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Practtcal (9rttlCtSm





IntroductIon

THE DISTINCTION between critical theory and critical
practIce IS In large degree artificial, but It IS one which It IS often help-
ful to draw Few crincs have been able to engage In the assessment of
mdividual works of literature without at some pOInt discussmg the
principles on whrch they base their Judgment, and similarly It IS diffi-
cult to InquIre Into the nature and value of hterature Without occasion-
ally Illustrating your theories by concrete examples, as Aristotle does
m the Poetics Nevertheless, to ask what literature IS and to mqurre Into
the ment of a particular work are two different kinds of actIVIty, how-
ever mnmarely related they may be, and to separate them makes for
clarity of understanding

Thus, though the reader WIll note In the following pages many
digressions from practice Into theory and back again, he WIll also, It IS

hoped, be able to clarify lus mind about the kmds of skill required by
the pracncal entre as disnnct from the philosoplucal Inqurrer Into
hterary value To follow the practical cnnc In action and to observe
the kinds of Information he draws on, the uses he makes of comparIson
and contrast, the ways In which he makes descnpnon contribute to
evaluation, give both an awareness of different critical methods and an
appreCIation of how Judgments of particular works can be arrived at
and demonstrated, which no amount of purely "ontological" Inqurry
can Yield Further, while we may take our general view of the nature
and value of hterature from some philosopher or esthetic Ian who has
unpressed and convinced us, we are regularly called upon to make our
own evaluation of particular works we can be good readers WIthout
an onginal esthenc, but we cannot be good readers WIthout the abihty
to Judge for ourselves as we read That abihty IS best cultrvated by
observing closely how practical criticism 18 successfully done





The establishment

of a critical scene
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I PART ONE we have considered some different
ways m which cnncs have answered the questions concernIng the na-
ture and value of lffiaglnatlve hterature We have seen how often critics
have been led to give their views of what poetry ISand what good It 15

by their desire to defend It against the attacks of those who considered
It useless or immoral or In some other way undesirable In ages when
poetry or imagmanve hterature as such IS not subject to attack, when
It IS produced freely and abundantly for a public which takes It for
granted as a natural part of Its crvihzanon, philosophical defense tends
to give way to practical discussion, to evaluation of particular works,
to consideranon of ways of wrIting well, to study of the tricks of the
writer's trade and hints to literary aspuants on how to master thea art.
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Tbe scope of pracuca! cnucism

Thus on the very threshold of the greatest phase of Ehzabethan litera-
ture, Just before Shakespeare appeared on the scene and Spenser wrote
his maturer work, SIdney produced hIS Apologie for Poetne, while a
generatIon later Ben Jonson was noting down lus TI111ber, or Dis-
cooenes : a senes of observanons on hterature and writers which con-
centrated on practical cnncism, or at least on questions of more Interest
to the practicing writer than to the philosopher And toward the end
of the seventeenth century In England, when the tremendous Ehza-
bethan achievement lay In the past to be looked back on and compared
With the product of the Jacobean period and With the very different
hterature of the Restoration, John Dryden turned to practical cnncism
WIth a zest and a versatihry which were only possible In an age which
on the one hand took the production of hterature absolutely for
granted and on the other had sufficient different kinds of literature
available to It from Its own hterary development to be led naturally
to comparIsons between the merits of different styles and different
conventions Wryden IS the first great practical cnnc In Enghsh htera-
ture, It does not detract In the least from his getuus to suggest that
hIS most ImpreSSIve cnncal qualmes -Ius breadth of View, his skill at
comparIson, lus sense of changing arnsnc conventions, hIS readiness to
hear new evidence and If necessary change hIS rrnnd, hIS concern WIth
the pracncal questIOns of crafrsmanship=could not have emerged at
an earher period m English hterature, for It required the awareness of
a continuous but changing hterary tradition operating In almost con-
stant excitement for well over a century to stimulate this kind of
cnncal actlvlty\And for the man of letters, as disnnct frOITI the plu-
losopher, this irt6d IS more InterestIng than the theonzing of those who
mqurre Into the nature and value of nnaginative hrerature Further, the
kinds of question liable to be asked by the cnnc moving confidently
among works of lus owr and previous ages, of hIS own and other
countries, are remarkably varied In extent and In scope To ask not what
poetry In general IS but how good IS this particular poem IS to movie
from the descnpnve to the normative, from the abstract questIon of
being to the concrete evaluation of particular examples, WIth all the
comparISons, contrasts, demonstrations, analyses, illustranons, and
1Fll'St published posthumously In 1641 Ben Jonson hved from IS73 to 1637
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sense of commitment which such a procedure Involves, IS to leave the
rarefied air of theoretical speculation for the hot arena of day -to-day
literary activIty Once one IS there, there ISno hrmt to the number of
questIons that can be asked Not only "How good IS this work and
why>" and "How do we differentiate between the good and the less
good>" are the subjects for debate, but such matters are discussed as
the relanon between works of literature and other phases of culture,
psychological questIons concerning the way the creative writer oper-
ates, sociological questIons about the way In which his place In society
affects hIS way of wnnng, semantic questIons about what happens to
language when It 15 employed In a certain way, historical questions
about the effect of a wnter's age on hIS language, hIS literary conven-
tions, and hIS Ideas, textual and bibhograplucal InqUiries Into the ac-
curacy of the transmitted text, biograplucal Investigation Into the rela-
tion between a writer's hfe and hIS work None of these IS directly
relevant to an assessment of the value of a literary work, but practical
cnncism leads to all of them at some pOint or another and they all have
their indirect relevance to the ongmal question "How good IS it?" For
example, before one can fairly ask how good a work 15, one must be
sure one knows tobat It IS do we understand It anght+=perhaps words
have changed their meaning SInce the writer's day, or changed Ideas
have led us to read Into certain expressions something far removed
from what the author put there The cnnc must turn philologist and
lustonan to solve these problerns Are we sure this is what the author
really wrote? The crinc may have to turn bibhographer or paleog-
rapher to answer that And even In Judging a contelnporary work
there are many subsidiary questIons to which the alert and responsive
cnnc WIll be led before he has gone very far

It IStrue, as so many modern cnncs have insisted, that the quahty of
a hterary work ISto be Judged on hterary grounds alone, and not by a
discussion of the author's hfe or times, but there are so many peripheral
questions that demand Investigation as soon as one has raised the ques-
tion of quality that no cnnc of Intellectual curiOSity or hvelmess of
mind-and surely these are qualities appropriate to the literary crltlc-
can for long refrain from pursuing them We shall diSCUSSIn a later
chapter some of the relanonships between Simple evaluation (which In
fact IS rarely "SImple") and other kinds of hterary InvestIgatIon, here
we shall only note that once the cnnc becomes mvolved In practical
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cnncism there IS scarcely a hrrut to the number and the lands of prob-
lems he may feel called upon to Inqurre mto

Ben Jonson

Ben Jonson's TImber contains no systematic practical criticism of the
kind we find so often In Dryden, but the random notes which make up
this work do Illustrate In a very mteresnng way the diversity of ques-
nons WIth whrch the practIcIng man of letters may concern hun-
self Consider, for example, this JottIng on Shakespeare, Jonson's
contemporary

I remember, the Players have often mentioned It as an honour to Shake-
speare, that In lus wnnng, (whatsoever he penn'd) hee never blotted out
hne My answer hath beene, would he had blotted a thousand Which they
thought a malevolent speech I had not told posterity this, but for their
Ignorance, who choose that circumstance to commend their friend by,
wherein he most faulted And to Justify mme owne candor, (for I lov'd
the man, and doe honour hIS memory (on this SIde Idolatry) as much as
any) Hee was (Indeed) honest, and of an open, and free nature had an
excellent Pbantsie, brave notions, and gentle exprc~slons wherein hee
plow'd With that facihty, that sometime It was necessary he should be
stop'd Sufftammandus erat [he required restrairung ], as Augustus said of
Hatenus HIS Wit was lus owne power, would the rule of It had becne so
too Many times hee fell Into those things, could not escape laughter As
when hee said In the person of Caesar, one speaking to him, Caesar thou
dost me wrong Hee replyed Caesar did never wrong, but WIth Just cause
and such like, which were ridiculous But hee redeemed his VIces, WIth Ius
vertues There was ever more In him to be praysed, then to be pardoned

This 18 as much cnncal gOSSIp as cnncisrn, and It combines personal
recollection of the man With Judgment on hISwork And the Judgment
on the work takes the form of cnticism of the method of compOSition
Here 1S a cnnc operatIng amid the free give and take of dally practical
literary acnvity, informally and conversationally, WIth hIS esthenc
prmciples taken so completely for granted that they are not explicitly
referred to at all Yet for all Its casualness, Jonson's opInIon IS

grounded on principle, he had a well thought out and consistent pOint
of view on all the major critical questions and even hIS most spontane-
ous utterances derive ulnmately from this pomt of view But hvmg In
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the midst of a tremendously creative age, and hnnself partlclpatmg In
that creation, he did not feel the need to refer all hIS practical Judg-
ments to fundamental esthenc laws
Ben Jonson, however, took much less for granted than many later

pracncal cnncs, and If on occasion he would Jot down (or bring out m
conversation-as we know from Drummond of Hawthornden's record
of Jonson's conversations with him) remarks of the kind quoted above,
he also noted down In hIS TImber many general prmciples which he
got from classical writers, notably Quinnhan, and from the renais-
sance hurnanist cnncs, notably the Dutch cnnc Darnel Hemsms As
lus cnncism of Shakespeare suggests, he was much concerned with
order and disciplme In wnnng, and much that the later classical
writers had said about the art of the orator-whose task was to use
words In such a way that he would persuade hISreaders or move them
in the way he wished=jonson transfers to the poet or dramatist Study,
practice, mutanon of the best ancient writers, these are necessary, ac-
cording to Jonson, before even the greatest original genius can
properly realize hISgifts In this respect Jonson's critical temper was
"classical" rather than "romantic," If we may use those grossly over-
worked terms He was himself a man of considerable scholarship, and
was moreover snll mfluenced by that renaissance zeal for classical learn-
mg which had so stimulated the earlier humanists and brought about
such a notable revival of classical Interests and studies m the sixteenth
century HIS own learning, the Influence of renaissance humanism, and
hIS own temperament, which led him, both In hIS theory and In lus
practice, to put careful and studious craftsmanship before nnagmanve
boldness, all helped to make hun one of the first significant "neo-
classic" cnncs In English By "neo-classic" we mean simply a cnnc
who endeavors to develop Ius theory and practice on the basis of the
achievement of the great Greek and Lann wnters and who tnes to
systematIZe classical practice and classical critical Ideas Into a set of
rules for the guidance of modern writers

For a man to write well, there are required three Necessanes To
reade the best Authors, observe the best Speakers and much exercise
of lus owne style In style to consider, what ought to be written
and after what manner Hee must first thmke, and excogItate Ius matter,
then choose lus words, and examine the weight of either. Then take care
In placing, and ranking both matter, and words, that the COmpOSltlOn be
comely, and to doe tlus With dihgence, and often. No matter how slow the



178 Practical Crmctsm
style he at first, so It be labour'd, and accurate, seeke the best, and be not
glad of the forward concelpts, or first words, that offer themselves to us,
but Judge of what wee Invent, and order what wee approve Repeat often,
what wee have formerly wntten, which besides, that It helpes the
consequence, and makes the Juncture better, It quickens the heate of
ImagInatiOn, that often cooles In the time of setting downe, and glves It
new strength, as If It grew lustier, by the gOing back As wee see In the
contention of leaping, they Jumpe farthest, that fetch their race largest Of,

as In throwing a Dart, or Iavelm, wee force back our armes, to make our
loose the stronger Yet, If we have a faire gale of wind, I forbid not the
steenng out of our sayle, so the favour of the gale deceive us not For all
that we Invent doth please us In the conceptIon, or birth, else we would
never set It downe But the safest IS to return to OUf Judgement, and handle
over agame those thmgs, the easmesse of which rrught make them Justly
suspected So did the best Writers In their beginnings, they impos'd upon
themselves care, and Industry They did nothing rashly They obtam'd
first to write well, and then custom made It easie, and a habit By little and
httle, their matter shew'd It selfe to 'hem more plentifully, their words
answer'd, their compositIon followed, and all, as In a well-order'd family,
presented It selfe In the place So that the summe of all IS Ready w nnng
makes not good wnnng but good writing bnngs on ready wntmg Yet
when wee thmke wee have got the faculty, It ISeven then good to resist It
as to give a Horse a check sometimes WIth bit [the same metaphor that he
used when he said of Shakespeare that sufflammandus erat], which doth
not so much stop hIS course, as snrre hIS mettle Agame, whether a mans
Genius IS best able to reach thither, It should more and more contend, hft
and dilate It selfe, as men of low stature, raise themselves on their toes, and
so oft times get even, If not eminent Besides, as It ISfit for grown and able
W nters to stand of themselves, and worke with their owne strength, to
trust and endeavour by their owne faculties so It ISfit for the beginner, and
learner, to study others, and the best For the mmd, and memory are more
sharpely exercis'd In comprehending an other man's things than our owne,
and such as accustom themselves and are farmhar with the best Authors,
shall ever and anon find somewhat of them In themselves, and In the expres-
sion of their minds, even when they feele It not, be able to utter something
like theirs, which hath an Authority above their owne Nay, sometimes It
IS the reward of a mans study, the praise of quotIng an other man fitly
And though a man be more prone, and able for one kind of wnnng, then
another, yet hee must exercise all..For as In an Instrument, so In style, there
must be a Harmonie, and consent of parts

ThIS Informal advice on how to become a writer comes from a man
who IS much more Interested In the practical question of what IS good
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wntmg than In the defimnon and defense of literary value The pOints
which Jonson makes here illustrate hIS VIew of the nnportance of
precedent and example, his classical sense of the contlnulty of letters
and the dependence of modern writers on standards set up by the great
geniuses of the past Yet he never mamtamed that mere study of the
great writers of the past could produce great wnnng

There IS no doctrine will doe good, where nature IS wanting Some Wits

are swelling, and high, others low and snll Some hot and fiery, others cold
and dull One must have a bridle, the other a spurre

There be some that are forward, and bold, and these will doe every little
thmg easily I meane that IShard by, and next them, which they will utter,
unretarded without any shamefastnesse These never perform much, but
quickly They are, what they are on the sudden, they show presently like
Gratne, that, scatter'd on the top of the ground, shoots up, but takes no
root, has a yellow blade, but the eare empty They are WIts of good
promIse at first, but there I~ an lngetu-stuium [a standing still of WIt]
They stand snll at sixteene, they get no higher

You have others, that labour onely to ostentation, and are ever more
bus ie about the colours, and surface of a worke, then In the matter, and
foundation For that IShid, the other IS scene

Others, that In compOSItIon are norlung, but what ISrough, and broken
These men erre not by chance, but knowingly, and willmgly, they

are like men that affect a fashion by themselves, have some slngulanty In a
Ruffe, Cloake, or Hat-band, or their beards, specially cut to provoke be-
holoers, and set a marke upon themselves

Others there are, that have no con1posltlon at all, but a kind of tune lng,
and rImIng fall, In what they write It runs and shdes, and onely makes
a sound

S071IC that tume over all bookes, and are equally searching In all papers,
that wrire out of what they presently find of meet, without choice, by
wluch means It happens, that what they have discredited, and Impugned In
one worke, they have before, or after extolled the same In another Such
are all the Essayists, even their Master Mountaigne

S01ne agame, who (after they have got authority, or, which 1S lesse,
OplnIOn, by their wnnngs, to have read much) dare presently to fame
whole bookes, and Authors, and lye safely For what never was, will not
easily be found, not by the most CUriOUS

But the Wretcheder are the obstinate contemners of all helpes, and Arts
such as presumIng on their owne Naturals (which perhaps are excellent)
dare dende all dihgence, and seerne to mock at the termes, when they
understand not the dungs, thmkmg that way to get off wittily, With
their Ignorance. • • •
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In these notes, we see Jonson moving from a discussion of the

principles of good writing and a consideration of some typical faults
that hinder good writing, to some elementary psychological observa-
tions concerning the quahnes of mind and temperament which lead to
certain faults But the Interest In practical craftsmanship IS always
there, and Jonson never leaves us for long In doubt that he 15 a practlc-
mg man of letters talking about what he knows from experience It 15

this which gives the au- of sturdy common sense to many of hIS Judg-
ments, even of those from which we would today dissent, as hIS
brusque remark to Drummond of Hawthornden "that Shakespeare
wanted art" or his strictures on Marlowe

The true Arnficer will not run away from nature, as hee were afraid of her,
or depart from life, and the hkenesse of Truth, but speake to the capacIty
of hIS hearers And though hIS language differ from the vulgar somewhat,
It shall not fly from all humanity, with the Tamerlanes, and T'amer-Cbams,
of the late Age, which had nothing In them but the scemcall strutting, and
funous vociferation, to warrant them then to the Ignorant gapers Hee
knowes It IS Ius onely Art, so to carry It, as none but Artificers per-
cerve It

Or consider the Interest In practical craftsmanship that prompted the
following observations on diction

Custome IS the most cerrame Mistresse of Language, as the pubhcke
stampe makes the current money But wee must not be too frequent WIth
the mmt, every day coyrung Nor fetch words from the extreme and ut-
most ages, SInce the cluefe vertue of a style IS persplcultle, and nothing so
vinous In It, as to need an Interpreter Words borrow'd of Annquiry, doe
lend a kind of Majesty to style, and are not WIthout their delight some-
nmes For they have the Authority of yeares, and out of their mterrrussron
doe win to themselves a kind of grace-like newnesse But the eldest of the
present, and newest of the past Language IS the best For what was the
ancient Language, which some men so doate upon, but the ancient Cus-
tome) Yet when I name Custome, I understand not the vulgar Custome
For that were a precept no lesse dangerous to Language, then hfe, If wee
should speake or hve after the manners of the vulgar But that I call ens...
tome of speech, which IS the consent of the Learned, as Custome of hfe,
which IS the consent of the good

Jonson discusses at some length, In TImber, the rnents and appropri-
ate uses of different lands of prose style, and here again his Interest In
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practical craftsmanship IS paramount He points out, for example, that
an elevated style IS appropriately "high and lofty" when "declaring
excellent matter," but "becomes vast and tumorous" when "speaking
of petty and mferiour things" And he gives a charactensncally homely
Illustration "Would you not laugh, to meet a great Counsellor of state
In a flat cap, WIth his trunck hose, and a hobby-horse Cloake, lus
Gloves under hIS girdle, and yond Haberdasher In a velvet Gowne,
furr'd WIth sables?" He adds "There IS a certame latitude In these
thmgs, by which we find the degrees"

After hIS diSCUSSIonof prose style, he proceeds to poetry, begmnmg
WIth a defirunon of a poet which, hke Sidney's, reminds us that the
Greeks called hun 1rO'f}T~~, a maker, and then gOIng on to ask "What
meane you by a Poeme?" He rephes

A Poe111e ISnot alone any worke, or compOSItIon of the Poets In many, or
few verses, but even one alone verse sometimes makes a perfect Poeme As,
when Aeneas hangs up, and consecrates the Armes of A bas, WIth this
InSCrIptIOn,

Aeneas bacc de Danass vtctortbus arma

[These arms Aeneas (places here), taken
from the conquenng Greeks]

...Ar-d calls It a Poe111e, or Carmen

BLT1, lIO\\ DIl<FrR~ A por'\ll< }o noxt ,\ H ~T \VI<~ CALL POLSY~

A Poc111e, as I have told you IS the worke of the Poet, the end, and fruit
of Ius labour, and studye Poesy I~ his skill, or Crafte of making the very
FIction It selfc, the reason, or forme of the worke And these three voices
differ, as the thmg done, the doing, and the doer, the thmg fain'd, the
fairung, and the farner so the Poeme, the Poesy, and the Poet Now, the
Poesy 1~ the habit, or the Art nay, rather the Queene of Arts which had
her Origmall from heaven, received thence from the' Ebreuies, and had In
pnnle esnmanon With the Greeks, transmitted to the Latmes, and all Na-
tions, that profess'd Civihry

Theorencal remarks of this kind, which show Jonson following the
conventional notions of hIS age, do not call forth his charactensnc

_ powers, and he hastens on to discuss the requrrements of a good poet.
N
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He has made a distmcnon between a poem and poetry, but It has not
the significance of the same disnncnon made by Colendge two hun-
dred years later (and discussed In chapter 6) The poem IS the product
of the poet's labor, while poetry lS the kind of skill involved Both
definitions are turned toward pracncal cnncism, and It ISWIth evident
relief that Jonson goes on to describe the quahnes needed In a suc-
cessful poet

FIrst, wee requIre In our Poet, or maker, a goodnes of naturall WIt

For, whereas all other Arts consist of Doctnne, and Precepts the Poet
must bee able by nature, and msnnct, to powre out the Treasure of hIS
rmnde To this perfection of Nature In our Poet, wee requIre
Exercise of those parts, and frequent If ius Wit WIll not arrive soddamly
at the digrune of the Ancients, let him not yet fall out with It, quarrell, or
be over hastily Angry offer, to turne It away from Study, In a humor,
but come to It agalne upon better cogItatIon, try an other time, with labour

And on he goes, to discuss, with many examples from classical
wnters, the lffiportance of care and revision This ISpractical cnncism
In rather a different sense from that In which we use the tern when we
refer to the evaluation of individual works, but It denves from the same
habit of rrund as that which turns most readily to the assessment of
works of literature and IS less happy In plulosophical dISCUSSionof ItS
nature Of course, there are many critics who have excelled In both
(Coleridge, for example), but this need not prevent us from consider-
mg the varIOUS phases of practical criticism as constituting not only
cnncism of a different kind from that represented by the philosophical
InquIry discussed In Part One but also as lmked ITIOredirectly to the
contemporary Iiterary scene, as more Involved in the different kinds of
practIce gOIng on In the literary world

Dryden

Jonson, WIth hIS neo-classic temper, his concern for craftsmanship and
polish, and hIS sense of Involvement In the literary scene of his day,
foreshadows In some respects both Dryden and Pope HIS criticism,
however, was sketchy and relatively small In q'WntIty Dryden, With
a more diverse literary tradition behind him and a much greater cnn-
cal output, remams the true father of English practical cnncism Wlule
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shanng Jonson's admiration for the classical achievement, he was sensi-
ave to changes In contemporary taste and eager to exploit the potentI-
ahnes of new movements In the great debate between those who
claimed that the finest writers of Greece and Rome transcended any
possible modern achievement and those who believed, on the other
hand, that literature, like the other arts and SCiences, could progress
beyond anythmg attainable by the ancient world-the controversy was
generally known as the debate between the Ancients and the Moderns
-Dryden took no extreme POSitIon, but on the whole argued moder-
ately and tolerantly on the Side of the Moderns He was more Inter-
ested In a work's being good of ItS kind than In its conformity to any
preconceived theories about good art HIS own changing tastes and
Interests helped to make him responsive to different kinds of literary
skill and of artistic conventions, thus giVIng him that prImary quaWi-
canon of the good practical crinc=the abihry to read the work under
consideranon With full and sympathetic understanding

Dryden's Essay on Dramatic Poeste, from which, In Part One, we
quoted Dryden'S definition of a play, IS a dialogue between \four peo-
ple about the respect I" e menrs of ancient drama, modern '(Restora-
non) drama, seventeenth century French neo-classic drama, and the
drama of "the last age" (the age of Shakespeare) The very fact that
Dryden cast It Into the form of a dialogue, where different people,
each representing a different pOint of vlcw,_were allowed their full say,
ISevidence of hIS tolerant and InquIring nlI~ And though, as we have
seen, theoretical matters are discussed In this dlalogue.{ilie center of In-
terest lies In the pr acncal ql1e'ition of which playwrights produce bet-
ter plays All four debaters are agreed on the defirunon of a play
quoted carher ("A Just and lively Inlage of human nature, representing
ItS passions and humours, and the changes of fortune to which It IS
subject, for the dehght and Instruction of mankind") they are chiefly
Interested In the quahnes of craftsmanship which make one play better
than another, In the means, that IS,by which the end, concerning which
all are In agreenlent, ISachieved Crites (the characters, who represent
real people, are all given classical names Dryden himself IS Neander)
begins by defending the ancients=the Greek and Latin dramansts=on
the grounds that they "have been faithful Imitators and wise observers
of that Nature which IS so torn and ill represented In our plays, they
have handed to us a perfect resemblance of her, which we, hke all
copiers, neglecting to look on, have rendered monstrous and dis-
.figured.'~ature" here means, of course, human nature, not natural
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scenery Crites IS maintaining that classical drama IS more convincing
as representation of human nature than IS modern drama.

The dramatic "umties"

It 1S only after havmg made this pOint that he proceeds to talk about
rules and the urunes

I must remember you, that all the rules by which we practise the
Drama at this day, (either such as relate to the Justness and symmetry of
the plot, or the episodical ornaments, such as descriptions, narrations, and
other beauties, which are not essennal to the play,) were delivered to us
from the observations which Aristotle made, of those poets, WhICh either
hved before lum, or were hIS contemporarIes we have added nothing of
our own, except that we have the confidence to say our Wit IS better, of
which none boast In this our age, but such as understand not theirs Of
that book which Aristotle has left us, 1rf:P' T~~ IloL17Tuc~~, Horace lus Art of
Poetry IS an excellent comment, and, I believe, restores to us that Second
Book of Ius concerning Comedy, which IS wanbng In him

Out of these two have been extracted the famous Rules, which the
French call Des TrOIS Urutez, or, the Three Urunes, which ought to be
observed In every regular play, namely, of TIme, Place, and Action

The Unity of TIme they comprehend In twenty-four hours, the com-
pass of a natural day, or as near as It can be contrived, and the reason of It
IS ObVIOUSto every one,-that the time of the feIgned action, or fable of the
play, should be proportioned as near as can be to the duranon of that nrne
In which It IS represented, SInce therefore, all plays are acted on the theatre
In a space of orne much Within the compass of twenty-four hours, that
play IS to be thought the nearest mutanon of nature, whose plot or action
IS confined wirhm that nrne, and, by the same rule which ~oncludes this
general proportion of nme, It follows, that all the parts of It are to be
equally subdivided, as namely, that one act take not up the supposed time
of half a day, which IS out of proportIon to the rest, since the other four
are then to be straitened withm the compass of the remainmg half for It IS
unnatural that one act, which being spoke or written 15 not longer than the
rest, should be supposed longer by the audience, 'ns therefore the poet's
duty, to take care that no act should be Imagined to exceed the nme In
which It IS represented on the stage, and that the Intervals and mequahnes
of nme be supposed to fall out between the acts
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We need not here argue the historical questIon whether any such
VIew was, In fact, unphcit In Aristotle's Poetics or pause to explain how
the cnncs of the Renaissance Interpreted Anstotle's descripnve re-
marks about dramatic practice In hIS day as jusnfymg the extraction
of these rules about the three urnnes (the only unity that was critically
ll11portant for Aristotle was that of action the play had to hang to-
gether properly) The Interest of this passage, regardless of the luston-
cal correctness of Its appeal to Aristotle, hes In Its assumptIon that
human nature can be most adequately represented on the stage when
the tIn1Cwhich elapses during the actual performance corresponds most
closely to the length of nme wluch that action could be supposed to
take In real hfe The questIon, In fact, concerns the nature of the dra-
mane illusion But before pursuing the implications for practical
crItICISm of the VIew of dramatic illusion suggested here, let us allow
Crites to conclude hIS dISCUSSIonof the Unities as allegedly practiced
by the Ancients

For the second Unity, \\-hich IS that of Place, the Ancients meant by It,
that the scene ought to be continued through the play, In the same place
\\-here It \\-as laid In the begmnmg for the stage on which It IS represented
being but one and the same place, It 15 unnatural to conceive It many,
and those far distant from one another I will not deny but, by the
vananon of painted scenes, the fancy, which In these cases WIll contrib-
ute to Its own deceit, may sometimes imagine It several places, with some
appeal ance of probabihtv, yet It snll carries the greater hkehhood of truth,
If those places be supposed <)0 near each other, as In the same town or CIty,
which nlay all be comprehended under the 11rger dcnornmanon of one
place, for a greater distance will bear no proportion to the shortness of
tune which IS allotted In the actIng, to pass from one of them to another,
for the observation of this, next to the Ancients, the French are to be most
commended They ne themselves so strictly to the Umry of Place, that you
never see In any of their plays, a scene changed In the middle of an act, If
the act begms In a garden, a street, or a chamber, 'ns ended In the same
place, and that you nlay know It to be the same, the stage IS so supplied
with persons, that It IS never enlptv all the time he that enters second, has
'iusmess with hun who was on before, and before the second qUIts the
stage, a third appears who has busmess with him This Corneille calls la
luason des scenes, the continuity or JOInIng of the scenes, and 'tIS a good
mark of a well-contrived play, when all the persons are known to each
other, and everyone of them has some affairs WIth all the rest
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Here again, the question at Issue concerns the nature of the dra-

mane illusion, the conditions under which we can achieve what Cole-
ridge called "that willmg suspension of disbelief for the moment, which
constitutes poetic faith " And again the view put forward by Crites
18 the strict neo-classic positIon that the less call on the audience's
lDlaglnatlon IS made In moving people from place to place on the stage,
the more persuasive and sansfymg the play will be (Which ISto say
that we would take more pleasure In a play which showed us the hero
moving, between the first and second acts, from Cambridge to London
than one which showed him moving from Cambridge to Inverness,
while a play where he moved from Carnbndge to Bury St Edmunds,
would be better still, and even better if' he only moved to Huntmgdon )
Crites continues

As for the third Unity, which IS that of Action, the Ancients meant no
other by It than what the logicians do by their finis, the end or scope of
any action, that which ISthe first In mtennon, and last In execution, now
the poet ISto aim at one great and complete action, to the carryIng on of
which all tlungs In his play, even the very obstacles, are to be subservient,
and the reason of this ISas evident as any of the former

For two actions, equally laboured and dnven on by the writer, would
destroy the unIty of the poem It would be no longer one play, but two
not but that there may be many acnons In a play, as Ben Johnson has ob-
served In lus Dtscovenes, but they must be all subservient to the great one,
which our language happily expresses In the name of under-plots

If by these rules (to omit many other drawn from the precepts and
practIce of the Ancients) we should Judge our modern plays, 'tIS probable
that few of them would endure the trial that which should be the business
of a day, takes up In SOIneof them an age, Instead of one action, they are
the epItonles of a man's hfe, and for one spot of ground (wluch the stage
should represent) we are sometimes In more countnes than the map can
show us

The third unIty, that of action, goes beyond the questIon of VISual
illusion to touch the much more fundamental matter of the nature of
esthenc uruty-a matter on which both Aristotle and Coleridge, as we
saw In Part One-had cogent pOints to make But the objection that
a play which presents action which could not be Imagined as happen-
Ing m real hfe In the hrrnted nme and space which actual performance
In the theater must conform to 18 necessarily weaker and less well con-



The Establubment of a Crtucal Scene 187

structed than a play wluch Ignores the physical boundaries of the
theater ISsurely based on a misunderstanding of the nature of conven-
non In art It IS true that even the greatest dramatists have been aware
of discrepancies that may exist between the physical realines of stage
performance and the imagmed action we remember Shakespeare's
prologue to Henry V

But pardon, gentles all,
The flat unraised spints that hath dar'd
On this unworthy scaffold to bnng forth
So great an object Cm dye; cockpit hold
The \ asty fields of I·r111<..l.' Or 111ay w c cram
Wirhm tlus wooden 0 the \ cry CJ\qucs
Th-it did affnght the air 'It Agmcourt?
0, pardon' since a crooked figure rmv
Attest 111 hrtle place a rrulhon,
And Itt U~,ciphers to this gre lt aCColupt,
On your Itlllginary fOl cr s \\ ork

lnntatton and conuention

The II11pCtuous romantic cnnc I~ hahle to C'\ctU111"Of course let us usc
our lI11aglnatl0n, does not (Ill art dept no on the lI11,lgInatlon ~" and dIS-
nuss the whole question But there IS more to It than that The poet
must provide, and the audience must accept, conventions Within which
the irnagmatrvc expanSIon can tale place People do not normally smg
when conversing, yet they do so In opefa, and we accept It 111opera by
acceptIng the operatIC convention (If we fall to accept the conven-
tion, as Tolstoy did in hIS famous dcnsrve descnpnon of a Wagnerian
opera, the performance may appear utterly ludicrous to us) No In-
dividual poet can himself create all hIS own conventions, fOf conven-
nons must be based on some degree of public assent, yet he must bring
them alive In his own way, or they remain mere conventions and not
means of bnngmg Imaginative life and scope to a necessarily hm-
ired work

Dryden was very much aware of all this, and In the subsequent
development of the dialogue he touches on the whole questIon of the
nature of the dramatic illusion and Its relation to dramatic convention
m many Indirect ways, and he also discusses, toward the end of the
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dialogue, the questIon of rhymed tragedies, and the defense of rhyme
In tragedy Involves Neander In some discussion of the relation between
convention and realism, between Art and Nature For there IS a para-
dox at the heart of any mutative theory of the arts (as Dryden's theory
was) for A to mutate B, A must be distinct and different from B If A
and B \vere Identical there would be no pOInt In one irmtanng or repre-
senting the other Art and Nature are different, but Art mutates or
represents Nature m some sense If a sculptor were chiselmg out a
statue, with hIS model OppOSIte him, and with every stroke made hIS
pIece of stone more and more hke the model whom he was nTIltatlng,
would It be the perfection of art or the frustration of art If at the
moment of the last stroke the statue suddenly turned Into the actual
model? Such a questIon illustrates the paradox Inwluch an mutative or
representational theory of the arts is mvolv cd

Let us for the moment skip part of the dialogue to set what Dryden
does with this question when he comes face to face with It 111 his de-
fense of rhyme In tragedy

It has been formerly urged by you, -md confessed by me, th-it since no
man spoke any kind of verse ex tempore, that which was nearest Nature
was to be preferred I answer you, therefore, by distmgurshmg betwixt
what l~ nearest to the nature of Comedy, which IS the mutanon of common
persons and ordinary speaking, and what 1~ nearest the naru re of a seriou-
play this last IS Indeed the representatIon of Nature, but 'ns Nature
wrought up to a hIgher pitch The plot, the characters, the wit, the pas-
sions, the descnpnons, are all exalted above the level of common converse,
as high as the rmaginanon of the poet can carry them, with proportIon to
vensirmhty Verse, 'tIS true, IS not the effect of sudden thought, but
this hinders not that sudden thought may be represented In verse, since
those thoughts are such as must be hIgher than Nature can raise them with-
out premeditation, especially to a continuance of them, even out of verse,
and consequently you cannot Imagine them to have been sudden either In
the poet or In the actors A play, as I have said, to be like Nature, IS to be
set above It, as statues \\I hich are placed on high are made greater than the
hfe, that they may descend to the sight In their Just proportIon

" "Tis Nature wrought up to a higher pitch " "A play, to be like
Nature, IS to be set above It " ThIS IS to suggest, though not to develop,
the role of convention In art and to raise, though imphcitly, the whole
questlon of stylizauon and the different degrees to which It ISapproprl-
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ate on different occasions The diction of MIlton's Paradise Lost, a
deliberately elevated poem Intended to convey In a grand, symbolic
manner SOBleof the profoundest truths about man and his place In the
universe, IS very properly more stylized than the diction of a modern
sannc poet cornrnentmg drily on some defects In contemporary civih-
zanon The movements and gestures of Greek actors on the Greek
stage were more formal and less realistic than the movements of actors
on the modern stage because the Greek theater, a large, open-air
amphitheater with an almost cosmic background and an atmosphere
of ritual, demanded a Iarger-than-hfe scale If the final lffipresslon was
to be convmcmg, "as statues which are placed on high are made greater
than the life, that they may descend to the sight In their Just propor-
tion " The degree of styhzanon In a Noel Coward comedy IS less than
In a tragedy of Sophocles-or at least of a very different kind-and
the result In each case IS the appropriate kind of illusion It IS therefore
uncnncal to talk of simple correspondence to the conditions of actual
life as constituting greater persua~lveness In the presentatIon Art ISnot
hfe, and If It were It could make no claim to illuminate hfe

Dr Jobnson on the "untttes"

But qUite apart from the Interesting questIon of art, convention, and
reality, and the relanon between the three, the charge brought by
Crites ag~llnst the dr.irm of hIS own day as compared with classical
drama could be refuted In a simple, robust argunlent A hundred years
after the ESS(lY of ]J1tlI11t1tlC Poesy Dr Johnson, In the preface to his
edition of Shakespeare, said the last word on the urunes of time
and place

The nCLe~Slty of observing the umties of time and place arises from the
supposed necessIty of m,lklng the drama Cl edible The cnncks hold It im-
possible, that an acnon of months or years can be possibly believed to pac;s
In three hours, or that the spectator can suppose himself to Sit In the
the-itre, while ambassadors go and return between distant kings, while
armies arc levied and towns besieged, while an exile wanders and returns,
or till he WhOOl they saw courung his mistress, shall lament the untimely
fall of his son The nnnd revolts from evident falsehood, and fiction loses
Its force when It departs from the resemblance of reality
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From the narrow hrrutanon of orne necessanly arises the contraction of
place The spectator, who knows that he saw the first act at Alexandria,
cannot suppose that he sees the next at Rome, at a distance to which not
the dragons of Medea could, In so short a orne, have transported him, he
knows with certainty that he has not changed hIS place, and he knows
that place cannot change Itself, that what was a house cannot become a
plain, that what was Thebes can never be Persepohs

Such IS the triumphant language with which a cnnck exults over the
nusery of an Irregular poet, and exults commonly without resistance or
reply It IS time therefore to tell him by the authoriry of Shakespeare, that
he assumes, as an unquestionable principle, a pOSItIOn,which, wlule hIS
breath IS forming It Into words, hIS understanding pronounces to be false
It IS false, that any representation IS rrnstaken for reality, that any dra-
manck fable In Its matenahty was ever credible, or, for a Single moment,
was ever credited

The objection ansing from the rrnpossibrhry of passIng the first hour at
Alexandria, and the next at R01ne, supposes, that when the play opens, the
spectator really Imagines lumself at Alexandria, and believes that hISwalk
to the theatre has been a voyage to Egypt, and that he hves In the days of
Antony and Cleopatra Surely he that Imagines thrs may Inlaglne more He
that can take the stage at one time for the palace of the Ptolemtes, may
take It In half an hour for the promontory of Acuum Delusion, If delusion
be adrrutted, has no certain hrmtanon, If the spectator can be once per-
suaded, that lus old acquaIntance are Alexander and Caesar, that a room
illurnmated with candles ISthe plain of Pbarsalia, or the bank of Grantcus,
he IS In a state of elevation beyond the reach of reason, or of truth, and
from the heights of empyrean poetry, may despise the ClrCl1m~{'f1ptIonsof
terrestrial nature There ISno reason why a mind thus wandering In extasy
should count the clock, or why an hour should not be a century In that
calenture of the brams that can make the stage a field

The truth 15, that the spectators are always In their senses, and know,
from the first act to the last, that the stage IS only a stage, and that the
players are only players They came to hear a certain number of hnes
recited with Just gesture and elegant modulation The lmes relate to some
action, and an action must be In some place, but the different actions that
compleat a story may be In places very remote from each other, and where
15 the absurdity of allowing that space to represent first Athens, and then
SIcIly, which was always known to be neither SICIly nor Athens, but a
modern theatre>
By SUpposItIon, as place ISIntroduced, time may be extended, the time

required by the fable elapses for the most part between the acts, for, of so
much of the acnon as IS represented, the real and poetical duration 15 the
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same If, In the first act, preparations for war against Mitbradates are rep-
resented to be made In R01ne, the event of the war may, without absurdity,
be represented, In the catastrophe, as happening In Pontus, we know that
there IS neither war, nor preparatIons for war, we know that we are neither
In Rome nor Pontus, that neither Mubradates nor Lucullus are before us
The drama exhrbrts successive mutations of successive actions, and why
nlay not the second mutation represent an action that happened years after
the first, If It be so connected with It, that nothmg but time can be supposed
to intervene> TIme IS, of all modes of existence, most obsequious to the
InlaglnatlOn, a lapse of years IS as easily conceived as a passage of hours In
contemplation we easily contract the time of real actions, and therefore
willmgly pcrnut It to be contracted when we only see their mutation

It WIll be asked, how the drama moves, If It ISnot credited It IScredited
with all the credit due to a drama It IS credited, whenever It moves, as a
Just picture of a real origmal, as representing to the auditor what he would
lumself feel, If he were to do or suffer what ISthere feigned to be suffered
or to be done The reflection that strikes the heart IS not, that the evils
before us are real evils, but that they are evils to which \ve ourselves may
be exposed If there be any fallacy, It IS not what we fancy the players, but
that we fancy ourselves unhappy for a moment, but we rather lament the
possrbihty than suppose the presence of misery, as a mother weeps over her
babe, when she remembers that death may take It from her The delight of
tragedy proceeds from our consciousness of fiction, If we thought murders
and treasons real, they would please no more

Imitations produce pain or pleasure, not because they are mistaken for
reahnes, but because thcy'bnng realines to rnmd

"I-Ie that Imagines this may nnagme more " This to the modern
reader IS the true argument against enforcing the unities of time and
place, and as far as It goes it ISunanswerable Yet we might add that It
IS the duty of the dr arnanst to provide the condinons under which the
imagmanon of lus audience can most properly operate Conventions
must be made proper usc of, and must be employed with tact and con-
SIstency, If they are to be accepted WIthout demur by even the most
educated audience To lTIIX lev eis of styhzanon=unless a dehberate
effect of Irony IS Intended-may be to make 1111aglnatlve acceptance
impossible The problem, here raised With reference to the drama,
IS not confined to plays, though the physical conditions of theatrical
representation provide a concrete and easily understood example
The controversy about the unities IS an extreme case of a kind of
difficulty concerning the relation between art and reality which any
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mutative or representational theory of the arts IS bound to run mto
sooner or later

The case for "progress" In luerature

But to return to Dryden after Crites has praised the ancient wnters
for more strictly observing the urunes In drama than the moderns
he goes on to maintain that "If we allow the Ancients to have con-
tnved well, we must acknowledge them to have wnt better"-that IS,

If their plots were good, their sty le was even better men another
member of t~ group, Eugeruus, takes up the defense M--the moderns
agamst Crites )

I have observed In your speech, that the former part of It 15 convmcmg
as to what the Moderns have profited by the rules of the Ancients, but In
the latter you are careful to conceal how much thay have excelled them,
we own all the helps we have from them, and want neither veneration nor
gratitude, while we acknowledge that to overcome them we must make
use of the advantages we have received from them but to these assistances
we have JOined our own Industry, for, had we sat down With a dull imIta-
non of them, we rmght then have lost somewhat of the old perfecnon, but
never acquired any that was new We draw not therefore after their lines,
but those of Nature, and havmg the hfe before us, besides the experIence
of all they knew, It 15 no wonder If we hit some airs and features which
they have missed

Were Eugeruus makes the simple but effective POtOt that If art 15

rej,resentatlonal, the arnst will profit more from keeping his eye on the
object to be represented than by looking only at prevIous representa-
tions, though of course he WIll be glad to get techrucal hmts from his
predecessors Eugernus also implies that the artist can build on the
achievements of hIS predecessors and that art can therefore progress
as the SCIences can The example of all who went before, together
WIth your own experIence and talent, can surely combme to produce
something more Impressive than has yet appeared \

ThIS 1S an mterestmg contention, and one that 'often made In our
tune (For example, the publisher of a popular story magazIne recently
made the remark that any competent journalist today can open a story
better than Walter Scott) We know that In the physical sciences a
man With much less genius than Sir Isaac Newton can, by standing on
Newton's shoulders, achieve msights and discoveries that were beyond
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Newton's ken But can we stand on Shakespeare's shoulders to produce
better plays' Does art progress In such a w ay that a mediocre talent
coming after a genIus can, by basing himself on the achievement of the
genius, achieve more than the geruus could' The nonon that It does-
which It surely requires little argument to demonstrate as fallacious-us
the typical error of those who supported the Modern side of the
Ancients-versus-Moderns controversy, Just as the notion that the Latin
and Greek claSSICSrepresented permanent and fixed standards of ab-
solute excellence which subsequent works could only approxlffiate was
the characterisnc error at the other extreme Dryden does not, In fact,
go very deeply Into this question of whether and, If they do, how the
arts progress-for they do progress In a sense and In certam areas-but
In the course of the dialogue he does allow It to come up more than
once He was more Interested In the differing potennalines of chang-
Ing literary conventions than In the abstract questIon of whether art
progresses In a straight hne, and If he sometimes seems almost to accept
himself the view which he puts Into the mouth of Eugeruus=as when
he has his characters agree that "the sweetness of English verse was
never understood or practised by our fathers" -It IS always With refer-
ence to certain very hrruted technical developments

Eugcruus' defense of the moderns also Includes the argument that
they really snck to the rules of the ancient wnters better than the
ancient writers do themselves, modern hrerature IS not defended here
because It IS freer and more ImagInative and constructs Its own forms
reb:&lldless of the practice of the classics, but because (as a result of
buildmg on classical experIence and on Independent observation of
"Nature") It observes such rules as that of the "urunes" more stnctly
than the classical writers did For, on this VIew, one of the funcnons
of the rules ISto systematize observation of reality and to provide tech-
nical hints on how reality, thus systematized, could be represented
In hterature-

Those Rules of old discover'd, not devis'd,
Are Nature still, but Nature mcthodiz'd,

as Pope was to write some fifty years later

Luerature and novelty

Eugeruus also attacks the classical writers for their use of threadbare
plots In drama
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It has already been judrciously observed by a late wnter, that In their
tragedies It was only some tale derived from Thebes or Troy, or at least
something that happened In those two ages, wluch was worn so thread-
bare by the pens of all the epIc poets, and even by tradition Itself of the
talkative Greekhngs, (as Ben Johnson calls them,) that before It came upon
the stage, It was already known to all the audience and the people, as soon
as ever they heard the name of Oedipus, knew as well as the poet, that he
had killed hIS father by a mistake, and committed Incest with his mother,
before the play, that they were now to hear of a great plague, an oracle,
and the ghost of Latus so that they sat with a yawning kind of expecta-
non, nll he was to come with hIS eyes pulled out, and speak a hundred or
two of verses In a tragIc tone, In complaint of his misfortunes But one
Oedipus, Hercules, or Medea, had been tolerable poor people, they scaped
not so good cheap, they had still the cbapon bouille set before them, till
their appetites were cloyed with the same dish, and, the novelty being
gone, the pleasure vanished, so that one main end of Dramatic Poesy In Its
defirunon, which was to cause delight, was of consequence destroyed

In their comedies, the Romans generally borrowed their plots from the
Greek poets, and theirs was commonly a little gIrl stolen or \\ andered
from her parents, brought back unknown to the same CIty, there got with
child by some lewd young fellow, who cheats hl~ father, and when
her nme comes, to cry Juno Lucma, fer opem ["Juno, goddc~') of child-
birth, brmg help"], one or other sees a httle box or c-ibinet which W3'i car-
ried away WIth her, and so dISCO\-ers her to her friends, If some god do not
prevent It, by coming down In a machine, and take the thanks of It to
himself

These are plots built after the Italian mode of houses, you see through
them all at once the characters are Indeed the mutanons of Nature, but so
narrow, as If they had mutated only an eye or hand, and did not dare to
venture on the Imes of a body

The first pOint made here IS one which ISwell worth some examina-
tion Can Interest be aroused In a play or story which deals With events
already known, In general outlme, to the public? Eugenius implies that
It cannot, and that a tragedy based on a known story can only produce
boredom In the audience We might note that If this IS true, It can be
charged agaInst Shakespeare almost as much as against the classical
dramatists Most of hIS plays were based on known plots The history
plays were bound, In general outhne, by the pattern of events as
known to Shakespeare's contemporaries Many of the others were
based on well-known stones, and even Hamlet was a rendering of an
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earlier play by another Elizabethan dramatist on the same subject No
one today would suggest that these facts meant that Shakespeare lacked
ongmahty or that Ius plays lacked Interest Indeed, there must be few
people who go to a performance of a Shakespeare play today who are
not farruliar with the play at least In some degree Would It not follow,
Indeed, If Eugeruus' assumption were correct, that we could never
enJoy the same play twice, for having seen It once we would know the
way the action unfolded and so would be bored at any subsequent
performance>

The place of the detectroe story

It IS a commonplace of cnncism that an old subject newly imagmed
can be every bit as exciting as a play or story where the plot IS wholly
original (If a wholly ongmal plot can ever really be produced), the
only kind of story wluch depends entirely for ItS effect on the reader's
not knowing beforehand anythmg of what happens IS the modern
detective story, where the sole Interest lies In the mystery of "who-
durut," and surprisIng turns of plot are appreciated, not as mcidenrs
deployed In such a \vay as to bring out subtle kinds of sigruficance that
can be more deeply appreciated at each subsequent reading, but SImply
as devices to keep the reader In suspense until the mystery IS solved
And I.,:lce the mystery IS solved the mood of suspense can never be
recaptured and the main Interest of the story has disappeared So that
a reader coming Into a lending library to borrow a detecnve story Will
rIghtly turn down one wluch he has read before, for such a book will
have no Interest for lum until he has forgotten It agaIn We can enJoy
a detective story a second tune once our ll1clllory of It has faded, but
few would claim that they would go to the theater a second time to
see Hamlet or Antony and Cleopan a only If they had been able to
forget,", hat they had seen the first An art which depends on fading
memory for Its second appreciatIon ISclearly In a very special category

That certain kmds of popular wrItIng, whose appeal IS hrnired en-
nrely to a, SImple kind of suspense, come Into rhis category will be
obVIOUSenough It Will be equally obVIOUS,on a moment's reflection,
that neither the Oedipus of Sophocles nor the H a1111et of Shakespeare
come Into It Both these plays could, of course, be regarded simply as
"whodunits," With Oedipus the great detective whO-In a surprise
ending to end all surprise endings-finally proves himself to have been
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the murderer, and Hamlet the amateur sleuth n ylng to find out
whether his uncle really did murder his father If these plays were both
detective dramas, much of their action and even more of their unagery
would be redundant the proper ending of Hamlet, for example,
would be In the scene immediately following the play-wirlun-a-play
scene, where Hamlet has lust satisfied himself of his uncle's glult and
the audience are now satisfied of It by overheanng hun admit It But
of course the Interest of these plays hes lese;In the detective side than
In the exploranon of a human situation In dramatic terms which the
dramatist's handhng of the story allows him to achieve This IS not, In
fact, a pOInt which Dryden has any of hIS characters make In reply to
Eugeruus, for Dryden, great CrItIC that he was, was too preoccupied
WIth what lus age called "the well made plot" to have spent much time
meditanng on the relation between plot and total sigmficance The
mamtammg of Interest by devices to achieve suspense, the provISion of
a consistently "nsmg" action, the progressive comphcanng of the
situanon unnl It IS neatly unraveled by a timely resolunon, the provI-
sion throughout of excitement and vanety=these were the cntena he
looked for when he himself CrItICIZed a play, as we shall see when we
look at hIS analysis of Ben Jonson's Silent lV 0111an The only reply to
Eugemus' charge lS that gIven Implicitly by L1SldclUS later on In the
dialogue, when he defends French neo-classic tragedy on the grounds
that Its plots "are always grounded upon some known history," WIth
the suggestion that this adds gravIty and Inlpressiveness to the acnon
Nobody In the dialogue relates the problem directly to Anstorle's dIS-
cussion of probability and possibihty and the relation of history
to poetry

The place of suspense

One must not deny that suspense IS lffiportant In a play like Oedipus
It IS Indeed of the very greatest Importance But one must distinguish
between the suspense generated by the play and seen In terms of the
play and suspense which ISgenulne \vorry on the part of the reader or
spectator We might refer again to Dr johnson on the urunes, and
stress the fact that we are dealing WIth an Imaginative experience here,
not WIth a senes of personal distresses suffered by each member of the
audience at the theater A properly developed work of art provides the
means to allow Its readers or spectators to partiCIpate in the hfe wluch
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It generates, to participate with a rich Imaginative fullness, to hve for
the tune being In the uruverse created by the work, so that, while prevI-
ous knowledge of the work can be profitably used to Increase percep-
tion and understanding It certainly cannot spoil appreciation by pre-
venting suspense or destroying mystery The simple appeal to
experience here-Is one's second VISIt to a play of this kind spoilt by
one's knowledge of the story, or does one appreciate the play less by
having read It beforehand--es conclusive

It 15 typical of Dryden as a cnnc=and part of hIS greatness-that If

he does not gIve all the answers, he docs raise, In one form or another,
almost all the great cnncal questlonc; ThIS questIon of the relation
between knowledge and suspef\se In a play so dependent on ironic
developments In the action as Oedipus 15 suggestive and many-sided,
and to explore It fully would mean to explore a great many artistic
problems Aristotle, It will be remembered, had said that plot was the
"soul" of a tragedy, but he did not mean by this that the mere excite-
ment of the mcidenrs was all that mattered Eugeruus, In attacking
ancient tragedy for basing Its plots on known myths, was mterpretlng
Anstotle's dictum too narrowly and urumagmanvely, and by InSisting
on novelty and surprise was illustrating how In the latter part of the
seventeenth century contrivance and IngenUIty had come to be looked
on as the most tmportant qualmes In a dramatist

Eugenics' strictures on Lann comedy are more justifiable, for here
he 15 I~Jt talkmg of a new treatment of an ancient myth, such as the
Greek tragedians produced, but of stock comic siruanons WIth stereo-
typed characters, used again and agam In very much the same way as
runeteenth century farce or melodrama used over and over again the
same kinds of Situation and the same stock characters

The question of comto reltej

~e third of the four characters in the dialogue, whom Dryden calls
't:s,delUs, now undertakes to prove that French neo-classic drama of
the seventeenth century 15 superior to all other the French keep the
classical rules better than the classical writers themselves did, then-
plots are single and unified, the development of the action well con-
trived, and the relation between exposition-speeches designed to give
the audience mformanon about what has happened before the play

o
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opens or what happens offstage-and acnon managed tactfully and
persuasively')

If the question had been stated who had wnt best, the French or
the Engltsh, forty years ago, I should have been of your opinion, and
adjudged the honour to our own nanon, but SInce that time we have
been so long together bad Englishmen, that we had not leisure to be good
poets Beaumont, Fletcher, and Johnson (who were only capable of bnng-
Ing us to that degree of perfection which we have) were Just then leaving
the world, as If (In an age of so much horror) WIt, and those milder studies
of humanity, had no farther business among us But the Muses, who ever
follow peace, went to plant In another country It was then that the great
Cardmal Richeheu began to take them Into hISprotectIon, and that, by lus
encouragement, Corneille, and some other Frenchmen, reformed their thea-
tre, which before was as much below ours, as It now surpasses It and the
rest of Europe But because Crites In hIS discourse for the Ancients has
prevented [anticipated] me, by touchmg upon many rules of the stage
which the Moderns have borrowed from them, I shall only, In short, de-
mand of you, whether you are not convinced that of all nations the French
have best observed them> [Lisiderus here talks about the urunes of time,
place, and action, and praIses the French plays for their conformity to the
two former] The Umty of Action In all plays ISyet more conspicu-
ous, for they do not burden them With underplots, as the Enghsh do
which 15 the reason why many scenes of our tragi-cornedies carryon a
design that 15 nothmg of km to the main plot, and that we see two distinct
webs In a play, hke those In tIl-wrought stuffs, and two acnons, that IS,

two plays, carried on together, to the confounding of the audience, who,
before they are warm In their concernments for one part, are diverted to
another, and by that means espouse the Interest of neither From hence
likewise It arises, that the one half of our actors are not known to the
other There ISno theatre In the world has any thmg so absurd as the
English tragi-comedy, 'tIS a drama of our own invention, and the fashion
of It ISenough to proclaim It so, here a course of rmrth, there another of
sadness and paSSion,a third of honour, and fourth a duel thus, In two hours
and a half, we run through all the fits of Bedlam The French affords you,
asmuch vanety on the same day, but they do It not so unseasonably, or mal a
propos as we our poets present you the play and the farce together, and
our stages still retain somewhat of the onginal civihty of the Red Bull
[where all kmds of crude farces as well as pnzefighnng and animal bait-
Ing took place] The end of tragedies or serIOUSplays, says Aristotle,
ISto beget admiration, compaSSion, or concernment, but are not rmrth and
compassion thmgs incompatible and 1S It not evident that the poet must of
necessity destroy the former by mterrrunghng of the latter' that IS,he must
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ruin the sole end and object of his tragedy, to Introduce somewhat that IS

forced In, and IS not of the body of It
,

Th15 15 to make a more serious pomt than to insist on the urunes of
tune and place, and m attacking the Enghsh=especially the Ehza ...
bethan=pracnce of mcludmg what we now call "comic relief" In
tragedies, and In general of mlXlng comic and tragic scenes together,
Lisideius IS raising the questIon not only of unIty of action but of
unity of tone More recent cnncs have justified the comic scenes In
many of Shakespeare's tragedies by showing how they relieve tension
where temporarily relief 15 necessary and how at the same time they
provide, as It were, a symbolic ColInterpointing to the main tragic
action which enriches ItS sigruficance and sets going new reverbera-
tions of mearung Yet, wlule few would question the Immense effec-
tiveness of such a scene as the knockmg at the gate m Macbeth, with
Its arrestmg movement from murder to casual, everyday bawdry and
Its fine counterpOIntIng of crISISand routine, there are, even In Shake-
speare, less justifiable pieces of comic business In the midst of tragedy,
while there IS very little of the comic element In the tragedies of
Shakespeare's contemporaries which can be properly defended as
dramatically appropriate "comic rehef " The Elizabethans did, Indeed,
overdo the "matchmg of hornpipes and funerals," as SIdney called It,
and Lrsideius has a pOInt when he complains of the lack of unIty of tone
In Enghsh drama VIolent and unnecessary slufts In tone can destroy
the power of a playas effectively as shifts In degree of styhzanon (from
a popular colloquial dicnon to formal blank verse, for example) or
mconsisrencies In convention (such as allowing the spoken poetry to
create the descnpnve setting m one part of the play and In another
relying entirely on painted scenery and lIghtIng effects) The ques-
non IS, of course, whether In a given case the sluft ISreally Violent and
unnecessary Modern poetic drama-notably In the work of T S Eliot
-uses dehberate shift from formal to colloquial speech In order to
achieve a certain kind of Irony or make one part of the work comment
obliquely on another, and Shakespeare moves from rapid prose to
formal blank verse more than once In Hamlet, to CIte only one ex-
ample But changes In tone, In degree of styhzanon, and In conven-
non, If they are to be Justified, must be done debberately and cun-
mngly In order to enrich the meaning of the work In a specific way, as
In the contrast InH enT] 1V between the grave and stately verse of the
political scenes and the rapid colloquial prose of the Falstaff scenes
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The throwing In of comic scenes, or scenes written In a different
Idiom, SImply In order to divert the audience, IS to mar the total effec-
nveness of the work, as Marlowe's Doctor Faustus IS marred by the
inclusion (probably not by lus hand) of scenes of crude clowning be-
tween the soaring poetic explorations of the state of Faustus' soul

These pOInts will be ObVIOUS enough, but are worth making In VIew
of the fact that It has long been the custom to regard all attack on tragi-
comedy or on comic scenes In tragedy as arISIng from InSenSitivity or
a pedantic apphcanon of the rules The fact IS that such mixtures are
dangerous In the hands of any but the real expert, and there are many
more examples In English literature of bad mixtures than of effective
ones For the reader to be Jarred out of the world which has been
created for hun through the spoken word operating withm a certain
convention, by a sudden change Into a qUIte different kind of atmos-
phere created by language used In a different kind of convennon, IS a
painful experIence unless that jarring 15 dehberately managed to shake
the audience or reader Into a new perception, as a cunningly placed
discord can throw new hght on the melodic hne In a pIece of nIUSlC

Lisideius, then, ISraising a serIOUSobjection, which reqUIres a profound
answer

Lisideius then goes on to pralse the French plays for being
"grounded upon some well known history" and the French dramatist
because "he so Interweaves truth WIth pleasing ficnon, that he put~ a
pleasing fallacy upon us, mends the IntrIgues of fate, and dispenses
WIth the severIty of history, to reward that VIrtue which has been ren-
dered to us there unfortunate" (ThIS argument IS remmiscent of Sid-
ney ) And then he goes on to what 15 Ius prmcipal reason for prefer-
rmg the French drama to English

Another tlung In which the French differ from us and from tl e Span-
iards, IS, that thev do not embarrass, or cumber themselves With toe much
plot, they only ;epresent so much of a story as will constitute one vhole
and great action sufficient for a play, we, who undertake more, do but
multiply adventures, which, not being produced from one another, as
effects from causes, but barely follow lng, constitute many actions In the
drama, and consequently make It many plays

But by pursuing close one argument, which IS not cloyed WIth many
turns, the French have gained more liberty for verse, In wluch they wn'e,
they have leisure to dwell on a subject which deserves It, and to represe.lt
the pas~lons (wluch we have acknowledged to be the poet's work), with-
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out being hurried from one thmg to another, as we are In the plays of
Calderon, which we have seen lately upon our theatres, under the name of
Spanish plots

But I return again to the French writers, who, as I have said, do not
burden themselves too much with plot, which has been reproached to them
by an mgentous person of our nation as a fault, for, he says, they commonly
make but one person considerable In a play, they dwell on him and his
concernments, wlule the rest of the persons are only subservient to set him
off If he Intends this by It, that there IS one person In the play who ISof
greater digruty than the rest, he must tax, not only theirs, but those of the
Ancients, and which he would be loth to do, the best of ours, for It ISirn-
possible but that one person must be more con~plcuous In It than any
other, and consequently the greatest share In the action must devolve
on him

But, If he would have us to rrnagme, that In exalting one character the
rest of them are neglected, and that all of them have not some share or
other In the action of the play, I desire him to produce any of Corneille's
tragedies, w herein every person, like so lTI1nyservants In a well-governed
family, has not some employment, and who IS not necessary to the carryIng
on of the plot, or at least to your understanding of It

There are Indeed some protanck pcr~on~ [characters appearing only In
the opening part of the play J In the Ancients, w horn they make use of In
their plays, either to hear Of gIve the relation [the exposrnon ], but the
French aVOIdthis w ith great address, making their notions only to, Of by
such, who are In S0111e \\lay Interested III the main design And now I am
speaking of relations, I cannot tale a fitter opportunity to add this In
favour of the French, that they often use them \\ ith better Judgnlent and
more a propos th-in the English do Not that I commend narrations In
gcneral,-but there arc two sorts of them One, of those things which are
antecedent to the play, and are related to make the conduct of It more
clear to us But 'tl~ a fault to choose such subjects for the stage as will force
us on rh-ir rock, because w e see they are seldom hstened to by the audience,
and that I~nlany times the rum of the play, for, being once let pass WIthout
attention, the audience can never recover themselves to understand the
plot and Indeed It I~ somewhat unre-ivonable that they should be put to so
much trouble, as that, to comprehend what pa~ses In their slght, they must
have recourse to '" hat was done, perhaps, ten or t\\lenty years ago

LISldclUS IS making several IntereStIng pOints here "By purSUIng
close one argument, which IS not cloyed with nlany turns, the French
have gained more hberty for verse, In which they wnte " French neo-
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classic tragedy concentrates on the final moment of crISISand by con-
centranng all attennon on that crISISprovides scope for formal poetIc
speeches of declamation or analysl. The whole thmg ISdone In slow
motion, as It were, compared with \ Shakespearean tragedy, and the
spotlight IS fixed on the faces of the pnncipal actors as they twist and
turn In the emotional entanglements In which they have become m-
volved It IS not the development of character under the stress of a
whole senes of testing circumstances which Interests Corneille and
Racine, but rather the emotional struggles of powerful characters
finally trapped In some web of circumstance The pOIntmade by LISl-

deius ISprecisely that made by Lytton Strachey In hISessay on Racine,
written In 1908

The true jusnficanon for the urunes of time and place ISto be found
In the conception of drama as the history of a spmrual crisis=the VISion,
thrown up, as It were, by a bull's-eye lantern, of the final catastrophic
phases of a long senes of events Very different were the VIews of the
Elizabethan tragedians, who aimed at representlng not only the catastrophe,
but the whole development of circumstances of which It was the effect,
they traced, WIth elaborate and abounding detail, the rise, the growth, the
declme, and the nun of great causes and great persons, and the result was
a senes of masterpIeces unparalleled In the literature of the world But, for
good or evil, these methods have become obsolete, and to-day our drama
seems to be developing along totally different lmes It IS playing the part
more and more consistently, of the bull's-eye lantern, It IS concerned WIth
the crISIS,and, In proportIon as Its field IS narrowed and Its VISIonmtensi-
fied, the umnes of time and place come more and more completely Into
play Racine fixed the whole of hIS attennon upon the spiritual
crISIS,to him that alone was of lmporta~ce, and the conventional classicism
so dishearterung to the English reader-the 'unities,' the harangues, the
confidences, the absence of local colour, and the concealment of the
acnon=was no more than the machinery for enhancing the effect of the
Inner tragedy, and for doing away WIth every side issue and every chance
of distracnon HIS dramas must be read as one looks at an airy, dehcare
statue, supported by arnficial props, whose only Importance hes In th~
fact that Without them the statue Itself would break In pieces and fall to the
ground Approached In tlus lIght, even the 'salle du palais de Pyrrhus'
begins to have a meanmg We come to realise that, If It ISnothing else, It IS
at least the meenng-ground of great paSSIOns, the InVISIble framework
for one of those noble conflicts which 'make one htrle room an every-
where' It will show us no VIews, no spectacles, It will give us no sense
of atmosphere or of ImagInative romance, but It will allow us to be present
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at the climax of a tragedy, to follow the closmg struggle of l11ghdesnrues,
and to witness the final agony of hUIlsn hearts 1

Strachey ISputting In the terms'bf his own day the same arguments
that Lisideius was advancing In defense of French neo-classic tragedy
The only real difference between them IS that Strachey, having learned
from several centuries of cnncism and of change of taste, does not
plead the VIrtues of the French as reasons for tlunking the Enghsh,
"\\ho possess very different VIrtues, to be Inferior But Lisidcius IS a
character In a dialogue, and Dryden can make the different pOints of
VIew which he Introduces more clear-cut by having hIS characters for
the most part argue agaInst each ether

Tecbniques of exposuion

Lisideius' discussion of the French method of gIvIng the 'relation,'
or as we should call It, the eXpOSItIOn, the irunal mforrnanon the au-
dience must be gIven If It IS to understand the openIng of the action,
shows hIS aw areness of a very real problem How IS thc dramatist to
put Ius audience In possessIon of the necessary Introductory facts \\ irh-
out holding up the play by some tedious Introductory speech or a
pIece of openIng dialogue In wluch t\VO characrcrs tell each other what
both know In order to inform the audience? Lite Victonan comedy
used such devices as the housemaid coming Into the enlpty room to
dust as soon as the curtain rose, and talking to herself about the various
members of the family and their problems Dramatists have used pro-
logues of different kinds, and many other devices one of the most
Interc<;tlng aspects of the marunng of Shakespeare's art IS the mcreas-
Ing skill WIth which he manages to convey the neces~ary Introductory
mforrnanon Within the unfolding of ~the dramanc action But even
In his later plays, Shakespeare IS sometimes careless about eXpOSitIon,
Prospero's long talk to Miranda In the second scene of Tbe Tempest,
and hIS subsequent rehearsal of Anel's early history by way of punish-
ment for Ariel's Impatience, are not the happiest evposinonal devices
EXPOSitIon IS most effective when nobody IS aware that It ISeXpOSition
-as In Hamlet or Othello-or where revelation of past mcidents be-
comes Itself an Important part of the developing plot, as In Sophocles'
Oedipus or, In a somewhat different \\ray, 10 Ibsen's Ghosts, or again In

1Lytton Srrachey, Books and Characters, '922 Reprinted by permISSIon of Har-
court, Brace and Company, Inc and of Chatto and Windus, Ltd
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H amlet, where the ghost's speech to the prInce lS both a high dramatic
moment and the revelation of a preceding event

Lisideius praIses the French technique of exposition because In
French tragedy the necessary mforrnanon IS given In the course of
dramatic conversation between pnncipal characters, not by means
of a special prologue or through the conversation of minor characters
Introduced solely for this purpose (Yet eXposItIon through a speech
of a mmor character Introduced for the purpose can, In expert hands,
he immensely effective, as In Philo's opening speech In Antony and
Cleopatra

Nay, but tlus dotage of our general's
O'er:flows the measure

where In one sentence we get a VIVIdImpressIon of what Antony was
In Rome and what he has become In Egypt) On the whole Lisideius IS
right the French neo-classic dramatists tended to be more careful
about exposmon than the Ehzabethans, for the diversity and rapidity
of Elizabethan drama made It easier for them to slip In an extra scene
for purely exposinonal purposes

But there IS another kind of eXposItIon, Lisideius proceeds to say,
'VhICh concerns not the presentatIon of events which happened before
the opening of the action of the play, but of events which happen dur-
Ing the play-offstage

But there IS another sort of relations, that IS, of thmgs happening In the
action of the play, and supposed to be done behind the scenes, and this
IS many times both convenient and beautiful, for by It the French avoid
the tumult which we are subject to -m England, by representIng duels,
battles, and the hke, which renders our stage too hke the theatres where
they fight prizes For what IS more ridiculous than to represent an army
WIth a drum and five men behind It, all which the hero of the other Side
15 to drive In before him, or to see a duel fought and one slam With two
or three thrusts of the foils, which we know are so blunted, that we might
gIve an hour to kill another In good earnest WIth them

I have observed that In all our tragedies, the audience cannot forbear
lauglung when the actors are to die, It IS the most comic part of the
whole play All passions may be hvely represented on the stage, If to the
well-wnnng of them the actor supplies a good commanded VOice, and
hmbs that move easily, and without stiffness, but there are many actions
which can never be mutated to a Just height dying especially IS a tlung
wluch none hut a Roman gladiator could naturally perform on the stage,
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when he did not Imitate or reprec;ent, but naturally do It, and therefore
It l~ better to Ol111t the representation of It

The words of a good writer, which describe It lively, Will make a deeper
ImpressIon of behef In us than all the actor can persuade us to, when he
seems to fall dead before us, as a poet in the descnpnon of a beautiful
garden, or a meadow, WIll please our lmaglnatlon more than the place
Itself can please our SIght When we see death represented, we are con-
vinced It IS but fiction, but when we hear It related, our eyes, the strongest
Witnesses, are wantIng, which might have undeceived us, and we are all
willmg to favour the sleight, when the poet does not too grossly Impose
on us They therefore who Imagine these relanons would make no con-
cernment In the audience, are deceived, by confounding them wirh the
other, which are of thmgs antecedent to the play those r the expo~ltIon
of events antecedent to the play] are made often In cold blood, as I may
say to the audience, but these are warmed WIth our concernments, which
were before aw akened In the play The soul, being already moved
WIth the characters and fortunes of those Imaginary perc;;ons, continues
gOlng of ItS own accord, and we are no more weary to hear what becomes
of them when they are not on the stage, than we are to listen to the news
of an absent mistress But It IS objected, that If one part of the play may
be related, then why not all? I answer, some parts of the action are more
fit to be represented, some to be related Corneille says judiciously, that
the poet 1~ not obliged to expose to view all particular actions which
conduce to the pnncipal he ought to selec...tsuch of them to be seen, which
Will appear With the greatest beauty, either by the magrnficence of the
show, or the vehemence of passions which they produce, or some other
~.:harm which they have In them, and let the rest arrive to the audience by
narration 'TIS a great mistake In us to believe the French present no part
of the action on the stage, every alteranon 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,
as If the paintIng of the hero's mmd were not more properly the poet's
work than the strength of his body

The last remark of LISldelUShere-that drama ISmore properly con-
cerned WIth Internal acnon than WIth mere external physical actlon-
IS,of course, true, and would have been adrmrred as readily by Shake-
speare as by Cornetlle But the Elizabethans preferred to symbolize
the Inner action by appropriate outward action, to find In terms of
the outward action what T S Eliot, In another connection, has called
the "objective correlative" of the inward development ThIS ISa dif-
ference In dramanc convention, not between the good and the bad,
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and once again the argument put forward by Lisideius really con-
cerns differences between conventions The showing of violent action
of the stage, the bnngmg on of a few armed men to represent an arlny
-the kind of thing that Shakespeare does In such profusion In the
third act of Antony and Cleopatra=wss perfectly approprIate on the
Elizabethan stage, where the setting was symbolic rather than reahsnc
and the audience understood It to be so, but less so on the plcture-
frame stage which carne In at the Restoration and which Lisideius has
In mind VIolent acnon was equally InapproprIate on the Greek stage,
for the very different reason that the formal and ntuahsnc movement
of Greek acnng made It impossible to do acts of violence convmcmgly,
even at the symbolic level, and so the convention In Greek drama came
to be that all such violent actions took place offstage and was an-
nounced by a messenger, whose speech 'vas often remarkable for de-
tailed descnpnve VIrtUOSIty The French neo-classic dramansts fol-
lowed tlus 1110de,and thus developed their own kind of VIrtUOSIty In
descnpnon of offstage occurrences It was because In the late seven-
teenth century critics were begmrung to forget the conventions of the
Elizabethan stage that devices approprIate to that stage were thought
to be unconVInCIng It has been left to modern crItICS to re-Interpret
Shakespeare's theatncal devices In the hght of the conventions of hIS
own stage and In doing so to bring out beauties and kinds of effective-
ness that had been rmsscd for almost three centuries Granville-Barker's
Prefaces to Shakespeare achieve precisely tlus

Dramatic conuenttons

The questIons raised by Lisideius, therefore, In hIS defense of French
neo-classic drama, can only be adequately solved through a proper
awareness of diffenng dramatic and theatrical conventions and the
devices approprIate to each CrItICS always tend to assume that the
conventions of their own day, or the ones to which they are most
accustomed, are more "real" or more "natural," Just as most theater-
goers today probably believe that It IS more "real" to see action pre-
sented In a room from which the fourth wall has been miraculously re-
moved than to have It done on the platform stage of the Ehzabethans
with no attempt to gIve a preCIse VIsual location to every scene and
with much more fiuidity and symbolic scope In the movements of
the actors In fact, of course, neither convention IS more "real" than
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the other All we can demand IS that the convention should be ef-
fectively used There IS no hrrut to the demands that can be made on
the unaginanon=as Dr Johnson claimed In the passage from which
we quoted-provided that the demands are made with proper tact So
Lisideius' pOint that "the words of a good writer will make a
deeper ImpressIon In us than all the actor can persuade us to, when he
seems to fall dead before us" IS true enough withm the conventions
of the Greek or the neo-classic stage, but on the Ehzabethan and In
considerable degree on the modern stage physical action can supple-
ment speech and symbolically portray Its meaning If dramanst, actors,
and producer all show their approprIate skills In brmgmg together
defenders of different dramanc modes In tlus dialogue, Dryden IS

obliquely callIng attention to the place of convention In art

Dryden and Johnson on tragi-comedy

r Dryden himself, In the person of Neander, answers Lrsideius' argu-
-ruents In favor of French neo-classic drama ag,unst the Enghsh He
grants "that the French contrive their plots more regularly, and ob-
serve the laws of comedy, and deCOrUI11of the stage WIth more
exactness than the EnglIsh," and also admits that there are "irregulan-
ties" In El1ghsh plays lacking In the French, but he believes that
"neither bur faults nor their virtues are considerable enough to place
them above us" He renunds Lrsidcius that the defirunon of a play
to which they all previously agreed contained the phrase "livety urn-
tanon of Nature," and rnaintams that e\.cess~ "regularIty and formal-
Ity destroy the necessary hvelmess In a plar/We might add at this
pOInt that almost everything said In this dialogue about plays applies,
though not always In qUite the same way, to other hterary ways of
handlmg a story, especiallv the novel The problem of eXpOSItion IS,
In Its own way, qUlte as acute for the novehst as for the dramatist, as
IS also the problem of convention and the question of the relation
between events presented and events talked about) As for "the mm-
glIng of rmrth WIth serious plot," Neander does not condemn this In
Itself, though he condemns the way It ISoften done He goes on

He tells us, we cannot so speedily recollect ourselves after a scene of great
passion and concernment, as to pass to another of mirth and humour, and
to enJoy It WIth any relish but why should he Imagine the soul of man
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more heavy than hIS senses> Does not the eye pass from an unpleasant
object to a pleasant In a much shorter time than IS required to this> and
does not the unpleasantness of the first command the beauty of the latter>
The old rule of logic might have convinced him, that contraries, when
placed near, set off each other A connnued graVIty keeps the spirit too
much bent, we must refresh It sometimes, as we bait In a Journey, that
we may go on with greater ease A scene of mirth, rmxed with tragedy,
has the same effect upon us which our music has between the acts, and
that we find a relief to us from the best plots and language of the stage,
If the discourses have been long I must therefore have stronger arguments,
ere I am convinced that conlpasslon and mirth In the same subject destroy
each other, and In the mean tune cannot but conclude, to the honour of our
nation, that we have Invented, Increased, and perfected a more pleasant
way of wrmng for the stage, than was ever known to the ancients or
moderns of any nation, which IS tragi-comedy

"Why should he ImagIne the soul of man more heavy than hIS
senses?" Tlus sentence IS worthy to stand beside Dr Johnson's later
"He that imagmes tlus rnay imagine more" as a sturdy assertion of the
rights of the ImagInatIon, and Dryden IS here defending tragi-comedy
on similar grounds to those on which Dr Johnson defended Shake-
speare for not paying attention to the urunes of time and place But
Dryden has a second pOInt "contraries, when placed near, set off each
other" This IS perhaps a rudimentary nonon of "comic rehef," and
Indeed Dryden uses the word "rehef" a few lmes farther on It IS,

however, only the barest sketch of a theory of comic relief, for hp docs
not proceed to diSCUSSthe conditions under which corrnc scenes In
tragedy can enhance rather than destroy the total tragic effect Comic
relief lS surely more than the equivalent of mcidental music between
the acts, properly used, It IS an Integral part of the action and meaning
of the play

We might put Dryden's defense of rragi-cornedy beside that which
Dr Johnson was to Include In his preface to hIS edmon of Shakespeare
After pOintIng out that the disnncnon between tragedy and comedy
arose from the accidental fact that some ancient dramatists chose as
their subject "the crimes of men, and some their absurdines," he shows
how the laws of each were deduced from ancient practice, and then he
proceeds

there IS always an appeal open from cnncism to nature The end of
wrItIng 15 to Instruct, the end of poetry IS to Instruct by pleasing That
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the mingled drama may convey all the Instruction of tragedy or comedy
cannot be denied, because It Includes both In Its alternanons of exhibmon
and approaches nearer ~han either to the appearance of life, by shewing
how great machmanons and slender designs may promote or obviate one
another, and the hIgh and the low co-operate In the general system by un-
avoidable concatenation

It IS objected, that by this change of scenes the paSSIons are Interrupted
In their progressIon, and that the principal event, being not advanced by a
due gradation of preparatory incidents, wants at last the power to move,
which constitutes the perfection of dramanck poetry ThIS reasoning IS
so speCIOUS,that It ISreceived as true even by those who In dally experience
feel It to he false The Interchanges of mingled scenes seldom fall to pro-
duce the Intended vicissitudes of passIon Fiction cannot move so much,
but that the attention may be easily transferred, and though It must be
allowed that pleasing melancholy be sometimes Interrupted by unwelcome
levitv, yet let It be considered hkewise, that melancholy IS often not pleas-
lng, and that the divturbance of one man may be the rehef of another, that
different auditors have different habitudes, and that, upon the whole, all
pleasure consists In varIety

Here Dr Johnson accepts Dryden's VIew of the pleasure to be de-
rived fr0111Interspersing tragIC scenes WIth comic, but makes also the
further pOInt that tragi-comedy IS justified because life IS hke that It
was on these grounds, It WIll be remembered, that Dryden defended
irregularig'es of the English drama In general agaInst the cold formality
of th~cI rench stage the Enghsh method gave a hvelier pIcture of
human nature In action We must remember that both Dryden and
Johnson held that the main function of imagmanve hterature was to
Instruct the reader In what human nature was really like by proper
representatIon of men In action, so that the "appeal from cnncism to
nature" was always available In other words, any study of technique
(which was the means of adequately presentIng "just and hvely images
of human nature") could be cut short by an appeal to the end, the rep-
rcsentanonal effectiveness of the whole ThIS ISmade clear by another
pa'isage In johnson's preface, dealmg WIth the same subject

Shakespeare's plays are not In the ngorous and cnncal sense either
tragedies or comedies, but compo"ltJons of a disnnct kmd, exhtbitmg the
real state of sublunarv nature, \VhICh partakes of good and evil, JOYand
sorrow, mingled with endless variety of proportIon and Innumerable modes
of combinanon, ~nd exprcCislng the course of the world, In which the loss
of one IS the gaIn of another, In which, at the same time, the reveller 15
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hasternng to his wine, and the mourner burying his dead, In which the
rnahgruty of one IS sornenrnes defeated by the frohck of another, and
many rruscluefs and many benefits are done and hindered without design

In the controversy between Lisideius and Neander we often get
the ImpressIon that Lisideius 15 so concerned WIth the means, WIth the
derails of techmque, that he tends to consider them an end In them-
selves, while Neander has a more flexible sense of the relation between
means and ends and glances from one to the other more readily LISl-

deius, however, IS In this respect more typical of the professional man
of letters, for the practICIng writer IS as a rule more concerned WIth
pracncal questIons of craftsmanship than WIth the ultimate questIon of
what It I~ all meant to achieve The free play between theory and
practice which we find In Dryden's cnncisrn IS one Sign of lus superIor-
Ity to the ordmary professional cnnc of hIS or any other time We
return again to the Essay on Dramatic Poeste

Vartety and order

(Neander next proceeds to defend the complexity of English plots
agamst the singleness of the French )

And this leads me to wonder w hy Ltsideius and many others should cry
up the barrenness of the French plots, above the varIety and CopIousness
of the English Their plots are SIngle, they catry on one design, which IS

pushed forward by all the actors, every scene In the play conrnbutmg and
moving towards It Our plays, besides the main design, have under-plots
or by-concernments, of less considerable persons and mtngues, which are
carried on WIth the monon of the rnam plot Ju~t as they say the orb
of the fixed stars, and those of the planets, though they have rnonons of
their own, are whirled about by the motion of the Pnmum Mobile, In
which they are contamed That smuhtude expresses much of the English
stage, for If contrary motions may be found In nature to agree, If a planet
can go east and west at the same time, one way by virtue of his own mo-
non, the other by the force of the FIrst Mover [an Image from the Ptole-
marc system of astronomy] It will not be difficult to rmagme how the
under-plot, whrch IS only different, not contrary to the great design, may
naturally be conducted along WIth It

Engenms has already shown us, from the confession of the French poets,
that the Unity of Action IS sufficiently preserved, If all the imperfect ac-
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nons of the play are conducting to the mam design, but when those petty
mtngues of a play are so III ordered, that they have no coherence with the
other, I must grant that; Lisideius has reason to tax that want of due con-
nexion, for co-ordinanon" In a play IS as dangerous and unnatural as In a
state In the mean time he must acknowledge, our variety, If well ordered,
will afford a greater pleasure to the audience

"Variety, If well ordered" IS what Dryden defends, and he shows
In this argument a full sense of the Importance of the one "unity" that
must be adhered to If a work of art IS to have Jny coherence and ef-
fecnvcness of design at all-the unity of action If subplots contribute
to and enlarge the meanIng of the rn.un plot, then they are to be wel-
comed, If they do not, then they are Justly condemned Dryden had
both a feelIng for form and a feelIng for color and richness, and he did
not make the mistake of SuppOSIng that one was mconsistent with the
other

He applies the same argument to the question of variety of char-
acters

There IS another part of Lisideius his discourse, In \\ hich he hac; rather
excused our neighbours, than commended them, that IC;, for airmng only
to make one per~on considerable In their plays 'TI" very true w hat he has
urged, that one character In all pl-iys, even w irhout the poet's care, 'VIn
have advantage of all the others, and that the design of the whole drama
will chierly depend on It But this hinders not that there may be more
shmmg characters In the play many person'i of a second magnitude, nay,
some so very ncar, so almost equal to the first, that greatness may be
opposed to greatness, and all the persons be made considerable, not only
by their quality, but their action [One rrught thmk of Brutus and CaSSIUS
In Shakespeare's [ulius Caesar] 'TIS evident that the more the persons are,
the greater will be the variety of the plot If then the parts ale managed so
regularly, that the beauty of the whole be kept entire, and that the varIety
become not a perplexed and confused mass of accidents, you WIll find It
mfirutely pleasing to be led In a labyrinth of design, w here you see some of
your way before you, yet discern not the end till you arrive at It

[§o long as the total design remains umfied, varIety of characters IS

a VIrtue In a play rather than a defccrlEverythlng depends on the
way the acnon IS handled, the events mJ5t be 50 bound together that
the spectator or reader IS led forward "In a labyrinth of design" With

2 Either "lack or' has been unmtennonally omitted here, or "co-ordination" 1S used
to mean rival orders acting simultaneously
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the interest and the su~pense maintained unnl the final resolution Dry-
den and his contemporaries were In the habit of comparing the plot of
a play with a "maze" laid out In a formal garden, which had a careful
and Intricate design, but which could only he seen hit by bit as a
person explored It The "well made play" -to use a favorite phrase of
the day-was laid out hke a well made garden In both there was sus-
pense as to what one was gOIng to see next, In both there were unex-
pectedness and varIety, yet both were ordered WIth meticulous care

Kinds of artificIalIty

Dryden then proceeds to take up Lisideius on the subject of "relations"
or eXpOSition, and after some discussion concludes that "If we are to
be blamed for showing too much of the action, the French are as
faulty for discovering too httle of It a mean betw rxt both should be
observed by every JUdICIOUSwriter, so as the audience may neither be
left unsansfied by not <teeIngwhat IS beautiful, or shocked by behold-
mg what IS either Incredible or undecent " He then goes on to pOInt
out that a "servile" observanon of the urnnes of nme and place and
other rules of that sort can result In "dearth of plot" and "narrowness
of imagmanon "

How many beautiful accidents might naturally happen In two or three
days, which cannot arrive WIth any probability In the compass of twerry-
four hours? There IS time to be allowed also for maturity of design, which,
amongst great and prudent persons, such as are often represented In
Tragedy, cannot, With any hkelihood qf truth, be brought to pass at so
short a warning Farther, by tying themselves stnctly to the Unity of
Place, and unbroken scenes, they are forced many times to omit some
beauties which cannot be shown where the act began, but might, If the
scene were Interrupted, and the stage cleared for the persons to enter In
another place, and therefore the French poets are often forced upon
absurdities, for If the act begins In a chamber, all the persons In the play
must have some business or other to come thither, or else they are not to
be shown that act, and sometimes their characters are very unfittmg to
appear there As, suppose It were the kmg's bed-chamber, yet the meanest
man In the tragedy must come and dispatch lus business there, rather than
In the lobby or courtyard (WhICh IS fitter for him), for fear the stage
should be cleared, and the scenes broken Many times they fall by It In a
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greater mconveruence, for they keep their scenes unbroken, and yet
change the place, as In one of their newest plays, where the act begms In the
street There a gentlemal'b IS to meet his friend, he sees him with his man,
coming out from his father's house, they talk together, and the first goes
out the second, who ISa lover, has made an appointment with hISmistress,
she appears at the window, and then we are to Imagine the scene hes under
It This gentleman IScalled away, and leaves hIS servant with Ius rmstress,
presently her father IS heard from within, the young lady IS afraid the
servlngman should be discovered, and thrusts lurn In through a door, which
ISsupposed to be her closet After this, the father enters to the daughter,
and now the scene ISIn a house, for he ISseeking from one room to another
for this poor Pluhpm, or French DIego, who ISheard from withm, drolhng
and breakmg many a miserable conceit upon hIS sad condinon In this
ridiculous manner the play goes on, the stage bemg never empty all the
while so that the street, the WIndow, the houses, and the closet, are made
to walk about, and the persons to stand still Now what, I beseech you, IS
more easy than to wnte a regular French play, or more difficult than wnte
an Irregular Enghsh one, like those of Fletcher, or of Shakespeare>

It IS a question of convention again Which arnficiahty do you pre-
fer that of having the same place on the stage represent now one place
and now a qUite different one, or the sticking to the unity of place
at the cost of the unreahnes noted above by Dryden? On either SIde
we rmght claim WIth Dr Johnson that "he who nnaglnes this may
Imagine more " The nnportant thmg IS that, whichever convention 15

emy}Qljcd, It should be employed skilfully and convincmgly
~eander concludes hIS defense of the English as against the French

plays by "boldly affirming" two things of the English drama

Wtrst. that we have many plays of ours as regular as any of theirs, and
\VhICh, besides, have more varIety of plot and characters, and secondly,
that In most of the Irregular plays of Shakespeare or Fletcher (for Ben
Johnson's are for the most part regular) there IS a more mascul!~e fancy
and greater spIrit In the wntlng, than there IS In any of the Frenc~ I could
produce, even In Shakespeare's and Fletcher's works, some plays which
are almost exactly formed, as The Merry JV,ves of WIndsor, and The
Scornful Lady but because (generally speaking) Shakespeare, who wnt
first, did not perfectly observe the laws of Comedy, and Fletcher, who
came nearer to perfection, yet through carelessness made many faults,
IWIll take the pattern of a perfect play from Ben Johnson, who was a care-
ful and learned observer of the dramatic laws, and from all Ius comedies I

p
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shall select The Silent Woman, of WhICh I shall make a short examen,
according to those rules which the French observe

Dryden on Shakespeare, Beaumont and
Fletcher, and Ben Jonson

..,/

Before he embarks on this "examen'I=wluch IS of particular Interest
as-the first sustained piece of detailed practical cnncisrn In Enghsh-
Neander IS asked by the others to give a general cnncal opinIon of
Shakespeare, of Beaumont and Fletcher (considered as a SIngle drama-
nst), and of Ben ]ons, He does so, in the following paragraphs

ITo begin, then, with Shakespeare He was the man who of all modern,
and perhaps ancient poets, had the largest and most comprehensive soul"
All the Images of Nature were still present to lum, and he drew them, not
labonously, but luckily, when he descnbes any thing, you more than see
It, you feel It too Those who accuse him to have wanted learning, gIve
him the greater commendation he was naturally learned, he needed not
the spectacles of books to read Nature, he looked Inwards, and found her
there I cannot say he IS everywhere alike, were he so, I should do him
Injury to compare rum With the greatest of mankind He IS many times
flat, InSIpId, his comic WIt degeneratmg Into clenches [plays on words],
Ius senous swelling Into bombast But he IS always great, when some great
occasion IS presented to him, no man can say he ever had a fit subject for
Ius WIt, and did not then raise himself as lugh above the rest of poets,

Quantum lenta solent mter vtbuma cupressi 3

The consideration of this made Mr Hales of Eaton say, that there was
no subject of wluch any poet ever writ, but he would produce It much
better treated of In Shakespeare, and however others are now generally
preferred before hrrn, yet the age wherein he hved, which had contem-
porarIes WIth rum Fletcher and Johnson [Ben Jonson] never equalled
them to him In their esteem and In the last KIng's court, when Ben's repu-
tation was at hIghest, Sir John Sucklmg, and With him the greater part of
t~ourtlers, set our Shakespeare far above him
lJ3eaumont and Fletcher, ~of whom I am next to speak, ~act, With the
advantage of Shakespeare's WIt, which was their precedent,(great natural
gifts, Improved by study Beaumont especially being so accurate a Judge
of plays, that Ben Johnson, while he hved, subnutted all hIS wntlngs to

a As the cypresses do among trailmg hedgerow shoots Vergil, Eclogues, It %5



The Establssbment of IICnucsl Scene 1r 5
hIS censure, and, 'tIS thought, used hIS Judgment In correcting, If not con-
triving, all his plots What value he had for him, appears by the verses he
writ to him, and therefor~ I need speak no farther of It The first play that
brought Fletcher and lum In esteem was their Pbitaster for before that,
they had written two or three very unsuccessfully • f!_!1elrplots were
generally more regular than Shak~speare'5,)especlally those which were
made before Beaumont's deathi and they understood and mutated the
conversation of gentlemen much bett~, whose Wild debaucheries and
-qurckncss of WIt In repartees, no poet can ever paInt as they have done
Humour, which Ben Johnson derives from particular persons, they made
Itnot their busmess to descnbe they represented all the passIons very lively,
but above all, love I am apt to believe the English language In them arnved
to Its highest perfection what words have since been taken In, are rather
superfluous than ornamental Their plays are now the most pleasant and
frequent entertainments of the stage, two of theirs being acted through
the year for one of Shakespeare's or Johnson's the reason IS,because there
ISa certain gaiety In their comedies, and pathos In their more serIOUSplays,
which SUItS generally WIth all men's humours Shakespeare's language IS
hkewise a little obsolete, and Ben Johnson's WIt comes short of therrs
(As for Johnson, to whose character I am now arrived, If we look upon

him while he was himself (for lus last plays were but hIS dotages), I
think him the most learned and JudICIOUSwnter which any theatre ever
had \Ie was a most severe Judge of himself, as well as others One cannot
say he wanted Wit, but rather that he was frugal of It In hISworks you find
little to retrench or alter Wit, and language, and humour also In some
measure, we had before him, but somerhing of art was wantmg to the
Drama, nll he came He managed hISstrength to more advantage than any
who preceded him You seldom find him making love In any of hISscenes,
or endeavouring to move the passIons, ius genIUSwas too sullen and satur-
nine to do It gracefully, especially when he knew he came after those who
had performed both to such an height Humour was lus proper sphere, and
In that he delighted most to represent mechanic people He was deeply
conversant In the Ancients, both Greek and Latm, and he borrowed boldly
from them there IS scarce a poet or historran among the Roman authors
of those times whom he has not translated in Sejanu: and Caulme But he
has done his robberies so openly, that one may see he fears not to be taxed
by any law He Invades authors like a monarch, and what would be theft
In other poets, ISonly VIctOry In him WIth the spoils of these wnters he
so represents old Rome to us, In Its rites, ceremonies, and customs, that If
one of their poets had written tither of lus tragedies, we had seen less of It
than In him If there was any fault In lus language, 'twas that he weaved It
too closely and laboriously, In lus serious plays perhaps too, he did a
httle too much Romaruze our tongue, leavmg the words wluch he trans-
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lated almost as much Lann as he found them wherein, though he learnedly
followed the IdJj2m of their language, he did not enough comply with the
idiom of oursrif Iwould compare him with Shakespeare, Imust acknowl-
edge lum the~ore correct poet, but Shakespeare the greater Wit Shake-
speare was the Homer, or father of our dramatic poets, Johnson was the
V rrgil, the pattern of elaborate wrmng, I admire him, but I love Shake-
speare'1ro conclude of him, as he has gIven us the most correct plays, so In
the p~epts wluch he has laid down In hIS Discovertes, we have as many
and profitable rules for perfecting the stage, as any wherewith the French
can furnish us

\h will be seen that much of the effecnveness of the crmcal method
ebrployed here anses from the technique of comparIson Dryden has
the quahnes of all three (or four) dramatists In hISmmd at once, and
Illustrates one by comparing and contrasting It WIth another-which In
fact enables him to say something illummanng about both dramansts
at onc_§HIS distinction between the great natural gifts of Shakespeare,
the cultivation of Beaumont and Fletcher, and Ben Jonson's learnmg
15 the rnam thread on which most of hIS crincism IS strung There IS
also a notion of development from the grand and rugged to the more
polished and refined ("Shakespeare was the Homer, or father of our
dramatic poets, Johnson was the Virgil, the pattern of elaborate writ-
mg"), though Dryden does not seem sufficiently aware that to excel
m a contemporary fashion of witty discourse In a way'that makes
readers of one particular time hat! an author as supreme IS no necessary
mdicanon of development or tmprovement In any absolute sense "The
conversation of gentlemen," which Beaumont and Fletcher are praised
for reproducing so perfectly, ISan e}?hemeral fashion, and to mutate
It too closely IS to risk being forgotten when the fashion changes Dry-
den might have made the pOInt that Shakespeare builds on the WIt of
hIS day to produce something far richer and more permanent, while
Beaumont and Fletcher tended to be satisfied WIth contemporary fash-
Ion in both WItand sennment In other words, Dryden (hke all crItICS)
IS In some degree bound by his own time, and lookmg back from the
1660s on the achievement of the Ehzabethan and Jacobean dramatists
he cannot help reflecting certain movements of taste that occurred
throughout the seventeenth century
Nevertheless, hIS catholicity of taste and fairness of Judgment are

remarkable The judicial balancing of VIrtues and faults, the sense
that each of these writers has lus own special gifts and IS not necessarily
to be censured for lacking qualmes which another may have, the
ability to summarize the total achievement of a wnter, are all marks of
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a great cnnc ThIS, of course, IS not practical cnncism of mdividual
works but the rather different type of CrItlCISmwhich consists In gen-
eral assessment of a man That shifts In taste as well as abundance In
production had helped to develop a more mature and more flexible
technique In this kind of cnncism can be seen at once If we put Dry-
'den's portrait of these dramatists beside Ben Jonson's sketch of Shake-
speare There are many resemblances, both In manner and In pOInt
of VIew, but the fact remains that Jonson's IS a far sketchier and less
organized performance than Dryden's more pohshed studies Dry-
den's, of course, IS a set pIece, while Jonson was merely Jotting down
some random notes about Shakespeare's work and personality, so It
IShardly fair to place them SIde by SIde Yet even If we make allowance
for this, the greater cnncal sophisncanon of Dryden must be
acknowledged

There IS an implied contrast between technical perfection and
human vitality In both Jonson's and Dryden's remarks, and when
Dryden says that he admires Jonson but loves Shakespeare (which re-
mmds us of Jonson's "I loved the man ") one would wish to hear
more about the baSIS of this disnncnon between adrrnranon and love
and why those quahnes In a writer which can arouse love In another
writer are not also to be admired, even from a technical pOint of view
ThIS ISthe means-ends problem again, Just hinted at and no more

Dryden on Jonson's SIlent Woman

Dryden then proceeds to hIS analysis of Ben Jonson's play, The Silent
Woman It must be remembered that Dryden IS here trymg to show
that, even If we observe the rules which the French dramatists so insist
on and Judge a play only by those standards, there are English plays
which will emerge WIth full marks He takes a play of Jonson's to
demonstrate this, because Jonson ISthe most "regular" of the English
dramatists 1-I1s"examen" of the play IS then a technical analysis In-
tended to show the successful Integration of the action, the effective
handhng of the scenes according to the unities of time and place, the
proper illustration of vanenes of human nature, and the orgamzanon
of the plot In such a way that Interest 15 kept mounting until the final
resolution The analysis IS a long one, but as It 15 a technical achieve-
ment of a high order and probably the first of ItS kind inEnglish, It 15

worth quotmg In full
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EXAMEN OF THE SILENT WOMAN

To begin first with the length of the action, It ISso far from exceeding
the compass of a natural day that It takes not up an artificial one. 'TIs all
mcluded In the hrruts of three hours and a half, which 15 no more than
15 required for the presentment on the stage a beauty perhaps not much
observed, If It had, we should not have looked on the Spanish translation
of Frue Hours with so much wonder The scene of It 15 laid In London, the
Ianrude of place 15 almost as httle as you can Imagine, for It lies all withm
the compass of two houses, and after the first act, In one The COntInUIty
of scenes IS observed more than In any of our plays, except his own Fox
and Alcbemut They are not broken above twice or thrice at most In
the whole comedy, and In the two best of Corneille's plays, the Cid and
Cmna, they are Interrupted once The acnon of the play IS entirely one,
the end or aim of which IS the settling Morose's estate on Dauphine The
mtngue of It I~the greatest and most noble of any pure unmixed comedy
In any language, you see In It many persons of varIOUScharacters and
humours, and all delightful As first, Morose, or an old man, to whom all
noise but hISown talking IS offensive Some who would be thought CrItICS,
say tlus humour of hIS IS forced but to remove that objection, we may
consider rum first to be naturally of a delicate hearing, as many are, to
whom all sharp sounds are unpleasant, and secondly, we may attnbute
much of It to the peevishness of Ius age, or the wayward authority of an
old man In ills own house, where he may make himself obeyed, and to this
the poet seems to allude In Ius name Morose Besides this, I am assured
from divers persons, that Ben Jonson was actually acquainted With such a
man, one altogether as ndiculous as he IS here represented Others sav,
It IS not enough to find one man of such an humour, It must be common
to more, and the more common the more natural To prove this, they
Instance In the best of comical characters, Falstaff There are many men
resembling him, old, fat, merry, cowardly, drunken, amorous, vam, and
lying But to convince these people, I need but tell them that humour IS the
ridiculous extravagance of conversation, wherein one man differs from all
others If then It be common, or communicated to many, how differs It
from other men's> or what Indeed causes It to be ridiculous so much as the
Singularity of It';)As for Falstaff, he IS not properly one humour, but a
miscellany of humours or Images, drawn from so many several men that
wherein he IS SIngular IS his WIt, or those thmgs he says preter expectatum,
unexpected by the audience, hIS quick evasions, when you imagme him
surpnsed, which, as they are extremely diverting of themselves, so receive
a great addmon from his person, for the very Sight of such an unwieldy
old debauched fellow IS a comedy alone And here, having a place so
proper for 1t, I cannot but enlarge somewhat upon tills subject of humour
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Into which I am fallen The ancients had little of It In their comedies, for
the 'T(, yfAotov [the laughable] of the old comedy, of which Anstophaaes
was chief, was not so much to irmtate a man, as to make the people laugh
at some odd conceit, which had commonly somewhat of unnatural or ob-
scene In It Thus, when you see Socrates brought upon the stage, you are
not to imagme him made ridiculous by the Imitation of lus actions, but
rather by making him perform something very unlike himself, something
so childish and absurd, as by comparIng It WIth the graVIty of the true
Socrates, makes a ridiculous object for the spectators In their New Com-
edy which succeeded, the poets sought Indeed to express the ~(JOt; [charac-
ter], as In their tragedies the 1ra8o~ [emotion] of mankind But this ~80t; con-
tamed only the general characters of men and manners, as old men, lovers,
serving-men, courtezans, paraSites, and such other persons as we see In
their comedies, all which they made ahke that IS, one old man or father,
one lover, one courtezan, so like another, as If the first of them had begot
the rest of every sort! Ex bomme bunc natum dtcas [You would say that
one man was born from the other] The same custom they observed like-
wise In their tragedies As for the French, though they have the word
bumeur among them, yet they have small use of It In their comedies or
farces, they being but III mutanons of the ndtculum, or that which stirred
up laughter In the Old Comedy But among the English 'tis otherwise
where by humour ISmeant some extravagant habit, passIon, or affection,
particular (as Isaid before) to some one person, by the oddness of which,
he IS immediately distinguished from the rest of men, which being lively
and naturally represented, most frequently begets that mahcious pleasure
In the audience which IS testified by laughter, as all thmgs which are de-
veanons from customs are ever the aptest to produce It though by the way
this laughter IS only accidental, as the person represented IS fantastic or
bizarre, but pleasure IS essennal to It, as the Imitation of what IS natural
The descnpnon of these humours, drawn from the knowledge and ob-
servanon of particular persons, was the pecuhar genIUS and talent of Ben
Jonson, to whose play Inow return

Besides Morose, there are at least nine or ten different characters and
humours In The Silent Woman, all which persons have several concern-
ments of their own, yet are all used by the poet, to the conducting of the
main design to perfection I shall not waste nme In commending the writ-
rng of this play, but I will gIVe you my opinion, that there ISmore Wit and
acuteness of fancy In It than In any of Ben johnson's Besides, that he has
here described the conversation of gentlemen In the persons of True-WIt,
and lus friends, With more gaIety, arr, and freedom, than In the rest of hIS
comedies For the contrivance of the plot, 'ns extremely elaborate, and yet
WIthal easy, for the AVO'tt;, or untying of It, 'ns so admirable, that when It IS
done no one of the audience would think the poet could have missed It,
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and yet It was concealed so much before the last scene, that any other way
would sooner have entered Into your thoughts But I dare not take upon
me to commend the fabric of It, because It ISaltogether so full of art, that
Imust unravel every scene In It to commend It as I ought And this ex-
cellent contrivance IS still the more to be admired, because 'tIS comedy,
where the persons are only of common rank, and their business pnvate,
not elevated by passIons or high concernments, as In serious plays Here
every one 15 a proper Judge of all he sees, nothing IS represented but that
with which he dally converses so that by consequence all faults he open
to discovery, and few are pardonable But our poet who was not
Ignorant of these difficulties, had prevailed himself of all advantages, as he
who designs a large leap takes his nse from the highest ground One of
these advantages IS that which Corneille has laid down as the greatest
which can arnve to any poem, and which he himself could never compass
above thnce In all hIS plays, VIZ the making choice of some signal and
long-expected day, whereon the action of the play ISto depend This day
was that designed by Dauphine for the settlmg of hIS uncle's estate upon
him, which to compass, he contrives to marry him That the marriage had
been plotted by him long beforehand, IS made evident by what he tells
True-WIt In the second act, that In one moment he had destroyed what
he had been raising many months

There IS another artifice of the poet, which I cannot here omit, because
by the frequent practIce of It In hIScomedies he has left It to us almost as a
rule, that IS,when he has any character or humour wherein he would show
a coup de Maistre, or hIS highest skill, he recommends It to your observa-
tion by a pleasant descnpnon of It before the person first appears Thus,
In Bartbolomeui-Fmr he gIves you the pIctures of Numps and Cokes, and In
this those of Daw, Lafoole, Morose, and the Collegiate Ladles, all which
you hear descnbed before you see them So that before they come upon
the stage, you have a longmg e~pectat\on of them, which prepares you
to receive them favourably, and when they are there, even from their first
appearance you are so far acquainted WIth them, that nothmg of their
humour IS lost to you
I will observe yet one thing further of this admirable plot, the business

of It rises In every act The second ISgreater than the first, the third than
the second, and so forward to the fifth There too you see, nll the very last
scene, new difficulties arISIng to obstruct the acnon of the play, and when
the audience IS brought Into despair that the business can naturally be
effected, then, and not before, the discovery IS made But that the poet
might entertam you WIth more vanety all this while, he reserves some new
characters to show you, which he opens not till the second and third act,
In the second Morose, Daw, the Barber, and Otter, In the third the Col-
legiate Ladles all which he moves afterwards In by-walks, or under-plots,
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as diversions to the main design, lest It should grow tedious, though they
are snll naturally JOIned with It, and somewhere or other subservient to It
Thus, hke a skilful chess-player, by httle and httle he draws out hISmen,
and makes his pawns of use to hIS greater persons

This IS a close and technical diSCUSSIonof the play, yet even here
Dryden allows hunself to digress occasionally Into a generahzanon,
for example his discussion of humor Such digressions give us glimpse
of some of the cnncal prmciples underlying the analysis For example,
when he defends Jonson for lus creation of the character of Morose,
he appeals for a moment "from cnncism to nature" and says that such
a man actually existed ThIS, of course, would be no defense on
Ansrotle's principles, for, as we have seen, for Aristotle the actual
was not necessarily the probable, and Imaginative hterature dealt With
the latter rather than the former Dryden touches on this pOint when
he goes on to admit that "others say, It ISnot enough to find one man
In such an humour, It must be common to more, and the more common
the more natural" But he answers the pOInt by defining "humour" as
"the ridiculous extravagance of conversation, wherein one man differs
from all others" ThIS definition IS part of a general theory of comedy
which, however, Dryden does not elaborate Nor does he enter Into a
dISCUSSIonof the relation between extravagance and "Just and lively
Imitation," though It would not be difficult to show that In this kind of
comedy extravagance IS the method of producing hvelmess

Dryden'S main Interest IS WIth "the contrivance of the plot," and
he shows In some detail how Ben Jonson succeeds In maintaining Inter-
est For hrm the plot ISthe "mtrigue," the cumulative comphcanon and
eventual resolution of the action "The business of It rises In every
act," and the resolution, when we are finally presented WIth It, IS at
the same time mevitable and unexpected One might argue that tlus
IS to concentrate on the mere mechanics of a play, and to Ignore the
sources of ItS real hfe, that any competent detective story might be
said to have the same Virtues, and that nothing IS said about the
quality of Ben Jonson's nnaginanon or the total esthenc achievement
represented by the play ThIS IS true enough up to a pOInt, but It
should be noted that In his dISCUSSIonof humor, of the nature of the
charactenzanon, of the devices for making the audience Interested
In a character before he actually appears, Dryden goes beyond mere
detective story devices Further, Jonson's comedies are In fact brilhant
exercises In the portrayal of the humor of character Within a frame-
work of a progressively IntrIgUIng acnon, the action Itself denvmg
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from the "humours" of the characters, they are qUIte different In
kind from, say, such a comedy as Shakespeare's Twelfth Night and
more akin to the eighteenth century comedies of Sheridan Dryden's
analysis goes further to explain the Inner workings and the appeal of
this kind of play than this kind of analysis would for Shakespeare-or,
to take a very different kind of comedy agam, for Bernard Shaw
FInally, It must be remembered that competent craftsmanship IS the
baSIC prerequIsite for any success on the higher Imaginative levels, and
It ISalways healthier for a entre to concentrate on technique, and pOInt
out With the expert's eye the kinds of cunnIng employed In the work
under dISCUSSion,than to concern himself WIth grandrose generahza-
nons phrased In vague and subjective language The most profound
practical cnncrsm will move freely from demonstrations of craftsman-
ship to dISCUSSionsof ultimate effect and value, and, as we have seen,
there IS somethmg of this movement In Dryden If we feel that there
IS not enough, we must remember that Dryden hved In an age of
technical consohdanon, after almost a century of bnlhant but often
erranc hterary production, technical disciplme rather than surgmg
InspiratIon was the objective of hIS generation And Dryden, himself
a practIcIng poet and dramatist of a very hIgh order, was In a unique
POSitIon to provide It both In theory and In practIce

We must remember, too, that Dryden's method shifts according
to the work he IS discussing, he was mtelhgent and sensitive enough as
a cnnc to realize that different kinds of works reqUIre different cnncal
approaches He would never have analyzed Shakespeare the way he
analyzed Jonson, for he knew that they were doing different sorts
of thmg The greatest temptatIon for cnncs IS, once they have worked
out a method of analysis which applies to some of their favorite works,
to stick to It rigidly and apply It mflexibly to works written on a dif-
ferent plan and WIth different ends In VIew The runeteenrh century
cnncs who looked down on Pope because he did not write hke Shelley
were as much at fault here as the rigid neo-classic critics who censured
all those who did not observe the "rules" faithfully As Pope put It In
hIS "Essay on Cnncism," expressing (as he does throughout the essay)
In a rhyming tag one of the great commonplaces of cnticism

In ev'ry work regard the writer's end,
SInce none can com pass more than they intend

Of course, one can discriminate between ends, and maintain that the
comedy of Jonson 1S, as a speCIes of wnnng, less valuable or less m-
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terestIng than the comedy of Shakespeare or of Aristophanes But that
must not mean that Jonson should be criticized as though he were an
Anstophanes who failed

Dryden himself summed up the matter very neatly In a note he
Jotted down on the fly-leaf of a book by Thomas Rymer, a rigid neo-
classic cnnc who objected strenuously to everything that did not
srncrly follow what he deemed to be the rules of classical writmg
Rymer produced In 1678 a book called The Tragedies of the Last Age,
judging Elizabethan and Jacobean drama by classical rules and finding
It sorely wanting, and Dryden made some notes for a reply In the copy
which Rymer gave to him, but never published them "It IS not
enough," he wrote at one pOint, "that Aristotle has said so, for Aristotle
drew hIS models of tragedy from Sophocles and Euripides and, If
he had seen ours, might have changed Ius mmd "

Rhyme as a conuentton In drama

t!:he final argument In the Essay on Dramatic Poeste concerns the
suirabihty of rhyme for drama Dryden defends rhyme In drama
against the contention that It IS unnatural and gives the nnpresslon of
an Intolerable artificiahty, by what IS essentially an appeal to the con-
ventional nature of all art \f one character speaks one half of a couplet
and the other completes It, ISthis not monstrously unnatural? It might
be In comedy, replies Dryden (as Neander), where greater realism IS
demanded, but In tragedy, which "IS Indeed the representation of
Nature, but Nature wrought up to an higher pitch" It may be
perfectly approprIate "The plot, the characters, the Wit, the pasSIons,
the descnpnons are all exalted above the level of common converse, as
high as the unaglnatlon of the poet can carry them, WIth proportIon
to vensirmhty " As for the completion of a couplet by a second
speaker, which gIves the ImpressIon of a "confederacy" of two people-

how comes this confederacy to be more displeasmg to you, than In a
dance which IS well contrived> You see there the united design of many
persons to make up one figure after they have separated themselves In
many petty dIVISIons,they reJoIn one by one Into a gross the confederacy
IS plain amongst them, for chance could never produce any thmg so
beaunful, and yet there IS nothmg In It, that shocks your SIght

In the defense of the Essay on Dramanc Poeste, which Dryden pre-
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fixed to the second edmon of Tbe Indian Emperor m 1668, he went
further In this direction

As for what he urges, that a play wzll still be supposed to be a compost-
non of several persons speaking ex tempore, and that good verses are the
hardest things nobtcb can he imagined to he so spoken, Imust crave leave
to dissent from his opinion, as to the former part of It for, If I am not
deceived, a play IS supposed to be the work of the poet, Imitating or
representIng the conversation of several persons and this I think to be
clear, as he rhinks the contrary

But I will be bolder, and do not doubt to make It good, though a paradox,
that one great reason why prose IS not to be used In senous plays, IS,

because It 15 too near the nature of converse there may be too great a
hkeness, as the most skilful paInters affirm, that there may be too near a
resemblance In a picture

A play 1S not people speaking ex tempore, It 1S "the work of the
poet" Art IS not Nature, and there would be no pOint to It If It
were Dryden was the first English entre to concern himself with the
relation between convention and naturalism (though he did not use
those terms) in a representational theory of art

Dryden on Chaucer

Dryden's critical output was so diverse that one could write a whole
manual of crincism illustrating It solely by quotatIon from him But we
cannot, m a book of this kind, glve~oo much space to anyone cnnc,
however snmulatmg and versatile ~ne further example of lus cnncal
wnnng, however, must be given HIS Preface to the Fables, written In
the last year of his hfe, discussed In a mature and relaxed manner some
of the authors he had been translatmg (Homer, Vergtl, OVId, Chaucer,
Boccaccio) There ISan illurnmatmg comparISon between Homer and
Vergil, and another between OVid and Chaucer,tbut the high pOint for
the reader Interested In English literature ISthdong account of Chau-
cer wluch occupIes the whole of the second part of the essay HIstori-
cal and biographical facts are here mingled with more strictly cnncal
observations, but the central aim=to give the reader a sense of Chau-
cer's hterary character and achievement-Is never lost sIght of and
Dryden succeeds admirably In prOjectIng Into the reader's mind hIS
own feelmg for Chaucer as well as providing an objective account
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of his quahnes Tlus lS practical criticism really workmg, It ISnot writ-
ten for the specialist or the fellow critic, the language IS free from
Jargon, the movement from literature to life and back again IS made
effortlessly, a varIety of tools are used to build up a pIcture of both the
man and hISwork, and of the effect of his work on the reader, and the
tone IS continuously relaxed and almost colloquial There are some
historical errors Dryden was led by the changes that had occurred m
the language between Chaucer's time and hIS own Into behevmg that
Chaucer's verse was less regular than It In fact was The seventeenth
century did not read Chaucer properly, and was thus unable to ap-
preciate fully hIS metrical skill, It was only after later scholars had
mvesngated Chaucenan pronuncIatIon that full appreciation of Chau-
cer as a metnst was possible But apart from this kind of error, which
was inevitable In hIS day, Dryden'S remarks on Chaucer are a model of
one kind of practical cnricism The discussion 15 less technical than
the analysis of The Silent W oman and does not follow any very ob-
VIOUSplan or method It IS, In fact, popular cnncism, but In the best
sense of the word It IS cnncism addressed to the mtelhgent layman,
and 15 to be disnnguished from the more strenuous kind of professional
cnncism whose value 15 of a rather different kind The dISCUSSIonof
Chaucer follows after a comparison between Chaucer and OVId He
turns now to "Chaucer In parncular "

In the- fir .e place, as he IS the father of English poetry, so I hold him
In the sy~~e degree of veneration as the Grecians held Homer, or the
R~m!l" t ''''Irgtl He IS a perpetual fountam of good sense, learn'd In all
SCiences, and, therefore, speaks properly on all subjects As he knew what
to say, so he knows also when to leave off, a continence which ISpracticed
by few writers, and scarcely by any of the ancients, excepting Virgil and
Horace One of our late great poets IS sunk In his reputatIon, because he
could never forgive any conceit which came In his way, but swept like
a drag-net, great and small There was plenty enough, but the dishes were
ill sorted, whole pyramids of sweetmeats for boys and women, but little of
solid meat for men All this proceeded not from any want of knowledge,
but of Judgment Neither did he want that In discerning the beauties and
faults of other poets, but only Indulged himself In the luxury of wntlng,
and perhaps knew It was a fault, but hoped the reader would not find It
For this reason, tho' he must always be thought a great poet, he IS no
longer esteemed a good writer, and for ten ImpressIons, which his works
have had In so many successive years, yet at present a hundred books are
scarcely purchased once a twelve-month, for, as my last Lord Rochester
said, tho' somewhat profanely, Not being of God, he could not stand
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Chaucer followed Nature everywhere, but was never so bold to go

beyond her, and there IS a great difference of being poeta and ntmis poeta,
If we may believe Catullus, as much as betwixt a modest behaviour and
affectation The verse of Chaucer, I confess, ISnot harmonious to us,
they who hved with rum, and some time after him, thought It musical,
and It continues so, even In our Judgment, If compared with the numbers
of Lydgate and Gower, hIS contemporarIes there IS the rude sweetness
of a Scotch tune In It, which IS natural and pleasing, tho' not perfect
'TIs true, I cannot go so far as he who pubhshed the last edition of tum,
for he would make us believe the fault IS In our ears, and that there were
really ten syllables In a verse where we find but mne but this opinion IS
not worth confuting, 'tIS so gross and obvious an error, that common sense
(which ISa rule IS everytlung but matters of Faith and Revelation) must
convince the reader, that equality of numbers, In every verse which we call
heroic, was either not known, or not always practiced, In Chaucer's age
It were an easy matter to produce some thousands of hIS verses, which
are lame for want of half a foot, and sometimes a whole one, and which no
pronUnCIatIOn can make otherwise We can only say, that he hved In the
Infancy of our poetry, and that nothing IS brought to perfection at the
first We must be children before we grow men There was an Enmus, and
In process of time a Lucihus, and a Lucretius, before Virgrl and Horace,
even after Chaucer there was a Spenser, a Harrington, a Fairfax, before
Waller and Denham were In being, and our numbers [versification] were
In their nonage till these last appeared I need say httle of Ius parentage,
life, and fortunes, they are to be found at large In all the edinons of his
works As for the religion of our poet, he seems to have some httle
bias towards the opInIons of Wichffe, after John of Ghant [Gaunt] hIS

patron, somewhat of which appears In the tale of Piers Plowman yet Ican-
not blame rum for Inveighing so sharply against the vices of the clergy In
hISage their pride, their ambition, their pomp, their avarice, their wordly
Interest, deserved the lashes which he gave them, both In that, and In most
of hISCanterbury Tales Neither has Ius contemporary Boccace [Boccac-
CIO] spared them yet both these poets hved In much esteem WIth good and
holy men In orders, for the scandal which IS gIven by particular priests
reflects not on the sacred function Chaucer's Monk, his Canon, and hIS

Friar, took not from the character of hISGood Parson A sanncal poet IS

the check of the laymen on had priests We are only to take care, that we
Involve not the Innocent WIth the guIlty In the same condemnation

He must have been a man of a most wonderful comprehensive nature,
because, as It has been truly observed of him, he has taken Into the compass
of his Canterbury Tales the vanous manners and humours (as we now call
them) of the whole English nation, In lus age Not a. Single character has
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escaped him All lus pilgrims are severally distinguished from each other
and not only In their mclmations, but In their ph} slognomles and persons

The matter and manner of their tales, and of their telling, are so suited
to their different educations, humours, and calhngs, that each of them
would be Improper In any other mouth Even the grave and serIOUSchar-
acters are disnnguished by their several sorts of gravIty their discourses
are such as belong to therr age, their callmg, and their breeding, such as
are becoming of them, and of them only Some of his persons are
VICIOUS,and some virtuous, some are unlearn'd, or (as Chaucer calls them)
lewd, and some are learn'd Even the ribaldry of the low characters IS dif-
ferent the Reeve, the Miller, and the Cook, are several men, and distm-
guished from each other as much as the mincIng Lady-Prioress and the
broad-speaking, gap-toothed WIfe of Bath But enough of tlus, there IS

such a varIety of game sprIngIng up before me, that I am distracted In my
choice, and know not which to follow 'TIS sufficient to say, according to
the proverb, that here IS God's plenty We have our forefathers and great-
grand-dames all before us, as they were In Chaucer's days their general
characters are still remaInIng In mankind, and even In England, tho' they
are called by other names than those of Monks, and Friars, and Canons, and
Lady Abbesses, and Nuns, for mankind IS ever the same, and nothing lost
out of Nature, tho' everything IS altered May I have leave to do myself
the JustIce (since my cncnues Will do me none, and are so far from granting
me to be a good poet, that they will not allow me so much as to be a
Chnsnan, or ;. moral man), nlay I have leave, I say, to Inform my reader,
that I have.')...onfined Iny choice to such tales of Chaucer as savour nothmg
of imrnr !e'ity If I had desired more to please than to Instruct, the Reeve,
tl e ~11iler, the Sbtpman, the Merchant, the Sunnier, and, above all, the
lVlfe of Bath, In the Prologue to her Tale, would have procured me as
many friends and readers, as there are beaux and ladles of pleasure In the
town But IWIll no more offend agaInst good manners I am sensible as I
ought to he of the scandal I have gIven by my loose wntmgs, and make
what reparatIon I am able, by this public acknowledgment If anything of
this nature, or of profaneness, be crept Into these poems, I am so far from
defending It, that I disown It Totum hoc mdictum vola [I WIsh all of It
unsaid ] Chaucer makes another manner of apology for hISbroad speaking,
and Boccace makes the like, but I w III follow neither of them Our coun-
trvman, In the end of hIS Characters, before the Canterbury Tales, thus
excuses the ribaldry, which IS very gross In many of lus novels-

But firste, I prav you, of your courtesy,
That), e ne arrete It not my villainy,
Though that I plainly speak In this mattere,
To tellen you her words, and eke her chere



228 Practical CrItIcism
Ne though I speak her words properly,
For this ve knowen as well as I,
Who shall tellen a tale after a man,
He mote rehearse as nye as ever he can
Everrch word of It ben In his charge,
All speke he. never so rudely, ne large
Or else he mote telIen his tale untrue,
Or feme things, or find words new
He may not spare, altho he were his brother,
He mote as well say 0 word as another
Crtst spake himself ful broad In holy Writ,
And well Iwote no villamy IS It,
Eke Plato saith, who so can him rede,
The words mote been cousin to the dede

Yet If a man should have enquired of Boccace or of Chaucer, what need
they had of introducmg such characters, where obscene words "\vere
proper In their mouths, but very Indecent to be heard, I know not what
answer they could have made, for that reason, such tales shall be left untold
by me You have here a specimen of Chaucer's language, which ISso obso-
lete, that his sense ISscarce to be understood, and you have hkewise more
than one example of hIS unequal numbers, which were mentioned before
Yet many of his verses consist of ten syllables, and the words not much
behind our present Enghsh as for example, these two hnes, In the descnp-
non of the Carpenter's young wIfe-

Wmcmg she was, as IS a Jolly colt,
Long as a mast, and upright as a bolt

Chaucer, I confess, ISa rough diamond, and must first be polished,
ere he shines I deny not hkewise, that, hvmg In our early days of poetry,
he wntes not always of a plecc, but sometimes nungles tnvial things With
those of greater moment Sometimes also, though not often, he runs riot,
like OVId, and knows not when he has said enough But there are more
great WIts beside Chaucer, whose fault IStheir excess of conceits, and those
III sorted An author ISnot to write all he can, but all he ought Having ob-
served this redundancy In Chaucer, (as It IS an easy matter for a man of
ordinary parts to find a fault In one of greater,) I have not tied myself to a
hteral translation, but have often omitted what I Judged unnecessary, or
not of digrnry enough to appear In the company of better thoughts I have
presumed further, In some places, and added somewhat of my own where
I thought my author was deficient, and had not gIven hIS thoughts their
true lustre, for want of words m the begmnmg of our language And to
this I was the more emboldened, because (If I may be permitted to say It
of myself) I found I had a soul congerual to h1S, and that I had been con-
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versant In the same studies Another poet, In another age, may take the
same hberty With my wrinngs, If at least they live long enough to deserve
correction It was also necessary sometimes to restore the sense of
Chaucer, which was lost or mangled In the errors of the press Let this
example suffice at present In the story of Palamon and Arcite, where the
temple of Diana IS described, you find these verses, In all the editions of
our author -

There saw I Dane turned Into a tree,
I mean not the goddess Diane
But Venus daughter, which that lught Dane

Which, after a little consideranon, I knew was to be reformed Into this
sense, that Daphne, the daughter of Peneus, was turned Into a tree I durst
not make this bold WIth OVId, lest some future MIlbourne should arise, and
say, I varied from my author, because I understood him not

Dryden then goes on to dISCUSSanother objection to lus rendering
Chaucer Into modern EnglIsh-the VIew that "there IS a certain venera-
tion due to Ius old language, and that It IS httle less than profanation
and sacrilege to alter It " This leads him to make some Interesting re-
marks on eh lnglng language

When an ancient word, for Its sound and Significancy, deserves to be
revived, I have that reasonable vener~tlon for antiquity to restore It All
beyond rh« IS superstition Words are not hke landmarks, so sacred as
never q;rJe removed, customs are changed, and even statutes are silently
rpp'l-!aled,when the reason ceases for which they were enacted As for the
other part of the argunlent, that hIS thoughts Will lose of their origmal
beauty by the innovanon of words, In the first place, not only their beauty,
but their being IS lost, where they are no longer understood, which IS the
present case I grant that somethmg must be lost In all transfusion, that IS,
In all translation, but the sense will remain, which would otherwise be
lost, or at least be maimed, when It ISscarce mtelhgible, and that but to a
few I thmk I have Just occasion to complain of them, who because
they understand Chaucer, would deprive the greater part of their country-
men of the same advantage, and hoard rum up, as misers do their grandam
gold, only to look on It themselves, and hmder others from making use of
It In sum, I seriously pi otest, that no man ever had, or can have, a greater
veneration for Chaucer than myself I have translated some parts of hIS

works, only that I might perpetuate hISmemory, amongst my countrymen
If I have altered him anywhere for the \better, I must at the same time
acknowledge, that I could have done nothing WIthout him

Q
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It will be seen that Dryden moves freely from cnncal to histoncal

remarks, and that much of his dISCUSSIonof Chaucer's techruque IS

threaded on to a lustoncal view of the progress of versificanon from
early crudity to modern refinement This VIew of the progressive "re-
finement of our numbers" Dryden shared with his age The smooth
and polished couplets which were cornmg to be the norm of accepted
verse, and which were to remain so until well Into the eighteenth cen-
tury, were the standard on which Dryden Judged Chaucer's verse, as
he read It (And, as we have noted, as he read It It appeared less
smooth and polished than In fact It w as ) We have here, therefore, an
Interesting use of a cnncal preference leading to a lustorical VIew of
progress The hisroncal view IS In many respects Justified If Dryden
was wrong In his VIew of Chaucer's versification he was certainly right
In believmg that his own age had seen a progreSSIve refinement (In hIS
sense of the term) of verse, and that the couplets of the late seven-
teenth century were metrically smoother than, say, the poetry of John
Donne Whether that metrical smoothness represented an absolute
VIrtue l~ another question, but for those who believed that It did It
was perfectly logical to hail Denham and Waller (pioneers In this
smoother verse) as the refiners of our numbers and to look back on
those who appeared not yet to have acquired It as handicapped by
the relatively prmlltlve state of the poetry of their tune

That progress In the techruque of versificanon does In fact take place
In certain periods can be proved by many examples, notably the de-
velopment In the late fifteenth and early sixteenth century In the rela-
nvely rapid change from Middle Enghsh to modern English which
the language had Just undergone, WIth all the enstung confusion about
accent and pronunCiation, a stable metric was difficult to achieve, and
that It was achieved progressively can be seen by anyone who com-
pares, say, the sonnets of Wyatt With those of Surrey Cnncism often
WIshes to take cognizance of such development m order to explain
and even defend techrucal deficiencies In an otherwise admirable
writer That Dryden was mistaken In lus VIew of Chaucer's versifica-
non need not bhnd us to the Interest and value of lus mmglmg of
critical and lustoncal apparatus In tlus essay.
Not only does Dryden move freely between history and cnncism,

allowing each to Illuminate the other, but he brings In also biography
and autobiography He relates, though not at length or In any system-
atic way, Chaucer's character to hIS way of wnnng, while deducing
the character from the way It reflects Itself In the wrIting-not as cir-
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cular a procedure as might be imagmed, for a VIew of Chaucer's atti-
tude to hfe derived from one phase of his work could be helpfully
applied to another phase In which the reflection of the author's char-
acter IS not at once apparent Dryden also relates Chaucer's portrayal
of character on the one hand to general truths about human nature and
on the other to the histoncal situation In Chaucer's day, showmg how
Chaucer was able to be faithful to both, to present the uruversal
through the particular Here both history and psychology are em-
ployed In cnncal evaluation

Other considerations, such as the place of obscenity In literature
and the propriety of rewriting the works of an old writer In con-
temporary language, emerge naturally from the conversational char-
acter of the essay, and generahzanons on a number of related subjects
are thrown out, though not always pursued The autobiographical
references to his own activity and attitudes gIve pOint and hvelmess
to some of these generahzanons Dryden, as a man of letters and a poet
In hIS own rIght, feels no compunctIon In USIng hIS own Situation In
order to illustrate literary questions "Then he protests his own venera-
tion for Chaucer while defending his nght to turn Chaucer's work Into
the language of Dryden's own day, he IS using the example of the
relation of one poet to another In order to prove lus pOInt Indeed,
much of the ease, versanhty, and lack of any rigid cnncal scheme
which this essay shows would be defects In the work of a cnnc who
was not' irnself a distmguished creative wnter Being a creative writer,
Dryden can talk about Chaucer In this relaxed and half autobiographi-
cal way and at the same nme make Illuminating comments A cnnc
who IS merely a critic reqUIres a much more systematIc approach If

he IS to avoid the kind of lffipreSSlonlSt chatter which may sansfy the
writer but has hnle to offer to any reader

In Ben Jonson and Dryden we see the creative writer funcnonmg
also as pracncal cnnc In Dryden we can see how the existence of a
greater variety of literature on which cnncism can exercise Itself helps
to produce maturity and flexibility In the cnnc In the multiple com-
parisons and contrasts which we find In the Essay on Dramatic Poene
-between classical drama, French drama, English drama, and between
English drama of different penods--we can see illustrated the truth
that practical crincism can only come fully Into Its own after sufficient
hrerarure of different kinds has been produced, each good In Its own
kind. A mere "two term dialectic," whether the terms are Ancient and
Modern, Classical and Romantic, disciplmed and free, or anythmg
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else, will not provide a basis for cnncal discussion sufficiently discnrru-
nanng and sufficiently flexible to be sure of seeIng what really goes on
In different works The terms must always be more than two, the ques-
tion more than a simple "either-or" questIon, If comparIsons are to be
fruitfully used In order to estabhsh standards whose apphcanon will
both increase msight and sharpen Judgment

»»»»»»»»»)
EDITOR'S NOTE At the end of each chapter In Parts Two and Three
the reader nmll find a sectton separated from the first part of the chap-
ter as ,t is here In each case this section deals In greater detail WIth
specific crtttcal problems, tecbniques, and Ideas that have been toucbed
on In the chapter proper The reader can skrp these, but the adven-
turous mmd wIll find In them sttmulauon for tbmkmg and the sug-
gestum of further channels to explore

The "unities"

Critics have long SInce ceased to argue about the urunes ot tune and
place, but the practIcIng playwnght IS snll concerned WI,- '1 them
There are certain kmds of play where any major Jump In time t("

hable to destroy the unIty of tone One could not imagine, for example,
the pnncipal characters m WIlde's The Importance of Bemg Earnest
or Shaw's Candida meetmg ten years later and carrying on In the mood
set by the early part of the play It might be argued that tragedy,
which needs development and often depends on the passIng of time
to bnng out the full tragIc trony of a situation, can more easily dIsmISS
the unity of nme than comedy It IS perhaps significant that the more
profound Shaw Intends lus plays to be the longer nrne they tend to
represent consider the tune element In Candida, Saint Joan, and Back
to Methusaleh, for example, which ace In ascending order of serious-
ness Most contemporary comedies, and Indeed the greater number
of plays that are not comedies, tend to stick roughly to the unlty of
tune, 1f only because It takes a greater genius to handle a large area of
tune successfully than to keep the action confined to a relatively short
period
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Tragedies bke KIng Lear and Antony and Cleopatra requlI"e both
lapse of consIderable, tune and movement In space to achieve their
dramatic Intention But Dryden, handling In hISAll for Love the same
story as Shakespeare treated In Antony and Cleopatra, sticks rigidly
to all the neo-classic unities Dryden, like the French neo-classic drama-
nsts Corneille and Racine, organIzes his story so as to make the urunes
natural and inevitable, he concentrates on the final moments of crISIS
In a situation, showing the twists and turns of a heroic mind when
landed with an Inescapable and Insoluble problem ThIS, of course,
puts a greater burden on the eXpOSition The student might compare
how background informanon IS revealed to the audience In Shake-
speare's Antony and Cleopatra with the way Dryden handles the
problem of exposition In All for Love Or compare the problem of ex-
posItIon that Shakespeare faces In The Tempest (the one play where
he sticks to the urunes) With the eXpOSitionin KIng Lear A comparISon
of Ibsen's Ghosts with his Peer Gynt on this pOint would also be
fruitful In his more tightly knit plays, Ibsen IS remarkably successful
In making mforrnanon about the past Into dramanc revelations which
heighten the dramatic tension Consider, In this connection, not only
Ghosts but also A Doll's House, The Master Budder, and Ros-
mersbolm

The modem dramatist, Influenced, perhaps, by the motion picture
technique, tends to make frequent use of the "flashback," and WIll

move the play back a long tIme-say, Into the hero's childhood-an a
l~,-er scene Consider Arthur Miller's technique In Death of a Salesman
The dehberate flashback tends to be more artificial than natural reve-
lanon of the past In the course of the dramanc acnon The motion PIC-

ture, with ItS abihty not only to move rapidly In place and tune but
also to fade one scene Into another and to Indulge In such devices as
having a man turn Into a child as we look at hun, has suggested new
ways of handhng the problem of eXpOSition

The question of the unities and their relanon to expository devices
concerns the novel as well as the drama James Joyce In Ulysses de-
votes hIS huge novel to a presentation of a group of characters In a
SInglecIty during a SIngleday, yet by the end of the book we know the
whole past hfe of the principal characters, as revealed through retro-
specnve reverie on the characters' part How different this IS from
Tolstoy'S method In War and Peace' Different again IS a novel such as
George Ehot's Adam Bede, with Its dependence on time to achieve the
changes necessary for the life of the novel Or consider the extraor-
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dmary concentration of mood and tone achieved by Hemingway In
The Old Man and the Sea At the other extreme from this concen-
trated kind of novel, which observes the unines strictly, IS the Btl-
dungsroman, the novel which presents the education of the hero by hIS
experIences from childhood to manhood Neither Dickens' Great Ex-
pectsuons nor Samuel Butler's The Way of All Flesh could be con-
ceived of as observing the urunes, In each case change and develop-
ment over a period of tune IS the very essence of the novel-as It 1S, In
yet a different way, In Evelyn Waugh's Bndesbead Reotstted Proust,
of course, could not even have begun to Imagme hIS great novel se-
quence In terms of the unIty of time, yet, on the other hand, the author
15 always In the present remembering, he begins by throwmg hISmind
back and ends by coming back to where he started, and It IS the
reader's continual awareness of the present personality of the nar-
rator as he draws out his story from his memory that helps to gwe
the book unIty Proust does not deal With nrne as the picaresque novel-
ist deals With space, leavmg one thmg behind to move to another the
unIty of the rememberer binds all together
These are only a few suggestIons of how the problem of the urunes

IS snll very much ahve in both drama and ficnon

lmuauon and conuentum

WIth the revival of poetIc drama In the present century, cnncal
interest has again concentrated on the kind of questIon that Dryden
raisesm the latter part of hISEssay on Dramauc Poeste Yeats was much
concerned With the problem of stylization In art, and some of lus verse
dramas are stylized almost to the pOint of ritual One might compare
his verse play Calvary (where the characters either wear masks or have
their faces made up to resemble masks) with hIS The Words Upon the
Wmdm» Pane, WIth Its colloquial prose, and try to determme the dif-
ferent kind of dramanc effect achieved In each case Or consider the
shift In style and tone In the speech of the four knights at the end of
Eliot's Murder m tbe Cathedral Ehot shifts his degree of styhzanon
deliberately In all his plays, mOVIng from a formal poetic utterance
to deliberate colloquiahsm In order to achieve a certain kind of effect
One might consider how far this IScomparable to the use of "comic
relief" 111Elizabethan tragedy
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Shakespeare, as always, provides a host of fruitful examples for
study Not only can we consider the different functions of verse and
prose In those of lus plays where he uses both-and this IS a most Interest-
mg study-but we can compare a play such as RIchard II, which at-
tempts to give the Elizabethan VIew of a medieval king by a more
ntuahstic use of language than he employs anywhere else, with, for
example, Henry IV, where there 1S both prose and verse used for dif-
ferent purposes but where even the verse 1S more forthright and "prac-
tical" than It IS anywhere In RIchard II (The reader might consult
Dover WIlson's Introduction to the New Cambridge edition of
RIchard lIon this pOInt, and also Walter Pater's essay on "Shake-
speare's English KIngs") An mreresnng contrast between a stylized,
and therefore timeless, and a reahsnc, colloquial, and therefore dated,
handlmg of the RIchard II theme IS between Shakespeare's play and
Gordon Daviot's RIchard of Bordeaux The latter play presents the
characters in terms of attitudes and explanations current about 1930,
Just as Shaw, In, say, Caesar and Cleopatra, presents the Egyptians
and Romans realisncally In terms of their modern equivalents As
fashions In Ideas and expression change, this kind of play becomes
rapidly dated Some degree of sryhzanon IS necessary to achieve uru-
versahty Of course there are n1any ways of achievmg styhzanon
Oscar Wilde achieves It In Ius plays by the continuous use of epigram,
so that the whole action IShfted Into a realm of Ideal Wit, rather In the
manner of restoration comedy

Suspense

Suspense may be defined as an mtensificanon of Interest In what hap-
pens next, and IS necessary In some degree for all drama and most
fiction In Its most sigrnficanr form, ItS effect IS not lessened by the
reader's or the audience's preVIOUSknowledge of the outcome, partly
because If the play or novel IS effectively handled we lose ourselves
In the given moment as It comes along and respond In terms of the
Situation as It IS being developed, and partly because true suspense 15

not dependent on Ignorance of the eventual outcome but on waltmg
for the Inevitable to happen There IS a well-known story of the man
who always dropped hIS shoes after taking them off late at night, until
one rughr, after protests from the people who hved below him, he
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remembered to be qUiet about It-but only after he had already taken
off one shoe He took off the second with great care and laid It gently
on the ground An hour or so later the man who hved below came up,
pale with anguish, and exclaimed "For God's sake, when are you gOing
to drop the other shoe>" Wamng for the inevitable ISmore excruciat-
mg than waItmg In total Ignorance of the possible outcome We
know fairly early m Oedipus the KIng-whether we have read It be-
fore or not-that Oedipus will eventually reveal himself to be the mur-
derer, we are fascinated m watchmg hun move unconSCIOUS toward
lns doom

There are, of course, other kinds of suspense, and It would be
profitable to consider In detail the different kinds of suspense In Oedi-
pus, Hamlet, Ghosts, Murder m the Cathedral, and a contemporary
detecnve story And there are degrees of suspense There IS nl0re sus-
pense In Othello than In Hamlet, more In Murder m the Cathedral
than In The Fa1ntly Reunion There are kinds of fiction where there IS
virtually none-a novel by Thomas Love Peacock or, In a very dif-
ferent way, one by V rrglnla Woolf If suspense means heightened
interest In the progress of the action, It IS worth considering In what
way Interest can be sustained-and what kind of Interest It IS-In a
novel with no suspense In this connection one might ask to what
lands of action, either In drama or fiction, IS the analytic method em-
ployed by Dryden in hIS "examen" of The SIlent W oman apphcable?

Comic reuei

We tend to take for granted now that comic relief In tragedy Ic) a
good thing, yet It has been employed comparatively rarely In the his-
tory of literature and even more rarely employed with success Greek
drama, of course, never used It, the Ehzabethans used It profusely, and
of them only Shakespeare with consistent success What are the con-
ditions for the success of comic relief? They are difficult to define, but
at least one can say that for corruc relief to be successful the comic
scenes must provide both a relief of tension and an obhque commen-
tary-sllurrunanng by the sudden difference of Its pOInt of VIew from
that exhibited In the tragic scenes-on the same kmd of human world
In which the tragic action takes place True comic rebef completes the
plcture of the tragic world The grave diggers In Hamlet, Jesting as
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they dig the grave which turns out to be for the most mnocent of all
the VICtlmSof the tragic chain of events which the play develops, re-
mind us of the workaday world In terms of which tragedy can be seen
as something special, something out of the run of day-to-day routme
activities If the workaday world did not exist, tragedy would not be
tragic If Poloruus and Laertes and Ophelia had not been shown earlier
as affecnonare members of a happy family, their subsequent mdrvidual
fates would represent a series of misfortunes rather than elements In
a complex tragedy In Shakespearean tragedy, the heroes are not
doomed lonely figures who move through life m a world completely
Isolated from that of ordinary hvmg There IS something of this m
Aeschylean and even Sophoclean tragedy (Prometheus and Oedipus,
for example, are fated figures from the start, and hardly hve m the
world of normal human affections), but Shakespeare always completes
hIS tragic world to make It Include ordinary dally Irving, and by thus
completing It-often through comic rehef, often by other devlces-
he makes hIS tragedies less the symbolic ritual of the suffenng hero
(anthropologically related to the theme of the dying god), which IS

what so many Greek tragedies tend to suggest, and more a presentation
of the complexines of human life and the different levels at which ex-
perience can Simultaneously develop In his comedies, he draws, as It
were, a magic CIrcle round lus pIcture of experience which forbids us
to look beyond Into the world of genuine conflict and suffering That
youth must fade, that even lovers must grow old and die, that the
moment 'Of golden sunshine In the garden IS soon over and that In any
case beyond the garden's confines he crowded realms of suffering
and bitterness and destructive confhcts=this we forget for the time be-
Ing as we read or watch a play hke Twelfth NIght, where all grief IS

merely emotional self-Indulgence and death and danger mere sug-
gestIons of pleasing melancholy We cannot have "tragic relief" m
comedy-not, at least, In tlus kind of comedy-because the essence
of comedy IS restriction, the deliberate blocking off of overtones sug-
gestive of the transience of hfe or Its Insoluble problems In comedy all
problems are soluble, but If we break the magic Circle to allow the
outside world to enter, we can no longer consider them so Aldous
Huxley In hIS essay "Tragedy and the Whole Truth" (In the collec-
tion MUSIC at NIght) argues that "wholly truthful art overflows the
hrmrs of tragedy" and shows us all the tnvial, everyday, ordinary
acnvines In which we engage for most of our lives and which tragedy,
by concentrating on the heroic moments, Ignores Homer, he mam-
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tams, who shows us in Book XII of the Odyssey the appalhng death
of SlX of Odysseus' men at the hands of the monster Scylla, and then
goes on to tell how the survivors made their evening meal and then,
after eating, wept for their dead companions before settling down to
sleep-Homer tells "the whole truth" as the wnter of tragedies does
not But surely the argument 1S more effective turned the other way
round Tragedy tells the whole truth, because It Includes comedy and
goes beyond It It does not stop With the happy ending, the marriage
of the lovers, the accession of the kmg, the apparent solution of the
problem, but goes beyond to explore underlying confhcts and frustra-
nons and to bring them out Into the open Were we to go beyond the
circle of comedy to InqUIre whether In fact Bassarno would have made
a good husband for Porna or whether the forced conversion of Shy-
lock really represents a solution to the problems raised by hIS relations
WIth the other characters In the play, If we ask what kind of a married
life Beatrice and Benedict can be expected to lead or InqUIre Into the
ethical and SOCiological significance of the relations between married
couples In restoration comedy-then we are rending the fabnc of the
play But It does not destroy Hamlet If we see the Prince of Denmark
merry, or learn from the other characters what a charming young man
he had been before hIS father's death and hIS mother's second mar-
riage Tragic relief In comedy would destroy the dehberately re-
stricted world In which comedy moves, cormc relief In tragedy, If
properly handled, fills out the tragIC world but does not destroy It

The Wider and deeper view of the human Situation IS bound to be
tragic, for human experience IS essentially tragIC, to look at It
from the pOInt of VIew of comedy-that IS, to present human situations
on the assumption that all the problems that arise In those situations are
soluble-Involves drawing the magic Circle, beyond which one must
not step

Thomas De Qumcey, In his famous essay "On the Knocking at the
Gate In 'Macbeth,' " explores the way In which this scene relates the
fatal action to the workaday world by emphasizing the difference
between them The relevant passage from the essay ISquoted In Chap-
ter 11

Vartety and untty

The discussion of tlus question m Dryden's essay has many appbca-
nons, The crowded canvas of a Dickens novel might be contrasted
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with Emily Bronte's Wutbermg Heights or Flaubert's Madame
BovaTY But there are differences even In Dickens' handlmg of hIS
abundant material, ana the pIcaresque structure of The Pickunck:
Papers IS very different from the nghtly-krut action of Great Expects-
nons "Here IS God's plenty," said Dryden of Chaucer's Canterbury
Taler, but this IS not always and necessarily praise Certain conditions
are necessary If "God's plenty" IS to be properly handled Consider the
different ways In wluch the action 15 accommodated to the host of
characters In Tolstoy's War and Peace, Proust's Remembrance of
Tbmgs Past, and a novel of Dickens The technical problems In-
volved In mOVIng from one group of characters to another are
also worth attennon Methods range from the SImply unhtanan

Now wol I srynte of Palamon a hre,
And lete hym In his prlSoun snlle dwelle,
And of Arena forth I wol yow telle

of Chaucer's "Knight's Tale," to the elaborately contrived comcidence
which constructs a bridge, as It were, from one character or set of
characters to another The ease With which George Eliot marupulates
her characters and moves {rom group to group m Mtddlemarcb might
be contrasted With the artificial devices she has to employ In Daniel
Deronda to bnng the titular hero Into the same environment as the
heroine Or consider the technique developed by Dos Passos m USA
for movlkg from one character to another A discussion of the way
V irgima Woolf handled tlns problem will be found In chapter ten of
the author's Tbe Novel and the Modern World

The set cbaractenzatum of an author

This kind of practical cnncism, so ably demonstrated by Dryden In
his essay, has rather gone out of fashion, having gtven way to the analy-
SISof the individual work But It ISa valuable-and difficult=kind of
crincal acnviry, equally necessary for the hterary historian and for the
writer of obituaries The reader might try hIShand WIth, for example,
Henry James, Joseph Conrad, and Ernest Hemingway, uSing the gen-
eral method employed by Dryden In charactenzmg Shakespeare, Jon-
son, and Beaumont and Fletcher Or are these three novehsts too dif-
ferent from each other to allow any reference back and forth between
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them? Hawthorne, James, and Conrad might be an effective trio Or
try three very different modern poets Frost, ElIot, Dylan Thoma\
Look through a number of histories of hterature and see how the sum-
ming up of authors IS done In a context of histoncal connnuiry pro-
vided by comparISon and generahzanon

Similarly, the relaxed discussion of a wnter and his work of the
kind Dryden devotes to Chaucer In his preface to the Fables IS no
longer popular among serIOUS critics But It represents the way In
which most people-even the most high-powered professional critic"
-talk about literature, especially contemporary literature, and there
IS no reason why occasionally good written cnncism should not Imi-
tate good conversation (as Dryden's so often does) Interest In the
character of a writer and the way In which that character IS reflected
In his writIng may represent "impure" cnncism to those who insist
that the whole function of cnncism IS to descnbe and evaluate par-
ticular works of hterature (see Chapter 15) but It IS a Widespread
Interest and to Indulge It IS to Increase understanding If not always
to help evaluation Dryden himself would make a good subject for
an exercise In this kind of cnncism The reader might also try It on
some American writers-say, Benjamin Frankhn, Herman Melville and
Carl Sandburg DIckens would make an excellent subject, too Cer-
tain kinds of writers would lend themselves to this approach more than
others The reader might consider why this IS so, and what quahnes
make a writer most responsive to this kind of crItICISm
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Rs WE HAVE SEEN from the example of Dryden,
crincism can have as Its object both assessment of quality and Increase
of appreCIatIon The crinc, that ISto say, can regard himself as a Judge
awarding so many marks to each work, or as a mediator between the
work and the reader, whose function IS to communicate hISown rehsh
and enjoyment and so help the reader to enJoy It similarly

From theory to practice

Dryden could do all these things at once, and act Simultaneously as
Judge, Interpreter and-perhaps one might say-as barker If It IS true,
as Dr Johnson rnamtamed, that "Dryden may be properly considered
as the father of Enghsh cnncism, as the writer who first taught us to
determine upon principles the merit of composmon," It lS equally true,
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again In Johnson's words, that his cnncism "IS the cnncism of a poet,
not a dull collecnon of theorems, nor a rude detecnon of faults, which
perhaps the censor was not able to have committed, but a gay and
VIgorous dissertanon, where delight IS rmngled with instrucnon, and
where the author proves hIS rIght of Judgement, by lus power of per-
formance " Once English cnncism had come Into Its own with Dry-
den, however, and the new taste for smooth and polished verse had
been firmly established (a taste which Dryden helped to estabhsh but
which he hunself transgended), the cnnc as Judge became more
common than the cnnc as Interpreter or advernser, and lus character-
isnc actIvity a stern awarding of pOints Nowhere IS this better Illus-
trated than In the cnncism of Dr Johnson, whose clear Ideas of what
did and what did not constitute literary merit were reflected In his
vigorous practical cnncism

Johnson on "Ly ctdas" and on the
metapbystcal poets

Dr Johnson, hke Dryden, moved freely from grand generahzanons
about what hterature IS to practical applicanon of those generahza-
nons, but hIS general prmciples were more strictly mamtamed and
hIS apphcanon of them determmed by a narrower taste But always It
IS strong, clear, and well argued The cnncal parts of hIS Lnies of the
Poets (1779-8 I) are models of reasoned pracncal cnncism based on a
firmly held view of the nature, function and value of poetry Where
we disagree with Johnson-and most of us today would find something
m hIS crmcism WIth which to disagree=we can nevertheless see the
cntenon and the taste which led Johnson to the Judgment from which
we differ, and we can dispute him not by attacking the apphcanon of
lus standards but by questioning the standards themselves For exam-
ple, In hIS famous-or notorious=condemnation of MIlton's "LYCIdas"
we can see exactly what has led ~un to condemn the poem and we must
admit that on his own grounds he IS justified

One of !illtpoems on which much praise has been bestowed IS Lye,das;
of whlch\the dicnon IS harsh, the rhymes uncertain, and the numbers un-
pleasing What beauty there 15, we must therefore seek In the sentiments
and Images It IS not to be considered as the effusion of real paSSion, for
passion runs not after remote allusions and obscure oPlDlons:Jasslon plucks
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no bernes from the myrtle and IVY, nor calls upon Arethuse and Mmcius,
nor tells of rough satyrs and fauns wIth cloven heel Where there IS leisure
for fi,ftlon there IShttle, grief
\_ In this poem there IS no nature, for there IS no truth, there IS no art, for
tt._ere 1~ nothing new Its form IS that of a pastoral, easy, vulgar, and there-
fore disgusting whatever Images It can supply, are long ago exhausted, and
ItS Inherent improbabihty always forces dissansfacnon on the mln'd\ When
Cowley tells of Hervey that they studied together, It IS eac;y t~uppose
how much he must mise;the companIon of hIS labours, and the partner of
lus discoveries, but what Image of tenderness can be excited by these lines'

We drove a field, and both together heard
What time the grey fly Winds her sultry horn,
Battening our flocks with the fresh dews of night

We know that they never drove a field, and that they had no flocks to
batten, and though It be allowed that the representatIon may be allegoncal,
the true mcanmg Ie;so uncertain and remote, that It ISnever sought because
It cannot be known when It is found

Among the flocks, and cope;es, and flowers, appear the heathen deities,
Jove and Phoebus, Neptune and Aeolus, '" ith a long train of mythological
Imagery, such as a College easilv supplies Nothmg can less display knowl-
edge, or less exercise invennon, than to tell how a shepherd has lost his
C0l11panlOn,and must now feed his flocks alone, WIthout any Judge of hIS
skill In plplng, and how one god asks another god what IS become of
Lycidas, and how neither god can tell He who thus grieves \\'111 excite no
sympathy, he who thus praises WIll confer no honour

This poem has a yet grosser fault(5Vith these tnflmg fictions are mmgled
the most awful and sacred truths, such as ought never to be polluted WIth
such Irreverent cornbmanons This shepherd hkewise IS now a feeder of
sheep, and afterwards an ecclesiastical p~tor, a superintendent of a Chns-
nan flock Such equIvocatIons are alw~s unskilful, but here they are In-
decent, and at least approach to ImpletY;Jof which, however, I believe the
wnter not to have been conscious

Such IS the power of reputanon Justly acquired, that Its blaze dnves away
the eye from nice exarrunation Surely no man can have fancied that he
rear' Ly ctdas with pleasure, had he not known Its author

This cnncism IS based on a certain view of the relation between art
and experIence If we believe With T S Eliot that "the more perfect
the arnst, the more completely separate In hun will be the man who
suffers and the mmd which creates," and that "poetry IS not a turmng
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loose of emotion, but an escape from emotion,"! then Dr Johnson's
remark that "where there IS leisure for fiction there IS little grief" will
be beside the pOint, for we WIll not demand that a poem should be
the direct expression of personal grief Similarly, If we regard the
pastoral convention as a method of styhzmg the treatment of the
theme, of rendering It more perfectly Into art and so uruversahzmg It,
rather than a violation of the hteral facts of experIence, we take a very
different view of the function and value of tl¥ pastoral tmagery In
the poem Johnson, who was perfectly willing to concede the claims
of the unaglnatlon (witness Ius great defense of Shakespeare m the
matter of the "unities"), was nevertheless prevented by his representa-
tional view of art from conceding the possIb~es of certain kinds of
convention, certain degrees of styhzanon {The same limitation In~
principle combined with bnlhance of apphcanon can be seen In the
remarks on the metaphysical poets which he Introduces Into his hfe
ofCowleq

lfhe metaphysical poets were men of learning, and to show their learrung
was their whole endeavour, but unluckily resolving to show It In rhyme,
Instead of wrmng poetry, they only wrote verses, and very often such
verses as stood the trial of the finger better than of the ear, for the modula-
non was so Imperfect, that they were only found to be verses by counting
the syllables \
If the fathe't of CrItICISmhas rightly denominated poetry Tf.XV7J ~1.~7JTI.IC~,

an tmitattue art, these wnters will, without great wrong, lose their right
to the name of poets, for they cannot be said to have mutated anything,
they neither copied nature nor life, neither painted the forms of matter,
nor represented the operations of Intellect

Those, however, who deny them to be poets, allow them to be Wits
Dryden confesses of himself and hIS contemporarIes, that they fall below
Donne In WIt, but mamtains that they surpass him In poetry
~ WIt be well descnbed by Pope, as being "that which has been often
thought, but was never before so well expressed," they certainly never
attained, nor ever sought It, for they endeavoured to be SIngular In their
thoughts, and were careless of their dlctioM But Pope's account of WIt IS
undoubtedly erroneous he depresses It be~w Its natural dIgnlty, and re-
duces It from strength of thought to happiness of language

If by a more noble and more adequate conception that be considered as
WIt, which ISat once natural and new, that which, though not ObVIOUS,IS,
upon Its first producnon, acknowledged to be Just, If It be that, wluch he

1''Tradtaon and the Individual Talent"
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that never found It, wonders how he missed, to WIt of this kind the meta-
physrcal poets have seldom risen tihelr thoughts are often new, but seldom
natural, they are not OpV10U", but neither are they JU4;)t,and the reader, far
from wondermg that he missed them, wond~ more frequently by what
per" erseness of Industry they wei e ever found J

But wit, abstracted from IU, effects upon the hearer, may be more rigor-
ously and plulosoplucally considered as a kind of dtscordia concors, a com-
bmanon of drssnrnlar nnages, or discovery of occult resemblances In thIngs
apparentlv unlike Of Wit, thus defined, they have more than enough[The
most heterogeneous Ideas are yoked by violence together, nature and art
are ransacked for Illustrations, comparlson~, and allusions, their learning
mstructs, and their subnltv ~urpnse~, but the reader cornmonlv thinks Ius
Improvenlent dearly bought, and, though he S0111etlIlleS adrrures, IS sel-
dom plea~ecfl

From this account of their compositIons It will be readily Inferred, that
they \\ ere not successful m repre'-.cntlng or 1110vlng the affecnons As they
were wholly emploved on sornerhmg unexpected and surprismg, they had
no regard to that umforrrurv of sentiment which enables us to conceive and
to C'\CIte the paln(;) and the pleasure of other nunds they never mquired
what, on any occasion, they should have said or done, but wrote rather
a" beholders than partakers of h\.1111annature, as beings looking upon good
and evil, Inlpa"~lve and at leisur e, as Epicurean denies, making remarks on
the actions of men, and the VICISSItudes of hfe, Without Interest and WIthout
emotion Their COUrt~hIP was VOid of fondness, and their lamentation of
SOllOW Their WIsh was only to say what they hoped had been never
said before

Nor w as the sublime more withm their reach than the pathenck, for they
never attempted that comprehension and expanse of thought which at once
fills the whole mmd, and of which the first effect IS sudden astorushment,
and the second rational adnuration Subhrmty IS produced by aggregatIon,
and hrtlcnes-, by dispersron Great thoughts are always general, and consist
In pOSltlOn~ not hmited by exceptIons, and In descriptions not descending
to minuteness It IS WIth great propflety that Subtletv, which In Its original
Import means exihry of particles, IS taken In its metaphorical meaning
for nIcety of disnncnon Those writers who lay on the watch for novelty
could have httle hope of greatness, for great thmgs cannot have escaped
former observation Their attempts were always analynck, they broke
every tmage Into fragments, and could no more represent, by their slender
concerts and laboured parnculannes, the prospects of nature, or the scenes
of hfe, than he, '\\1 ho dissects a sunbeam WIth a prism, can exhibit the Wide
effulgence of a summer noon

What they wanted however of the subhme, they endeavoured to supply
by hyperbole, their amphficaoon had no hnuts, they left not only reason
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but fancy behind them, and produced combmanons of confused magrufi-
cence, that not only could not be credited, but could not be imagmed

Yet great labour, directed by great abilmes, ISnever wholly lost If they
frequently threw away their Wit upon false conceits, they hkewise some-
times struck out unexpected truth, If their conceits were far-fetched, they
were ot,ten worth the carriage To write on their plan, It was at least neces-
sary to read and think No man could be born a metaphysical poet, nor
assume the dIgnity of a writer, by descnpnons copied from descnpnons,
by Imitations borrowed from mutations, by tradinonal rmagery, and hered-
Itary smules, by readiness of rhyme, and volubility of syllables

In perusIng the works of this race of authors, the mind ISexercised either
by recollecnon or InqUIry, either something already learned IS to be re-
tneved, or sornethmg new IS to be exarruned If their greatness seldom ele-
vates, their acuteness often surprises, If the imagmation IS not always gran-
fied, at least the powers of reflection and comparIson are employed, and In
the mass of materials which Ingenious absurdity has thrown together,
genuIne WIt and useful knowledge may be somenrnes found burled, per-
haps In grossness of expreSSion, but useful to those who know their value,
and such as, when they are expanded to perspICUIty, and polished to
elegance, may give lustre to works which have more proprIety though less
CopIousness of sennment

W It and imttauon

We see here, In the first place, the firmly held mutanve principle, as-
serted toward the beginnmg of the dISCUSSIonWith reference to the
authonty of Anstotle, "the father of cnncism " Johnson then discusses
the funcnon of WIt WIth reference to this mutative function of poetry
ThIS leads him Into an argument which moves contmuously between
deductive and inducnve statements-that IS, between statements logi-
cally deduced from pnnciples already enunciated ("Those writers
who lay on the watch for novelty could have lmle hope of greatness,
for great things cannot have escaped former observation," denvmg
from hIS VIew that art should imitate large general pnnciples of human
nature) and new generahzanons denvmg from a number of preceding
particular statements ("Great thoughts are always general") We
note, too, the scrupulous fairness, the clear JudiCIOUStemper of the
argument Faults are hsred and referred to their ongms, the fact that
these qualmes are faults being at the same tune proved WIth reference
to a general pnnciple concerning what poetry should be, but the
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same poetic practice which produced the faults can produce certain
virtues "Great labour, directed by great abihnes, IS never wholly lost
If they frequently threw away their Wit upon false conceits, they
hkewise sometimes struck out unexpected truths If their conceits were
fat-fetched, they were often worth the carrIage To wnte on their
plan, It was at least necessary to read and tlunk " And In the last of the
quoted paragraphs the balanced sentences reflect a careful weighmg
of the pros and cons "If their greatness seldom elevates, their acute-
ness often surprises "

Johnson follows this general discussion of the metaphysical poets In
his hfe of Cowley with a close exarnmanon of selected pa~sages from
their works, where he Illustrates WIth concrete Instances the general
remarks already made "Critical remarks are not easily understood
without examples," he notes by way of preface to this section, and SIde
by SIde with this we may put an observation he makes In his hfe of
Dryden

It IS not by comparIng hne WIth line that the ment of great works IS to
be estimated, but by their general effects and ultimate result It IS easy to
note a weak hne, and wnte one more vigorous In ItS place, to find a hap-
pIness of expressIon In the origmal, and transplant It by force Into the
version but what IS given to the parts, may be subducted from the whole,
and the reader may he weary, though the cnnck may commend Works
of imagination excel by their allurement and delight, by their power of
attracnng and detaining the attention That book IS good In vain, which
the reader throws away He only IS the master, who keeps the rmnd In

pleasing captlvlty, whose pages are perused With eagerness, and In hope of
new pleasure are perused agaIn, and whose conclusion IS perceived WIth
an eye of sorrow, such as the traveller casts upon departing day

The lmutatums of proiessumal cnuctsm

Dr Johnson was aware of the hrmtanons of derailed pracncal cnncism
of the kind he gave to so many passages In lus hves of Cowley, of
Dryden, and of many others Every now and again he turns from his
more professional or technical critical activity to make a grand con-
cession to the nature of thmgs, to the facts about readers and writers,
appealmg "from cnncism to nature," as he put It In another connection
Thus at the conclusion of hIShfe of Gray, where he praIses the "Elegy"

~ after condemning most of Gray's other poems on grounds snrular to
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those wluch led him to dismiss "Lycidas," he remarks "In the character
of hIS Elegy I rejoice to concur with the common reader, for by the
common sense of readers uncorrupted with hterary prejudices, after all
the refinements of subnlty and the dogmansm of learning, must be
finally decided all claim to poencal honours" This lCi an observation
that few great critics could or would have made-one cannot Imagine
Ben Jonson or Coleridge or T S Eliot making It-and represents a
kind of healthy pragmatism which rrungared the strictness of his
pnnciples 'No man but a blockhead ever wrote except for money,"
he once said, and there IS a large recognltlon of the facts of hfe In

Johnson's crincal wrinng which prevents him from ever becoming
priggish or from mOVIng m an atmosphere too rarefied for non-profes-
sionals to breathe It IS that ability to accept the facts of life that dis-
nnguishes Johnson from other crincs who, like him, have firmly enun-
crated principles and a clear and logical method

Crtuctsm and the bistortcal context

LIke Dryden, Dr Johnson was aware of the lustoncal background
of an earlier wnter and In Judging a writer he sometimes used history
as a plea In mitigation "The English nation, In the time of Shakespeare,
was yet strugglIng to emerge from barbarity," he remarks In hIS

preface to Shakespeare, and this excuses what to him are certain crudi-
nes In Shakespeare's plays

Nations, like mdrviduals, have their Infancy A people newly awakened
to hterary curiosity, bemg yet unacquamted with the true state of things,
knows not how to Judge of that which IS proposed as Its resemblance
Whatever IS remote from common appearances IS always welcome to
vulgar, as to childrsh credulity, and of a country unenhghtened by learning,
the whole people IS the vulgar The study of those who then aspired to
plebeian learning was laid out upon adventures, gIants, dragons, and en-
chantments The Death of Arthur was the favounre volume

Shakespeare's fondness for marvels IS thus explained and excused and
lus achievement as an Interpreter of human nature becomes all the more
remarkable when It ISseen against a background of marvellous tales of
"giants, dragons, and enchantments" Similarly, In his hfe of Dryden
he magnifies the poet's achievement by puttIng It In ItS historical
context



Posnbiliues and Lsmitauons of a 11etbod 249

To Judge rightly of an author, we must tran~port ourselves to hIS nrne,
and exarmne what were the wants of hIS contemporarIes, and what were his
means of supplying .rhern That which IS C3'iy at one nme was difficult at
another Dryden at least Imported hIS science, and gave his country what It
wanted [lacked] before, or rather, he Imported only the materials, and
manufactured them by lus own skill

The histoncal argument has Its dangers To say "Tlus was a won-
derful achievement for A, who hved In a barbarous age, but It would
have been nothing out of the ordinary for B," may be to make an
InterestIng hisroncal observation, but IS It a real literary judgment? If
cnncism considered as evaluation has as ItS purpose the assessment of
the work as a pIece of hterature, then It might be urged that any
histoncal consideration IS Irrelevant A work of art IS either good or
bad, and though histoncal conditions may help to account for Its bad-
ness (or Its goodness) It cannot alter the fact If A's achievement was
Simply wonderful for Ius age but not wonderful In Itself, then has the
entre, speaking as a entre, any right to call It wonderful at all' Over a
hundred years after Dr Johnson, Matthew Arnold addressed himself
to this questIon

constantly In reading poetry, a sense for the best, the really excellent
should be present In our mmds and should govern our esnmate of

what we read But tlus real estimate, the only true one, IS hable to be super-
seded, If we are not watchful, by two other kinds of esnrnate, the histone
estimate and the personal estimate, both of which are fallacious A poet or
a poem may count to us historrcally, they may count to us on grounds
personal to ourselves, and they may count to us really They may count to
us historically The course of development of a nation's language, thought,
and poetry, l~ profoundly Interesting, and by regarding a poet's work as a
stage In this course of development we may easily bring ourselves to make
It of more Importance as poetry than In Itself It really I~, we may come to
use a language of qUite exaggerated praIse In CrltlClslng It, In short, to over-
rate It 2

Arnold goes on to castIgate a French entre for regarding the Chanson
de Roland as "a monument of epIC gemus " He concedes that histon-
cally the poem IS immensely mteresnng but insists that mrrmsically It

IS not of the highest order-not comparable With Homer, for example
Arnold, of course, has a pOInt the histoncal estimate and the m-

2 Introducaon to Ward's EngllSb Poets, 1880
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tnnsic estunate are not necessarily idenncal But that does not mean
that lustoncal Insights may not, under certain CIrcumstances, help us
to see the IntrInSIC ment=a questIon we shall take up In a later chapter
Arnold's argument leaves unsolved the problem whether a greater
degree' of literary ability In the writer may, under certain historical
CIrcumstances, produce a less good work than may be produced With
less ability by another writer hvmg In different CIrcumstances, when
a long tradinon of literary craftsmanship was available to him If we
are judging, not the work, but the degree of genius Involved In pro-
ducmg It, may we not say that, for example, Marlowe's T'amburlame 15

more tmpresslve than Webster's Wh,te DeVIl?
These are some of the considerations suggested by Dr Johnson's use

of historical material In hIS cnticism Neither he nor Dryden ever goes
so far as to mamtam that mere pioneering ISevidence of genius (though
that IS an Interestmg question), but both do occasionally refer to
history m order to explain away faults or to find further evidence for
the greatness of a writer already shown to be great on purely literary
grounds

Johnson's use of bIography

Johnson's use of biography IS less truly relevant to hIS cnncal
method, though It figures more prommently In much of hIS cnncal
work, especially lus Lnies of the Poets Johnson was Interested In peo-
ple's lives qUite apart from any cnncal prmciples, and In the Lives of
the Poets he wrote biographies of each of hIS subjects before proceed-
mg to cnncize their works This IS a defensible enough procedure-
there IS no reason In the world why one should not learn about a man's
life and then have a cnncal account of hIS work, such a combination
satisfies a perfectly proper curiosity This IS different, however, from
that approach which seeks to Interpret the works With reference to the
hfe and which draws from the psychology of the author clues for the
mterpretatlon and appreCIation of what he has written Johnson's
Lnies were In fact In a tradmon of biographical catalogues of disnn-
gUIshed men which goes back to the early seventeenth century and
earlier, and they have no direct relation to the later "bio-cnncal"
approach which mingles a study of the man WIth an mterpretatlon of
hIS work ThIS latter method became established In the nmeteenth
century, it differs from Johnson's In not keeping the hie and the works
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separate but In using each as a help In Interpreting the other How
far valid critical Judgments can derive, directly or Indirectly, from
biographical knowledge of the writer, 15 a matter for further discus-
sion, but at least It might be said here that for mterpretauon If not as-
sessment of a work biographical knowledge IS often useful and some-
times most valuable

The comparatiue method

-,

_We have noted Dryden's comparisons of Shakespeare, Beaumont
and Fletcher, and Ben Jonson Evaluative cnncism tends to use the
comparative method as a device for estabhshmg degrees of excellence,
and Indeed it can be maintained that a purely normative cnncism,
wluch aims at giving so many marks to each work and placing It In a
scale, cannot go very far Without having brought together the work In

questIon WIth other works, showing the same sort of thmg better or
worse done elsewhere and by showing this helpmg the reader to see
how excellence IS attained Dr Johnson used comparisons In a manner
similar to Dryden's He rarely used them In discussing mdividual
works, but preferred to make a grand comparIson between different
kinds of genIUS, as In hIS celebrated comparIson between Dryden and
Pope In his hfe of PopD-Iere he even Includes biographical data as
part of the companson.iunhke hIS general habit in the Lioes where, as
we have noted, he generally gave the hfe first and the cnticism after-
wards He IS concerned here WIth estabhshmg the literary character of
each writer, hIS habit of mind and the way his gennrs worked, before
gOIng on to talk about his literary achievement, but each illuminates
the other The concern IS WIth the ImpreSSIOn made by each poet's
work as a whole

Integrity of understanding and nIcety of discernment were not allotted
In a less proportIon to Dryden than to Pope The recntude of Dryden's
mmd was sufficiently shewn by the disnussion of his poetical prejudices,
and the rejectIon of unnatural thoughts and rugged numbers But Dryden
never desired to apply all the Judgement that he had He wrote, and pro-
fessed to wnte, merely for the people, and when he pleased others, he con-
tented himself He spent no time In struggles to rouse latent powers, he
never attempted to make that better which was already good, nor often to
mend what he must have known to be faulty He wrote, as he tells us, WIth
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very hrtle consideranon, when occasion or neceSSIty called upon him, he
poured out what the present moment happened to supply, and, when once
It had passed the presl), ejected It from hIS mind, for when he had no
pecunIary Interest, he had no further solicitude

Po~e was not content to satisfy, he desired to excel, and therefore al-
ways endeavoured to do his best he did not court the candour, but dared
the Judgement of hIS reader, and" expecting no Indulgence from others, he
shewed none to himself He examined lmes and words with mmute and
puncnhous observation, and retouched every part with Indefatigable dih-
gence, till he had left nothing to be forgiven

For tlus reason he kept his plece~ very long In Ius hands, while he con-
sidered and reconsidered them 1 he only poems \VhICh can be supposed to
have been written with such regard to the times as might hasten their
pubhcation, were the two satires of Tbirty-euibt,

HIS declaration, that hIS care for hIS works ceased at their public-mon,
was not <rnctly true HIS parental attennon never abandoned them, what
he found amiss In the first edition, he silentlv corrected 10 those that fol-
lowed It Will seldom be found that he altered WIthout adding clear-
ness, elegance, or vigour Pope h id perhaps the judgement of Dryden, but
Dryden certainly wanted [laded 1 the diligence of Pope

In acquired knowledg(_~le snpenorlty must be allowed to Dryden,
whose education was more scholasnck, and who before he became an
author had been allowed more time for study, With better means of In-
formation HIs rrund has a larger range, and he collects h~ images and
Illustrations from a more extensrve CIrcumference of sCIen~(Dryden k~w
more of man In hIS general nature, and Pope In hIS local manners l(!he
notions of Dryden were formed by comprehensive speculation, and lhose
of Pope by minute attention There IS nl:J digruty In the know ledge of
D~en, and more certaInty In that of Pope
~?etry was not the sole pral~e of eith ,for both excelled likewise In

prose, but Pope did not borrow his pro~e from hIS predecessor The style
of Dryden IS caprICIOUS and vaned, that of Pope IS cautious and uniform,
Dryden obeys the motions of Ius own rrund, Pope constrams his mind to hIS
own rules of composItion Dryden ISsomenrnes vehement and rapid, Pope
1S always smooth, uniform, and gende Dryden's page IS a natural field, ris-
Ing Into mequahnes, and diversified by the varied exuberance of abundant
vegetatl~' Pope's IS a velvet lawn, shaven by the scythe, and levelled bv
the roller

Of ge ,that po\ver which consntutes a poet, that quality WIthout
which Judgement IS cold and knowledge IS Inert, that energy which col-
lects, combines, amplifies, and arurnates, the superiorIty must, with some
hesitation, be allowed to Dryden It IS not to be Inferred that of tlus poetI-
cal VIgour Pope had only a little, because Dryden had more, for every
other writer SInce Milton must gtve place to Pope, and even of Dryden It
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must be said, that If he has brighter paragraphs, he has not better poems
Dryden's performances were always hasty, either excited by some external
occasion, or extort~d by dornesnck nece~slty, he composed without con-
sideranon, and published without correction What his mind could supply
at call or gather In one excursion, was all that he sought, and all that he
gave rrhe dilatory caution of Pope enabled him to condense his sentiments,
to multiply his lI11ages,and to accumulate all that study mIght produce, or
chance rrnght supply If the flights of Dryden therefore are hIgher, Pope
connnues longer on the \Vlng If of Dryden's fire the blaze IS brighter, of
Pope's the heat IS more regular and constant Dryden often surpa<;ses ex-
pectatIOn, and Pope never falls below It Dr~en IS read with frequent as-
tomshment, and Pope with perpetual delight j

Notice how Dr Johnson uses comparison In order to illummate the
charactertsnc qualmes of each wnter Contrasts between the style of
the two poets, for example, are not made simply In order to show how
different they are, the terms of the contrast draw attennon to the
mdrvidualizmg features of each Dryden's movement IS "vehement
and rapid" wlule Pope's IS "smooth, uniform, and gentle" Dryden's
page IS a "natural field," Pope's IS a "velvet lawn" Dryden's flIghts are
hlght.r, but Pope contmues longer on the wing These Images are not
mere decoranon, they arc dlagno~tlc and clarifymg, they direct our
attention to essential qualines of each poet And though the conclusion
I~ that Dryden C0I11l.S lust a fracnon hIgher In the scale of poetIc genIUS
than Pope, the conlp.lrl~on~ and contrasts between them are not made
at the e"\pen~e of either but rather to help the reader apprecIate both
Tlus pa~~agc is, In fact, a model of the cotnparatlve method as em-
ploycd to char actcnzc the general features of two authors

In the relation bctw een general pnnciples and practical Judgment,
In the combination of strict method With pragmatIc common sense,
In the use of lustorical data to qualify or assisr critical Judgment, and
In the handlmg of <..omparlson, Dr Johnson provides an Illuminating
and suggestive example of the pracncal entre at work

»»»»»»»»»)
Wzt

Dr Johnson's discussion of WIt In lus hfe of Cowley should be put
beside Addison's remarks on true and false WIt in numbers 58 to 62 of
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the Spectator Addison begins by distinguishing several different kinds
of "false wit" There IS the kind of false Wit represented by arranging
poems In the shapes of physical objects-dike an egg, a pair of Wings,
or an altar, a practice found among the Greeks and imitated by, among
others, George Herbert Then there are tricks with letters, such as leav-
mg out a particular letter of the alphabet Tryphiodorus ISmentioned
as having written an Odyssey In twenty-four books: leaving out the
letter alpha entirely from the first, avoiding beta In the second, and so
on Addison then mentions "that Ingenious kind of Conceit which the
Modems distinguish by the Name of a Rebus, that does not sink a
Letter but a whole Word, by subsntunng a Picture In Its place " Ana-
grams and acrostics provide another category of false Wit, as do bouts
rtmeS (writing verses to set rhymes) and the kmd of humorous double
rhymes found In Butler's Hudtbras Punning ISconsidered by Addison
as another kind of false Wit He defines a pun as "a conceit ansing from
the use of two words that agree In the sound, but differ In the sense"
(From the tune of Addison until the present century the pun was re-
garded a vulgar literary device, to be employed only In comic verses
such as those of Thomas Hood Nineteenth century cnncs regularly
expressed their surprise at Shakespeare's frequent punning, Just as Dr
Johnson reproved him for this propensIty The rehabihranon of the
pun In serious poetry In recent tunes IS bound up with the view of
poetry as complex or paradoxical statement discussed m chapters 9
and 10 )

In the Spectator number 62 Addison comes to his defimnon of true
Wit He begins by quotIng from Locke's Essay Concerning Human
Understandmg:

Mr Lock has an admirable Reflection upon the DIfference of Wit and
Judgment, whereby he endeavours to shew the Reason why they are not
always the Talents of the same Person HIS Words are as follow And
hence, perhaps, may be gzven some Reason of that common Obseroatton,
That Men 'Who have a great deal of WIt and prompt Memories, have not
always the clearest Judgment, or deepest Reason For Wtt lymg most m
the Assemblage of Ideas, and putting those together wtth QUIckness and
Variety, noberem can be found any Resemblance or Congruuy, thereby to
make up pleasant Pictures and agreeable Visions In the Fancy, Judgment,
on the contrary, lies quite on the other SIde, In separating carefully one
from another, Ideas noberem can be found the least DIfference, thereby to
euotd bemg mis-led by Snmlstude, and by AffinIty to take one tbmg for
mother Tbts ts a Way of proceedmg quite contrary to Metaphor and
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Allusion, nsberem, for the most Part, lies that Entertamment and Pleasantry
of WIt nobtch strikes so lIvely on the Fancy, and is therefore so acceptable
to all People •

This IS,I think, the best and most plulosophical Account that I have ever
met with of WIt, which generally, though not always, consists In such a
Resemblance and Congruity of Ideas as this Author rnennons I shall only
add to It, by way of Explanation, That every Resemblance of Ideas ISnot
that which we call Wit, unless It be such an one that gives Deligbt and
Surprize to the Reader These two Properties seem essential to Wit, more
particularly the last of them In order therefore that the Resemblance In
the Ideas be WIt, It ISnecessary that the Ideas should not he too near one
another In the Nature of thmgs, for where the LIkeness IS ObVIOUS,It grves
no Surpnze To compare one Man's Smging to that of another, or to repre-
sent the Whiteness of any Object by that of MIlk and Snow, or the Variety
of Its Colours by those of the Rainbow, cannot be called WIt, unless, be-
sides this obVIOUSResemblance, there be some further Congruity discov-
ered In the two Ideas that IS capable of giving the Reader some Surpnze
Thus when a Poet tells us, the Bosom of his Mistress IS as white as
Snow, there ISno Wit In the Comparison, but when he adds, With a SIgh,
that It ISas cold too, It then grows Into WIt Every Reader's Memory may
supply him WIth Innumerable Instances of the same Nature For tlus
Reason, the Sirmhtudes In Heroick Poets, who endeavour rather to fill the
MInd With great Conceptions, than to divert It WIth such as are new
and surprlzlng, have seldom anything In them that can be called Wit

As true Wzt generally consists In this Resemblance and Congruiry of
Ideas, false Wtt chiefly consists In the Resemblance and Congruity some-
times of Single Letters, as In Anagrams, Chronograms, Lipograms, and
Acrosncks, Sometimes of Syllables, as In Ecchos and Doggerel Rhymes
Sometimes of Words, as In Punns and QUIbbles, and sometimes of whole
Sentences or Poems, cast Into Figures of Eggs, Axes or Altars Nay, some
carry the Notion of Wit so far, as to ascribe It even to external Mmuckry,
and to look upon a Man as an IngenIOUSPerson, that can resemble the Tone,
Posture, or Face of another

Addison then goes on to distmguish a third kind of Wit, which he
calls "rmxt Wit"

As true Wtt consists In the Resemblance of Ideas, and false W,t In the
Resemblance of Words, according to the foregoing Instances, there IS
another kind of Wit which consists partly In the Resemblance of Ideas,
and partly In the Resemblance of Words, which for Disnncnon Sake I
shall call mixt Wtt This KInd of WIt IS that which abounds In Cowley,
more than In any Author that ever wrote Mr Walle, has likewise a great
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deal of It Mr Dryden ISvery spanng In It MIlton had a Genius much above
It Spencer ISIn the same class with MIlton The ltalians, even In their Epic
Poetry, are full of It Monsieur Boileau, who formed himself upon the
Ancient Poets, has every where rejected It With Scorn If we look after
nux ...Wit among the Greek Wnters, we shall find It no where but In the
Epigrammansts There are Indeed some Strokes of It In the little Poem as-
cnbed to Musaeus, which by that, as well as many other, Marks, betrays
Itself to be a modem Composmon If we look Into the Latm Writers, we
find none of this mix WIt In V trgtl, Lucretius, or Catullus, very httle In
Horace, but a great deal of It In OVId, and scarce any thing else In Martial

Out of the Innumerable Branches of mixt Wzt, I shall chuse one Instance
which may be met WIth In all the Writers of this Class The Passion of
Love In Its Nature has been thought to resemble Fire, for which Reason
the Words FIre and Flame are made use of to slgnlfie Love The Witty
Poets therefore have taken an Advantage from the double Meaning of the
Word FIre, to name an Infinite Number of Wirncisms Cowley observing
the cold Regard of hISMrsstress's Eyes, and at the same Time their Power
of producing Love In him, considers them as Burning-Glasses made of Ice,
and finding himself able to hve In the greatest Extremities of Love, con-
cludes the Torrid Zone to habitable When hISMIstress has read hISLetter
In JUice of Lemmon by holding It to the Fire, he desires her to read It over a
second time by Love's Flames When she weeps, he Wishes It were Inward
Heat that distilled those Drops from the Limbeck [alembic] When she IS
absent he IS beyond eighry, that IS, thirty Degrees nearer the Pole than
when she ISWith him HIS ambItIOUSLove ISa FIre that naturally mounts
upwards, his happy Love ISthe Beams of Heaven, and his unhappy Love
Flames of Hell When It does not let him sleep, It ISa Flame that sends up
no Smoak, when It IS opposed by Counsel and Advice, It ISa Fire that rages
the more by the Wind's blowing upon It

The Reader may observe In every one of these Instances, that the Poet
mixes the Quahnes of Fire WIth those of Love, and In the same Sentence
speaking of It both as a PaSSIon,and as Real FIre, surprIzes the Reader WIth
those seeming Resemblances or Contradicnons that make up all the Wit In
this kind of Wnnng Mrxt WIt IStherefore a Cornposmon of Punn and true
WIt, and ISmore or less perfect as the Resemblance lies In the Ideas or In the
Words, Its Foundations are laid partly m Falsehood and partly In Truth,
Reason puts In her Claim for one Half of It, and Extravagance for the other
The only Province therefore for this kind of WIt, IS Epigram, or those
httle occasional Poems that In their own Nature are nothing else but a TIS-

sue of Epigrams

Modem cnncism has gone much beyond both Addison and Johnson
In Its analysis of WIt, and In Its relish of It (See chapters 9, 10, and
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15 ) The kind of semantic analysis Introduced first by I A RIchards
(chapter 8) led to much profound study of the nature of WIt See,
for example, The Structure of Complex Words, by WIlham Empson,
especially the first four chapters 3

Johnson's objections to pastoral poetry

It 15 worth exarrumng carefully exactly l!lat Johnson's objections
to "LYCIdas" are, and their imphcanons ~asslon plucks no berries
from the myrtle and IVY," he declares And agaIn "We know that
they never drove a field, and that they had no flocks to batten" It
might be said that Johnson IS here looking at the poem from the wrong
esthetic distance, that he has the wrong perspectIve on It Milton makes
clear by the style and tone of the poem at what distance, as It were, th~
reader should stand from It when he reads How, the reader might ask
himself, does he do this? What kinds of device are open to the poet
that WIllenable him to estabhsh withm the poem the poetIC "probabil-
ity" of such a convention as the pastoral ~ This questIon might profit-
ably be related to Wordsworth's objections to eighteenth century
poetIC dicnon (Wordsworth and Johnson agree more than might be
supposed) Wordsworth, like Johnson, was not willmg to concede the
pOSSIbIlItyof many different levels of probabihty In poetry, and con-
sequently never addressed himself to the question of the ways In which
different levels of probability could be established
rTohnson also objects to Milton's mmglmg pagan mythology with
C~rIstlan Ideas Such a rrunglmg IS, however, a commonplace of Eng-
hsh poetty'In Spenser's Faerie Queene the very texture of the work

,I)

ISwoven out of a combmanon of pagan and Chnsnan Images, and even
MIlton's Paradise Lost makes use of pagan imagery There ISan Im-

portant difference, however, between MIlton's use of pagan references
and Spenser's, MIlton uses lus as analogies rather than as symbols, while
Spenser can see a figure from a pagan myth as a symbol as nch In moral
and even religious meaning as his more specifically Christian rnatenal
The Faene Queene and Parsdise Lost might be compared from rhis
pOInt of view It might also be asked whether the difference between
metaphor and simile IS not, from one pOint of View, a difference be-

8 But see also Elder Olson's well reasoned attack on Empson's method "WIlham
Empson, Contemporary Cnncism and Poenc DIction," In Crtucs and CrItICISm, An-
cIent and Modem, edued by R S Crane, Umversity of Clueago Press, 1952
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tween the level of probability at which the unage or the reference
operates.

The common reader

"By the common sense of readers uncorrupted with hterary preJu-
dices, after all the refinements of subnlty and the dogmatism of learn-
Ing, must be finally decided all claim to poetical honours" In what
degree and m what sense IS this true? Is It more true of some kinds of
works than of others? The subject IS worth careful invesnganon It
Involves more than purely cnncal questions, for much depends on the
nature of the reading pubhc and the degree to which wnter and
public share a common background of atnrude and education

The general and the parucular

Dr Johnson, as IS well known, objected to the poet's "numbering the
streaks of the tulip " "The business of the poet," he mamtamed, "IS to
examme, not the individual, but the speCies, to remark general proper-
nes and large appearances" This VIew was challenged even In the
eighreenrh century (as by Joseph Warton In his "Essay on the Genius
and Wntmgs of Pope," 1756), and most Romantic crItICS as well as
many later ones have taken It for granted that the OpposIte of Johnson's
view IStrue, and that the poet's Imagery should be preCise, individual,
and detailed Obviously, different kinds of poetry are Involved here
The generahzed Imagery of much eighteenth century moral and
descriptive poetry sometimes achieves an effect of diffuse plantudt-
nousness, while the catalogumg of suggestive eccentncines Indulged In
by some nineteenth century poets can lead to the sort of thing parodied
by Edward Lear

And they bought an owl, and a useful cart,
And a pound of rice, and a cranberry-tart,

And a hive of silvery bees,
And they bought a pig, and some green Jackdaws,
And a lovely monkey WIth Iolhpop paws,

The ever-generalized lmage of the eighteenth century poet can be
illustrated by this quotatIon from Thomson's "Seasons"
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Mysterious round' what skill, what force drvme,
Deep-felt, In these appear' a simple train,
Yet s9 delightful mix'd, with such kind art,
Such beauty and beneficence combm'd,
Shade, unperceiv'd, so softening Into shade,
And all so fornung an harmonious whole,
That, as they st111succeed, they ravish still

In contrast we can put this by Tennyson

Once more a downy drift against the brakes,
Self-darken'd In the sky, descending slow'

But gladly see I thro' the waverIng flakes
Yon blanching aprIcot hke snow In snow

These will thine eyes not brook In forest-paths,
On their perpetual pIne, nor round the beech,

They fuse themselves to hrrle SPiCYbaths,
Solved In the tender blushes of the peach,

There IS a third kind of Imagery-that which IS precIse In order to be
symbohc The haunnng precIsIon of the Images ill Yeats' "Byzantium"
achieves a much richer poetic meaning than either the generalizations
of Thomson or the carefully observed nature unages of Tennyson
The reader nught consider to what extent and In what CIrcumstances
the question of parnculanty or generahry can provide a useful cnn-
cal tool 4

Johnson's definttton of "metapbystcal" poetry

Pope defined "WIt" as

nature to advantage dressed,
What oft was thought but ne'er so well expressed

To which Johnson (arguing WIth WIlham Pepys on the subject) te-
plied "That, S1f, IS a definmon both false and foolish . 'What oft
was thought' ISall the worse for being often thought, because to be
Wit, It ought to be newly thought" But If for Johnson true WIt was not

4Consider, In this connection, F R Leavis' comment on Johnson's style In "The
Varney of Human WIshes" "Johnson's absrracnons and generahnes are not mere
empty exphcimesses subsnrunng for the concrete, they focus a WIde range of pro-
foundly representative expenence--expenence felt by the reader as movingly
present" The Common PurSUIt, p 102
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sunply neatly versified platitudes, neither was It far-fetched IngenUIty
Johnson modified Pope's defimnon by sayIng that WIt IS "at once

r natural and new," somethmg not obvious but, once expressed, acknowl-
edged to be Just (we are reminded that Keats once said In a letter that
true poetry should strike the reader as "almost a Remembrance") Tlus
kind of WIt, as we have seen, he denied to the metaphysical poets, they
had the kind of WIt he defined as "discordia eoncors," the violent yok-
Ing together of the most heterogeneous Ideas How far, It might be
asked, IS this notion of a violent yokmg together of OpposItes fruitful
In poetIc theory? What IS Its relation to the modern entre's concern
WIth paradox and ambivalence? There are certain musical analogies
here (harmony, counterpoInt, discord) which mIght be profitably
exammed by the cnnc who has some knowledge of musical theory It
would be worth exammmg, too, the exact imphcanons of the term
"Violent," "yoking together," and "heterogeneous" In Johnson's defi-
ninon What exactly IS violence In poetIC terms, and IS It necessarily a
bad thmg? What ways of yoking things together arc open to the
poet, and are there degrees of yoking together (one could perhaps
distmgursh between yoking by mere Ju"{tapo,)Ition and a subtler kind
of yoking) ~ And are the heterogeneous elements so yoked super-
ficially heterogeneous but fundamentally akin, or the other way
round? Consider Yeats' "Words for _l\JIUSIC, Perhaps" (particularly
the Crazy Jane poems) from this pOInt of VIew
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W.HAVS SEEN how both Dryden and Dr John-
son occasionally drew on history In order to explain how writers of
genius sometimes fell short of the standard required by modern taste
The a~sumptlon here IS that modern taste IS final, based on fundamental
laws of art, and great wnters of the past only sinned against It because
the age In w luch they lived was not mature enough to provide them
With the proper standards The same kind of historical explanation can
be used, not to mmgate an author's faults, but to show that they were
not faults at all Pope, Itwill be remembered, had laid down the maxim

In ev'ry work regard the writer's end,
Since none can compass more than they Intend,

and sometimes we go to history or biography to deterrnme the end
And If a successful achievement of the end IS all we demand of an

s
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author, then the standard required by modern taste becomes Irrelevant
In our assessment of his work, we have to study the taste of lus day and
the ways In which that taste could be properly satisfied

Hurd on Spenser

BIshop Hurd, In hIS Letters on Chzvttlry and Romance (1762), saw
the full imphcanons of this argument, and endeavored to show the
hterary value of works written In an earher tradinon not by explaining
away the writer's faults on the grounds that at that period of history
he could not possibly have known better, but by showing how the
writer was fully successful In doing what he set out to do and what hIS

age expected of hun
The Letters on Chivalry and Romance are princIpally concerned

with Spenser's Faerie Queene Hurd's argument IS that this poem
was not written In the classical or nco-classic style but on the "Gothic"
model, and, Just as a Gothic cathedral must be Judged on the principles
of Gothic arclurecture and not regarded as an unsuccessful Greek
temple or neo-classic church, so Tbe Fae11CQueene must be read as a
"GOthIC" poem "Under this Idea of a Gotluc, not classical poem,
the Faery Queen IS to be read and crincizcd And on these principles,
It would not be difficult to unfold Its merit In another way than has
been hitherto attempted "

When an archrtect examines a Gothic structure by Grecian rules, he
finds notlung but deformity But the Gothic architecture has Its own rules,
by which when It comes to be examined, It ISseen to have ItSmerit, as well
as the Grecian The questIon ISnot, which of the two IS conducted In the
Simplest or truest taste but, whether there be not sense and design In both,
when scrutinized by the laws on which each ISprojected

The same observation holds of the two sorts of poetry Judge of the
Faery Queen by the claSSICmodels, and you are shocked with Its disorder
consider It with an eye to Its Gothic original, and you find It regular The
unity and srmplicity of the former are more complete but the latter hac;
that sort of unIty and srrnplrcrty, which results from Its nature
The Faery Queen then, as a Gothic poem, derives Its METHOD, as well as

the other characters of Its composition, from the estabhshed modes and
Ideas of chivalry

It was usual, In the days of krughr-errantry, at the holding of any great
feast, for Knights to appear before the Pnnce, who presided at It, to which



History, Relatnnsm, lmpresstomsm 263
the solemnity rmght gIve occasion For It was supposed that, when such a
throng of knights and barons bold, as Milton speaks of, were got together,
the distressed would. flock In from all quarters, as to a place where they
knew they rmght find and claim redress for all their grIevances

ThIS was the real practIce, In the days of pure and annent chivalry And
on any extraordinary fesnval or solemnity of which, If you want an
Instance, I refer you to the descnpnon of a feast made at LIsle In 1453, In
the court of Phrlip the Good, Duke of Burgundy, for a crusade agaInst the
Turks As you may find It gIven at large In the memoirs of Mattbteu de
Cones, Olnner de la Marcbe, and Monstrelet

That feast was for twelve days and each day was distinguished by the
claim and allowance of some adventure

Now laying down this practice, as a foundanon for the poet's design,
you WIll see how properly the Faery Queen ISconducted
-- "I devise, says the poet himself In hISLetter to SIr Walter Raleigh,

"that the Faery Queen kept her annual feaste xu days upon which XlI sev-
"eral days, the occasion of the XlI several adventures happened, which being
"undertaken by xu several knights, are In these Xli books severally handled"

Here you see the poet dehvermg his own method, and the reason of It
It arose out of the order of hIS subject And would you desire a better
reason for hISchoice>

Yes, you WIll say, a poet's method ISnot that of hIS subject I grant you,
, as to the order of time, In which the recital ISmade, for here, as Spenser
observes (and his own practice agrees to the Rule) hes the main difference
between the poet btstoncal and the btstonograpber The reason of which
ISdrawn from the nature of Epic compOSItIon Itself, and holds equally, let
the subject be what It will, and whatever the system of manners be, on
which It ISconducted Gothic or ClaSSICmakes no difference In this respect

But the case ISnot the same WIth regard to the general plan of a work, or
what may be called the order of dtstnbutum, which IS and must be gov-
erned by the subject-matter Itself It was as reqUISite for the Faery Queen
to consist of the adventures of twelve knights, as for the Odyssey to be
confined to the adventures of one Hero jusnce had otherwise not been
done to lus subject

So that If you WIll say anythmg agaInst the poet's method, you must say
that he should not have chosen this subject But this objecnon anses from
your claSSICIdeas of Unity, which have no place here, and are In every
view foreign to the purpose, If the poet has found means to grve his work,
tho' COnSIStIngof many parts, the advantage of Unity For In some reason-
able sense or other, It ISagreed, every work of art must be one, the very
Idea of a work reqUirIng It

If you ask then, what IS this Umty of Spenser's Poem> I say, It consists
~ln the relanon of Its several adventures to one common ongmal, the ap-
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pOlntment of the Faery Queen, and to one common end, the completion of
the Faery Queen's InjunctIons The knights ISsued forth on their adventures
on the breaking up of thrs annual feast, and the next annual feast, we are to
suppose, IS to bring them together again from the atchievement of their
several charges

This, It IStrue, IS not the classic Urury, which consists In the representa-
tion of one ennre action but It IS an Uruty of another sort, an unIty re-
sulting from the respect which a number of related actions have to one
common purpose In other words, It IS an unIty of design, and not
ofacnon

This Gothic method of design In poetry may be, In some sort, Illustrated
by what IScalled the Gothic method of design In Garderung A wood or
grove cut out Into many separate avenues or glades was amongst the most
favourite of the works of art, which our fathers attempted In tlus speCIes
of culnvanon These walks were distinct from each other, had, each, their
several destmanon, and terminated on their own proper objects Yet the
whole was brought together and considered under one view by the relation
which these various openings had, not to each other, but to their common
and concurrent center You and I are, perhaps, agreed that this sort of
garderung IS not of so true a taste as that which Kent and Nature have
brought us acquainted WIth, where the supreme art of the Designer consists
In disposing his ground and objects Into an entire landskip, and groupIng
them, If I may use the term, In so easy a manner, that the careless observer,
tho' he be taken WIth the symmetry of the whole, discovers no art In
the combmanon

This, I say, may be the truest taste In gardenIng beeause the SImplest Yet
there IS a marufest regard to unIty In the other method, wluch has Its ad-
mirers, as It may have again, and IS certainly not WIthout Its design
and beauty

Hurd here uses references to lustoncal fact ("I refer you to the
description of a feast made at LISle In 1453") and analogies from other
arts (architecture and gardening) In order to establish, first, that
Spenser's method was based on ways of thought and action In Gothic
tunes, and, secondly, that this method produces Its own unity of de-
Sign He IS concerned that the reader of The Faerie Oueene should.
come to the poem Without false analogies In mind, see It for what It
really 1S,and appreCIate Its own proper excellences

History and the broadenmg of taste

This land of cnncism flourishes most when the cnnc 15 deliberately
attempting to enlarge taste, to make his readers aware of the true
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nature and virtues of something written In a different tradmon from
that to which they are accustomed It IS commonly used by scholarly
critics today when they want to draw our attention, say, to the theones
of rhetonc held by seventeenth century poets, or to the eighteenth
century poet's VIew of the funcnon of satire, and thus help us to see the
methods and objectives of the poets for what they really are Whether
what they really are IS good or bad IS, of course, another question, but
at least It can be said that one must-an Matthew Arnold's phrase-"see
the object In Itself as It really IS" before one can begm to assess Its value

ThIS approach IS different from gOIng to biography or psychology
to discover the author's mtenuon, for It IS less personal Intention than
arnsnc tradition that ISthe real questIon Of course, Spenser's mtennon
was to write what Hurd calls a Gothic poem, but he might have had
the Intention and snll not succeeded, and It would then be of hnle help
to the entre to learn from biographical sources what had been In-
tended Hurd's method IS to establish the nature of the tradition wirhm
which the poet worked, and then to show, by an analysis of the poem,
that the poem IS thoroughly successful once we understand the as-
sumptions about the nature of art With which the poet's tradition pro-
vided him Ideally, we could derive these assumptions from the poem,
Ideally, there I~ never any need to go to history In order to find out
what kind of work an author has produced But In fact we are often
condinoned by our experIence to respond only to a work written In
one kind of tradition and so to misread a work of another kmd=-to
treat It as we would be treatIng a Gothic carhedral if we thought of It
as a distorted Greek temple

Once lusrory has provided us the perspectIve withm which we can
see the work properly, we are In a pO~Itl0n to look at the work and
realize that that perspectIve IS really implicit In It, only we had been
blmded by exposure too long to other kinds of w ork and so could not
see It until It was shown to us by the historical approach A work
which continues to be dependent for our appreciation of It on histori-
cal background-a work, that IS, that docs not lIght up In Itself, as It
were, as soon as our attention has been drawn to the proper way of
looking at It-cannot be a successful work of art, and the histoncal
critic who tries to bludgeon us WIth background material In order to
make us "appreciate" a work which never fully comes alive even under
the hrstoncal spothght IS domg precisely what Matthew Arnold
warned agaInst In the passage we quoted In the preceding section

Hurd's method of approach IS a particularly effective device for
broadening taste at a time of cnncal narrowness and complacency, and
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it can be applied as fruitfully In the criticism of works written In a
new tradition as In the appreciatIon of earlier literature The critic
who wishes to explain The Waste Land to readers brought up on
Palgrave's Golden Treasury will have to use apparatus snrular to that
used by the cnnc explairung the seventeenth century metaphysical
poets to the same kind of reader-the reader, that IS, who has been
educated to believe the Tennysoman lyric the highest form of poetry
and who does not admit that astringency and Wit have a proper place
m the greatest art In either case the critic will have to begin by an
appeal to the reader to forget for a moment the style and method of
hIS favorite poets and consider Just what It IS that Ehot or Donne IS
tryIng to achieve In hIS complex and ironical handling of Imagery ThIS
again Involves not so much an appeal to personal mtennon as an Investi-
gation of the cultural climate of the poet's time and the explanation
and illummation of his poetic Intention with reference to that climate 1

The dangers of catbolictty

There are, of course, dangers In this approach Catholicity of taste
IS a virtue In a literary entre, but only up to a pOint There IS a kind
of academic crinc who considers It hIS duty to approve of everything,
however mfenor, provided It was produced In the past, and who will
spend much patient labor editing and histoncally jUstifyIng a bad
eighteenth century versifier whereas he would turn with contempt
from lus modern equivalent This IS not only to fall Into the fault we
have already noted as having been censured by Matthew Arnold, It
IS also to mistake antIquarIan for hisroncal jusnficanon and to assume
that any pIece of hterature IS valuable If It can be dug up and talked
about Of course, bad hterature of a preVIOUSage has ItS Interest It tells
us a great deal about the tastes of the time and may be Illuminating

1SImple biograplucal mtennon IS Irrelevant to the Judgment of a work, but In-
termon as realized m the work, as an aspect of the work, rmght be missed through
Improper readmg Background knowledge may assist the reader to read properly, to
see the work as It really IS But a work of art has an Independent existence once
It has been created, and In the course of this existence three different aspects may
emer~e the work as "Intended" by the writer, the work as read by a gIven reader,
the 'normal" work as read by those readers who take every meanIng In It In Its
normal sense What 18 the relation between these three? And how relevant IS bIO-
graphical mformanon In estabhshmg that relation? These are questions that have
agttated many modern crincs See the article, "Intennon," In Dicuonary of World
Luerenoe, ed by Joseph T Shipley, New York, 1943, and W K Wimsatt, Jr and
Monroe C Beardsley, "The Intentional Fallacy," Sewanee Rennet», LIV (1946),
pp 468-488
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sociologically or histoncally But there are degrees of Interest, and,
more important, Interest IS not the same as value George Orwell once
wrote a fascmanng study of popular Enghsh boys' magazines, explam-
Ing their nature, conventions, social code, and so on " But he never
concealed hIS opInIon that the stories In these magazines were rubbish
he was explammg, not jusnfying, a phenomenon of modern culture

There are dangers In excessive catholicity, and there IS a peculiar
acadermc delusion that It IS mcumbent on professors of literature to
praIse everythmg ever produced In the past (This catholicity with
reference to past hterature often goes hand In hand with extraordinary
narrowness of appreciation where contemporary work IS concerned
there were crincs In the 1920S who relished both the lushness of
SWInburne and the neat pleasantries of rrunor Queen Anne versifiers
but who turned In bewildered horror from Jarnes Joyce and T S
Lhor ) But the dangers of catholicity are neither as great nor as obvi-
ous as those of complacent narrowness, and the greatest practical
crItICS have always at some pOint succeeded In enlarging taste as well
as In producing greater drscnmmanon Hurd's approach, for all Its
habihty to abuse, was Immensely fruitful, and led to the more adequate
reading of nlany works \\I hich had long been rrusread through the
spectacles of contemporary fashion That there are different kinds of
literary VIrtues, and that the differences do not necessarily represent
higher or lower degrees of value, was a nonon which had an immensely
hberanng effect on cnncism and produced much that was permanent
In Romantic cnncism Consider, for example, these remarks made by
WIlham Hazhtt m 1822 3

The dispute between the admirers of Homer and Virgil has never
been settled, and never will for there will always be minds to whom the
excellences of VIrgil will be more congenial, and therefore more objects
of admiration, than those of Homer, and vice versa Both are right In pre-
fernng what SUItsthem best-the delicacy and selectness of the one, or the
fulness and nlaJe'itIc flow of the other There IS the same difference In their
tastes that there was In the genIUSof their two favountes Neither can the
disagreement between the French and English school of tragedy ever be
reconciled nll the French become English, or the English French Both
are rIght In what they admire We see the defects of Racine, they see the
faults of Shakespeare probably In an exaggerated pOInt of VIew But we
may be sure of this, that when we see nothing but grossness and barbarism,

2 "Boys' Weeklies" (1939), reprinted In Cnt.eal Essays, London, 1946
8 "On Cnncism," in Table-Talk, vol II
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or msrpidity and verbiage, In a wnter that IS the God of a nation's Idolatry,
tt IS we and not they who \\ ant true taste and feelIng The controversy
about Pope and the opposite school in our own poetry comes to much the
same thing Pope's correctness, smoothness, &c , are very good things and
much to be commended In him But It IS not to be expected, or even desired,
that others should have these quahnes In the same paramount degree, to
the exclusion of everything else If you like correctness and smoothness of
all thmgs In the world, there they are for you In Pope If you hke other
things better, such as strength and subhrmty, you know where to go for
them Why trouble Pope or any other author for what they have not, and
do not profess to glve~ Those who seem to Imply that Pope possessed, be-
Sides lus own peculiar exquIsIte merits, all that IS to be found In Shake-
speare and MIlton, are, Ishould hardly think, In good earnest But Ido not
therefore see that, because this was not the case, Pope wac; no poet We
cannot by a httle sophistry confound the qualities of different minds, nor
force 0ppoc;lte excellences into a union by all the Intolerance In the world
We may pull Pope In plece~ as long as we please for not being Shakespeare
or Milton, as we may carp at them for not being Pope, but this will not
make a poet equal to all three If we have a taste for some one precise style
or manner, we may keep It to ourselves and let others have theirs If we are
more catholic In our nonons and want varIety of excellence and beauty, It
IS spread abroad for us to profusion In the varIety of books and In the
several growth of men's mmds, fettered by no caprIcIous or arbitrary rules
Those who would proscnbe whatever falls short of a gIven standard of
ImagInary perfection do so not from a higher capacity of taste or range of
Intellect than others, but to destroy, to "cnb and cabin In" all enjoyments
and opInIons but their own

ThIS was a salutory posltlon to take up In an age when different
critical tradinons were meeting .each other head-on and the tendency
was for different schools to make no attempt whatever to read prop-
erly each other's products (Wordsworth on a sonnet of Gray's was
as unperceptIve and Intolerant as Lockhart on Keats and as many
contemporary cntics on Wordsworth himself ) Yet this passage shows
a danger other than that of an undue catholicity which might result
In the abandonment of all standards "if we have a taste for some one
precise style or manner, we may keep It to ourselves and let others
have theirs" IS not very far removed from "I don't know anything
about art, but I know what I hke " Mere Impressionism, the falling
back on autobiographical chatter about personal hkes and dislikes and
the thrill one gets out of this or that work, IS fatal to any cnncal order
or critical method, and when It IS rampant literature suffers If htera-
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ture IS valuable, ItS value must be demonstrable, and If there 15 good
and bad hterature there must be some reasonably objective method of
disnnguislung the one from the other Or perhaps not? Is known value
always demonstrable and can different degrees of worth always be ob-
jecnvely proved' There are many cnncs In the history of hterature
who would have answered these questions In the negative

The place of tmpresstontsm

Mere ImpreSSionIsm, the simple setting forth of an autobiograplucal
response to take the place of cnncal assessment, IScertainly not a valu-
able cnncal method But If hterature 15 a form of communication, then
testimony as to the effectiveness of that commurucanon by readers
with a wide and deep experIence of different kinds can be taken to be
In some sense evaluation Can a case be made for the proper exploira-
non of the crItIC'S reactions to a work as a means of assisting cnncal
evaluation of It' Many modern crItICS would deny that such a case
can be made, and pOint out that the critic's duty IS to show how the
work hves, what ItS form and structure and essential life really are, and
show this by pOIntIng to qualines objectively prec;ent In the work Itself,
the entre, they would mamtam, l'i concerned With the means rather
than WIth the end, with how the cornmumcanon IS achieved rather
than with effect of the aclueved commurucanon on the reader Auto-
biography on the entre's part, they would urge, ISnot criticism

If practical cnncism were solely a matter of evaluation, of giving
the author so nlany marks for each aspect of hIS work, then the case
for any ImpreSSionIst criticism would be weak But It IS also the func-
non of the entre to Increase understandmg and appreCIatIon, to bring
the reader to see and appreciate what the work really IS-to teach him
to read It, even-and In achievmg this kind of end cannot he be allowed
a JUdiCIOUSuse of ImpreSSionIst devices, even of aurobiograplucal
gestures~ The only way of answering this ISto pose a further question
has an ImpreSSIonIst approach ever been successfully employed In
rllummanng and evaluating a work> CrItICS hke Lamb, Hazhtt and
De Qumcey used tlus approach fairly frequently and In varyIng
degrees of purity Such a remark as Hazhtt's "1 can take rrune ease In
mme Inn WIth SIgnor Orlando Fnscobaldo as the oldest acquaIntance
I have Ben Jonson, learned Chapman, Master Webster and Master
Heywood are there" IS certainly not critical In any strict sense of the
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term, but It does help to show the land of atmosphere which certain
works create and thus to draw the reader's attention to the proper way
of reading the work Lamb on restoration comedy talks similarly

I confess for myself that (with no great delinquencies to answer for) I
am glad for a season to take an aIrIng beyond the diocese of the stnct
conscience=not to live always In the precIncts of the law-courts-but now
and then, for a dream-while or so, to Imagine a world with no meddhng
restncnons=to get Into recesses, whither the hunter cannot follow me-

--- Secret Shades
Of woody Ida's Inmost grove,
While yet there was no fear of Jove

Icome back to my cage and my restraint the fresher and more healthy for
It I wear my shackles more contentedly for having respired the breath of
an unagInary freedom I do not know how It IS WIth others, but I feel the
better always for the perusal of one of Congreve's-nay, why should I not
add even of Wycherley's=comedres, I am the gayer at least for It 4

ThIS IS to make a serious pOint about the nature of restoration
comedy-that It was fundamentally amoral and Its conventions wholly
unconcerned With the morality of daily hfe=m an autobiographical
manner, and though the particular kind of confessional coynes'i em-
ployed here by Lamb probably offends most modern tastes, It cannot
be denied that the pOInt IS deftly made De Qumcey, In his famous
"On the Knocking at the Gate In Macbeth," combines autobiographi-
cal With more objective remarks and Illustrates how a composite
method can be used In practical cnncism, to establish an unpresslve
series of pOints

From my boyish days I had always felt a great perplexity on one pOint In
Macbeth It was this the knocking at the gate, which succeeds to the
murder of Duncan, produced to my feehngs an effect for which I never
could account the effect was-that It reflected back upon the murder a
peculiar awfulness and a depth of solemnity yet, however obstinately I
endeavoured WIth my understanding to comprehend this, for many years
Inever could see why It should produce such an effect --

Here Ipause for one moment to exhort the reader never to pay any at-
tention to lus understanding when It stands In OPPOSition to any other
faculty of hIS mind The mere understanding, however useful and mdis-

• "On the ArtIfiCIal Comedy of the Last Century" (1811)
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pensable, IS the meanest faculty In the human mmd and the most to be dIS-
trusted and yet the great rna JorIty of people trust to nothmg else, which
may do for ordInary life, but not for philosophic purposes Of tlus, out of
ten thousand Instances that I rmght produce, I will CIte one Ask of any
person whatsoever, who IS not previously prepared for the demand by a
knowledge of perspective, to draw In the rudest way the commonest
appearance which depends upon the laws of that SCIence-as for
instance, to represent the effect of two walls standing at nght angles to
each other, or the appearance of the houses on each SIde of a street,
as seen by a person looking down the street from one extremity
Now In all cases, unless the person has happened to observe In pIctures
how It IS that artists produce these effects, he will be utterly unable to male
the smallest apprOXImatIOn to It Yet why+=For he has actually seen the
effect every day of hIS hfe The reason Is-that he allows hIS understanding
to overrule his eyes HIS understanding, which Includes no mtumve knowl-
edge of the laws of VISIon, can furnish him WIth no reason why a line which
IS known and can be proved to be a horizontal line, should not appear a
horizontal line a hne, that made any angle WIth the perpendicular less than
a rIght angle, would seem to him to mdicate that hIS houses were all
tumblIng down together Accordingly he makes the hne of hIS houses a
horizontal lme, and fails of course to produce the effect demanded Here
then IS one Instance out of many, In wluch not only the understanding IS
allowed to overrule the eyes, but where the understanding IS positively
allowed to obliterate the eyes as It were for not only does the man believe
the evidence of Ius understanding In opposition to that of his eyee;, but
(which IS monstrous') the idiot IS not aware that hIS eyes ever gave such
evidence He does not know that he has seen (and therefore quoad hts con-
sciousness has not seen) that wluch he hal seen every day of hIS hfe, But
to return from this digression.c-my understanding could furnish no reason
why the knocking at the gate In Macbeth should produce any effect direct
or reflected In tact, Illy understanding said positively that It could not
produce any effect But I knew better I felt that It did and I waited and
clung to the problem unnl further knowledge should enable me to solve It
-At length, In 1812, 1\lr Williams made his debut on the stage of Ratcliffe
Highway, and executed those unparalleled murders which have procured
for lurn such a bnlhant and undying reputation On which murders, by
the way, Imust observe, that In one re~pect they have had an III effect, by
making the connoisseur In murder very fasndious In hIS taste, and dissatis-
fied WIth any thmg that has been SInce done In that line All other murders
look pale by the deep crimson of his and, as an amateur once said to me
in a querulous tone, "There has been absolutely nothing domg SInce hIS
time, or nothing that's worth speaking of " But this IS wrong for It IS un-
reasonable to expect all men to be great artists, and born with the geruus of
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Mr Williams -Now It will be remembered that In the first of these murders
(that of the Marrs) the same incident (of a knocking at the door soon after
the work of exterrrunanon was complete) did actually occur which the
genrus of Shakespeare had Invented and all good Judges and the most
emment dilettanti acknowledged the felicity of Shakespeare's suggestion
as soon as It was actually realized Here then was a fresh proof that I had
been right In relymg on my own feehng In OpposItIon to my understand-
lng, and again I set myself to study the problem at length I solved It to
my own sansfacnon, and my solution IS this Murder In ordinary cases,
where the sympathy IS wholly directed to the case of the murdered
person, IS an mcident of coarse and vulgar horror, and for tins reason-
that It flmgs the Interest exclusively upon the natural but Ignoble Instinct
by which we cleave to life, an msnnct which, as being Indispensable to the
primal law of self-preservation, IS the same In kind (though different In
degree) amongst all hvmg creatures, this Instinct therefore, because It an-
mhilates all disnncnons, and degrades the greatest of men to the level of
"the poor beetle that we tread on," exhibits human nature In I~ most abject
and hurmhatmg attitude Such an attitude would hrtle SUItthe purposec; of
the poet What then must he do? He must throw the Interest on the
murderer our sympathy must be WIth him (of course I mean a sympathy
of comprehension, a sympathy by which we enter Into hIS feelIngs, and
are made to understand them,-not a sympathy of pIty or approbation )
In the murdered person all stnfe of thought, all flux and reflux of passIon
and of purpose, are crushed by one overwhelming panic the fear of Instant
death srrntes him "with ItS petnfic mace" But In the murderer, such a
murderer as a poet Will condescend to, there must be raging some great
storm of passion.-qealousy, ambition, vengeance, hatred.s-wluch WIll cre-
ate a hell WIthin him, and Into this hell we are to look In Macbeth, for the
sake of gratIfying his own enormous and teeming faculty of creation,
Shakespeare has Introduced two murderers and, as usual In hrs hands, they
are remarkably discnrrunated but though In Macbeth the strife of nund
IS greater than In his wife, the tiger spIrIt not so awake, and hIS feelings
caught chiefly by contagion from her,-yet, as both were finally Involved
In the guIlt of murder, the murderous mind of nece~slty IS finally to be
presumed In both ThIS was to be expressed, and on Its own account, a'i
well as to make It a more propornonable antagorust to the unoffendmg
nature of their VICtim,"the graCIOUSDuncan," and adequately to expound
"the deep damnation of hIS taking off," this was to he expressed wirh
pecuhar energy We were to be made to feel that the human nature, t e
the divme nature of love and mercy, spread through the hearts of all crea-
tures, and seldom utterly WIthdrawn from man,-was gone, vanished, ex-
tinct, and that the fiendish nature had taken ItS place And ..as tifts effect IS
marvellously accomplished In the dialogues and soliloquies themselves, so It
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15 finally consummated by the expedient under consideration, and It 15 to
tlus that I now solicit the reader's attention If the reader has ever witnessed
a wife, daughter, or SIster, In a famnng fit, he may chance to have observed
that the most affecnng moment In such a spectacle, IS that In which a sigh
and a stirrIng announce the recommencement of suspended life Or, If the
reader has ever been present In a vast metropolis on the day when some
great national Idol was carried In funeral pomp to lus grave, and chancing
to walk near to the course through which It passed, has felt powerfully In
the silence and desernon of the streets and In the stagnation of ordinary
business, the deep mterest which at that moment was possessIng the heart
of man.s-if all at once he should hear the death-hke stillness broken up by
the sound of wheels ratthng away from the scene, and making known that
the transItory VISIonwas dissolved, he Will be aware that at no moment was
hIS sense of the complete suspensIon and pause In ordinary human con-
cerns so full and affecting as at that moment when the suspension ceases,
and the gOings-on of human hfe are suddenly resumed All action In any
direction ISbest expounded, measured, and made apprehensible, by reac-
non Now apply this to the case In Macbeth Here, as I have said, the renr-
mg of the human heart and the entrance of the fiendish heart was to he
expressed and made sensible Another world has stepped In, and the
murderers are taken out of the region of human things, human purposes,
human desires They are transfigured Lady Macbeth IS"unsexed," Macbeth
has forgot that he was born of woman, both are conformed to the Image of
devils, and the world of devils ISsuddenly revealed But how shall rhis be
conveyed and made palpable> In order that a new world may step In, tlus
world must for a time disappear The murderers, and the murder, must be
Insulated-cut off by an Immeasurable gulph from the ordinary tide and
succession of human affairs=locked up and sequestered In some deep
recess we must be made sensible that the world of ordinary bfe IS sud-
denly arresred=laid asleep-tranced-racked Into a dread arrmsnce erne
must be anruhilated, relation to things Without abolished, and all must pass
self-WIthdrawn Into a deep syncope and suspenslon of earthly passion
Hence It IS that when the deed ISdone-when the work of darkness ISper-
fect, then the world of darkness passes away hke a pageantry In the clouds
the knocking at the gate IS heard, and It makes known audibly that the
reaction has commenced the human has made Its reflux upon the fiendish
the pulses of hfe are beginning to beat again and the re-establishment of
the gOIngs-on of the world In which we live, first makes us profoundly
sensible of the awful parenthesis that had suspended them

Oh' mighry poet'- Thy works are not as those of other men, Simply and
merely great works of art, but are also hke the phenomena of nature, hke
the sun and the sea, the stars and the fiowers,-hke frost and snow, ram and
dew, hall-storm and thunder, wluch are to be studied With enure SUbInlS-
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510nof our own faculties, and In the perfect faith that In them there can be
no too much or too httle, nothing useless or Inert-but that, the further we
press In our discoveries, the more we shall see proofs of design and self-
supportIng arrangement where the careless eye had seen notlung but
accident'

In this pIece of practical cnncism the movement from hterature to
life and back agaIn IS connnuous, and autobiography IS brought In as
part of this movement De Qumcey IS not content to chat about his
own reactions he moves nnmediately from them to an explanation of
them, and the art of the passage In question ISdefended on the grounds
of ItS psychological truth and structural approprIateness The auto-
biographical Introduction and the apostrophe to the poet at the con-
elusion may seem to us romantic extravagance=especially the latter,
but m fact De Qumcey has here employed a highly complicated
cnncal method With remarkable success He has demonstrated before
the eyes of the reader the fascmanon, the paradox, and the success of
the scene m Macbeth which he IS discussmg, by means of a technique
which uses autobiography only as a startIng pOInt and which, once It
has got really started, relates hteral truth and artisnc truth by an un-
plied theory of how one makes use of the other, and relates structure
to both by showing how the placing of tlus incident at this pOInt In
the play helps to emphasize the psychological truth With which It IS
concerned And In the emphasis of the psychological truth hes the
dramatic effect

This IS therefore a highly sophisncated piece of practical crmcism,
and neither simple Impressionism nor the naive relanng of incidents In
a hrerary work to the facts of actual hfe Yet ImpressIonIsm has a role
here, as also does a representational theory of art How the work
affects the reader, the relanon of the situation presented In the work
to real hfe, the function and significance of form and structure In
the work-all these matters are raised, but the critical assessment de-
pends on no SIngle one of them They are all used together to explain
each other and explain the effectiveness of the work

It IS a long road from Hurd's appeal that we should Judge Spenser
on the standards approprIate to hIS kind of art to De Qumcey's JUStI-
ficanon and explanation of a scene In Alacbeth on grounds both psy-
chological and formal But there IS a connecnon between the two
Once Hurd made the pomt that a work of a preVIOUS age must be
Judged not by objective rules denved from the taste of the age that is
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judgmg but rather by rules denved from the cnncized work Itself the
way lay open to relativism and ImpreSSionIsm HIstory, used to explain
and then to justify a work written In a forgotten taste, can eventually
be used to break down the taste of an age altogether When that 15 done,
a greater catholicity of taste emerges, and cnncism often falls back
on purely autobiographical devices equivalent, at their crudest, to say-
Ing simply, "Well, I get a kick out of It " The defects of such an ap-
proach are perhaps more obvious In the middle of the twentieth
century than they were half a century or a century ago, but If we
prefer a cnncism which claims to be more objective and "scientific,"
we should not forget how an element of nnpresslonlsnl (that IS, of
CrltlClSITIthrough a parade of aurobiograplucal response to the work
crmcrzcd) can, when used with discretion as part of a complex tech-
nique, achieve remarkable results

The autobiographical or nnpressiomst approach has been discredited
eventually by the facility with which It can be employed by cnncs
of no rcal mtellectual capacity or esthetic awareness If the apphcanon
of nco-classic "rules" can, at Its most extreme, produce ngrd and
mechanical awarding of marks without any ImagInatIve understanding
of the true nature of the work In question, the deliberate avoidance of
rules can, at the other extreme, produce offensive gush of no cnncal
value whatever Which of these extremes we shun most consciously
depends on the cnncal atmosphere of the age in which we hve

»»»»»»»»»)
Arnold on Pope

It IS interesting to see how different schools of thought, each operatmg
on its own assunlptlons, can produce different views of the same wnter
or the same work We might, for example, contrast Hazhtt's View of
Pope, based on toleration for all poetic styles, With the well-known
and long-popular VIew expressed by Matthew Arnold in his mtro-
ductory essay to Thomas Ward's anthology of English poetry Arnold,
too, regards the verse of Dryden and Pope as good of their kind, but
he regards the kmd as unpoetic
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Are Dryden and Pope poetical classics> Is the histone estimate, whu ..h

represents them as such, and which has been so long established that It can-
not easily gIve way, the real estimate> Wordsworth and Coleridge, as l~
well known, denied It, but the authority of W ordswoi rh and Coleridge
does not weigh much with the young generation, and there are many signs
to show that the eighteenth century and its judgments are cornmg Into
favour again Are the favourite poet" of the eighteenth century claSSICS'

It IS Impossible withm my prescnt limits to dl<;CUSS the question fully
And what man of letters would not shunk from ~ecnllng to dlSPO'iCdie-
tatorially of the claims of two men who are, at any rate, such masters In
letters as Dryden and Pope, two men of such admirable talent, both of
them, and one of them, Dryden, a man, on all sides, of such energetIc and
genial power' And yet, If we are to gain the full benefit from poetry, we
must have the real estimate of It Icast about for some mode of arriving, In
the present case, at such an estimate without offence And perhaps the best
way IS to begin, as It 1S easy to begin, with cordial praise

When we find Chapman, the Elizabethan translator of Homer, express-
Ing himself In his preface thus "Though truth In her very nakedness SIts
In so deep a pit, that from Gades to Aurora and Gange~ few eyes can sound
her, T hope yet those few here will so discover and confirm that, the date
being out of her darkness In tlus morning of our poct, he vhall now gird ills
temples with the sun,"-we pronounce that such a prose is Intolerable
When we find Milton wrinng "And long It was not after, when I was
confirmed In rhis opinIon, that he, who would not be frustrate of h1<) hope
to write well hereafter In laudable thmgs, ought himself to be a true poem,"
-we pronounce that such a prose has Its own grandeur, but that It IS

obsolete and mconveruent But when we find Dryden telhng us "What
Virgil wrote In the vIgour of hIS age, In plenty and at ease, I have under-
taken to translate In my declmmg years, strugg1lng with wants, oppressed
with sickness, curbed In my geqlus, liable to be misconstrued In all I
wnte,"-then we exclaim that here at last we have the true English prose, a
pro~e such as we would all gladly use If we only knew how Yet Dryden
was Milton's contemporary

But after the Restoration the time had come when our nation felt the
ImperiOUSneed of a fit prose So, too, the time had likewise come when our
nation felt the ImperiOUS need of freeing Itself from the absorbing preoc-
cupatIon which religion m the Puritan age had exercised It was impossible
that this freedom should be brought about Without some negative excess,
WIthout some neglect and ImpaIrment of the religious hfe of the soul, and
the spiritual history of the eighteenth century shows us that the freedom
was not achieved Without them Snll, the freedom was achieved, the preoc-
cupation, an undoubtedly baneful and retarding one If It had continued,
was got nd of. And as With religion amongst us at that period, so It was
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also with letters A fit prose was a necessity, but It was Impossible that a
fit prose should estabhsh Itself amongst us without some touch of frost to
the Imaginative ltfV of the soul The needful quahnes for a fit prose are
regularity, uruforrmty, precIsIon, balance The men of letters, whose des-
tIny It may be to bnng their nation to the attainment of a fit prose, must of
necessity, whether they work in prose or In verse, give a predommanng, an
almost exclusive attention to the quahnes of regularity, uniformity, pre-
cision, balance But an almost exclusive attention to these quahnes Involves
some repressIon and silencing of poetry

We are to regard Dryden as the pUIssant and glorIOUSfounder, Pope as
the splendid high-pnesr, of our age of prose and reason, of our excellent
and indispensable eighreenrh century For the purposes of their mission and
desnny their poetry, hke their prose, IS admirable Do you ask me whether
Dryden's verse, take It almost where you will, IS not good>

A rmlk-white HInd, Immortal and unchanged.
Fed on the lawns and In the forest ranged 5

I answer Admirable for the purposes of the Inaugurator of an age of prose
and reason Do you ask me whether Pope's verse, take It almost where you
will, IS not good'

To Hounslow Heath I point, and Banstead Down,
Thence comes your mutton, and these chicks mv own 6

I answer Admirable for the purpo,es of the high prIest of an age of prose
and reason But do you ask me whether such verse proceeds from men WIth
an adequate poetIc cnncism of life, from men whose cnncism of life has
a high seriousness, or even, without that high seriousness, has poetic large-
ness, freedom, Insight, bemgruty> Do you ask me whether the apphcanon
of Ideas to life In the verse of these men, often a powerful application, no
doubt, IS a powerful poetic apphcanon> Do you ask me whether the poetry
of these men has either the matter or the Inseparable manner of such an
adequate poetIc criticism, whether It has the accent of

"Absent thee from fehcity awhile "7

or of
"And what 15else not to be overcome "8

GDryden, The Hmd and the Panther, 1, 1-2
8 Pope, The Second Satire of the Second Book of Horace, 143-1+1-
'IHamlet, V, 11, 3S8 Arnold had earlier quoted Imes 3S7-360 as an example of the

highest poetry
I 'IParadISe Lost, I, 109 Arnold had earher quoted hoes 108-109



or of

"0 martyr souded In vJ.rglnttee'''9

I answer It has not and cannot have them, It ISthe poetry of the budders
of an age of prose and reason Though they may write In verse, though
they may In a certain sense be masters of the art of versification, Dryden
and Pope are not classics of our poetry, they are claSSICSof our prose

Against tins one rmght set F R Leavis's defense of Pope as a "meta-
physical" poet In his chapter on the poet In hIS Revaluation (1936),
or Edith Sirwell's analysis of the various textures of Pope's verse In
chapter 18 of her Alexander Pope (1930)

Criucal relatnnsm

One of the best modern defenses of critical relativism IS Frederick A
Pottle's The Idiom of Poetry (1946), especially the first two chapters
At the end of hIS first chapter, Professor Pottle sums up hIS VIews
as follows 10

I) Poetry always expresses the basis of feehng (or sensibihty) of the age
m wluch It was wntten

2) CrItICS of the past were as well qualified to apply a subjective test to
poetry as we are ("The presumption that It ISwe who are more nearly at
rest has no serious foundation, It 15 mere self-flattery")

3) Poetry IS whatever has been called poetry by respectable Judges at
any tune and In any place ("R-espectable" may be thought to beg the
question Imean to Include In the term those CrItiCSwho had the esteem
of their own age, as well as those whom we admire )

4) The poetry of an age never goes wrong Culture may go wrong, CIVl-
hzanon may go wrong, cnncism may go wrong, but poetry, In the col-
lective sense, cannot go wrong

This, of course, ISIn sharp Opposltlon to the common modern view
that somethmg went wrong WIth the poetIc sensibihty In the late
seventeenth century which has only recently been put right (see
Cleanth Brooks' Modern Poetry and the Tradsuon) It IS equally m

• Chaucer. The Pr,oress's Tale, line 92
10Repnnted by pertn1SS1on of Cornell Umversiey Press
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sharp contrast with the views and critical method of F R Leavis, a
stern modern opponent of relanvism and a cnnc who believes that It
IS possible-sand desirable=to trace the true tradition of English poetry
and English fiction through the few great writers who alone represent
It (see, for example, hIS book on the English novel, significantly called
The Great Tradtuon, where the tradinon IS defined and the elect, who
belonged to and perpetuated It, named and discussed) One can of
course be, like Dr Leavis, an opponent of relativism and at the same
tune sensitively aware of shifts In literary style and fashion," to op-
pose relativism IS not necessarily to deny that there are different kmds
of good hterature and that some kinds flourish more readily In the
climate of one age than In that of another, but It IS to deny Professor
Pottle's contention that "poetry IS whatever has been called poetry by
respectable Judges at any time and In any place" and to deny even
more strongly that "the poetry of an age never goes wrong"

Professor Pottle's relativist POSition enables hun to see the funhty of
a critic's attemptlng to reverse a new tide of taste, the chief function
of the cnnc of contemporary literature, as he sees It, IS "to recogruze
and to define the emergent Idiom to detach It from the background
of the moribund but highly respectable Idiom WhICh obscures It"
He continues

He should realize that he has httle or no power to change Its essential
character or direction, no more, let us say, than the hnguist has to change
the development of a language Notlung IS more futile than to scold an
O'Neill because he has not written hke Aeschylus, or an Ehot for not hav-
Ing written like Tennyson jeffrey's CrItICISmof Wordsworth 15 a classical
example of the folly of the judicral method

Such a pragmatic approach to the problem of evaluation would not
satisfy those crItICS who insist on seeking norms and applymg stand-
ards which they consider perpetually vahd Such cnncs might quarrel
With Professor Pottle for not disnnguishmg With any preCISion be-
tween means and ends, they might say that there are many different
kinds of style and idiom wluch a poet might legmmately employ and
that sensibility certainly operates differently m different periods, but
they would InSIStthat this 18 a question of means, not of ends, and that

11Dr Leavis (and hIS periodical Scrutmy) has had a great Influence on modem
cnncism In hIS stand for precision and discnmmanon mheerary Judgment Among
Ius many books, perhaps 1 he Common PurSUIt gives the clearest Idea of Ius talents
and Ius posmon
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what a great work of hterature IS and does can always be defined In the
same way There are many imphcanons here, both for theoretical and
for practical cnncism, and the reader rrnght profitably consider some
of them

Closely related to the relativist posItIon IS the "academic" position
which holds that all works of the past can and should be appreciated
by the cnnc, whose duty It IS to put hunself In the proper frame of
mmd and eqwp himself with the necessary scholarship to enable lum
to enJoy each work as Its contemporary readers did F R LeaVIS, In an
essay on MIlton published In The Common Pursuit, IS very severe on
this view He quotes EM'" Tillyard's remark "I am not especially
attracted by the Mtltonlzlng blank verse of the eIghteenth century,
but If I read It more assiduously I might hke It better" In order to deride
It and comments caustically on what he takes to be Dr Tillyard's
"assumption that It IS praiseworthy to find reasons for recommending
accepted authors and reprehensible to cnncize such authors ad-
versely" as exlubmng "one of the most deadenmgly academic traits of
the academic mind " ThIS brings us to the relation between criticism
and history (dealt WIth In Part Three) but the whole question of how
far the lustoncal rmagmanon can be legitimately used to Increase ap-
precianon=how far It may mcrease understanding and appreCIatIon
of what really exists In the work and how far It may bring one to
appreCIate what IS not, objectively considered, a good work-lS com-
plex, and worth careful thought

F. R Leavis has, In different essays, praised as great poems both
Johnson's "Vanity of Human WIShes" and G M Hopkins' sonnet
"Thou art Indeed Just, Lord" (The C011111101lPurSUIt, PP 56 and ro r-
102 ) The reader rrnghr consider whether these two very different kinds
of poem, products of different sensrbihnes and different periods and,
It might be thought, of wholly different kinds of genius, can be
Judged to be great by the apphcanon of the same kmd of critical
apparatus Is this a question of different kinds of greatness, or of two
different ways of achievmg a common kind of end ~
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appreciation to analysis
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T.DEFINE a cnncal approach and dISCUSSIts rnents
and demerits IS a relatively easy matter The great majority of critics,
however, have rarely used a SIngle and easily definable method m their
pracncal cnncism The academic cnnc, In particular, with his various
kinds of scholarly mformanon=biograplucal, lustoncal, textual-Is
often tempted to combine Information, explanation, elucidanon, and
praISeIn hISremarks on a given work or a given writer

Criucal chat

ThIS eclectic method, as It may be called, 15 not necessarily muddle-
headed we have already noted some effective examples of cnncism
which combines elements from different methods, and many more
could be Cited, particularly from late nineteenth and early twentieth
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century academic criticism, where the "bio-cnncal" approach flour-
ished Vigorously and at Its best was highly successful In conveYing to
the reader a sense of a writer's achievement set against the background
of hIS hfe and tune It was an approach which, for ObVIOUS reasons, did
better with writers as a whole than with Individual works, Its greatest
successes lay In giving the reader a total Impression of the kind of work
a wnter produced, with appraisal of Individual works used as an
example to illustrate the generahzauons rather than as cnncal assess-
ment m Its own right Consider, for example, George Samtsbury's re-
marks on Prior

I do not know whether the haughty and delicate souls who, In OppOSI-
tion to Mr Dobson, declare eighteenth century poetry "unreadable," make
any exceptions, even for Pope himself, In the nearly complete Ignorance
winch, It IS to be feared, accompanIes their haughnness and their delicacy,
they seem only too likely not to make any for others Yet how much are
they to be pitied If they do not know Pnor, especially with the recently
discovered fragments of wluch the most channing but not the only
charming one IS on that "[inny the Just", who-

Read, and accounted, and paid, and abated,
Eat and drank, played and worked, laughed and cried, loved and hated,
As answered the end of her being created

But these additions, for which we wiser folk so much thank Longleat and
the Marquis of Bath, Cambridge and Mr Waller, are only a sort of "rere-
supper," a corollary to an abundant prevIous entertainment That the great
conuc poets have almost If not qUite as much Idiosyncrasy in their comedy
as the great tragIc or serious poets ~n their other lands, IS a fact not much
hkely to be disputed, though It IS sometimes left unrecognized, and there
15 hardly one who has more of It than Pnor With the eternal and almost
unnecessary exception of Shakespeare, Pnor 15 about the first to bring out
that true English humour which Involves sentiment and romance, which
laughs gently at Its own tears, and has more than half a tear for ItS own
laughter One nught not have thought the lover of Cloe (unless, which IS

not Impossible, Cloe's anecdotographers have maligned her) and the fre-
quenter of pot shops likely to be troubled With "fine fancies," and certainly
he does not force them on us But how amly they flit, and how delicate
and varicoloured they are, from the early and gay celebration of the httle
Dutch chaise With Its contents, literary and other, to those epitaphs which
are assuredly neither morbid nor cynical merely' Prior himself may have
wntten none too happily of Solomon, but he had at least one nght to
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write, for no one, except Thackeray, has ever entered more thoroughly
Into the spirit of Ecclesiastes How different ISthe sad and yet not In the
least mopIng or w..hmmg morahty of the poem to Montagu, a poem with
Its singular music Infused Into apparently qUite commonplace metre-

Our hopes, like towermg falcons, aim, etc,

from the mere "copy-book" so often charged agamst the century' How
admirable a vanant In the same key 15 furnished by the Lmes -umtten m
Mezeray , WIth their strangely haunting close-

Unwilling to retire, though weary'

And rhis seasoning and saving "Varutas Varutaturn" 15 not absent from
things where It keeps farther in the background-the very "Lines to a Child
of Quality" owmg not a httle of their savour to It Yet With this faculty,
which, It may be admitted, does easily turn In other men to morbidness and
cynICism, there IS no bad blood In Prior As we have no wrtner so we have
no kmdlier poet, though the Wit keeps the kmdhness from ever turmng
mawkish The Tales, though Johnson, unfair to Pnor as a whole, granted
them lus tmprimatur as "a lady's book," are rather out of fashion to-day
They are too naughty for the old-fashioned and not nasty enough for mod-
enlists But they are thoroughly good-humoured Some High-and-Mighn-
nesses have dismissed Pnor's love poems as not ethereal enough-not so
much suggestive of the way of a superman With a superrnaid as of that of
a man of the bag WIth a maid of the bar Now half of this IS due to the
nttle-rartle of the anecdote-mongers above mentioned, and even 10 the
other half there IS not much Justice The "Cloe" poems certainly do not
suggest Amadis and Oriana, but In the House of Love as elsewhere there
are many mansions At any rate they are extremely hvely, extremely
pretty, and they hit off a partnership of amare and bene oelle which per-
sons who have confidence In their taste enough not to bother about other
people's may find not a httle delectable, and no more "nasty" than the "nasty
hard rosebud," wluch revenged Itself by finding such an agreeable resnng-
place Pnor cannot be Ill-natured "The English Padlock" on one SIde IS the
very Incarnation of sweet and not unwholesome temper, as "My noble
lovely httle Peggy" IS on another, "Down Hall" on yet a third, others (for
though Ill-nature IS rather monotonous, good IS always surprIsing when
It IS not stupid, as Prior never IS) on others yet There are people-not al-
ways bad people-who seem to mistake Cowper's phrase, "easy JIngle" as a
suggestIon to take Prior lightly Cowper himself did not mean It so, and It
may be diffidently suggested that If any young gentleman of the latest
block (the term 15 not used offensively, but IS pure Elizabethan for the
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fashion of hats), even after mspinng himself by the thought (not qUite at
first hand) that Tennyson does not eXIStand that Browning was a well-
meant but not wholly successful antlClpatlOn of the twentieth century, that
SWInburne was a musical-box and Stevenson an Ineffectual Chnstmas toy-
If any such will Just try to mutate the JIngle and the easiness-we shall see
While as for the longer poems, though the wlumsical Inconsequence of
Alma IS sometimes a httle teasing, and though Solomon has (rather too ob-
viously) been dISmISSedas an Instance of a clever man trying something
for which he was not fitted, It IS snll lawful to take for the Muse In regard
to them Pains's Wish for his sister when Scandal gave her to Pnnce Hal,
"May the girl have no worse fortune!"

There IS Indeed a singular delectableness, partly ansmg from a certain
strangeness and hidden quality In Pnor Some people even thmk, when
they read of those mornIng walks WhIChSWIft and Pnor took In the Park,
"one to make himself fat and one to make himself thin," that of all that not-
able set the unquesnonably greater could not have chosen a better com-
pamon If he has not Pope's Intense craftsmanship, Prior has, as has been
hmted, something of the "behind the veil" touch that Pope never even hmts
at WIth more delicacy even than Addison, he has also more passion than
Steele and Gay Arbuthnot and even Berkeley fall, the former Into lower
and more unequal levels, the latter, despite lus greatness, Into a specialist
and abstract drvision POSSibly,as the common theory goes, Pnor may have
to some extent clogged the WIngs of the SpIrit WIth Epicurean living, pos-
sibly, as It has been more charitably suggested, the diplomanc work (for
which he was In some ways unsuited, but the dunes of wluch he seems to
have discharged faithfully enough nll they called for actual heroism, wluch
he did not possess) overloaded rum He may even have actually gIven the
best of what was In him, helped by pleasure on the one hand and perhaps
even by business as a contrasting Influence on the other But undoubtedly
there IS, for some tastes at any rate, In Prior a flavour of one sort, an at-
mosphere of Venus and Cupid and kindly sport and fun, contrasted qUin-
tessennally WIth a "finish" of something qUite different HIS own short pIece
on "Dernocntus and Heraclitus" gtves us a key, too much neglected, to lus
attitude, and he can "give a hand to each" as hardly anyone else, except
(once more) Thackeray, has done, and In a fashion different from Thack-
eray's 1

Perhaps this 1S, m a sense, literary chat rather than stnctly bterary
cnncism We observe the relaxed, Informal tone, the casual and confi-
dent use of quotatIon, the conversational references to contemporary
taste and to the cnnc's view of It, the quick movement from one work
to another With no attempt to give a thorough or systematic account

1Tb« Pellc, of th, Augustll1U) 1916 R~prlnted by peI1ll1SS1on of Oxford Uruvemty
Press.
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of anyone The critic here IS taking for granted that hIS reader knows
something about the subject and recognizes the quotations and the
numerous hterary references The cnnc 15 also qUite unconcerned with
method-In fact, one might reasonably argue that this discussion of
Pnor shows no method at all What are Samtsbury's cntena of a good
poem, as shown In this dISCUSSionof Prior's poetry? "jmny the Just"
IS described as "charming," and the charm IS Illustrated by a brief
quotation The kind of entertainment which Prior's poetry provides
IS Illustrated by a great number of analogies which cumulatively sug-
gest a cheerful and wholly healthy Epicureanism The special quality
of hIS humor IS praised as, Shakespeare apart, probably the first true
Enghsh variety, which IS then defined very generally as "sentiment
and romance, wluch laughs gently at ItS own tears, and has more than
half a tear for ItS own laughter" (No quotation Illustrates tlus very
general defimnon ) Then comes a contrast between the delicacy of
Prior's fancy -mennoned as a good qualIty-and Pnor's habits In real
hfe Prior IS next praised for entering more thoroughly Into the spirit
of Ecclenastes than any other writer except Thackeray, and examples
of an Ecolestastes-uue sadness are given "Singular music mfused Into
apparently qUIte commonplace metre" IS Cited as a virtue of one poem,
but the quality IS not analysed, It IS, however, illustrated by the
"strangely haunting" close of another poem And so It goes-a per-
sonal, unsystematIC, ecleonc kind of cnncism, creatmg as It moves a
highly hterary atmosphere, an atmosphere of the study, perhaps, but
a study With comfortable leather chairs as well as well-lmed book-
shelves

The success of this kind of cnncism depends on ItS author's ability
to handle the various elements of wluch It IS composed In such a way
as to budd up a tone, an atmosphere, which reflects In some way the
special quahnes of the wnter who IS being cnncized But the tone IS
never wholly subdued to ItS subject there IS always the cnnc's person-
ahry before us, WIth the cnnc's preferences and prejudices, lus refer-
ences to pet authors (Thackeray, In Samtsbury's case) and favorite
controversies, peppering hIS comment As a result, It ISnot so much the
essence of Prior that ISdisnlled for us as we read Samtsbury's dISCUSSIon
of that poet, as a confrontation of essence of Prior With essence of
Samtsbury Out of tlus confrontation whatever ISvaluable In the cnn-
cism emerges-which IS one reason why this land of cnncism ISmuch
more successful when the cnnc 15 letting himself go about a favorite
author than when he IS attempting to appr3.1Se the work of someone
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to whom he has no temperamental kmship. Samtsbury's taste was
catholic enough, his range of enthusiasms enormous, but he stnkes
sparks only when his personality IS responding to some aspect of a
work or writer, when he IS least scientific and most relaxed and
discursive

In cnncism such as Samtsbury's the severer critical questions are
taken for granted Cnncism IS not a "disciplme," as many modern
cnncs hke to regard It, but a civihzed exchange of opInIon No attempt
ISmade to demonstrate with analync preCIsion the presence of any
given quality In a work, and whether any given quality represents a
fault or a VIrtue IS a question whose answer 15 assumed rather than
debated It IS on the whole a response to the achieved work, not a tech-
nical demonstration of how the work IS achieved Such a cnncism IS
likely to appear only after centuries of varied hterary production have
led not only to a broad view of the total literary scene but also to the
establishment of a social tradition of bookish discourse about books
Professor Samtsbury was a great connoisseur of WInes as well as a
literary scholar and cnnc, and there does seem to be Q relation between
the two Sidesof lus actIVity HIS writIng has an after-dinner flavor, a
note of conversation among gentlemen over the port, and his cnncism
has a quality of savonng, of WIne-tasting Only a generanon secure m
Its posseSSIonof a rich and stable literary tradition can afford to be so
relaxed, so much the wine-tasting connoisseur, about Its hterary cnn-
cism When that security ebbed, the connoisseur gave way to the
analyst

The case for amateunsm

Most modern readers would regard the change as unquestionably one
for the better They welcome the Increase In preCISion,m subtlety, m
professionalism, that they see In modern cnncism when compared
With the Samtsbury variety Yet there IS a great deal to be said for the
elegant amateurism of the Samtsbury tradinon (for In a sense Saints-
bury, though a professor and a professional cnnc and scholar, was the
great amateur hIS manner was amateur ) To relegate cnncal dISCUS-
sion solely to the professional, to regard the entre as a highly special-
ized technical expert who writes for hIS fellow experts, has ItS own
dangers A crvihzanon IS Judged by ItS amateurs, by the degree to
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which intelhgent non-experts can dISCUSSwith sense and understanding
the phenomena of their culture If the entre becomes too far removed
from the reader' of hterature--not necessarily from the "man In the
street," that vague entIty, but from the mterested and sensitive non-
professional-she will tend to develop a techrucal Jargon of hIS own and
to regard himself as a necessary mediator between the creanve writer
and the ordinary reader Indeed, In so far as he will be mrelhgible only
to fellow experts, he will not even be a mediator between writer and
public, but a barner mdicanng the impossibihry of non-professional ap-
preciatIon of good literature Samrsbury, for all the occasional loose-
ness of hIS cnncism and his dehberate lack of method, or perhaps
because of these quahnes, always talked to lus readers as their fellow-
apprecIator, not as their technical adviser If a generation less com-
placent about ItS literary tradition and less hkely to VIew after-dinner
discussion as the fine flower of crvihzed discourse has learned to look
for a sterner kind of criticism-more analytic, more methodical, and In
general nlore tough rrunded=we can appreciate ItS need while at the
same tune perhaps envying an age which could take ItS culture more
for granted

It should be added that cnncism as philosoplucal InquIry Into the
nature and value of imagmanve hterature-the kind that was discussed
In Part One of this book-IS almost always pracnced by professional
cnncs, for that can never be anythmg else but a strenuous phrlosophi-
cal activity It ISpractical cnncism, not plulosophical cnncism, that IS

hkely to move toward an eclecnc amateurism In a period when the
man of letters fits comfortably Into a long-estabhshed SOCialand Intel-
lectual tradition Critics of this kind tend to dismiss the fundamental
esthenc questions With an epigram or an "every schoolboy knows"
attitude

For all the charm of the Samtsbury brand of cnncism, for all Its
relaxed confidence, ItS assurance of the continuity of crvilizanon, It
deals competently only WIthworks that grow obviously out of the past
and falls silent In the face of any really challenging departure from
traditional norms When, about the nme of the first world war, as the
result of a long process of dismtegranon, the relanon between tradi-
tion and the mdrvidual talent had to be fundamentally re-examined
and the whole question of what goes on In a work of hrerary art was
re-opened, cnncism was forced to leave behind the relaxed air and the
amateur tone and become more astrIngent and more rechrucal
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Eliot on Swinburne· the analyuc approach

If we set beside Samtsbury's discussion of Prior one of T S Eliot's
earlier cnncal essays-on Marlowe, or Ben Jonson, or Andrew Marvell,
for example-we are struck at once with the complete difference In
temper. Eliot IS not concerned to talk with Wit and urbanity about
literary achievements on which hIS readers are largely In agreement,
Eliot's WIt-so different from Samtsbury's-serves the purpose of ar-
restmg attention, not of illusrranng general knowledge, and his prose
deliberately lacks urbanity Ehot's object IS to explore the hterary
work m order to show what goes on In It, he Wishes to surprISe the
reader into paying proper attention to the true hfe of the work Percy
Lubbock, In hIS book The Craft of Etcuon, first published In 1911,

defined this kind of cnncism With reference to the novel

The business of cnncism In the matter of fiction seems clear, at any rate
There ISnothing more that can usefully be said about a novel unnl we have
fastened upon the question of Its making and explored It to some purpose
In all our talk about novels we are hampered and held up by our unfa-
rruhanty WIth what IScalled their technical aspect, and that IS consequently
the aspect to confront That Jane Austen was an acute observer, that
DIckens was a great humounst, that George Eliot had a deep knowledge of
provincial character, that our Irving romancers are so full of life that they
are neither to hold nor to bind-we know, we have repeated, we have told
each other a thousand times, It IS no wonder If attention flags when we
hear It all again It IS their books, as well as their talents and attamments,
that we aspIre to see=their books, which we must recreate for ourselves If
we are ever to behold them And in order to recreate them durably there
IS the one obVIOUSway-to study the craft, to follow the process, to read
constructively The pracnce of this method appears to me at tlus time of
day, I confess, the only Interest of the cnncisrn of fiction It seems vain to
expect that discourse upon novelists will contain anything new for us until
we have really and clearly and accurately seen their books 2

"To study the craft, to follow the process, to read constructively"
-that might well have been Eliot's motto At least, It describes ac-
curately what his most charactensnc practical cnncism has been
auned at Consider, for example, hIS essay on SWInburne, written
In 1910

2 Reprinted by permlsslon of Charles Scribner's Sons, New York, and Jonathan
Cape Limned, London
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It IS a question of some nicety to decide how much must be read of any

particular poet And 1t 1Snot a questIon merely of the size of the poet
There are some poets whose every lme has unique value There are others
who can be taken by a few poems universally agreed upon There are
others who need be read only In selecnons, but what selecnons are read
will not very much matter Of SWInburne, we should hke to have the
Atalanta entire, and a volume of selections wluch should certainly contain
The Leper, Laus Veneris, and The Triumph of Time It ought to contain
many more, but there ISperhaps no other single poem which It would be
an error to orrut A student of SWinburne will want to read one of the
Stuart plays and dip Into 'Trtsrem of Ly onesse But almost no one, today,
will Wish to read the whole of SWInburne It IS not because SWInburne 15

volummous, certain poets, equally volummous, must be read entire The
neceSSIty and the difficulty of a selection are due to the peculiar nature of
SWInburne's contnbunon, which, It IShardly too much to say, IS of a very
different kind from that of any other poet of equal reputatton
We may take It as undisputed that SWinburne did make a contnbunon,

that he did somethmg that had not been done before, and that what he did
will not turn out to be a fraud And from that we may proceed to Inquire
what SWinburne's contnbunon was, and why, whatever critical solvents
we employ to break down the structure of hIS verse, this contnbution re-
mains The test ISthis agreed that we do not (and I think that the present
generation does not) greatly enJoy SWinburne, and agreed that (a more
serious condemnation) at one period of our hves we did enJoy him and
now no longer enJoy him, nevertheless, the words which we use to state
our grounds of dishke or Indifference cannot be applied to SWinburne as
they can to bad poetry The words of condemnation are words which ex-
press Ius quahnes You may say "diffuse " But the diffuseness IS essential,
had SWInburne practised greater concentration hIS verse would be, not
better In the same kind, but a different thmg HIS diffuseness ISone of hIS
glories That so little material as appeared to be employed In The Triumph
of Time should release such an amazing number of words, requires what
there IS no reason to call anything but gernus You could not condense
The Triumph of TIme You could only leave out And this would destroy
the poem, though no one stanza seems essential Similarly, a considerable
quantIty-a volume of selecnons-as necessary to gIve the quality of SWIn-
burne although there IS perhaps no one poem essential In tlus selection

If, then, we must be very careful In applying terms of censure, hke "dif-
fuse," we must be equally careful of praIse "The beauty of SWinburne's
verse IS the sound," people say, explaining, "he had little VIsual Imagina-
tion " I am mclmed to dunk that the word beauty IS hardly to be used In
connexion With SWinburne's verse at all, but In any case the beauty or
effect of sound 1S neither that of music nor that of poetry which can be
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set to music There ISno reason why verse Intended to be sung should not
present a sharp visual Image or convey an Important Intellectual meaning,
for It supplements the mUSICby another means of affecting the feehngs
What we get In SWinburne ISan expression by sound, which could not pos-
sibly associate Itself with music For what he gives ISnot Images and Ideas
and mUSIC,It IS one thmg with a curIOUSmixture of suggestions of all three

Sball I come, If I sWIm'; wIde are the wa't'es, you see,
Shall I come, If I fly, my dear Love, to thee?

This IS Campion, and an example of the kind of music that IS not to be
found In SWInburne It ISan arrangement and choice of words which has a
sound-value and at the same time a coherent comprehensible meaning, and
the two thmgs=the musical value and meanIng-are two thmgs, not one
But In SWinburne there IS no pure beauty-no pure beauty of sound, or of
Image, or of Idea

MUSIC,when soft voices die,
VIbrates In the memory,
Odours, when sweet VIolets SIcken,
Lwe untbm the sense they qutc ken

Rose leaves, when the rose is dead,
Are heaped for the beloved's bed,
And so thy thoughts, 'When thou art gone,
Love Itself shall slumber on

Iquote from Shelley, because Shelley IS supposed to be the master of SWIn-
burne, and because Ius song, like that of Campion, has what SWInburne has
not-a beauty of music and a beauty of content, and because It IS clearly
and Simply expressed, WIth only two adjectives Now, In SWinburne the
meaning and the sound are one thing He IS concerned with the meaning
of the word In a pecuhar way he employs, or rather "works," the word's
meaning And tlus IS connected With an Interesting fact about his vocabu-
lary he uses the most general word, because Ius emotion ISnever particular,
never In direct line of VISion,never focused, It 15 emotion reinforced, not
by mtensificanon, but by expansion

There lwed a smger m France of old
By the tideless dolorous midland sea

In a land of sand and rum and gold
There shone one 'Woman, and none but she

You see that Provence IS the merest pOInt of diffusion here SWinburne
defines the place by the most general word, which has for him Its own
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value. "Gold," "ruin," "dolorous" It ISnot merely the sound that he wants,
but the vague associations of Idea that the words give lum He has not hIS

eye on a particular lplace, as

L. ruscelletu cbe det verd» coils
Del Casentm discendon gtUSO m Arno
[The httle streams that from the green hills
Of the Casentmo flow down to the Arno

Dante, Inferno) XXX]

It IS, In fact, the word that gives rum the thnll, not the object When you
take to pieces any verse of SWInburne, you find always that the object was
not there-only the word Compare

Snowdrops that plead for pardon
And pIne for fright

with the daffodils that come before the swallow dares The snowdrop of
SWInburne disappears, the daffodil of Shakespeare remains The swallow
of Shakespeare remains In the verse of Macbeth, the bird of Wordsworth

Breaking the silence of the seas

remains, the swallow of "Itylus" disappears Compare, again, a chorus of
Atalanta with a chorus from Athenian tragedy The chorus of SWinburne
ISalmost a parody of the Athenian It IS sententious, but It has not even the
SIgnIficance of commonplace

At least we witness of thee ere we die
That these tbmgs are not otberunse, but thus

Before the begmnmg of years
There came to the makmg of man

Time untb a gIft of tears,
GrIef nutb a glass that ran

ThIS IS not merely "music", It IS effective because It appears to be a tre-
mendous statement, like statements made In our dreams, when we wakeup we find that the "glass that ran" would do better for time than for grief,
and that the gift of tears would be as appropriately bestowed by grief as
by nrne

It rrught seem to be mnrnated, by what has been said, that the work of
SWInburne can be shown to be a sham, )uC)tas bad verse ISa sham It would
only be so If you could produce or suggest something that It pretends to
be and 15 not The world of SWinburne does not depend upon some other
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world wluch It SImulates It has the necessary completeness and self-suffi-
ciency for jusnficanon and permanence It IS Impersonal, and no one else
could have made It The deductions are true to the postulates It IS Inde-
structible None of the obvious complaints that were or might have been
brought to bear upon the first Poems and Ballads holds good The poetry
IS not morbid, It IS not erotic, It IS not destructive These are adjectives
which can be applied to the material, the human feehngs, which In SWin-
burne's case do not exist The morbidity IS not of human feehng but of
language Language In a healthy state presents the object, ISso close to the
object that the two are identified
They are idennfied In the verse of SWInburne solely because the object

has ceased to exist, because the meaning IS merely the hallucination of
meaning, because language, uprooted, has adapted Itself to an Independent
life of atmosphenc nourishment In SWinburne, for example, we see the
word "weary" flourishing In this way Independent of the particular and
actual weariness of flesh or Spirit The bad poet dwells partly In a world
of objects and partly In a world of words, and he never can get them to
fit Only a man of genius could dwell so exclusively and consistently among
words as SWinburne His language IS not, like the language of bad poetry,
dead It ISvery much ahve, WIth this SIngular life of ItS own But the lan-
guage which ISmore Important to USIS that which ISstrugghng to digest
and express new ebjects, new feehngs, new aspects, as, for Instance, the
prose of Mr James Joyce or the earlier Conrad 3

It WIll be seen that Ehot's Interest here IS less In the effect of the
poetry than Inwhat goes on In It He has Samtsbury's Width of hterary
reference and more than Samtsbury's confidence, but he has not
Samtsbury's confidence In hIS readers The reader must be startled
from hIS convennonal view of SWInburne Into looking at the poetry
again and seeing precisely what happens In It Eliot IS continually
making distmcnon between, for' example, diffuseness as a fault and
diffuseness as an essence, between different kinds of relanonship be-
tween meaning and sound, between mtensificanon and expanSIon, and
so on And when he quotes other poets It ISgenerally In order to draw
our attennon to a disnncnon, a difference, not to cite resemblances
or echoes The whole approach ISbasically analytic

Olwer Elton on SWInburne academic
generahzanon

That Eliot IS less concerned With the effect of the poem on the
reader than WIth the land of hfe such poetry possesses becomes
a From Selected Essay" 1917-1931 by T S Eliot, copynght, 1931, by Har-

court, Bnce and Company, Inc and Faber and Faber Limited
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clear If we put beside hISessay on SWInburne a discussion of the poet
by a cnnc working In the late runeteenth century academic eclecnc
tradition Professor Ohver Elton's The English Muse, though It ap-
peared m 1933, 15 m that older tradinon Here are hIS remarks on
Swinburne

SWInburne's language flows from the purest fount He was nourished
on the ancient claSSICS,on the Enghsh claSSICS,and above all on the Author-
ised Version He had a perfect ear and was a mighty Inventor of lyrical
measures, there ISno surer or more brilliant instrumentahst In Enghsh Yet
the salvage of lus poetry, though not small In Itself, IS small In proportIon
to the mass For all their skrll of conduct the two Greek plays leave, as
tragedies, a faint Impression Even In the famed choruses there ISa waste
of words But tlus we forgive for the glory of sound and motion, and for
a certain electrical quality that time cannot alter It comes and goes, but It 1S

maintained, In Atalanta, throughout the splendid Interchanges of the
Chorus With Meleager

Would God ye could carry me
Forth of all these,

Heap sand and bury me
By the Chersonese,

Where the thundering Bosphorus answers the thunder of Pontic seas

'Before the beginning of years' and 'When the hounds of spnng' are also
In stanza Well, after fifty years we may snule at the 'brown bnght night-
mgale amorous' and the Maenad and the Bassand, nor did we ever take
them too seriously But 'ah the SInging, ah the delight, the passront'j=rlus
has not vanished, nor the music of the long billowmg strophes In Erec-
theus SWInburne's other chonc odes, to Athens or to VIctor Hugo, sound
mecharucal beside them HIS sapphics and chonambics have less matter and
mearung than Tennyson's 'experiments' In classical measures, but In glory
of passIonate sound they have no equal, among feats of this kind As to the
song pure and Simple, In the Oblation ('Ask notlung more of me, sweet')
and In the sixteen hnes of 'Love laid hIS weary head' SWInburne wrote
what may outhve many of his later volumes Some of these lighter and
bnefer lyncs are certainly the most endunng Many are In short lmes,
Amm« Anceps, A Match, Ex- Voto In the first Poems and Ballads there IS

much about the passing of love, and the call of the poppied sleep. The de-
sire of a youth to die and be extmguished ISexpressed to perfection In the
Garden of Proserpme, and It IS heard, more rhetoncally yet In Its fullest
force, In lhcet.

SWInburne poured out lavishly his eulogies of the Irving and memonal
verses to the dead. The lyncs addressed to Landor and Mazzim and the

U
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Adetu» a Mary Stuart are plain, concise, and severe, also the sonnet of
Cardinal Newman, a salute of honour from the camp of the pagans Among
the sonnets to the old dramatists the most distinct and happy are those to
Beaumont and Fletcher and to John Day A few verses In the grand style,
welcome and articulate arrud the whirl of sound, can be picked out from
the first ode to VIctor Hugo and from the elegy on Baudelaire

Many of SWInburne's passions may be called literary, but his love for
wild English nature and for the sea ISpersonal and physical The Forsaken
Garden and W,nter In Northumberland, though never definite In draunng,
give the very atmosphere of the place and weather In the Lake of Gaube
he records hISown raptures as a swimmer The sea IS hymned In the finale
of Tristram of Ly onesse, as Love ISIn the snll greater overture The great
story, we may fear, ISalmost washed away In the torrent of words But In
the Tale of Balen the 'golden moorland SIde' and the 'rioting rapids of the
Tyne' are the setting for a clear narrative that rides on gallantly, the poet,
as he says,

Remmg my rhymes Into buoyant order
Through horned leagues of the northland border

It ndes on, with the shadow cast before It, to the Innocent mutual framcide
of Balen and Balan

I have said nothing of the amorous element In the first Poe111sand Ballads
that fluttered the public of the day, of 'Fausnne, Fragoletta, Dolores', and
of the snake-eyed, sea-green-eyed, and also cat-eyed, Fehse These poems
are Sincere, headlong, wonderful of course In rhythm, and finally a hrtle
absurd, Intended, In part, to curdle the blood of the bourgeois In any case,
SWInburne put all this behmd him, as he tells us In the Prelude to Songs
Before Sunrise There IS great poetry In that Prelude, and also, surely, In
the Pilgrims, where the 'lady of love' ISnow humanity Itself, marching on
to Its Ideal goal through willmg self-sacnfice The volume IS inspired by
the polmcal VISions of Mazzim and the recent hberanon of Italy, and
among the Italian poems A Marching Song and SIena are pre-emInent
Hertha IS a lofty lyrical celebration, loose enough In Its thmkmg, of the
universal life-force a kind of lay pantheism The Hymn of Man and Before
a Crucifix are powerful tirades, the hnes to Walt Whitman In America
have some of the rhythm of the Arlannc SWinburne has no very distinct
creed, his early mhihsrn gives way to a more aspiring and hopeful temper,
and the transcendental strain of Songs Before Sunrise never entirely leaves
him t

The two methods compared
Even If we allow for the fact that Professor Elton's discussion IS part
of a history of Enghsh poetry while Eliot's 15 an mdividual essay on
• Repnnted by petmlSSlon of G Bell at Sons, Ltd.
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SWinburne, so that the former had to be more comprehensive m hIS
survey of the poet's work than the latter needed to be, we cannot help
being struck by 'the looser texture of Professor Elton's remarks He
makes many of the same pOInts that Eliot makes, but IS content to
note them generally, from the pOInt of view of the effect on the reader
rather than of what actually goes on In the poetry In order to achieve
that effect Elton notes "a waste of words," while Ehot explains with
analytic precIsion how SWinburne dwelt In a self-contained world of
words, not of objects, and by approprIate comparISOns and contrasts
shows the special nature of SWinburne's case Elton mentions "a cer-
tain electrical quality that tune cannot alter," but Eliot avoids such
general and abstract descripnons, and after hIS admission of the effec-
tiveness of certain hnes he notes what happens If you transpose the
Images In them Elton uses phrases like "a glory of passionate sound,"
"verses In the grand style," "the desire of a youth to die IS ex-
pressed to perfecnon," "there IS great poetry In that Prelude," and
sometimes moves away from assessment of value altogether In such
descnpnons as "In the Lake of Gaube he records his own raptures as
a swimmer,' or "The sea IS hymned In the finale of Tristram of
Lyonesse," but Eliot sticks throughout to hIS Single task, that of ex-
plammg, by a careful analysis illustrated by Illuminating contrasts
from apparently similar but actually different kmds of poem, exactly
what It IS that goes on In Swinburne's verse and what kind of achieve-
ment It represents Elton IS not uncrincal "The great story, we may
fear, IS almost washed away In the torrent of words" IS a valid pOint
agaInst SWInburne But Eliot examines carefully the question whether
Swmburne's diffuseness 15 matter for praISe or for blame, balancing
something of both, showing that while "diffuseness 1S one of hIS
glories" and of the very essence of his kind of poetry It 15 nevertheless
"the word that gives hun the thnll, not the object," and though this
IS a fault It has nothmg to do WIth the kind of badness of those poets
who "dwell partly In a world of objects and partly m a world of
words" In short, Eliot illummates by makmg multiple disnncnons,
Elton by talking of the general effect Swinburne's poems have on
the reader ..
Eliot's method, With Its rigorous concern for the literary process,

for the devices which go to achieve the literary effect, IS symptomatic
of an mcreasmg amount of modern cnncism from the 1920S onward.
The revolt agamst lDlpressloOlSm, autobiography, general discourse
concentratmg on the effect of the work on the cnnc, as well as
agamst the eclecnc mmghng of scholarship and "appreciation," was
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me of the features of the second quarter of the present century, and It
oroduced ever more rIgorous analync techniques

»»»»»»»»»)
Eliot and Elton on Sunnburne

[t IS easier to compare the two techniques discussed In the foregoing
chapter If we apply them to a given poem Consider, for example,
"The Garden of Proserpine," printed below Professor Elton says
of It that here "the desire of a youth to die and be extmguished
is expressed to perfection " Is this In fact the theme of the poem ~
What elements In the poem do you consider Professor Elton had In
mind when he used the phrase "expressed to perfection," Consider
SWInburne's use of adjectives in this poem (dead winds, spent waves,
blown buds, barren flowers, fruitless fields, calm leaves, dead years,
disastrous thmgs, old loves, wearier WIngs, dead dreams, bhnd buds,
dead men, weanest rrver, wIntry leaves, eternal nIght) Do they con-
tribute to the perfection of expressIon Professor Elton sees In the
poem, or do they bear out Ehot's remark" the meanmg ISmerely
the hallucmanon of meaning, because language, uprooted, has adapted
Itself to an Independent hfe of atmospheric nourishment In SWIn-
burne, for example, we see the word 'weary' flounshmg In this \vay
Independent of the particular and actual weanness of flesh or spmt"?
How do the rhythm and the rhyme Implement the meaning of the
words> Is It true that Swinburne "uses the most general word, be-
cause hIS emotion IS never particular, never in direct hne of VISIon,
never focussed ";l

A modern poet, very different indeed from SWinburne but on a
superficial VIew perhaps posseSSIng some of SWInburne's kind of
feelmg for words, IS Dylan Thomas It would be an mteresnng exer-'
cise to wnte both an "Eliot" and an "Elton" type of cnncism of
Thomas, with special reference to, say, "Vision and Prayer"

THE GARDEN OF PROSERPINE

Here, where the world IS qUIet,
Here, where all trouble seems

Dead wmds' and spent waves' riot
In doubtful dreams of dreams,
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I watch the green field growing
For reaping folk and sowIng,
For harvest-trme and mowIng,

A sleepy world of streams
I am ttred of tears and laughter,

And men that laugh and weep,
Of what may come hereafter

For men that sow to reap
I am weary of days and hours,
Blown buds of barren flowers,
Desires and dreams and powers

And everyrhrrig but sleep
Here hie has death for neighbour,

And far from eye or ear
'Wan waves and wet wmds labour,

'Weak ships and SpIrits steer,
They drrve adi ifr, and whrrher
They wot not who make thither,
But no such winds blow hirher,

And no such tlungs grow here
No growth of moor or coppIce,

No heather-flower or VIne,
But bloomless buds of popple~.

Green grapes of Proserpine,
Pale beds of blowing rushes
""here no leaf blooms or blushes
Save rhis whereout she crushes

For dead men deadly wine
Pale, wrrhout name or number,

In frurtless fields of corn,
They bow themselves and slumber

All night rill light IS born,
And hke a soul belated,
In hell and heaven unmated,
By cloud and mist abated

Comes out of darkness morn
Though one were strong as seven,

He too with death shall dwell,
Nor wake with wings In heaven,

Nor weep for pains In hell,
Though one were fair as roses,
HlS beauty clouds and closes,
And well though love reposes,

In the end It 1$ not well
Pale, beyond porch and portal,

Crowned with calm leaves, she stands
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'Who gathers all thmgs mortal

With cold Immortal hands,
Her languid hps are sweeter
Than love's who fears to greet her
To men that mIX and meet her

From many times and lands
She waits for each and other,

She Walts for all men born,
Forgets the earth her mother,

The hfe of fruits and com,
And sprmg and seed and swallow
Take wing for her and follow
'Where summer song rmgs hollow

And flowers are put to scorn
There go the loves that wither,

The old loves with wearier wings,
And all dead years draw thither,

And all disastrous things,
Dead dreams of days forsaken,
Blmd buds that snows have shaken,
Wild leaves that wmds have taken

Red strays of ruined sprmgs
'" e are not sure of sorrow,

And JOY was never sure,
Today will die tomorrow,

Tune stoops to no man's lure,
And love, grown famt and fretful,
"WIth bps but half regretful
SIghs, and with eyes forgetful

'Weeps that no loves endure
From too much love of hvmg,

From hope and fear set free.
'We thank with brief thanksgrvmg

'Whatever gods may be
That no hfe ltves for ever,
That dead men nse up never,
That even the weariest river

Wmds somewhere safe to sea
Then star nor sun shall waken,

Nor any change of hght
Nor sound of water shaken,

Nor any sound or sight
Nor wintry leaves nor vernal,
Nor days nor rhmgs diurnal,
Only the sleep eternal

In an eternal mght.
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The close cruse
I

The best and most charactensnc modern criticism prefers to deal with
an Individual work rather than with a writer's achievement as a whole,
and this helps to explain the difference In tone and method between
Elton and Ehot on SWInburne, Eliot, even when he makes generalIza-
nons, nearly always has a specific poem In mmd The procedure of
the modern close critic has been well defined by F R Leavis "The
critic's aim IS, first, to realize as sensitively and completely as pos-
SIble this or that which claims hIS attennon, and a certain valuing 15

unphcir In the reahzing As he matures in experIence of the new thmg
he asks, explicitly and imphcitly 'Where does this come from? How
does It stand In relation to ~ How relatively lffiportant does it
seem ~, The business of the hterary critic IS to attain a peculiar
completeness of response and to observe a peculiarly smct relevance
In developing his response Into commentary, he must be on hIS guard
against abstracnng improperly from what IS In front of hun and
agaInst any premature or Irrelevant generahzmg=of It or from It His
first concern IS to enter Into possession of the given poem (let us say)
m Its concrete fullness, and hIS constant concern IS never to lose hIS
completeness of posseSSIon, but rather to Increase It In making value-
Judgments (and Judgments as to sigruficance) imphcitly or ex-
phcitly, he does so out of that completeness of posseSSIon and With that
fullness of response He doesn't ask, 'How does this accord WIth these
specifications of goodness In poetry>', he alms to make fully conSCIOUS
and articulate the immediate sense of value that 'places' the poem"
("Literary CrItICISm and Philosophy a Reply" Scrutmy , Vol VI,
no I, 1937 ThIS was a reply by Dr Leavis to an article by Rene Wel-
lek which had appeared In the prevIous number of Scrutmy The ex-
change 15 of the greatest Interest both articles are reprinted in The Im-
portance of Scrutmy , edited by Eric Bentley, 1948 )

Some examples

The reader will find It helpful to compare the methods and ap-
proaches of different modem cnncs handling sirrnlar subjects Here are
some suggestions

Three general dISCUSSIOnsof a poet R P Blackmur, "The Method
of Marianne Moore," chapter 13 of Language as Gesture, 1953, Mor-
ton D. Zabel, "A Literahst of the Imagmanon," an essay on MarIanne
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Moore reprinted from The New RepublIC and Poetry m Professor
Zabel's useful anthology, L,terary Opmion In America. second edition,
195 I, Kenneth Burke, "Motives and Motifs In the Poetry of Marianne
Moore," Appendix C of A Grammar of Aiotlves, 1945

Four dISCUSSIOnsof the character of a writer T. S Eliot, "Rudyard
Kiphng," mtroducnon to A Cbotce of Ktpltng's Verse made by T S
Buot, 1943, Bons Ford, "A Case for Klphng';l" reprinted from Scru-
tiny In The Importance of Scrutmy, ErIC Bentley ed, 1948, Lionel
Trillmg, "Kiplmg," reprinted from The Natum In The Liberal lmagt-
nation, 1950, Edmund Wilson, "The Kiplmg that Nobody Reads,"
In The Wound and the Bow, 1941

Three dISCUSSionsof a poem C M Bowra, "Ode on a Grecian
Urn," chapter VI of The Romantic lmagmatum, 1949, Kenneth
Burke, "Symbolic Action in a Poem by Keats," Appendix A of A
Grammar of Mouoes, F W Bateson, "The QUIckest Way out of
Manchester Four Romantic Odes," chapter XI, Section IV of Eng-
hsb Poetry, A Crmcal lntroducuon

Two dISCUSSIOns of a poem Cleanth Brooks on Yeats' "Byzan-
tium," pages 193-200 of Modern Poetry and the Tradition, 1939,
David Daiches on "Byzantium," pages 733-735 of Poems In Enghsb,
editors Daiches and Charvat, 1950 See also Brooks on Eliot's "The
Waste Land" (op CIt, pages 138-172) and Bowra's discussion of
the same poem 10 hIS book, The Creauue Experiment, 1949, pages
159-188
Collections of essays by different cnncs on the same poet are espe-

cially helpful to the student interested In cornparmg different critical
methods. T. S. Elsot. A Selected Cnuque, edited by Leonard Unger,
1948, and The Permanence of Yeats, edited by James Hall and Martin
Stemmann, 1950, will be found very useful for this purpose

It lS also illummanng to try to estabhsh a correlation between the
practice of a poet or novelist In lus creative writing and lus critical
method and approach An ObVIOUScase here IST S Eliot, whose
poetry and cnncism have been equally mfluennal Another 1S D H·
Lawrence, whose essays on American bterature iStudtes In ClaSSIC
Amencm Literature, reprinted 10 1953 by Doubleday m a convenient
inexpensive edmon) show the same fierce unaglnatlve power and the
same attitude to personal relations that we find In hISnovels Lawrence
.is an especially mterestmg case of the arnst as cnnc, for hIScnncism,
unlike Eliot's, sprmgs from the same faculties as those which produced
lus novels.
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W.NOTED, m chapter 10, how many modern
cnncs have been concerned to lay their finger on the uniquely poetIc
way of handlmg language, and how as a result they have come to see
In complexity, In !rony, and m paradox the special quahnes of poenc
discourse

Practical results of stressmg the uniqueness of
poetic use of language

The effects of this view of poetry can be seen clearly In pracncal
cnncism (for example, m Cleanth Brooks' discussion of Words-
worth's sonnet quoted on page 163) the cnnc will concentrate
on demonstrating the existence of those quahnes which for hun con-
sntute the differennanng quahnes of poetry, and In some degree of
imagmanve hterature m general. ThIS reinforces that tendency to
subsnrure for general apprecIatIve cnncism a close analyncal descnp-
non of a particular work discussed m the prevIous section To illustrate
the various lands of analytic closeness With which texts can be read
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would requIre a large anthology In Itself Such crincism IS mevirably
detailed and therefore lengthy It can concern Itself with mterrelanons
of meaning of the most subtle kind, with the mmutest elements of
structure, with oblique suggestIons and overtones which even the
reader thoroughly famihar With the work In questIon may never have
noticed-and sometimes which can only be read into the work by m-
genlous special pleading Though the charge of over-Ingenuity has
sometimes been brought agaInst these critics, It can at least be said of
their method that It requIres mtelhgence, patience, and thoroughness
As Dr Johnson said of the metaphysical poets "To wnte on their plan,
It was at least necessary to read and rhmk "

Is analyuc crtuctsm normatwe as well
as descnpuue?

To what extent, It might be asked, IS this close analytic cnncism nor-
mauve as well as descriptive? Does It, that IS to say, demonstrate how
good a work IS, or does It merely tell us what ISIn the work> To admit
that this cnncal method has provided us With a more rigorous tech-
nique of descnpnon IS far from claimmg that It satisfies the modern
demand for a more scientific assessment of value The answer to rhis
question IStwofold First, If complexity, Irony, paradox, and the other
qualities seen as the differennanng quahnes of poetIC discourse by such
crItICS as Brooks do represent the cntena of poetry, then the demon-
stranon that Irony, paradox, etc, exist In the poem IS demonstration
that It IS true poetry But does that mean the more lIony and paradox,
the greater the poem? Or simply that If these quahnes are shown to be
effectively working In the poem, then the poem IS a true poem and
questIons of greater or lesser are beside the pomt> The latter 1S the
more Widely-held View, and probably the more consistent one It IS

therefore not surprISIng that, while the cnncs who employ this
method can often bnlhantly demonstrate whether a work IS a true
poem or not-an ode of Keats being a true poem, wlule Joyce KIlmer's
"Trees" IS not-they tend to deprecate the use of comparison as be-
tween good poems and are not mchned to arrange poems Into a "good,
better, and best" order. A poem (and the same goes for other kinds
of literature) 1S either admitred Into the canon, as It were, or It 1Snot
Those admitted have all an equal status and are not hkely to be ar-
ranged in an order of ment It would not be true to say that all modem
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analytic critics take this position, but the practice of the maJonty of
them does seem to conform to It.1
The second answer to the questIon whether this cnncism can be

normative as well as descnpnve ISthat a work susceptible of this kind
of treatment must be a true work of hterature The careful probing of
meanIngs, the picking out of suggestions and countersuggestlons play-
mg agaInst each other to weave a rich complex of meaning, can only be
applied to an effective work Value ISdemonstrated by the degree to
which the work lends Itself to this kind of treatment Whether this
means that the entre must have made up hIS mind about the quabty of
a work before he proceeds to demonstrate It, or even that he must feel
that It ISgood before he tries to find out whether It 15 good, IS arguable
It might be claimed that WIth sufficient Ingenuity, complexity and
paradox can be read Into anything (V\' H Auden has seen rich pro-
fundmes In "The Hunting of the Snark" and an ironic commentary
on a theory of Kirkegaard In Lear's hmenck, "There was an old man
of Whitehaven"), and that therefore their discovery cannot In Itself
mean anything very much, the cnnc must first know that they are
objectively discoverable ThIS ISperhaps to press a pomt too far The
modern analytic critic 15 generally content to descnbe the work under
consideration WIth more minute accuracy, With greater subtlety and
penetration, than those cntics who prefer to diSCUSS the work m
general terms of Its effect on themselves, they leave It to the reader to
make up hISmmd about the degree of merit, their own concern bemg
to make sure that the reader first reads It properly

Empson and multiple meanmg

One of the pioneers In this close analytic cnncism, With special refer-
ence to the possibihnes of the meaning of words, 15 WIlham Empson,
a pupil of I A RIchards who developed Richards' concern WIth mean-
mg Into a special kind of descnpnve technique, which has had great
Influence both In Bntam and America HIS Seven Types of Ambtgutty
(1930) explored different kinds of multiple meanmgs, and hISSome
Versions of Pastoral (1935, reprinted In America as Englssb Pastoral
Poetry, 1938) applied this concern WIth multiple meaning In critical
1Perhaps another factor enters into these cnncs' reluctance to make comparanve

Judgments, namely the awareness that It 15 form wluch makes a work poetry,
though more than form which makes It greater or lesser poetry Their tools are
swted for the detemunaaon of the first, not the second



304 Practical Crtucism
discussion of a number of different works Consider the following ex-
tract from his discussion of Andrew Marvell's poem "The Garden"

The chief pOint of the poem ISto contrast and reconcile conSCIOUSand
unconscious states, mtumve and Intellectual modes of apprehension, and
yet that disnncnon ISnever made, perhaps could not have been made, his
thought 15 implied by hISmetaphors The Oxford edmon notes bring
out a crucial double meanIng (so that this at least IS not my own fancy) In
the most analytic statement of the poem, about the MInd-

Anmhilanng all that's made
To a green thought In a green shade

EIther "reducing the whole material world to nothmg material, t e to a
green thought," or "considermg the material world as of no value compared
to a green thought", either contemplanng everything or shutting every-
thmg out This combines the Idea of the conscious mind, mcludmg every-
tlung because understanding It, and that of the unconscious animal nature,
Including everyrhing because In harmony WIth It EVidently the object of
such a fundamental contradicnon (seen In the etymology turnIng all ad
mbtl, to nothing, and to a thought) IS to deny Its reality, the pOInt IS not
that these two are essentially different but that they must cease to be differ-
ent so far as either IS to be known So far as he has achieved hIS state of
ecstasy he combines them, he IS"neither con~CIOUSnor not conscious," like
the seventh Buddhist state of enlightenment This gives ItSpOint, I think, to
the other ambiguity, clear from the context, as to whether the all con-
sidered was made In the mind of the author or the Creator, to so peculiarly
"creanve" a knower there IS hrtle difference between the two Here as
usual WIth "profound" remarks the strength of the thmg IS to combine
unusually Intellectual WIth unusually prln11tlve Ideas, thought about the
condinons of knowledge WIth a magical Idea that the adept controls the
external world by thought

Nature when terrible IS no theme of Marvell's, and he gets this note of
triumph rather from USIngnature when peaceful to control the world of
man

How safe, methmks, and strong, behind
These Trees have Iencamp'd my Mmd,
Where Beauty, aiming at the Heart,
Bends m some Tree Its useless Dart,
And where the World no certain Shot
Can make, or me It toucheth not
But I on It securely play,
And gsul ns Horsemen all the Day
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The masculme energy of the last couplet IS balanced immediately by an
acceptance of Nature more masochist than passIve, In wluch he becomes
Chnst with both the nails and the thorns (Appleton House, IXXVI)

BInd me ye W oodbmes In your 'twines,
Curle me about ye gadding Vtnes,
And Oh so close your Circles lace,
That Imay never leave this Place
But, lest your fetters prove too weak,
Ere I your SIlken Bondage break,
Do you, 0 Brambles, chain me too,
And courteous Briars nail me through

He does not deify himself more actively, and In any case the theme of the
Garden ISa repose

How vainly men themselves amaze
To win the Palm, or 01<e,or Bayes,
And then uncessant Labours see
Crown'd from some single Herb or Tree
Whose short and narrow verged Shade
Does prudently their ToyIes upbraid,
While all Flow'rs and all Trees do close
To weave the Garlands of repose

This first verse comes nearest to statIng what seems the essential distmc-
non, WIth that between powers Inherent and power worked out m prac-
nee, being a general and feelmg one could be, In this Ideal case, so the WIt
of the thmg claims, the power to have been a generalIs already sansfied In
the garden "Unemployment" 15 too palnfulllnd normal even In the fullest
hfe for such a theme to be trivial But self-knowledge IS possible m such a
state so far as the unruly Impulses are digested, ordered, made transparent,
not by their being known, at the time, as unruly Consciousness no longer
makes an Important disnncnon, the Impulses, since they must be balanced
already, neither need It to put them nght nor are put wrong by the way
It forces across their boundanes They let themselves be known because
they are not altered by being known, because their prmciple of mdeter-
mInacy no longer acts This Idea IS Important for all the versions of pas-
toral, for the pastoral figure 15 always ready to be the cnnc, he not only
Includes everything but may In some unexpected way know It.
Another range of his knowledge might be mentioned here Iam not sure

what arrangement/of flower-beds IS described In the last verse, but It seems
clear that the sun goes through the "zodiac" of flowers In one day, and
that the bees too, In gOing from one bed to another, remmding us of the
labours of the first verse, pass all summer in a day. They compute their
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arne as well as we In that though their lrves are shorter they too contract
all experIence Into It, and this makes the poet watch over large periods of
time as well as space So far he becomes Nature, he becomes permanent It
15 a graceful finale to the all-in-one theme, but not, I tlunk, very Important,
the crISISof the poem ISIn the middle
Once you accept the Oxford edmon's note you may as well apply It to

the whole verse

Meanwhile the MInd, from pleasure less,
Withdraws Into Its happiness,
The MInd, that Ocean where each land
Does streight Its own resemblance find,
Yet It creates, transcending these,
Far other worlds, and other Seas,
Anmhilanng

From pleasure less Either "from the lessening of pleasure" -"we are
qUIet In the country, but our dullness gIves a sober and self-knowing hap-
plness, more Intellectual than that of the overstimulated pleasures of the
town" or "made less by this pleasure"-"The pleasures of the country give
a repose and intellectual release which make me less Intellectual, make my
nund less worrymg and mtrospecnve " Tlus IS the same puzzle as to the
consciousness of the thought, the ambiguity glves two meanings to plea-
sure, corresponding to hISPuritan ambivalence about It, and to the 0PPOSI-
non between pleasure and happiness Happmess, agam, names a conscious
state, and yet Involves the Idea of thmgs falling right, happerung so, no
being ordered by an anXIety of the conSCIOUSreason (So that as a rule It 15

a weak word, It IS by seeming to look at It hard and brmg out Its irnphca-
nons that the verse here makes It act as a strong one )

The same doubt gives all their grandeur to the next hnes The sea If calm
reflects everything near It, the mind as knower IS a conSClQUSmirror Some-
where In the",sea are sea-lions and -horses and everythmg else, though they
are different from land ones, the unconsciousness ISunplumbed and path-
less, and there IS no msnnct so strange among the beasts that It lacks Its fan-
tastlC echo In the rnmd In the first version thoughts are shadows, In the
second (hke the green thought) they are as solid as what they Image, and
yet they snll correspond to something In the outer world, so that the poet's
mnnnon IS comparable to pure knowledge Tlus metaphor may reflect
back so that 'Wtthdra"Ws means the tide gOIng down, the mmd IS less now,
but Will rerum, and It IS now that one can see the rock-pools On the
Freudian view of an Ocean, vntbdreu» would make this repose m Nature
a return to the womb, anyway It may mean either "Withdraws Into self-
contemplation" or "Withdraws altogether, into Its mysterIous processes of
chgestion." Stretght may mean "packed together," m the nucrocosm, or "at
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once", the beasts see their reflection (perhaps the root Idea of the meta-
phor) as soon as they look for It, the calm of Nature gIves the poet an im-
mediate self-knowledge But we have already had two entrancmgly Witty
verses about the subhmation of sexual desire Into a taste for Nature (1
should not say that this theme was the main emotional drive behmd the
poem, but It takes up a large part of Its overt thought), and the kinds look
for their resemblance, In practIce, out of a desire for creation. In the mind,
at this fertile time for the poet, they can find It "at once," being "packed
together" The transition from the beast and Its reflection to the two pair-
Ing beasts implies a transition from the correspondences of thought WIth
fact to those of thought WIth thought, to find which ISto be creative, there
IS necessarily here a suggestion of rIsIng from one "level" of thought to
another, and In the next couplet not only does the mind transcend the
world It mirrors, but a sea, to which It ISparallel, transcends both land and
sea too, which implies self-consciousness and all the antmormes of philos-
ophy Whether or not you give transcendent the techrucal sense "pred-
icable of all categories" makes no great difference, In Including every-
thing In Itself the rrund Includes as a detail Itself and all ItSmclusrons And
It IS true that the sea reflects the other worlds of the stars, Donne's meta-
phor of the globe ISIn the background Yet even here the double meaning
IS not lost, all land-beasts have their sea-beasts, but the sea also has the
kraken, In the depths as well as the transcendence of the mind are things
stranger than aU the kinds of the world

Miss M C Bradbrook has pointed out to me that the next verse, while
less triumphant, gives the process a more firmly religtous InterpretatIon

Here at the Fountains shdmg foot,
Or by some Fruit-trees mossy root,
Casting the Bodies Vest aside,
My Soul into the boughs does glide,
There hke a Bird It sits, and sings,
Then whets, and combs Its silver \V Ings,
And, till prepar'd for longer fhght,
Waves In Its Plumes the various Light

The bird IS the dove of the Holy Spirit and carries a suggestion of the
rainbow of the covenant By becoming Inherent In everythmg he becomes
a soul not pantheist but clearly above and apart from the world even while
snll hvmg In It Yet the paradoxes are still firmly maintained here, and the
soul IS as solid as the green thought The next verse returns naturally and
snll With exultation to the Jokes In favour of solitude against women

Green takes on great weight here, as Miss Sackville West pointed out,
because It has been a pet word of Marvell's before

Grass Indeed comes to be taken for granted as the symbol of pastoral
humihty
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Unhappy BIrds' what does It boot
To budd below the Grasses' Root,
When Lowness IS unsafe as HIght,
And Chance o'er takes what scapeth Spight?

It IS a hurmhry of Nature from which she IS still higher than man, so that
the grasshoppers preach to lum from the If pinnacles

And now to the Abyss Ipass
Of that unfathomable Grass,
Where men hke Grashoppers appear,
But Grashoppers are Gyants there,
They, In there squekmg Laugh, contemn
Us as we walk more low than them
And, from the Precipices tall
Of the green spire's, to us do call

It seems also to be an obscure ment of grass that It produces "hay," which
was the name of a country dance, so that hurruhty IS gaiety

W ith this the golden fleece I shear
Of all these Closes ev'ry Year,
And though In Wool more poor than they,
Yet I am richer far In Hay

To runereenth century taste the only really poencal verse of the poem IS
the central fifth of the rune, I have been dISCUSSIngthe SIxth, whose dra-
mane posItIon IS an illustranon of Its very penetrating theory The first
four are a crescendo of WIt, on the themes "success or failure IS not Im-
portant, only on the repose that follows the exercise of one's powers" and
"women, I am pleased to say, are no longer mteresnng to me, because na-
ture IS more beaunful " One effect of the Wit IS to admit, and so make
charming, the ImpertInence of the second of these, which Indeed the first
puts 10 Its place, It ISonly for a time, and after effort among human beings,
that he can enJoy solitude The value of these moments made It fitting to
pretend they were eternal, and yet the hghtness of his expression of their
sense of power ISmore mtelhgenr, and so more conVinCing, than W ords-
worth's solemnity on the same theme, because It does not forget the
opposing forces

When we have run our Passions heat,
Love hither makes his best retreat
The Gods, that mortal beauty chase,
Still In a Tree did end their race
Apollo hunted Daphne so,
Only that she nught Laurel grow,
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And Pan did after SyrInx speed,
Not as a Nymph, but for a Reed

The energy and delight of the conceit has been sharpened or keyed up
here nll it seems to burst and transform Itself, It dissolves In the next verse
Into the style of Keats So his observation of the garden might mount to
an ecstasy which disregarded It, he seems 10 this next verse to Imitate the
process he has described, to enJoy In a recepttve state the exhilaration
which an exercise of Wit has achieved But stnkmg as the change of style
1S, It IS unfair to empty the verse of thought and treat It as random descnp-
non, what happens ISthat he steps back from overt classical conceits to a
rich and Intuitive use of Christian Imagery When people treat It as the
one good "bit" of the poem one does not know whether they have recog-
nised that the Alpha and Omega of the verse are the Apple and the Fall

What wond'rous Life in this I lead'
Ripe Apples drop about my head,
The LUSCIOUsClusters of the Vme
Upon my Mouth do crush their Wine,
The Nectaren, and curious Peach,
Into my hands themselves do reach,
Stumbhng on Melons, as I pass,
Insnar'd with Flow'rs, I fall on Grass

Melon, agaIn, 15 the Greek for apple, "all flesh 15 grass" and Its own
/lowers here are the snakes In It that stopped Eurydice Mere grapes are at
once the pnmltlve and the Innocent WIne, the nectar of Eden, and yet the
blood of sacnfice Curious could mean "nch and strange" (Nature), "Im-
proved by care" (art) or "mquismve" (feeling towards me, SInce nature
ISa mirror, as I do towards her) All these eatable beauttes give themselves
so as to lose themselves, hke a lover, WIth a forceful generosity, hke a
lover they ensnare him It ISthe triumph of the attempt to Impose a sexual
Interest upon nature, there need be no more Puntamsm In this use of sacn-
ficial ideas than ISalready Inherent In the praise of solitude, and It IS be-
cause hIS repose In the orchard runts at such a variety of emotions that he
15 contemplating all that's made Sensibihty here repeats what WIt said In
the verse before, he tosses Into the fantastic treasure-chest of the poem's
thought all the pathos and dignity that MIlton was to feel in hISmore cele-
brated Garden, and It ISwhile tlus ISgOing on, we are told In the next verse,
that the mind performs Its ambiguous and memorable 'W,thdrawal For each
of the three central verses he gives a twist to the screw of the microscope
and IShvmg In another world. 2

2 Repnnted by permISSIon of W W Norton 8t Company, Inc and Chatto and
WmdusLtd

X
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nus 18 probmg meamng very deeply, and the reader cannot hope '

to make much of such criticism unless he has the text of the ongmal
poem by lum and refers to It constantly The significance of what
Samtsbury or Professor Elton had to say comes across to the reader
qUite sansfactonly without any such reference to the text of the orlgt-
nal Modern analytic cnncism directs the reader to the text at every
pomt, and whether the reader agrees with the cnnc's Interpretation
or not he has at least to read the text with the greatest care m order
to follow the dISCUSSion,and he cannot disagree without havmg
formed a closely reasoned op1lUonof hISown

The analytIc criuc and the knstoncat
background

It will be noted, too, that Empson does not depend on the histoncal
context for the elucidanon of this seventeenth century poem, though
the precISe mearung, and many of the overtones of meaning, may In
many cases derive from some seventeenth century pOint of view about
man or nature or God, or the relation between these, which has since
gone completely out of fashion CrItiCS hke Rosamond Tuve have
taken ISSUeWith Empson on this pOint and shown how seventeenth
century poets have drawn on a rich tradition of theological and other
Ideas and rhetorical devices, and unless we make ourselves farmhar
with these no amount of subtle analysis will brmg out what IS really
in the poem Ideally, of course, It IS true that every poem, as a self-
contamed work of art, should be regarded as though It were con-
temporary and anonymous, but language ISfar too unstable a medium
for us to be able to do tlus m practice Language, the medium of
poetry, IS Itself subject to the processes of lustory, It IS a convention
based on agreement, hke other conventions, and as the convention
changes shifts occur m the mearung, sometimes major and obVIOUS
shifts, somenmes delicate mmor ones (the dehcate shifts often being
the more important m poetic expression) We have noted In precedmg
sections that an awareness of the conventions in which a particular
work of art IS written IS necessary for Its proper appreCiation-IS neces-
sary, indeed, before we even know how to read It-and we sometunes
have to turn to histoncal scholarship before we can know those con-
ventions When we realize that language Itself IS one of the conven-
tions, and that, far from bemg an absolute and wholly objective
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medium whose precISe shades of meanmg and suggestIon can be dIS-
covered by probing the work sufficiently deeply, It IS a medium some
of whose aspects can on occasion only be fully discovered by looking
beyond the work to the histoncal context m which It was produced,
we reahze one phase of the relationship between scholarship and cnn-
cism (a matter which IS more fully taken up m a later chapter) ThIS IS
not to say that Empson's rechruque IS not unmensely fruitful, or that
the sensitive analysis of the pattern of meaning m a work Without re-
gard to histoncal shifts In meanmg IS not a valuable critical actiVIty,
but It does mean that this acnvity can often be usefully supplemented
by, or effectively employed In conjunction With, historical mqurry
Into systems of thought which help to give richer or more precISe
imphcanon to the sigmficance of words used by the poet Of course,
in the case of contemporary works, this question does not anse, or at
least It does not anse In precisely that form Clearly, lustoncal scholar-
shrp IS not gOing to aid the analytic cnnc In dISCUSSinga work pro-
duced by a poet of hISown time But there can be differences of con-
vention and tradinon even among contemporaries, and the entre who
WIShesto see the full meaning of the religious overtones In, say, T S.
ElIot's Ash Wednesday requires background Information very differ-
ent from that which IS needed to appreciate adequately the religious
terminology of Dylan Thomas

Scope of the analyuc method

It ISperhaps a mistake to talk about the analytic method as though It
were a smgle cnncal method, It IS an approach, rather than a method,
and though It IS especially common among contemporary crItICS,who
are snll reacting agaInst the relaxed eclectic cnncism of an earher
generatlon, It IS to be found In other periods as well Anstorle, when
he discusses particular examples of Greek plays In hISPoetICS, does so
WIth analytic preCISion,Dryden's critIque of The Silent Woman IS m
Its way analytic, Dr Johnson, In hISbfe of Cowley (In the Lnses of the
Poets) analyzes some passages of Donne and others In great detail,
Coleridge IS thoroughly analytic m much of his practical cnncism,
notably In his lectures and notes on Shakespeare, and many other ex-
amples could be given It IS perhaps unfair, too, to smgle out Empson
as the one cnnc from whom to Illustrate this approach 8 But Empson
8And, It may be added, unfair to quote one of hIS more vulnerable pIeces of

crmcism But no other JS so self-contamed and suitable for quotaaon



31:1 Practtcal Criticism
deserves the distinction because of h1S pioneer work In populanzmg
this way of approaching a text and because of the thoroughness with
which he employs It Other modern cnncs have produced other
vanenes of analytic criticism, sometimes uSing and sometimes Ignoring
the aids to the discovery of shades of meaning which history can pro-
vide. For all these cnncs the mdividual work IS the thing, not facts
about the author's hfe or about their own reactions, and their objective
IS to discover and demonstrate Its complexity and richness of meanIng
and the esthetic completeness of Its pattern The relation of hterature
to bfe they tend to take for granted, of course a work of hterary art IS

a kind of Illumination of experience, but qua work of art ItS special
features are Its "structure and texture," ItS way of organizing meaning
into a sansfymg complex unity

With such an objective, It IS natural that these CCltlCSshould con-
centrate on those literary works where paradoxical handling of Ideas,
the umficanon of OppOSites, the dehberate play With Irony and double
meaning, are clearly present, as In the metaphysical poets of the seven-
teenth century and those modern poets who have been Influenced by
them The change of taste which began to take place Just before the
first world wac, a change which ousted the "soft" romantic poetry of
the mneteenth century In favor of the more Intellectual and com ph-
cated poetry of Donne and Gerard Manley Hopkins, a change which
18 seen so dramatically In the contrast between the early and the later
poems of \V B Yeats and which has Influenced In some degree all
modern poetry=this change was felt equally In CrItiCISm and In crea-
tion As poets culnvated complexity, trony, paradox, crItICS came to
look for these quahnes In all poetry which could claim to be properly
regarded as such Modern critical practice 18 closely related to the
techniques of modern poetry t

»»»»»»»»»)
Some analytIC crItICS

The essay from Empson quoted m tlus chapter is a fairly early and
"pure" form of analync cnncism, open to certain objections for Its
ignoring of any historical aids to the deterrnmanon of the con-
temporary meanmg of words and phrases and Its lack of consideration
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of the poetic tradition within which the poet worked It IS not Emp-
son's best pIece of practical cnncism, but It IS the one which most
clearly Illustrates. the method Better balanced, and better known
In the Umted States, are the critical analyses of poems which
Cleanth Brooks and Robert Penn Warren Include In their Understand-
'ng Poetry (1938 and 1950), a textbook which has had enormous In-
fluence m the way poetry has been taught In American colleges and
uruversmes and which has greatly Influenced a whole generation of
students As this work IS well-known and easily accessible, we have
decided not to quote an example of analytic crItICISm from It
Brooks and Warren have written a similar textbook on fiction (Un-
derstandmg Ftctum, 1943) and Brooks and Hellman have pro-
duced one on drama (Understandmg Drama, 1945) Brooks' The
Well-Wrought Urn Studies In the Structure of Poetry (1947) con-
tams some bnlhant analync cnncism (one might Single out, perhaps,
the analysis of Pope's "Rape of the Lock") and has established Itself
as a claSSICof this critical method Again, It IS, In America, a well-
known and easily accessible work
Cnncal analysis of a different kind ISfound In the work of Kenneth

Burke, whose diSCUSSIonof Keats' "Ode on a Grecian Urn" has al-
ready been referred to The opening paragraphs of this analysis may
give some Indication of his method

We are here set to analyze the "Ode on a Grecian Urn" as a Viaticum
that leads, by a series of transformations, Into the oracle, "Beauty IStruth,
truth beauty " We shall analyze the Ode "drarnansncally," In terms of
symbohc acnon

To consider language as a means of miormauon or knowledge IS to con-
Sider It epistemologically, semantically, In terms of "science" To consider
It as a mode of action IS to consider It In terms of "poetry" For a poem IS

an act, the symbolic act of the poet who made It-an act of such a nature
that, In surviving as a structure or object, It enables us as readers to re-
enact It 4

Burke's Grammar of MotIves, which contains hIS analysis of the
Keats ode, IS a difficult book, concerned to find a way of describing
language and even thought as modes of action Any sort of discourse
about human behavior which aims at completeness withm ItS context
Will have to deal (nnphcitly or exphcrtly) With five elements, Burke
mamtams, these are what was done (act), when or where It was done
• From Grammar of Mot.vI', 1945 Reprinted by pemusslon of Prennce-Hall, Inc

and of Denms Dobson, Ltd
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(scene), who did It (agent), how he did It (agency), and why (pur-
pose ) "We want to Inqurre mto the purely internal relationships
winch the five terms bear to one another, considermg their possibihnes
of transformation, their range of permutations and combinations-and
then to see how these various resources figure In actual statements
about human monves " (Actually, only the last of Burke's five terms
refers literally to motive, to "reason why", but he IS using the term
to mdicate the whole complex of meanmg Involved In a human acnon )
The result IS what rmght be called a psychology of rhetonc applied
to the analysts of hterary form

Kenneth Burke's view of language as symbohc action IS shared 10

some degree by R P Blackmur The openIng essay of Blackmur's
book, Language asGesture, explains hIS POSitIon

If there IS a puzzle In my nrle, It IS because, hke Sweeney WIth lus ladles
m Eliot's Fragment of an Agon, "I've gotta use words when I talk to you"
The puzzle IS verbal, something we have made ourselves, and may be
solved Language IS made of words, and gesture ISmade of motion There
IS one half the puzzle The other half IS equally self-evident If only because
It IS an equally famihar part of the baggage of our thought It IS the same
statement put the other way round Words are made of monon, made of
action or response, at whatever remove, and gesture IS made of language-
made of the language beneath or beyond or alongside the language of
words When the language of words falls we resort to the language of
gesture If we stop there, we stop With the puzzle If we go on, and say
that when the language of words most succeeds It becomes gesture In Its
words, we shall have solved the verbal puzzle With which we began by
discovering one approach to the central or dead-end mystery of meanIng-
ful expressIon In the language of the arts 5

Blackmur goes on to explain the difference between his POSition
and that of Kenneth Burke Both consider that the language of poetry
may be regarded as symbolic action, but Burke "IS predominantly con-
cerned WIth settmg up methods for analyzing the actions as they are
expressed In the symbol," while Blackmur chooses "to emphasize the
created or dead-end symbol" Burke explores the ways In wluch
language becomes symbolic, Blackmur tries "to show In a series of
varied and progressive examples how the symbol Invests the actions In

language With poetic actuahty " He sums up the difference "Mr.
Burke legislates, Iwould Judge, the executive IS between us "

IS Copynght 1952 Rel?nnted by pemusslon of Harcourt, Brace and Company,
Inc and of Allen" Unwind, Ltd
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Blackmur's method works especially well with a poet hke Yeats, es-
sentially a poet of gesture, and In the analysis of dramatic speeches
The critical analyses to be found In Language as Gesture are worth
careful consideration, and the reader might ask hunself what are the
advantages and hmitanons of Blackmur's method, how consistently
he uses that method, and to what kinds of writing they are most
appropr1ate He might look particularly at the essay on "The Shorter
Poems of Thomas Hardy" and at that on "The Later Poetry of W B
Yeats" The latter rmght be compared In method and vocabulary WIth
Theodore Spencer's essay of the same rule which first appeared in

The Hound and Horn and IS reprinted In Zabel's Ltterary CrItICIsm
In America

Scope of the analytic method

Are some works of hterature more amenable to close cnncal analysis
than others> Is there, for example, a relaxed and discursive kind of
poetry to wluch the analytic rIgor approprJate to a discussion of a
"metaphysical" poem would be mappropnate> Or IS a relaxed and
discursive poem necessarily an Inferior poem> What, for example, of
Thomson's Seasons or Cowper's Task? Or a SInging lyric of Burns>
(The reader might look at this writer's analyses of Burns' songs In
chapter 7 of Ius Robert Burns, 1952 ) And to what extent ISthis tech-
nIque applicable to fiction ~Might there not be a difference In the SIZe
of the "unit of artifice," some wnrers (Hardy, for example) construct-
Ing their narranve out of fairly rough-hewn blocks of meanIng, which
It would be useless for the cnnc to put under the microscope, and
others (such as James) employing smaller uruts of structure which can
be profitably examined In the closest detail> Such a disnncnon might
be made With reference to both poetry and fiction Can we set (from
this pOint of view) Chaucer, Spenser, Dr Johnson on the one hand
against (let us say) the author of Sir Gaunun and the Green Kmgbt,
Marvell, Hopkins> Or Scott, DIckens, Hardy agaInst James, Conrad,
joyce> The reader might consider whether tlus distmcnon In accord-
ance With the size of the unit of artifice IS cnncally helpful
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Introductton

THIS SECTION, LIKE PART TWO, deals with pracncal
cnncism, but Instead of deahng with methods of assessing the
value of particular works It concerns Itself with the relation be-
tween cnncal evaluation and certain kinds of knowledge which have
no direct bearing on critical Judgment but which nevertheless the
practical critic often has to employ To cnncize a work we have to
know It to what degree, and under what Circumstances, IS non-
hterary knowledge necessary before we can fully "know" a literary
work> We must of course know the language In which It IS wrltten-
and this In Itself Involves more than mere philological knowledge, as
we shall see, we must know what the work is, In the sense that we
must have a proper text of It before us, not a text marred by misprints
or dehberate tamperIng If the work was written In an earlier age, do
we require to know anything of Its historical context> Do we need to
know allYthing about the hfe of the author> Do we need to know
the books he read, the kmd of SOCIetyhe hved In, the philosophical
assumptions he took for granted' Can the practical cnnc always do
hISJob With only critical tools, such as an understanding of structure,
lOlagery, verse forms, and Similarmatters> And If he needs other tools,
what kind of tools are they, when does he need them, and how are
they to be employed In the process of making a purely hrerary Judg-
ment' These are not easy questions to answer, and there IS Wide
divergence among modern cnncs as to what the right answers should
be. 1n taking a sample of these problems and Illustrating how different
cnncs have handled them while at the same tune trying to draw some
general conclusions, we hope to help to clear the air on this whole
questIon of the relation between cnncism and background knowledge





C9riticism

and scholarship

»»»»»»»»»»» 16

ISTORICAL SCHOLARSHIP can be used to discover
the tradinon witlun which a work of hterature IS written and the
standard on which It IS to be Judged, as we have seen That 15 how
Bishop Hurd approached Spenser's The Faerie Oueene and how many
later cnncs have approached the products of an earher age We have
noted, too, how history can be used to make allowances for an early
writer, explammg hIS faults as denving from the condinons under
which he wrote, from the rudimentary state of craftsmanship In lus age
or something of that sort, and we have discussed the imphcanons of
such a VIew, that hterature, at least In some of Its aspects, progresses
and advances in a way comparable to that of the sciences But what
exactly 15 the relation between scholarship and critical evaluation?
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Pertods and movements

The answer to this question has been In some degree confused m our
tune by modern reaction agaInst certain confusions and abuses The
slow patternIng of English literature Into movements, WIth their pre-
cursors and successors, the ISolation of separate periods, each With Its
own charactensncs, the plotnng of the rise and fall of movements-
Elizabethan and Jacobean, the reaction against the metaphysical poets
and the movement toward Dryden and Pope, pre-Romantics pOInting
forward to Romantics who are In tum followed by Vrctonans=all
tlus had been going on steadily m the work of a host of scholars and
cnncs and lustonans, unnl by the end of nmeteenth century the "his-
tory of English hterarure" (or of any national hterature, for that
matter) was a fairly stereotyped affair of movements and periods, each
Illustrated by Its own "charactensnc" group of wnters The stages by
which this patternIng was established go back at least to Dryden, WIth
hIS view of Chaucer as the peak of medieval English hterature, fol-
lowed by a slope down and then the ascent through the Tudor poets
to the glones of the Ehzabethan age, followed by another valley and
then the ascent to the "refinement of our numbers" In Dryden's own
time ThIS "peaks and valleys" view of literary history-which It IS

easy to laugh at but extremely difficult to replace-was modified and
developed throughout the eighteenrh and runeteem.i centunes, the
common Victorian attitude being that, after Shakespeare, the highest
peak of all was that represented by the Romantic movement, which
was a great soaring upward from the valley of eighteenth century
arnficiahty Even the striking change In taste which started In the
second decade of the present century, decrying romantics hke
Shelley and Victorians hke Tennyson and restoring to favor such
poets as Donne and the hitherto VIrtually unknown Hopkins, did not
at once destroy this histoncal patternIng, but turned It mside out, as
It were, so that, In biblical phrase, every valley was exalted and every
mountain and lull made low Eventually critics came to protest against
this division of literature mto periods and movements at the expense
of mdividual works of bterary art, and In so protestmg they naturally
tended to mmirmze the clauns of history In favor of "pure" cnncism.
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The survey course

It was not only the histoncal patterrung mto movements and Influences
that annoyed these critics, It was also the anecdotal use of the mass
of biographical mformanon about writers which generations of
scholars had by now built up LIterature, as taught m schools and
colleges, was far too often a confused mixture of movements and anec-
dotes, with the real Individual quahnes of the bterary works-surely
the most Important thmg of all-never seriously considered In colleges
the "survey course" In hterature tended to COnsIStof general remarks
about the characterisncs of periods spiced WIth scraps of information
about the hves of authors, the whole cemented With hsts of adjectives
proper to be applied In specific mstances The problem of "teachmg"
bterature-and With the IncreasIng popularity of courses In literature
the problem became ever more pressing-resulted In the brewing of a
mixture which any reasonably competent teacher could handle Facts
about movements and periods, quahnes to be ascnbed to mdrvidual
authors as illustranng the movements and periods of which they were
a part, and some biographical anecdotes, perhaps some plot summaries
put In at Intervals to enable students to write about some works as
though they had read thern=tlus became the standard mixture, and It
was not conducive to any real view of hterature In rebelhng against It,
many modern crItICS understandably attacked the whole Idea of a
survey course and pleaded strongly for concentration on particular
authors and on parncular works

Rebellion agamst the survey course

The rebellion was understandable enough We may not agree that a
survey course In Itself IS a bad tlung, we may recognIZe the value of
general notions about the clunate of opinIon In a gIven penod and the
relation of writers to their age, but most of us will agree that the
run-of-the-null survey course was an uninspired hodgepodge of no
real value to anybody LIterature IS one of the most difficult of subjects
to teach, and a lowest common denominator of courses (which ISwhat
the typical survey course came to be) IS not likely to be Insprrmg.
So the revolt agamst the survey course, WIth Its nondescript use of
history and biography, led m some sort to a revolt agamst history and
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biography, or at least to the view that these were not necessary tools
for the cnnc, whose pnncipal function was to describe mdividual
works mmutely and evaluate them on the basis of h1S descnpnon

Effect of the rebellion on cruical theory
and pracuce

The pedagogical result of this revolt (which Include the subsntunon
of "author courses" for "period courses" at so many colleges and uru-
versines and concentranon on the analysis of one work ISolated from
any context mstead of the chronological survey of an age) are not so
much our concern here as Its effect on critical theory and practice
Do descnpnve and evaluative cnticism suffer by Ignoring history
and biography? The answer would seem to be that we need neither
biographical nor lustoncal mformanon In order to assess the written
work as It exists, an Independent and self-existent work of art, but we
may need such mformanon In order to see the work properly before
we begm to assess It The argument IS less strong WIth reference to
biography Though an author's biography -IS of the greatest Interest
and unportance for an understanding of how he came to write, for a
study of the psychology of literary creation (which may loosely be
Included In the term cnuasm but 15 clearly not descnpnve or evalua-
tive cnncism), It rarely helps us to see better the work as It ob-
jecnvely IS

Even when a work of art contains elements which can be surely idenn-
fied as biographical, these elements WIll be so re-arranged and transformed
In a work that they lose all their specifically personal mearung and become
Simply concrete human material, Integral elements of a work

The whole VIew that art ISself-expression pure and SImple, the transcrIpt
of personal feeling and expenences, IS demonstrably false Even where
there IS a close relanonship between the work of art and the hfe of an au-
thor, tlus must never be construed as meanmg that the work of art IS a
mere copy of hfe The biographical approach forgets that a work of art IS
not Simply the embodiment of expenence but always the latest work of art
in a series of such works, It IS drama, a novel, a poem "deterrnmed," so
far as It IS determined at all, by hterary tradinon and convention The bio-
graphical approach actually obscures a proper comprehension of the liter-
sry process, since It breaks up the order of hterary tradinon to substitute
the hfe cycle of an mdividual The biographical approach Ignores also
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qUIte simple psychological facts A work of art may rather embody the
"dream" of an author than lus actual hfe, or It may be the "mask," the "ann-
self" behmd rwhich hIS real person 15 ludmg, or It may be a picture of the
hfe from which the author wants to escape Furthermore, we must not
forget that the arnst may "experience" life differently In terms of his an
actual expenences are seen with a view to their use In literature and come
to him already partially shaped by arnsnc tradinons and preconceptIonS'

We must conclude that the biograplucal mterpretatlon and use of every
work of art needs careful scrutiny and examination In each case, smce the
work of art IS not a document for biography We must senously question
MIss Wade's LIfe of Traberne, wluch takes every statement of his poems
as hteral biographical truth, or the many books about the lives of the
Brontes which Simply bft whole passages from Jane Eyre or VIllette There
IS The Ltfe and Eager Death of Erl1zly Bronte by VIrginia Moore, who
thmks that Emily must have experienced the passIons of Heathcliff, and
there are others who have argued that a woman could not have wntten
Wutbermg Heights and that the brother, Patrick, must have been the real
author ThIS IS the type of argument which has led people to argue that
Shakespeare must have VISited Italy, must have been a lawyer, a soldier, a
teacher, a farmer Ellen Terry gave the crushing reply to all this when she
argued that, by the same criteria, Shakespeare must have been a woman

But, It will be said, such Instances of pretentIOUS folly do not dispose of
the problem of personahty In hterature We read Dante or Goethe or
Tolstoy and know that there IS a person behmd the work There IS an
indubitable physiognomical smulanty between the wnnngs of one author
The questlon might be asked, however, whether It would not be better to
disnnguish sharply between the empincal person and the work, which can
be called "personal" only In a metaphorical sense There ISa quality which
\\'e may call "Miltomc" or "Keatsian" In the work of their authors But
this quality can be deterrmned on the basis of the works themselves, while
It may not be ascertainable upon purely biographical evidence We know
what IS "V irgihan" or "Shakespearean' WIthout having any really defimte
biographical knowledge of the two great poets

Snll, there are connectIng lmks, parallehsms, oblique resemblances,
topsy-turvy mirrors The poet's work may be a mask, a dramatized con-
vennonahzanon, but It IS frequently a convennonahzanon of his own ex-
penences, lus own hfe If used with a sense of these disnncnons, there IS

use In biographical study First, no doubt, It has exegetical value It may
explain a great many allusions or even words In an author's work. The
biographical framework will also help us In srudymg the most obVIOUSof
all stnctly developmental problems in the history of hterature=the growth,
matunng, and possible decline of an author's art BIography also accum-



326 uterary Cnncism and Related Disciplmes
ulates the matenals for other questtons of hterary history such as the read ..
ing of the poet, hISpersonal associanons with hterary men, hIS travels, the
landscape and cines he saw and lived In all of them questions which may
throw light on hterary history, i e , the tradition In which the poet was
placed, the Influences by wluch he wac; shaped, the materials on which
he drew

Whatever the Importance of biography In these respects, however, It
seems dangerous to ascnbe to It any real cnncal Importance No biograph-
real evidence can change or Influence critical evaluation The frequently
adduced cntenon of "smcenty" 15 thoroughly false If It Judges literarure In

terms of biographical truthfulness, correspondence to the author's expen-
ence or feehngs as they are attested by outside evidence Byron's "Fare
Thee Well " IS neither a worse nor a better poem because It drama-
nzes the poet's actual relations With hrs WIfe, nor "IS It a pity," as Paul
Elmer More thinks, that the 1\1S shows no traces of the tears which, ac-
cording to Thomas Moore's Memoranda, fell on It The poem exists, the
tears shed or unshed, the personal emotions, are gone and cannot be recon-
structed, nor need they be 1

The place of biography and btstory

ThIS IS a moderate statement of a POSition With which most modern
critics would probably agree Biography IS of httle help in evaluating
a literary work But It must be emphasized that this does not mean
that biography of great writers IS of Itself of httle value Biography
may not help us to assess a work, but It IS an mteresnng and illummat-
mg study In Its own right Intellectual curiosity IS always fruitful, and
curiosity about the "hves of great men" especially SO To the serious
mquIrer Into hterature, no knowledge comes amiss-but that does not
mean that no knowledge IS Irrelevant to evaluation Only very special
kinds of knowledge are relevant to the critical assessment of a work of
art

What, then, about lustory? W e observed In an earlier section that
language Itself IS a phenomenon that manifests Itself In history, not
somethmg wholly stable and objective, so that It IS often necessary to
study the Ideas and tradmons of an author's age If we are to see the
work he wrote as It really IS This IS not committing what some modern
cnncs call the "mtennonal fallacy," of Judging the work by what the
1From Theory of L,terature by Rene Wellek and Austin Warren, copynght,'W, 1947, 14)49, by Harcourt, Brace and Company, Inc and Jonathon Cape Ltd
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author intended It to mean, It 15 simply reabzmg the undoubted truth
that language, as a convennon, depends for Its proper understandmg
on our knowledge of that convention If the word "homely" means
"cosily domestic" In England and "ugly" In America, Enghsh readers
seeIng the word In an American poem, and American readers seeing It
m an English poem, will misunderstand the poem completely without
this background Information ThIS 15 a simple and ObVIOUSexample of
the kind of scholarship necessary before one can see a work for what
It Is-and one must see It for what It ISbefore one can hope to be able
to evaluate It To someone With no knowledge of Greek, a Greek
poem 15 simply a series of marks on the paper, whose only "meaning"
would derive from the physical pattern In which the marks were set
out

But hnguisnc knowledge IS not lustoncal knowledge, It may be
argued Everybody adrmts that you must know the language In which
the work ISwritten before you can understand It It IS a question of de-
gree, however The difference between Shakespeare's Enghsh and our
own speech 15 not as great as that between Chaucer's language and ours,
and there are any number of mtermediate stages Further, language 15

not merely the dicnonary meaning of words, but their whole host of
associanons and overtones derrvmg from preconceptIons of all kinds,
systems of thought, rhetorical tradinons, and other thmgs which
change In time, sometimes much more rapidly than we realize A work
of art, Wellek and Warren pOint out In the passage quoted above,
"IS drama, a novel, a poem" 'determmed,' so far as It IS determined at
all, by literary tradmon and convention" And literary tradition and
convention are often only recoverable by histoncal study If we saw
a picture that was meant to be part of a massive series of wall decora-
tions In a church and wrongly thought that It was supposed to hang by
Itself In a frame on a drawing-room wall, our evaluation of It would
be qUIte wrong, and what were really sts virtues might be seen by us
as faults and vice versa If we had no knowledge whatever of the con-
vennons of Greek tragedy and approached Sophocles' Oedipus the
Kmg as though It Were a WItty farce about sex, we should be In no
position to assess It properly Much historical knowledge about the
conventions In which earlier works were written 15 now taken for
granred among educated people, so that they make use of this knowl-
edge WIthout realizing It and often imagine they are making a "pure"
evaluation of an objectively exisnng work, WIthout reference to any
background information, whereas In fact they are unconsciously
drawmg on a considerable amount of such mformanon,
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An unreal controversy

The modem controversy between what IS sometimes called the "new
cnncism't=wluch msists on regarding the hterary work as an Inde-
pendent, self-existent, work of art, to be described, analyzed, and
evaluated without regard to Its author's mtennon or to any other ex-
trInSIC consrderanon=and hisroncal cnncism thus centers on the ques-
tion of emphasis and proportion Arguments such as that between
Professor ASP Woodhouse and Professor Cleanth Brooks" never
really meet one Insists that to see what the work really lS we pay at-
tention to the tradition In which It was written, the other says that
what the work really IS can only be properly evaluated In terms ap-
proprIate to a work of literary art One must surely agree with both
Yet one cannot resolve the argument by mamtanung that all lustoncal
criticism concerns the recovery of the proper shape and meanmg of
the work with reference to elements In Its historical context which
alone make that shape and meaning recognizable, while "pure" cnn-
ClSIIl, having been helped by historical cnncism to see the work as It
really 1S, takes over and makes an analysis and an assessment of It To
regard the histoncal cnnc as engaged In a necessary "pre-cnncism,"
after which he hands over to the "pure" cnnc to find the esthetic
verdict, IS to be guilty of a gross oversimphficanon In theory and a
misstatement of cnncal practice For the insights of the histoncal
critic are often so mnmately bound up with the nature and significance
of the work as a piece of literary art that they cannot but be presented
and developed In a normative context Practical criticism IS more
flexible and more complex In method than any theoretical statement
about It IS hkely to be The most fruitful and illununarmg kind of
cnncism of earlier works often moves freely between historical and
purely esthetic insights, as It does between descnpnve and normative
comments, and though these can be sorted out and classified If neces-
sary, the sorting IS more lffiportant for the student of methodology
than for the student of hterature Whenever we deal With the product
of a prevIous age the sense of the past IS always WIth us, If we are
literate at all, and we cannot help drawmg on It and utihzmg It The
crincal unphcanons of this have been expressed by Lionel Trilling

We are creatures of time, we are creatures of the historical sense, not
only as men have always been but In a new way since the time of Walter
lIn P.ML.A., December 1951
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Scott Possibly this may be for the worse, we would perhaps be stronger
If we beheved that Now contained all thmgs, and that we Inour barbanan
moment we~e all that ever had been WIthout the sense of the past we rrught
be more certain, less weighed down and apprehensive We might also be
less generous, and certainly we would be less aware In any case, we have
the sense of the past and must live with It, and by It.
And we must read our hterature by It Try as we will, we cannot be

hke Partridge at the play, wholly WIthout the historical sense The leap
of the rmagmanon which an audience makes when It responds to Hamlet
IS enormous, and It requIres a comprehensive, although not necessarily a
highly Instructed, sense of the past

In the New Critics' refusal to take critical account of the historicity of a
work there IS, one understands, the Impulse to make the work of the past
more immediate and more real, to deny that between Now and Then there
ISany essennal difference, the spIrIt of man being one and continuous But
It ISonly If we are aware of the reality of the past that we can feel It as
ahve and present If, for example, we try to make Shakespeare literally con-
temporaneous, we make him monstrous He 15 contemporaneous only If we
know how much a man of his own age he was, he 15 relevant to us only If

we see hIS distance from us Or to take a poet closer to us In actual time,
Wordsworth's Immortality Ode ISacceptable to us only when It 15 under-
stood to have been wntten at a certain past moment, If It had appeared
much later than It did, If It were offered to us now as a contemporary work,
we would not admire It, and the same IStrue of The Prelude, which of all
works of the Romantic Movement ISclosest to our present Interest In the
pastness of these works lies the assurance of their vahdity and relevance a

The sense of the past

Not all modem cnncs would agree WIth this Some would mamtam
that a work wluch we would not admire "If It were offered to us now
as a contemporary work" could not In any real sense be a good work
at all Some would go so far as to deny that "the spirit of man bemg one
and connnuous" IS a relevant notion at all, the unportant thing about
a work of art being Its structure of Ideas and JJllages,the complex unity
the creative writer achieves out of hIS expression of them, their rela-
non to the facts of human experience being Incidental. But this latter
IS an extreme POSItIonwhich does not fit the facts of literary apprecIa-
non In any age, for there are few readers and cnncs who would not
agree that m some way and at some pomt the devices employed by the
a "The Sense of the Past," m The LIberal Imagmatton, copynght, 19S0, by

The V dang Press, Inc
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creator of a work of bterary art reflect upon human experience As to
whether we make Shakespeare "monstrous" If we try to make him
"literally contemporaneous," that would depend on what we mean by
the latter phrase How can we make .a writer of a prevIous age
"hterally contemporaneous'" By regarding hIS work as though It were
wntten by a contemporary' It would then be more hkely to appear
obscure or extravagant or In some way unsuccessful-or all these things
at once-rather than monstrous When Harley Granville-Barker, In hIS
Prefaces to Shakespeare, drew our attention to the theatrical conven-
tions of Shakespeare's day, In the hght of which many apparently un-
successful dramanc devices could be seen to be bnlhantly successful,
he was USInghistory to remove obscurity, to clarify VISIon, rather than
to correct monstrosIty, and the same can be sard of those scholars who
have labored to set Shakespeare's dramatic patterns against the pattern
of Ideas In his day Again, It can be conceded that the duty of the arnst
18 to objectify hIS material In terms of hIS medium, so that everything
exists In the work he has created and we can find It all out by examm-
mg the work, but again It must be emphasized that language IS not
Itself a wholly objective or stable medium, and the subtle and complex
relationships that can exist between language and thought are In
some degree determmed by transient conventions and traditions

Nevertheless, Trilling's pOInt, that the pastness of a work IS often
part of Its mearung and value, IS an InterestIng one The kinds of hfe
which a work of art takes on In tune are themselves part of Its
meanIng, and these accumulated meanIngs can never be Ignored by the
mformed reader, whatever critical method he 1S employing They
often condinon lus response to a work to a much greater degree than
he imagmes, certainly to a greater degree than IS hkely to be made
explicit m hIS cnncism

Blbltography and criuctsm

Not all literary scholarship ISbiographical and lustoncal, and the ques-
tion of the relation of cnncism to scholarship concerns also such mat-
ters as bibliography and textual cnncism, the study of an author's
sources, the establishment of the chronology of hIS work, to mention
only a few Here It can more confidently be said that these acnvmes
are pre-critical rather than cnncal, they are hkely to concern the
estabhshment of the author's text, a necessary prelimmary to any cnn-
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cal evaluation of It What 15 the use of makmg a careful cnncal analysis
of, say, Hamlet If the text of the play which we are using contains
alterations, addinons, omissions, misprInts, and other features for
which Shakespeare was not responsible? It IS not unknown for cnncs
to have spent much Ingenuity provIng the aptness and bnlhance of
a phrase which a scholar has later conclusively shown to have been
a mIsprInt Clearly, the establishment of the text IS a pre-condinon for
critical analysis and evaluation, and the studies of bibliography, pale-
ography and textual cnncism, which have developed enormously In
the present century, are essential servants of cnncism Cnncs may dif-
fer as to whether concern with an author's Intention IS leginmate or
not, but all would agree that the discovery of what the author wrote,
rather than the perpetuatIon of Inaccurate or even senously corrupt
texts, IS of the first irn portance

ThIS IS not the place to go Into those modern studies which have
contributed so much to the recovery of the text which the author
actually wrote But the cnnc, and the student of cnncism, must have
some awareness of their nature and their tmportance The textual
cnncism of Shakespeare IS well worth study, not only because of the
mtrmsic literary value of Shakespeare's plays, but also because Shake-
speare hunself did not superVIse the pubhcanon of his plays and the
printed texts we have are often at a considerable remove from
Shakespeare's autograph From the eighteenth century on, scholars
have attempted to restore the true readmg In passages that appear to be
corrupt, and only gradually did It come to be reahzed that a knowl-
edge of Elizabethan handwnnng, a detailed farmhanty WIth Eliza-
bethan and Jacobean pnnnng-house methods, and a techmcal under-
standing of contemporary bookmaking are necessary before any
emendation can be made WIth confidence One must be able to explain,
In terms of handwriting, the state of the manuscript used as prmter's
copy, the prmter's methods, or some other aspect of the putting
of the written word onto the prmted page, exactly how that kind of
error could have been made and why the suggested emendation 18

plausible Early textual cnncs (such as Pope, m hIS edition of Shake-
speare) who SImply changed the reading to one which sounded better
to their ear, Without making any attempt to show how the error could
have ansen and what the physical condinons were which led to this
parncular mlSprmt, produced a host of emendations not now accepted,
and those of them wluch are now accepted have In many cases later
been accounted for in bibhographical terms.
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The direct relevance of all this to textual cnncism can be seen if

we cite the example of one of the most famous of all Shakespearean
emendations In Act I, scene III of Henry V the hostess described the
death of Falstaff, and her description Includes the often quoted phrase
" 'a babbled of green fields," over which critic after critic has waxed
enthusiasnc But In the text of the First Folio of 1623 (the first col-
lected edition of Shakespeare's plays, and the only real authority for
the text of this play) the phrase appears as "a Table of greene fields,"
which makes no sense at all ThIS was emended by LewIS Theobald In
hIS edition of 1733 to read " 'a babbled of green fields," which every
subsequent edition has followed Yet It was only a happy guess, and
though modern scholarship can show how the words "a babbled of
greene fields" written In Shakespeare's handwnnng might well have
been read by the prmter as "a Table of greene fields," this emendation
18 not as certainly demonstrated to be correct as many less well-known
ones
Bibhography (the study of the processes by which a work IS trans-

ferred from manuscript to the printed book, and of the whole pro-
cedure of prmtlng and bookmaking) and textual cnncism, which so
often depends on btbhographical knowledge, are today highly techni-
cal studies equipped to solve In a rigorous and scientific manner a great
number of problems about the text of literary works Where, as so
often happens, we have the printed text but not the author's manu-
scnpt or even the transcript of the author's manuscript from which
the text was prmted (and we have neither one nor the other In Shake-
speare's case) the bibhographer has to try to get behind the prmted
text to the manuscript which the printer had before him when he set
up the type. And then he must try to deternune the relanon between
that manuscript and the author's autograph text If printers were
always one hundred per cent accurate, the first of these problems
would not exist, but they never have been, and In Elizabethan and
Jacobean times especially, the printers of plays were not distinguished
by any great skill or accuracy
The problem faces us In modern works as well In the first one-

volume American edition of the collected poems of W B Yeats
there are at least half a dozen mlsprlnts which completely change the
mearung of the passages In which they occur, and In some cases cnncs
have actually analyzed the rmspnnred poems unaware of the errors,
and have Justified and even praised the mistaken words The pnnt-
ing of "he" as "she" at the end of the second stanza of "Crazy Jane
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on the Day of Judgment" changes the meaning of the whole poem,
for the poem IS a dialogue and the mISprint transfers a key statement
to the wrdng speaker The second lme of "Cuchulam's Fight With
the Sea," by some extraordinary slip, has dropped out and In Its stead
the sixth lme IS printed this poem IS also In dialogue form and the
result of this misprint-apart from making nonsense of the first stanza
-15 to throw everyone of the speeches out of gear, giving each to the
wrong speaker Fortunately, these errors can be discovered by the
simple process of comparIng this edmon With other editions, but there
are other cases where readings differ and where It IS difficult to tell
whether one ISwrong and the other right (and If so, which IS wrong,
for both nlay be plausible) or whether the author himself changed
the poem In a later edition

Thus even In modern works It IS not enough for the critic to take
the text In front of him and proceed to analyze and evaluate It At the
very least, he must conlpare texts In different edinons, and In some
cases he IS wholly dependent on the careful researches of the expert
bibliographer to tell him which IS In fact his author's text Sometimes
It 15 of prIme Importance to know which of several editions 15 the
first In the case of Shakespeare and other playwrights of the sixteenth
and seventeenth centuries there was some tunes more than one edition
pubhshed In the same year If one of these was printed from the other,
then any features of the second one must derive not from the author
but from the proofreader In the printIng house or from the com-
positor himself But It 15 often extremely difficult to tell which was
the first Here the bibliographer can help For example, W W. Greg
showed which was the earlier of two edinons of Beaumont and
Fletcher'~ play, The Elder Brother, though both editions were dated
1637, by noting that In one edition there was a mark produced by an
improperly adjusted space-lead before the word young, while In the
other the word young was printed With a meaningless apostrophe be-
fore It, 'young ThIS single piece of evidence was all that was necessary
to prove the priorIty of the edmon WIth the mark made by the im-

properly adjusted space-lead this mark had been read as an apostrophe
by the compositor (that IS, the man who actually set the type) of the
second edmon There 15 no other explanation of the facts A mean1ng-
less apostrophe could not have been read m such a way as to produce
the mark of an improperly adjusted space-lead' One tmy clue thus
provided all the evidence needed to show which was the earher edition
(and therefore the edmon closer to the author's autograph), but only
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a trained bibliographer would have noticed It With his knowledge of
which was the earlier edition, derived from the bibhographer, the
cnnc can confidently Ignore any vananons In the text which appear
only In the second

A more obvious case IS Marlowe's Dr. Faustus Are the feeble comic
scenes a part of Marlowe's play, to be evaluated as Marlowe's attempt
at comic relief> Or are they additions by a later hand? The critic must
know, If he ISto make a proper evaluation of Marlowe's achievement
The answer to this parncular problem IS not to be found wholly In
bibhography a varIety of scholarly resources' must be brought to bear
before even a tentative solution can be suggested Similar problems
of whether portions of a play are really part of the ongmal work or
later additions by another hand occur with reference to several of
Shakespeare's plays-Macbeth, for example And here agam the cnnc
must await the verdict of the scholar

Critical ngmficance of chronology

The questIon of which edmon came first IS Important enough, but
the question of which work was produced first IS even more Important,
though In a different way If we had no Idea at all of the chronology
of Shakespeare's plays, for example, and imagined that The Tempest
and The Comedy of Errors were written about the same time, we
should have a very different view of Shakespeare's genIUS than we now
have We would not Judge the plays differently, perhaps, but we
would Judge ItS author differently To compare, as earher cnncs have
done, The Tempest with-zl Midsummer NIght's Dream as Shake-
speare's two "fairy plays," Ignoring the fact that The Tempest was Ius
last work and A Midsummer Ntgbt's Dream a fairly early one, IS to
misconceive completely how Shakespeare's genius developed. A
Shakespeare who could produce the Dream-stdl more so a Shake-
speare who could produce the Comedy of Errors-m the final penod
of hIS maturity must have possessed an mstabihty of genius and an un-
certainty of taste qUite unusual among great writers Further, If we
thought of these works as contemporary--or even as only possibly
contemporary-we would read them differently, as Indeed cnncs did
before the chronology of Shakespeare's plays was more or less estab-
lished. The kind of scholarship required to discover, even approxI-
marely, the order m wluch Shakespeare wrote h18 plays 18 complex
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Indeed. Such an mvestlgatlon requires an adroit use of both mtemal
and external evidence=that 15, of references to the plays In works of
known date, and of references In the plays to events of known date,
and the following-up of tentative conclusions so reached by plotting
changes In style which appear to have occurred between such works as
can now be proved to be early and late, until a tentanve curve IS

estabhshed on which other plays can be placed Historical, bibho-
graphical, biographical, styhsnc, philosoplucal=these are some of the
kinds of evidence that have to be employed In estabhshmg the
chronology of a writer such as Shakespeare, and here, as m so many
other exercises of scholarship, the cnncal faculty, the sensinve ear,
and the response to subtle changes In pattern and attitude are also
required, to supplement and confirm the more objective findings

Requirements of an editor

The sum total of all scholarship which IS relevant to the hterary cnnc
15 also relevant to the production of a really good edmon of an earher
work As Professor F P WIlson has said of editing an Ehzabethan
play "Of course bibliography ISnot enough To no aspect of Eliza-
bethan hterature, language, or hfe can an editor afford to be Indiffer-
ent, and the Ideal editor IS at once bibhographer and cnnc, histonan
and antiquary, palaeographer, philologist and philosopher ?' It IS In
the production of a defimnve edmon that the true relanonslup between
cnncism and scholarship appears The crjnc, of course, needs a good
edition, a proper, well-established text, If he IS to be sure that he IS

really examining the work he thinks he ISexamining But more than
that the cnnc ISneeded In the actual preparatIon of the edition, for
there IS hardly a scholarly question, however sciennfic or technical,
to whose solution esthetic awareness does not contribute something
Theobald's emendation of "a Table of greene fields" won acceptance
because It sounds so ngbt before It was shown to be plausible In terms
of the kind of mIsprInts prInters of the penod were hkely to make WIth
handwnnng of the penod, and though taste alone IS far too variable
and unsure a ground for makmg any emendation, taste, or, If we
prefer a less subjective term, sound literary Judgment, must confirm
an emendation made on purely brbhographical grounds If an emenda-
.. "Sh ikespeare and the new Bibliography," The BIblIographIcal Soctety 1892-1943,

Studies In Retrospect, London, 194-5, page 135
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cion makes nonsense, tf It produces something utterly out of keeping
with the geruus of the author concerned, then the bibliographer must
think again And the bibliographer himself must be the hterary critic
whose Judgment provides this safeguard In spite of the speciahzanon
of function that has been going on In hterary scholarship In the present
century, and 10 spite of the fact that some disnnguished modern
bibliographers consider themselves sciennfic bibliographers and
nothing else, the fact remains that the bibliographer. like other literary
scholars, uses his purely critical Judgment more often than he some-
times thinks And the great pioneers of modern bibhography -A W
Pollard, R W McKerrow, W '" Greg-were hterary cnncs of taste
and sensibility as well as scholars, to the advantage of both their
cnncism and their scholarship

a»»»»»»»»»»
Shakespearean cruicism and scbolarsbtp

Modern Shakespearean cnncism offers a rich field for comparison of
different crincal approaches There are those, hke E E Stoll (Art and
4rttfice In Shakespeare, 1933), Levin L Shucking (Character Prob-
lems In Shakespeare's Plays, 1919, translated 1922), and Muriel C
Bradbrook (Themes and Conoentums of Elizabetban Tragedy, 1935),
who are concerned to show how Shakespeare worked Within the
bterary conventions of hl~ time the nnphcanon IS that to understand
what Shakespeare was domg In hIS plays we need some knowledge of
those conventions On the other hand, there ISa cnnc such as G Wd-
son Knight. who 10 four consecutive books (The Wheel of FIre, 1930~
The ImperIal Theme, 1931, The Shakespearean Tempest, 1932., and
The Crown of LIfe, 1947) developed an Interpretation of Shake-
speare's plays based on the assumptions that each play should be re-
garded "as a VISIonaryunit bound to obey none but Its own self-Im-
posed laws", that any given incident or speech In a play can be related
"either to the tune sequence of story or the peculiar atmosphere, In-
tellectual or imaginative, which binds the play", that attention should
be paid to the poetic symbolism, and that each play should be related
to its place in the stgruficant sequence of the plays written between
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1599 and 161 1 (Thus the only external knowledge that Knight de-
pends on IS that of the chronological order of the plays) Knight's
main Interest IS In the pattern of symbohc meaning woven by the
poetry SImilar In some respects to the cnncism of WIlson Knight IS

that of L C Knights, whose essay "How many Children had Lady
Macbeth>" (1933, reprinted In Explorations, 1946) attacks A C
Bradley's habit of discussmg the characters of plays as real persons
apart from their function Within the play But L C Knights' Drama
and Society m the Age of Jonson (1937) takes a rather different hne
ItS subtitle, "a study of the economic and SOCialbackground of the
early seventeenth century and ItS bearing on the works of contem-
porary dramatists," Indicates Its scope Actually, the study of the
economic and SOCIalbackground ISIn a separate, Introductory section
of the book, and IS not as closely related to the Iiterary cnncism as the
title suggests But the chapters on Ben Jonson analyze the unagery of
Jonson's dramatic verse With some reference to the underlying eco-
nomic Ideas, they are a very good example of tlus kind of cnncism

DIfferences between these cnncs sometimes represent merely dif-
ference of emphasis, sometimes, again, they are fundamental differ-
ences of approach and method Sometimes background knowledge IS

used to chasten enthustasnc romantic rmsmterpreters of the plays,
sometimes to emphasize the degree to which Shakespeare was a child
of hIS time, sometimes to Increase understanding The reader might
find It helpful to ask himself such questIons as "To what extent are the
conventions employed by Shakespeare discoverable from the plays
themselves, and how far must one go outside them to discover them?"
"What are the hrruts, If any, of 'hberty of interpretanon'>" "Are there
any cases of a play appearIng Inferior to the reader or playgoer who
lacks special knowledge, and acqUIrIng new merit In the eyes of those
who have gained that knowledge?" (The history of the cnncism of
the so-called "problem plays" or "bitter comedies," especially Measure
for Measure, IS.relevant here) Sometimes scholarship can produce
startbng re-Interpretatlon of the mearung of a work, e g F W Bate-
son's demonstration, In hIS English Poetry A Crtneal lntroducuon
(1950), that Blake's well-known poem, "And did those feet In ancient
time," sung throughout England as a hymn, was written as an ann-
ecclesiasncal manifesto, In praIse of free love, and the "dark satanic
mills" have no reference to the Industrial Revolution but refer to the
altars of Angbcan churches What happens, then, to the poem that
everybody has taken It to be for so long> Has not that a land of reality
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too> How relevant, anyway, 15 a demonstration of the author's In-
tennon> Can we say that nnagery means what It appears to say In the
poem, not what some prlvate association of the poet decided>

The personal element

Lyrical poetry, which can be so much more personal In mood and
subject matter than other kinds of literature, lS often subjected to
biographical Interpretation Why did Gray feel melancholy In the
country churchyard? Which of Donne's love poems were written to
his wife> (Grierson disnnguishes three strata In Donne's love poetry,
the cyrucai, the passIonate, and the conventionally Petrarchan, and the
suggestIon IS that the first were written to mistresses, the second to his
WIfe, and the third as poems of comphment to ladles of higher social
position than the poet Is this distinction critically useful ~) How use-
ful, to the reader of the poem as a poem, IS such biographical mforma-
non? Is It more relevant In some kinds of poems than In others? Robert
Gitnngs, In John Keats The Lnnng Year (1954), presents some very
interesnng new informanon about the circumstances In which Keats
produced the poems he wrote between September I ~I 8 and Septem-
ber 1819, discovering hitherto unsuspected sources of InSpIration and
suggesting that the "Bright star" sonnet was originally written, not to
Fanny Brawne, but to a Mrs Isabella Jones ThIS alters our view of
Keats' life and even In some degree of hISrrund In what way does It
alter our view of Keats' poetry? It would be a useful exercise to go
through Gitnngs' book and then consider what kinds of knowledge are
being presented here, what relevance has this knowledge to literary
cnncism, and whether the lnformanon ISmore relevant to the cnncal
reading of some of Keats' poems than to others If so, how and why?
But It 18 not only lyrical poetry which has been Interpreted bio-

graphically E M W Tillyard, In hISMilton (1930), treats Paradise
Lost as the record of the poet's state of mind during the period when
he wrote It. ThIS view of the poem was challenged by C S LewIS, and
the controversy between the two cnncs was published under the
title The Personal Heresy. A Controversy, m 1934 LewIS argued that
Parad,se Lost was not about MIlton's state of mind, but about Satan,
Adam and Eve, the fall of man, and similar subjects How far this IS

a real argument, and how far It ISa matter of how the cnnc chooses to
express himself, can perhaps be debated Indefinitely The literary
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artist has a vision of hIS material in the light of which he patterns It
and charges It WIth meanmg One could discuss the finished work In
terms of the VISion (which accounts for the author's disposinon of his
material) or m terms of the material (since the choice of ibis material
rather than that IS the only true evidence we have-or needs -of the
author's vision) Is this a questIon of approaching the same pOInt from
different direcnons? Consider, from this pOint of View, the possible
directions of approach to Pope's "Rape of the Lock," Wordsworth's
"Prelude," or ElIot's "The Waste Land"
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IN EXPLAINING the nature of a work of literary art,
the cnnc 15 often led Into 'psychology, Into a discussion of the state
of mmd out of which literary creation anses

How psychology comes Into cnucism

Psychology comes Into cnncism In two ways, In this Investigation of
the act of creation and In the psychological study of particular authors
to show the relation between their attitudes and states of mind and
the special quahnes of their work The first, and more general, use of
psychology in cnncism 15 the older and the more Widespread. Few
cnncs have gone far m an mvestlgatlon of nnagmatrve hterature as an
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activity without having to deal wnh psychological factors The cnnc
who considers literature as a series of works rather than as an activity
on the part 9f the authors of those works will not, of course, be led
so readily to psychology Aristotle, for example, 18 less concerned with
how men come to write tragedies than with what tragedies are. But
Plato, m hISIon, 15 In a sense giving a psychological account of hrerary
creation The Romantic crincs were particularly mterested m this
aspect of cnncism

This aspect belongs to the descriptive and not to the normative Side
of criticism No amount of psychologrcal mvesnganon, either of the
creative process m general or of the problems of indrvidual authors,
can tell us whether a work 15 good or bad, though the psychological
InvestigatIon of mdividual authors can sometunes help us to see why
those authors displayed certain characteristic quahnes In their work
(whether those quahnes are good or bad can only be decided on a
proper theory of hterary value adequately applied to the works
concerned)

Wordsworth as psycbological cnttc

The use of psychology In cnncism 1S,hke the use of SOCIology,genetic
It helps us to explain how hrerature comes Into bemg Naturally, the
conditions of origIn of an art have a direct beanng on Its nature, and to
many critics the proper definition of hterature can only be given by
providing an account of Its psychological origins Thus we find
Wordsworth, In hIS preface to the 1800 edition of Lyrical Ballads,
beginning hIS InquIry Into the nature of poetry by asking how the
poet operates

Taking up the subject, then, upon general grounds, let me ask, what IS

meant by the word Poet' What IS a Poet' To whom does he address him-
self~ And what language 15 to be expected from hlm~-He IS a man speak-
Ing to men a man, It IS true, endowed with more hvely sensibihry, more
enthusiasm and tenderness, who has a greater knowledge of human nature,
and a more comprehensive soul, than are supposed to be common among
mankind, a man pleased with his own passIons and vohnons, and who re-
JOlcesmore than other men In the Sptnt of hfe that IS In him, delighted to
contemplate smular vohnons and passIons as manifested In the gOIngs-on of
the Universe, and habitually Impelled to create them where he does not
find them. To these quahnes he has added a disposmon to be affected more

z
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than other men by absent tlungs as If they were present, an abihty of con-
JurIng up m lumself passIons, which are mdeed far from being the same as
those produced by real events, yet (especially In those parts of the general
sympathy wluch are pleasing and delightful) do more nearly resemble the
passIons produced by real events, than anytlung which, from the motions
of their own mmds merely, other men are accustomed to feel In themselves
-whence, and from practice, he has acquired a greater readiness and power
in expressIng what he thinks and feels, and especially those thoughts and
feelmgs which, by hISown choice, or from the structure of hIS own nund,
anse m him WIthout unmediate external excitement.

For Wordsworth, the poet differs m degree and not in kind from
other men, he has "more lrvely sensibility, more enthusiasm and ten-
derness" and "a greater knowledge of human nature and a more com-
prehensrve soul" than his fellows, and the recollecnon of former
experIences can move him as though they were snll actually present
From this descnpnon of the poet's state of mind, of hIS special psy-
chological quahficanons, Wordsworth proceeds to derive hIS theory
of poetic dicnon Smce the poet IS a man speakmg to men, responding,
though m a more sensmve way, to common human experIences, hIS
language should not differ substannally from that of real men under-
gomg real experIences "The poet thmks and feels m the SpIrit of
human passions How, then, can hIS language differ In any material
degree from that of all other men who feel VIVIdly and see clearly?"
One need not accept the argument here-Indeed, It IS curiously naive,
and Ignores the fact that the poet, unlike the ordinary man, IS USIng
language as a medium of arnsnc expreSSion, the subject matter of an
art does not condinon ItS medium In this SImple and hteral way-but
one can see that Wordsworth IS trymg to denve a normative notion
from a psychological descnpnon of the way the poet works And
though psychological descnpnon cannot Itself be normative, as we
have noted, It can be used as the baSIS for a normative superstructure,
as It were-as I A RIchards used It, though he employed a very dif-
ferent kind of psychology.

Later on In hIS essay, when Wordsworth ISendeavormg to reconcile
hIS view that poetry should be written In the real language of men
with hIS having written In rhyme and meter, he IS led again to a de-
scription of the process of poetic creation, as a prelmunary to hIS Justt-
ficanon of rhyme and meter.

Ihave S81d that poetry IS the spontaneous overftow of powerful feelmgs
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It takes ns ongm from emotion recollected m tranquilhty the emotion IS

contemplated till, by a species of reaction, the tranquilhty gradually disap-
pears, and an' emotion, kmdred to that which was before the subject of
contemplation, IS gradually produced, and does Itself actually eXIStm the
mind In this mood successful composItIon generally begins, and In a mood
similar to this It IS carried on, but the emotion, of whatever land, and m
whatever degree, from varIOUScauses, IS qualified by varIOUSpleasures, so
that In descnbmg any passIons whatsoever, which are voluntanly de-
scnbed, the nund will, upon the whole, be In a state of enjoyment

Wordsworth goes on to Justify the use of rhyme and meter In
poetry as helpmg to achieve that "overbalance of pleasure" which IS a
charactensnc of the actual poetic experience We see here, therefore,
psychology used to provide a genetic explanation of poetry-an ex-
planation of how It anses In the mind of the poet-and that genenc
explanation In tum used to justify a certain land of poetry There IS a
tendency here-common among the Romantics-to define poetry In

terms of the process of poetIC creation To write good poetry one
must be In such-and-such a state of mmd, such-and-such a kind of
poetry 15 the most adequate reflection of this state of mmd, therefore
that kind of poetry IS the most poetic and the best The argument
might appear at first sight to be CIrcular, and m a sense It IS, but the
10teresting thmg about It IS that It IS an attempt to derive normative
Judgments from psychological descnpnon, and such attempts have
been common 10 cnncism ever since (The reader should compare
With Wordsworth's argument the arguments of I A RIchards as
descnbed on pages I 3 5- I41 )

Art and neurosis

Various schools of modem psychology have each had something to say
about the psychological condinons out of wluch art anses The
Freudians have their view of the relanon between art and neurosis, the
jungians have found m works of hterary art archetypal Images and
echoes of basic and recurring myths, and there have been any number
of modifications and addinons to both kinds of theory The notion that
the arnst 15 neurotic, Sick,maladjusted, that art IS somehow a by-prod-
uct of this Sicknessand maladjustment, has become Immensely popular
during the last hundred and fifty years, and modern psychology seems
to have justified It. Edmund WIlson, m Ius essay "The Wound and
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the Bow" takes Sophocles' play Pbiloctetes as an allegory of the artist
Philoctetes was marooned on an Island because he suffered from an
evil-smellmg wound, yet hIS fellow Greeks sought him out because
they needed hIS magic bow for the Trojan war The arnst pays for
hIS creative vision by his Sickness, and though SOCIety rejects him It
nevertheless needs him because of the healmg power of lus art ThIS
view does not derive inevitably from modern psychology, and social
at least as much as psychological factors account for ItS rise and
popularity The best reply to It ISLIonel Tnllmg's essay on "Art and
NeurOSIS" Trtlbng pOInts out that writers are more available to
psychoanalytic explanation than others because they are more arncu-
late about themselves, but If we are to use the abundant matenal about
themselves which they provide for us to prove that their art dcnves
from their being In some way mentally SIck, we must make the same
assumption about all other kinds of Intellectual actIvIty

It ISthe basic assumptIon of psychoanalysis that the acts of every person
are Influenced by the forces of the unconscious Sciennsts, bankers, law-
yers, or surgeons, by reason of the traditions of their professions, practIce
concealment and conforrmty but It ISdifficult to believe that an mvesnga-
non according to psychoanalytical prmciples would fat! to show that the
strains and Imbalances of their psyche are not of the same frequency as
those of writers, and of smular kind I do not mean that everybody has the
same troubles and Identical psyches, but only that there IS no special cate-
gory for wnters

If this IS so, and If we snll want to relate the writer's power to his neuro-
SIS, we must be willmg to relate all Intellectual power to neurosis We must
find the roots of Newton's power In hIS emotional extravagances, and the
roots of Darwin's power m his sorely neurotic temperament, and the
roots of Pascal's mathematical genlus m the impulses which drove him to
extreme religious masochism=I choose but the claSSICexamples If we make
the neurosIs-power equivalence at all, we must make It In every field of en-
deavor Logicran, economist; botarnst, phystctst, theologran=no profession
may be so respectable or so remote or so ranonal as to be exempt from the
psychological Interpretation 1

Tnllmg goes on to argue that not only Intellectual success but also
failure and hrmtanon should logically be attributed to neurosis, and
smce this gives us success, failure, and mediocnty accounted for by
neurosis, "we have most of SOCIety Involved" Society may well be In-

1LIonel Tnlhng, 01' CIt
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volved "But with neUrOSIS accounnng for so much, It cannot be
made exclusively to account for one man's hterary power ",

Cntictsm as analysts of the author

Perhaps more fruitful than general psychological and psychoanalytic
theones of the orIgIn of art are the particular apphcanons to particular
cases True, the older "bio-cnncal" approach had discussed the psy-
chology of the author concerned and related It to the special features
of hIS work (one can see this In almost any volume of the "English
Men of Letters" senes, produced for the most part In the latter part
of the nmeteenth century), but In a common sense and unsystematic
way The new psychological systenls made possible much more me-
thodical approaches One could analyze a particular work and draw
from the analysis Inferences about the psychology of ItS author, one
could take the whole body of an author's wnnng and denve from It
general conclusions about hIS state of rmnd which could then be ap-
plied to elucidate particular works One could take the biography of a
writer, as Illustrated by the external events of hIS hfe and by such
thmgs as letters and other confessional documents, and construct out
of these a theory of the writer's personality=Ius conflicts, frustrations,
traumatic experIences, neuroses, or whatev er they happened to be-
and use this theory In order to illurnmate each one of his works Or
one can work back and forth between the hfe and the work, illummat-
Ing each by the other, notIng from the biography certain cnses re-
flected In the works, and seeing from the \vay they are reflected In the
works what their real biographical meaning was Tlus IS often dan-
gerous, If highly snmulatmg, theonzmg, and ItS relation to cnncal
evaluation IS, at most, very tenuous But If this kmd of psychological
InqUiry does not help us to assess the value of a work, It often helps us
to see more clearly what hrerary works are as products of the human
irnagtnanon working In certain ways under certain condinons

Edmund Wtlson as psy cbologtcal cntic

One can Illustrate Plato's VIew of literature by a quotation of half a
dozen pages, but to Illustrate the kind of modern cnncism which
begins with a study of the elements In a writer's biography that
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helped to condmon hISkmd of imagmanon and proceeds to apply this
to each one of Ius works, clearly cannot be done m such brief com-
pass One of the most effective cnncal essays of this kind, Edmund
WIlson's "DIckens The Two Scrooges,"? IS over a hundred pages
long and It IS far from comprehensive No brief selecnon from this
essay would illustrate the method, for the very essence of It consists
m first laymg out the relevant biograplucal facts, then drawing con-
elusions from them about the author's psychology, and then applying
these conclusions to the mdividual works To quote any of these
three parts without the others would be to grve a wrong pIcture of the
method The reader, therefore, must go to these essays hunself-to
Wilson's essays on Housman (In The TrIple ThInkers, 1938), Dick-
ens, and Kiplmg especially
WIlson uses what might be called a common-sense mixture of

psychology and SOCIologyIn hISendeavors to demonstrate the condi-
nons which explain the special nature of a writer's work HIS aware-
ness of SOCIalfactors IS not derrved from any rigid system, as IS that
of the Marxists, but IS freely related to the psychological elements In
studies of a wnter's feehng about hISclass, the effect on hun of early
econorrnc struggles, the kinds of friction which SOCIalconventions
made for him, and so on DIckens' father's impnsonment for debt and
DIckens' having to go to work In a blacking factory are presented by
WIlson as key factors In determmmg the set of hIS lmaglnatlon, and
he traces their mfluence In the books He pOints out the hurruhanon
which DIckens suffered, hIS bitter mdignanon WIth hIS mother for
having wanted to keep him working at the blacking warehouse, the
SOCialdubiety of hIS ongms "All these circumstances are worth
knowing and beanng In mmd, because they help us to understand
what Dickens was tryIng to say," WIlson comments A purely
analytic cnnc rmght object to tlus he would argue that what the
writer IStrymg to say ISnot of Interest to the cnnc, who IS concerned
With what he succeeds In saying, With what he puts objectively Into
art, and If we need to go to biography to find out what 18 really being
Said by a work of art then the work cannot be successful S But
W.tlson sees the writer as (to use Wordsworth's phrase) "a man
speaking to men" and ISmost Interested In the human irnplicanons
of the work of hterary art, Its ongms In human hopes and fears and
desires and frustrations The function of the literary entre, as he sees

I In The Wound and tbe Bow, New York, 1941 The essay on Kiphng IS also In
this volume

8 See above, p 266, footnote I
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It, IS to enlarge the urut observed by the reader until It includes
not merely the text of a work, or even a group of such texts, but
the whole pattern of Influence and causanon, of acnon and reaction,
of psychological and sociological forces, of which the given work IS

the center But this enlargement 15 conceived not simply as a con-
tribution to history, It 15 also Intended as a contribution to esthetic
understanding and appreCIatIon If we arrrve late at a concert at
which the first Item played IS a set of vananons on a theme, and we
take our seat as the tlurd vananon IS being played, tmagmmg It to
be the theme, we shall have got the wrong perspectIve on the whole
piece of mUSIC,we shall be hearing the wrong pattern, however keen
our ear But If we are familiar enough With the mUSICto be able to
supply the main theme mentally as we hear the further vananons, or If
someone puts a score of the mam theme Into our hand, tlus error will
be corrected and we shall be able to get the proper significance out of
the music

In some sense, It might be said that for Edmund WIlson and those
modern critics who employ hIS kind of cnncal approach the hterature
produced by any writer can best be understood as variations on a
theme The theme IS the writer's hfe and CIrcumstances, In the most
complete sense, and we can only be sure of seeing the right pattern
In the particular works If we are able to relate them to the theme on
wluch they are unconSCIOUSvananons Yet It ISnot always (as Wilson
would admit) qUIte as SImple as that We cannot always be sure which
IS the air and which the variations somenmes the relationship be-
tween the writer's hfe and hIS work IS so complex and subtle that It
would be false to regard the latter simply as vananons on the former,
each throws lIght on the other, the man puts the work Into ItS right
perspectIve, but perhaps as a key SIgnature helps us In reading a pIece
of mUSICor as a frame brings out the proper relanonship between the
parts and the whole In a picture At all events, on tlus view of cnncism
the critic has a duty to discover and present Interpretations of works
of art based on an understanding of the arnst's nature and purposes
Such actIVIty might not provide us With standards on which to decide
what IS good hrerature and what bad, but It might help us to dIS-
cover how hterarure becomes what It IS "It IS necessary to see hun as
a man In order to appreciate him as an artist" "The work of Dickens'
whole career was an attempt to digest these early shocks and hard-
ships, to explain them to himself, to Justify himself In relation to
them " These are typical quotations from Wilson's essay on
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Dickens Or consider the questIon he asks himself at the begmnmg
of hIS essay on Kiplmg "But who rzvas Ktplmg?"

Wilson works, on the whole, from the writer's hfe to his work,
explammg the latter with reference to the former More technical
psychological cnncism often works from the work to the writer,
usmg the work as the equivalent of the confession on the psycluatnst's
couch and proceeding to draw conclusions about the writer's hfe and
state of mind This ISmore dangerous, because It does not sufficiently
allow for the formal element In art and too often naively assumes that
the artist works with complete emotional spontaneity To argue from
Hamlet about Shakespeare's life and character IS a highly dubIOUS
procedure In Hamlet Shakespeare was dealIng with a tradinonal plot
and consciously working It Into a formal pIece of dramatic art to fit
the theatrical conventions of lus time If we knew beyond dispute
the facts of Shakespeare's hfe, and had letters and memoirs of h15
to draw on, then we could perhaps profitably look Into lus plays for
reflections of hIS personal problems, however mdirect, and see thmgs
In them which we do not see now To use the work as a means of
psychoanalyzing the author, WIthout any further evidence, IS pos-
SIble only In very special cases But In any case, such a procedure IS
hardly hterary cnncism In any sense of the term

Psycboanaiytic study of the characters m a
ltterary work

The professional psychologist need not, however, confine hIS m-
terest In literature to attempts to psychoanalyze the author through
Ius works He can use his knowledge of psychological problems and
Situations to tnterpret a work of hterature Without any reference to its
author's biography We can look at the behavior of characters In a
novel or a play In the light of modern psychological knowledge and,
If their behavior confirms what we know about the subtlenes of the
human mind, we can use modern theones as a means of elucidating and
mterpretlng the work If Hamlet behaves according to a pattern
which, say, Freud discovered to be characterisnc of certain kinde; of
mdividuals actmg In certain kinds of CIrcumstances, this does not mean
that Shakespeare knew Freud's theories, but It does confirm Shake-
speare's remarkable insight into human nature Such a use of psy-
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chology 15 therefore appropnate to critics who beheve with Dryden
that the function of literature IS to provide "a Just and hvely image
of human nature" or at least who agree on the general propOSition that
the end of hterature IS some kind of illummanon of the human situa-
tion (and of course even the most formal of critics can agree on this
end, while concentrating their attention as cnncs on the technical
means by which It ISachieved)

Sometunes works which are difficult and apparently confused can
be seen more clearly In the hght of the psychologist's demonstration
of what IS actually gOIng on among the characters For example, the
so-called "problem plays" or "bitrer comedies" of Shakespeare (which
Include Measure for Measure, All's UTel1 that Ends Well and Troilus
and Cresnda) have long puzzled critics by the apparent strangeness of
their tone, and many attempts have been made to elucidate them
One of the most InterestIng attempts at elucidanon IS the psychoana-
lytic study of Measure for Measure by Dr Hanns Sachs After detail-
109 some of the difficulties of the play, Dr Sachs comes to the character
of Angelo 4

The outstanding trait In hIS rAngelo's] character, constellanng lus atti-
tude In all matters, small or great, IS cruelty To lus subordinates he IS

gruff and unfriendly, always ready with a rebuke or a threat He snubs the
SImple constable ("Elbow IS your name> Why dost thou not speak, El-
bow>") as well as the kind Provost ("Do your office, or give up your place,
and you shall well be spared") The unhappy juliet ISto him Simply a "for-
mcatrrx "To SItas a Judge In court Inc;plreshim with the same philanthropic
sentiment towards the Silly but evidently harmless witness as toward the
offender "hoping you'll find good cause to whip them all " HIS cruelty IS

best demonstrated by the fact that he selects Claudio as the vicnm for the
renewed enforcement of the laws against profligacy In this VIenna of
bawds and brothels It would have been easy to find a culprit whose trans-
gressions were of a darker hue than those of Claudio He seems to be
Singled out by Angelo Just because he was the most Innocent offender who
came withm the scope of the law, hISbetrothal gave him, according to cus-
tom, the right of a legitimate husband, especially SInce these things hap-
pened some time before the revival of the stnct law Indeed, this way of en-
forcing the old statute does nothing to gIve It renewed authonry, but
discredits It by making It appear fantastic and Impossible It ISnot Justice or
morahty which Angelo tries to establrsh=though he may persuade himself
that these are hISalms-but terror, wrath and cruelty
• From "The Measure In 'Measure for 1\leasure'" In The Creanoe Unconscious

(ad ed, revised and enlarged by A A Roback, 1951), copyright, 1941, by Sci-Art
Publishers
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Tlus tendency toward cruelty shapes Angelo's bfe In two ways first,

negatively, by making the ordinary and normal forms of sensuality unat-
tractive to rum, or even repulsive Tlus may be one of the reasons why he
pursues them WIth this cold hate As the Duke puts It, he

"scarce confesses
That hISblood flows or that hIS appetite
Is more to bread than stone-"

m other words to a free and imparnal observer lus ngidity seems exagger-
ated and, therefore, a bit SUSpICIOUS

The other, pOSItIVe,Influence IS manifested In hIS bias for menng out
purushment, for making others suffer He loves to WIeld the sword of JUs-
tice and to feel entitled In defending a higher cause, to be severe and un-
chantable, so long as his own hfe remains blameless, In this way he satisfies
lus cravings In a quasi-leginmate way Through lus office he finds an outlet
for hISdark desire In the form of a SOCialfunction which has hIS own ap-
proval as well as that of SOCiety, In short, he shows what psychoanalysis
calls a sublimation, although by no means a perfectly successful one, SInce
hIS original nature looks through the rents In his gown Tlus sublimanon
breaks down WIth a sudden crash when he meets Isabella The splendor of
her purity, outshining everything to wluch he has been accustomed, to-
gether WIth the situation which delivers her Into Ius hands, IStoo much for
htm

"Can It be
That modesty may more betray our senses
Than woman's hghmess? Having waste ground enough,
Shall we desire to raze the sanctuary,
And pitch our evils there?"

Thus stimulated and exposed to the storm of desire, his cruelty loses every
aspect of subhrnanon and falls back, regressively, to Its onginal source, re-
veahng Its pnmeval, sensual form How near these two have dwelled to-
gether In Angelo's mmd ISIllustrated by the Identity he sees In murder and
the sexual sin "'os all as easy Falsely to take away a true life made As to
put metal In restrained means To make a false one" The new temptanon,
agaInst which Angelo fights In vain, IS that of sadism ThIS psychological
picture, the conflict caused by the regreSSIon to the sadisnc stage of sensu-
ahty, would to us modems who are concerned With the pSYChICprocesses
In their Immediate and mnrnate appearance, constitute an obsessional neu-
ronc Shakespeare who, as the true son of the Renaissance, projected lus
psychologrcal mnnnon into the facts and forms of the world outside, made
him a Judge
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Tlus diagnosis of Angelo's over-strict sense of Justice as the

subhmanon of his cruelty, a sublimation which breaks down and
turns to sadism before Isabella's combination of beauty and purity
(thus also illustranng the relation between sensuahty and sadism) IS not
Just a matter of giVIng technical psychoanalytic terms to the obvious,
It makes a pattern out of Angelo's behavior which 15 not otherwise
apparent, a pattern which, once pointed out, we feel to be justified
In a rereading of the play But Dr Sachs 18 not content to diagnose
Angelo's character he relates his diagnosis to hIS mterpretanon of the
playas a whole

Judge-this IS In one word the problem of Measure for Measure from
which all the rest proceeds As It often happens WIth Shakespeare, It looks
at first as If he presented only an ephemeral, accidental side of the problem
the evil Judge who misuses hISpower for his own ends, the Judge WIthout
mercy whose JustIce ISbut cruelty The deeper meanIng IS not emphasized
or advertised to Impress the beholder WIth Its profundity, but rather kept In
the background and, especially In the comedies, disguised by Jokes and
scurnhty, like a cliff overgrown WIth grass and shrubs

The theme that ISharped on constantly In Measure for Measure and ear-
ned through every possible varianon, some srrarghtforward to the pOInt of
brutality, some abstract and remote, ISthis What happens to JustIce If the
austere Judge could cornrmt, would commit, has committed the same cnme
for which he condemns the offender? What If Angelo IS not different from
Claudio and deserves to be put In hISplace-"an Angelo for Claudio>" The
que~tlon IS discussed first In a strictly judicial reasonIng at the beginnIng of
Act II by Angelo himself

Dr Sachs then traces the theme through the play and shows how the
Idle talk of LUCIO and the dialogue of the minor characters represent
"the same melody in counterpomt " He proceeds

Our play shows, at first glance, how In the judicral mmd self-re-
straint for the sake of gaInIng the respect of others and self-respect break
down when temptation takes the form of the suppressed sadistic WIshes
The Judge, by this resurrecnon of hISprImitIve, unsubhrnated sensuality, IS
driven to repeating the act which he has censured, and thus changes place
With the offender But the scope of the problem grows under the creatIng
hand of the poet and becomes much Wider than that of the story If these
possibihnes exist generally, If unconscious WIshes and drives are not only In
existence, but active In the mmd of everyone, If they are kept from coming
to hie only by the special grace of destiny, then It follows that every man
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who dares to be a Judge, ISa potennal Angelo It means, If we take It In Its
full and true sense and set aside as mere accidents the actual temptatIon and
the outward shapes of our acts and our conscious thoughts, that no Judge
can disclaim his Identity In guilt WIth the cnmmal before him In the gUise
of a comedy Measure for Measure unfolds one of the tragic conflicts which
disturb the peace of mind and the good conscience of mankind since the
first foundations of social hfe have been laid The identity of the man who
Judges and the man who IS Judged, the subject of Shakespeare's comedy,
was used two thousand years earher as the baSISof a tragedy which became
the everlasting symbol of human guilt

Dr Sachs then goes on to pOInt out the sirmlannes between Measure
for Measure and the Oedipus the KIng of Sophocles He also discusses
the play by Hemnch von Kleist, Der zerbrocbene Krug ("The Broken
Jug"), where a similar theme IS treated as high comedy, and pro-
ceeds to dISCUSSthe ways m which this theme can be made either
tragic or comic "In the tragedy the dreadful crimes are really per-
formed, although urnntennonally, In the comedies there IS any amount
of bad mtennons, but nothmg happens"

Shakespeare, when he decided to write Measure for Measure as a
comedy, although his mind was far removed from the humor and spnghth-
ness of lus earher play, respected this fundamental rule by sheer mtuitron
Whetstone [Shakespeare's source] had already elmunated the unJt!st
execution, but the other crime had to be relegated to the realm of mere In-
tennons as well The trick by wluch a legttrmatc spouse IS substituted so
that the rape becomes the consummation of marrIage, had been used by
Shakespeare In All's Well that Ends Well It came In handy here and for
this purpose a lady who had been betrothed to Angelo and deserted by lum
was Incorporated Into the play In this manner the original, smister and
bloody story was turned inside out Angelo's character was much Involved
In these alterations It would have been ea'iy to go the whole length
WIth him, to make him the funny, stupid dupe who gets tripped up at every
step The usual way to make him ridiculous would have been to bring him
together With the disguised Duke In such a manner that the unrecognized
master IS slandered In his face by the deceived deceiver LUCIO, who IS the
shadow Without the substance of Angelo's Wickedness, ISput In this situa-
tion Instead The meeting between the Duke and Angelo IS not avoided out
of regard for the probabihty that Angelo would see through the disguise,
since Escalus actually speaks to him (111/2) Besides, no comedy worth Its
salt ever respected this sort of improbabihry What makes such a corruc
meeting impossible IS Angelo's character Shakespeare elimmated all the
dreadfulness of the crimes by having none of them comrrutred actually, but
he retained, he even deepened, their appalhng effect as far as Angelo's mind
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IS concerned He was unwilling to sacrifice the character problem to the
comedy
Angelo obtains his pardon In the end, this IS a foregone conclusion All

that happens to him ISto be found out and exposed, his pride 1S turned Into
hurrulity He had been tormented not only by the fear of detection, but
also by the cruel pangs of hISguilty conscience

"Would yet he had hved!
Alack, when once our grace we have forgot,
Nothing goes nght,-we would and we would not"

This wish, that Claudio nught snll hve, IS fulfilled Indeed, the pangs of
hIS conscience must have been greatly alleviated when he learns that he,
with all his villainy and cunnIng, has done no wrong at all Isabella with her
clear and unerring Intellect grasps here, as she always does, the true ment
of the Situation and presents It With her usual lucidity So Angelo
the mighty demon has been, In fact, a perfectly harmless creature In hIS
sin he saw lumsclf as LUCIfer and felt the pride of LUCifer, so that this relief
of Ius gullt-feehng IS, at the same time, lus deepest hurmhanon This shame
ISfor the proud man a worse punishment than "immediate sentence then,
and sequent death" for which he begs as a grace HIS SIns tum out to be of
the same low order as those of IJUCIO Idle words and bad Intentions, and he
I~ punished In exactly the same way as LUCIO,by being constrained to
marry a woman whom he can neither love nor esteem

Dr Sachs goes on to dISCUSS the relevance of all tlus to the Gospel
admorunon "Judge not that yc be not Judged" and the contradiction
between human JustIce and sinfulness He compares Dostoyevski's
handhng of tlus theme In Tbe Brotbers Karamazov, where the final
answer to the questIon Ivan puts to Alyosha-"Can you find forgive-
ness In your heart for all crimes> Can you forgive wanton cruelty,
the torturing and killmg of Innocent children ~"-IS grven by the
Staretz SOSSIrna

We can forgive the worst Sin, the most hideous crime, we can even ask
the sinner to forgive us (as Sossima kneels before Drmtrr), when we are
aware that we ourselves are guilty of hIS crnne and responsible for It The
idennry between Judge and cnrrunal IS reaffirmed In a new sense For
Dostoyevsky this new sense became the cornerstone of hIS mysncal reh-
gIOSIty, yet It can be conceived In a purely human, untranscendental way,
and then It comcides to a great extent with the disclosures, made many
years later, by Freud With him It rests on the experIence that our entire
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personahty comprehends not only what we want eo know about ourselves,
but our Unconscious as well Since unconSCIOUS,repressed desires and
WIShes are essentially the same everywhere, we are all lmked together by
the bond of common guIlt, and It matters httle whether we call It by Its
Chnsnan name of Ongmal Sin or by the psychoanalytic term Oedipus-
Complex

This ISone of the few occasions on which the paths of the two men who
knew more about the human mind than all the rest of us, approached each
other They both look at the problem of universal guilt, shared by Judge
and cnrnmal ahke, but the Russian of the nmeteenth century ISswept away
Into mysncism, whereas the Elizabethan, although he approaches the abyss,
never gets out of touch With the reahnes of life He takes It for granted that
human SOCIetyhas to go on and will contmue even If It be found that JUs-
nee IS, of necessIty, bound to be a failure .

The moral IS they are all SInners Even the lughest and purest Judge IS
not better than the villam whom he Judges But what of that~ If this world
ISso full of horrors, If hfe ISa thmg WIthout real value, what does It mat-
ter If a man tries to take away hISbrother's life> Even If he succeeds, he can-
not succeed In robbing rum of anything that ISworth wlule We are sinners
all, but Impotent SInners, deceivers deceived by our own pasSIons Con-
demnmg each other, we are "like an angry ape"

Not justice, only mercy, may bnng some rays of light Into the abysmal
darkness while It "will breathe withm your lips "
If tlus measure ISapplied, the pardon of Angelo which seems such a fla-

grant InJUStICe,ISnot Irony but really and truly "Measure for Measure"

The argument from psychoanalysis IS here directed towards helping
us to read the play anght That It does so help us IS confirmed by the
smulanty of the Interpretation It Yields to that Yielded by the careful
applicanon of histoncal scholarship Ehzabeth Pope, in her essay on
"The Renaissance Background of Measure for Measure." inquired into
the doctrines of equity and forgiveness that were actually taught to
the Elizabethan layman, and also (though from a very different pOInt
of view from that of Dr Sachs) found the play to be a commentary on
the Gospel text "Judge not, and ye shall not be Judged" (Luke 6 37,
Geneva version) MISS Pope IS concerned solely With explaining certain
aspects of the play'S meanmg In terms of Elizabethan assumptions,
with which Shakespeare worked and which he took for granted, Dr
Sachs IS concerned With applying psychoanalytic knowledge about
the nature of the mind to an elucidation of the behavior of the charac-

lIn Shakespeare SU1'Vey, 2, Cambridge, 1949
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ters In the play Though the conclusions certainly do not duphcare
each other, they pOInt In a similar direcnon and they supplement each
other.
Psychology, therefore, comes Into literary criticism In several ways

It can help to explain the creanve process In general, It can provide a
means of illummanng a writer's work with reference to his hfe and
VIce versa, and It can help to elucidate the true meaning of a given
text. In none of these aspects IS It directly normative, though in the
third It can be mdirectly so, for, as the example quoted will Illustrate,
It can demonstrate that a work superficially bafHmg and even confused
15 in truth a profound study of certain aspects of human character

»»»»»»»»»)
Psychology and the autobtograpkncal lyrtc

Lyncal poems In which the poet ISapparently attemptmg to project
directly hISown state of rrund are more hkely to lead the critic Into
a psychological Interpretation of the author's state than poems where
the writer has achieved a more purely impersonal structure. Words-
worth's "Immortality Ode" has thus Interested the psychological
cnncs more than, say, any of the lyncs of Ben Jonson The temptatIon
15, of course, to discuss the author rather than the poem But, clearly,
poems which have as their professed subject the author's state of mind
can be usefully discussed In psychological terms If we take two such
poems-Wordsworth's "Immortality Ode" and Coleridge's "Dejec-
tion Ode," which are, superficially at least, on similar themes-we can
ask ourselves whether the difference between them In form and In
tone can be usefully explained In terms of the psychology of each poet

Perhaps one disnncnon between "classical" and "romantic" poetry
18 that the latter tends to be about the author's state of mind, while the
former ISmore hkely to be about some given subject What of those
poems which profess to be about their author's state of mind but
which are really formal exercises In a convention? The Elizabethan
love sonnet, for example, ISnot hterally autobiographical In the way
so many nmeteenth century romantic poems are style takes control
and determines the emotion Those runeteenth century cnncs who



356 LIterary Criticism and Related Disciplmes
spent their tune searching for the true originals of the heroines of
Ehzabethan sonnet sequences were often wasting their time both as
scholars and as critics How far can Shakespeare's sonnets be illunu-
nated as poetry by an attempt to get at the psychology of the man
they apparently reveal' Much less, one might thmk, than Shelley's
lyncs by a smular procedure The romantic poet has a tendency to
make hunself the hero of his own poems (It IS this aspect of romann-
CISm which offends so many modern critics, who demand that a poem
should have sufficient complexity and iroruc "ambivalence" to pre-
vent the poet himself being naively comrmtted to a simple emonon )

Compare the possibilmes of psychological Interpretation of the fol-
lowing pairs of poems Milton's sonnet "On his Blindness" and Keats'
sonnet "When I have fears that I may cease to be", Jonson's "Drink
to me only With thine eyes" and Shelley's "Indian Serenade", WIlham
Cowper's "The Poplar-Field" and G M Hopkms' "Bmsey Poplars",
John Crowe Ransom's "Bells for John Wluteside's Daughter" and
Dylan Thomas' "Refusal to Mourn the Death, by FIre, of a Child In
London", Marvell's "To hIS Coy MIstress" and Tennyson's "Come
Into the garden, Maud "

Archetypal patterns In poetry

In addition to considenng the psychology of the author as revealed
m hIS work and the psychology of the characters In a play or novel,
the psychological cnnc can consider the degree to which the Images
and symbols In a work of hterature derive their full meaning from
some deep psychological source, some perennial aspect of the human
mind The poet, It has been maintained, IS more closely In touch With
these deep sources of meanIng, being, as T S Eliot put It, "more
prmutlve, as well as more CIVIlIzed,than his contemporaries" The
psychologist Carl Jung believed In the "collective unconSCIOUS"lying
behind the mdividual conscious and unconscious mind, not readily
accessible to the ordinary adult Maud Bodkin, In her Archetypal
Patterns m Poetry (1934), apphed this view to poetry, discovering In
certain recurrIng poetIC Images, symbols, and SItuations echoes of this
deep-seated prImitIve sense of meaning Some poets, notably W B
Yeats With his view of the "Great Memory," held smular views G
Wilson Krnght's Interpretations of Shakespeare, referred to m the
last secnon of the preVIOUSchapter, owe somethmg to this VIew
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Such a VIew can perhaps help to explain the appeal of such poems
as Coleridge's "Kubla Khan" and Yeats' "Byzantium," which Impress
most readers even before the indrvidual nnages have been given any
specific meaning Here again one rrught be mclmed to say that the
search for "archetypal patterns" nught be more fruitful In some kinds
of poet (Spenser, Blake, Coleridge, Yeats) than In others On the
other hand, It could be argued that the archetypal unage works most
effectively when It IS not recognized as such by the reader, and oper-
ares indirectly, and that It IS therefore a feature of all successful
poetry

The anthropologist may JOIn hands with the psychologist at this
pOInt Interest In archetypal patterns In poetry often goes side by side
with an Interest In myth and In the prImItIve rmnd A poem such as
Eliot's "The Waste Land" draws obviously and heavily on anthro-
pology, remforcmg meanIng by myth Does the "archetypal" nature
of Eliot's tmagery achieve Its effect even before we have recognized
the myths and learned to see them as determmmg the mearung and
progressIon of the poem?

It may be mteresnng and helpful to compare the pOSSIbIlItIes of the
"archetypal patterns" approach to such different works as, for ex-
ample Pope's "Rape of the Lock" and Shelley'S "Prometheus Un-
bound", Marvell's "Garden" and Eliot's "Marina", almost any poem
by George Herbert, and Wallace Stevens' "Sunday Morning" The
method can be fruitfully applied to a discussion of the Imagery of any
Shakespearean tragedy Does It help With ElIot's The Cocktatl Party?

AA
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and sociology

»»»»»»»»»»» 18

IN MODERN CRITICISM, mvestigation of a writer's so-
cial origins and of the effect which social factors had on his work,
has been at least as common as psychological studies of a writer's state
of mmd, and the two have often gone together

A genetic approach

As we have seen, cnncs such as Edmund Wilson have Inquired Into
the social factors affecting the attitude of Dickens, for example, or
Kiplmg, thus seeking sociological causes of psychological phenomena,
the psychological phenomena themselves being then used to explain or,
genetically, to account for the charactensncs of the writer's work.
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The problems which anse In any discussion of the relation between
sociology and cnncisrn are similar to, and In some respects idenncal
with, those posed by the relanon between cnncisrn and psychology
In each case a genetIc approach IS involved, a consideration of the
work In terms of Its orIgIns, whether individual or social or both
Three prehmmary questions suggest themselves First Are the SCI-
ences (or pseudo-sciences), In terms of which these orIgins are ex-
plamed, themselves normative or are they merely descnpnve=do they
enable us to pass relative Judgments of worth and value, or do they
merely tell us what goes on> Second If they are normative-If we
have cntena on which to form value Judgments about states of mind
and kinds of SOCIety-can Judgments which are made about the con-
dinons of origm of a literary work be transferred to the hterary work
rrself? Third If they are not normative, what kind of value can data
concernmg the psychological or SOCiological origin of a work possess
for the literary crtuc as distinct from the hterary bistorum? Let us con-
Sider these questions WIth reference to SOCIology

What IS SOCIology?

Is SOCIology a normative science> To put the questIon In this way IS
to assume that It IS at least a SCience, and though this can be debated,
and the term "SCIence" Itself IS not unambiguous m such a context,
we can leave that pOInt for the SOCIologists to wrangle over We may
at least agree that InquIry Into the structure of SOCIety at any given
period of history, and Into the modes of behavior that result from that
structure, does take place and does YIeld genuIne knowledge Does the
knowledge thus made available provide automatic cntena of SOCIal
SIckness and health ~ Can the SOCIologISt, In hIS capaCIty as SOCIologISt,
tell US what forms of SOCIalorganization are better than others and
what particular kinds of SOCIalbehavior are more and less good' The
sociologists themselves would probably be mclmed to answer this
questIon In the negatlve they would prefer to thmk of their actions
as purely descnpnve and not In any degree normative But though
SOCIology may not In Itself be a normative SCience, It can provide us
WIth knowledge towards which we, as ranonal and mtelligent per-
sons, may adopt a normative attitude As far as the mtelligent layman
IS concerned, SOCIology IS normative, because the mtelhgent layman
15 concerned With more than lust man as a SOCIalanunal-he takes all
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aspects of man Into hIS purvIew and brings polincal, ethical, and other
notions to bear on the mformanon with which the sociologist pro-
vides him He IS the non-specialist humarust, and as such IS concerned
with relating the specialized studies of the sociologist to man's status
and needs as man He may, for example, Interpret sociological data
ethically and approve of those social Institutions which turn aggres-
srve mstincts Into other channels or which help to Increase the sense
of responsibility shown by members of a community to each other
while disapproving of msntunons serving a contrary function HIS
cntena will not be drawn from SOCIology-he will be brIngIng to bear
independently conceived standards of what IS good and bad In human
behavior=but SOCiology -unll have provided him with data immediately
capable of such treatment We might go further and say that the
data provided by the SOCiologist cry out for such treatment SOCiology,
then, though not in Itself a normative SCIence, demands Immediate
normative treatment as soon as It emerges from the hands of the
specialist We immediately want to ask, when hearmg of different
lands of SOCIal structure and SOCialconvennon, which IS better, which
15more conducive to the good life as we understand It

Soctologtcal knowledge and the literary crttic

Suppose, then, that the experts tell us somethmg about the structure
of early eighteenrh century society In England, and we-representing
as far as SOCIology 15 concerned the inrelhgent layman-make up our
mmds about the value and SIgnificance of that structure how are we
gomg to apply this to, say, a criticism of the Spectator essays? We
can, of course, easily relate this mformanon to such questIons as the
SOCIalpurpose of the periodical essay, and the reason why such a hter-
ary form should arise at this tune rather than at any other, we
could throw a good deal of hght on the tone and choice of subjects
of these essays by pOIntlng out that they represent some of the first
works of hterature addressed specifically to that middle class whose
rise In status and Influence was symbohzed by the revolution of 1689
and who were now faced with the problem of taking over an ansto-
crane function without an anstocranc tradition We can use the
data provided by the SOCIal lustorian In exarmrnng the reasons for
reading which prevailed among the class which most eagerly bought
the Spectator essays, this agam will show an mteresnng correla-
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non between what they read and why they read These and similar
pOInts will be found most helpful by the literary hisronan In gIvIng
in account of the orIgIns and nature of the eighteenth century perl-
odical essay But how will they help the cnnc> Can he say that be-
cause these essays performed a good social function effectively they
are therefore good essays? Clearly, tlus would be an impossible over-
simphficanon which would result In our treatIng all literature as rhet-
one, the art of persuasion, and JudgIng the rhetoric at least In some
degree In accordance with the social worthmess of ItS objective Such
a VIew would certainly put Uncle T0111'S Cabm above Hamlet (at
least In the eyes of Northern cnncs

Let us take another example SUPP9se we are Interested In the SOCIal
orIgIns of the "art for art's sake" theories that prevailed at the end of
the last century It would not be difficult (Indeed, It has often been
done) to relate these theories to the artist's feelIng of maladjustment
which In turn was produced by the development of industnal SOCIety
In the nineteenth century and the resulnng SOCIalattitude of the dorm-
nant middle class These are illununatmg facts, and no man of letters
would WIsh to be WIthout them They advance understanding-but
exactly how are they to be used by the crinc? If we value art we are
bound to take a poor VIew of a SOCIalorgaruzanon which removes the
artist further and further away from his fellow men and leaves him
the POSItIon erther of hcensed clown or despised eccentric Must the
cnnc, then, assume that any new hterary forms or devices Introduced
by writers at this time as a result of the operatIon of such factors are
to be deplored?

As a final example, consider the breakdown of communIty belief,
and the consequent development of private worlds, In modern so-
clety, tlus breakdown derrves at least In part from SOCIal and eco-
nomic causes, and It has certainly had an Incalculable effect on hterary
techniques It has meant, among other things, a remarkable enlarge-
ment of the scope of the novel through the writer's bemg forced to
rely on a personal sense of insight rather than on a SOCIal sense of
value This has affected style, plot, vocabulary, subject matter-every
aspect of the art of fiction Or consider the modern poet's problem In
tryIng to find a language of symbols to replace those communally
held myths which for the first nme In many centuries are now no
longer tenable even WIthout hteral belief SOCiology can help us to
see why Joyce wrote as he did, why so much of the most sensmve
modern poetry IS obscure-but what can It tell us about the value of
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joyce's way of wrItIng or of obscurity In poetry? Are we to disap-
prove of the enlargement of the scope of the novel because It has
social orIgIns wluch, on any reasonable standard of health In socIety,
most of us would deplore? To take an analogy from medicine If It
could be shown (and the attempt has been made) that Keats' genIus
flowered as and when It did because he suffered from tuberculosis, are
we to conclude that Keats' poetry IS therefore bad-or that tubercu-
losis IS therefore good ~

Sociological value and literary value

The answer to the second questIon posed above-can we transfer
value Judgments about kinds of sOclety to the hterary works produced
by those kinds of socretys -must thus be a tentanve negative We cer-
tamly cannot do so In any direct or sun pIe way Of course, If we
believe that If the cause ISundesirable the effect must automatically be
so, then we shall return a clear affirmative answer to this questIon If
we believe that because a flood disaster IS a bad thmg any example of
human courage which It provokes must also be bad, If we believe
that value In the cause can be transferred unchanged to the effect
and that any hterary development that anses out of SOCIalconditions
of which we disapprove must Itself be worthy of disapproval=then we
have a simple unicellular approach to life and all Its problems and need
not concern ourselves at all WIth hterary value as disnnct from other
kinds of value The Marxist cnnc who IS often extremely illummat-
mg when he pOInts to causes (for example, explammg the attitude of
Defoe In his novels as ansirtg from hIS economic and class Interests)
has nothing to say as a cntic, as someone appraISIng literary
works on hterary grounds, for he simply carries over hIS VIew of
the SOCIal cause to hIS evaluation of the effect Thus the Marxist, be-
heving that the SOCialconditions that helped to produce the esthenc
attitude of, say, James Joyce, were undesirable condinons, would have
to assume that Ulysses lS therefore an undesirable work Similarly, a
work which anses out of good SOCIalCOndItIOnS, or good SOCIalatn-
tudes, would be a good work Many non-Marxists might agree that
the SOCialfactors which helped to make Joyce look at hfe the way he
did were factors we should hke to elimmate, but they might at the
same tune recognlZe the literary Interest and value of what these SOCial
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:actors led Joyce to do The more serIOUS and responsible Marxists
lave been sansfied to use their special VIew of social and economic
l1Story m order to explain why certain writers adopted the attitudes
:hey did rather than to evaluate their work, and left it to their rasher
:ollowers to carry Judgments of SOCIety Into the literary realm
If we believe In literary cnncism at all-as disnnct from hterary

history and from mere explanation and descnpnon=we must believe
that there are cntena of hterary excellence denved from the nature
of hterature Itself We know what a good table IS, a good radio, a good
loaf of bread Now we may hold that an mdividual craftsman work-
mg WIth a pride In hIS own skill can turn out a better table than a
man working in a mass production factory We may make such a
Judgment because we know what we want In a table and we discover
on InspectIon that a table made under the former condinons IS a
better table, according to our Ideas of what a table should be, than
that made under the latter We may go on to show why mass produc-
non IS a feature of modern civihzanon and why It IS economically or
SOCially impossible for us today to have our tables made by mdrvidual
craftsmen we may, that 15 to say, explam the condmons under which
good and bad tables come to be made but this explanation only adds
to understanding because we started WIth an Independent cntenon of
what a good table IS We cannot say that a table's badness consists
In ItS being mass produced we can say (If that IS what we believe)
that It IS bad because of Its design, because ItS shape, SIZe, decoranon
or some other of ItS qualines as a table IS of this kind rather than of
that, and add the new knowledge that thrs kind of badness IS hable
to result when tables are made under modem condinons of manufac-
ture We have not gone outside our theory of tables In order to
discover what a bad table IS, but we have gone outside It In order
to explain, at least partially, how this table came to be bad In this way

The cnnc of tables who immediately sees a table as bad when told
that It ISmade under condinons of wluch he disapproves either means
that It IS bad not as a table but as a SOCialproduct-It ISmade possible
by condinons that are SOCIally undesirable=and that IS not judging
the table as a table at all, or, If he really thinks he IS judging the table
as a table, he ISsimply confused And It IS not only the i\1arxIsts who
have fallen Into one or other of these categories the art cnncism of
John Ruskin continually falls Into the confusion of a man who IS
sensmve to esthetic values as such yet keeps msistmg that good art 15

only that wluch IS produced by good SOCIal and ethical condmons
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The pomt mIght be Illustrated by another analogy In the years after
Hitler became the pohncal leader of Germany, many people m
America and elsewhere refused to buy, for example, Rhine wine be-
cause they did not want to give economic support to a regime they
detested They refused to buy wine from Germany because they
thoroughly disapproved of the social and political conditions prevail-
mg ill Germany at the tune But they remamed fond of Rhine WIne,
and few beheved that the Liebfraurrulch produced under Hitler was
any worse than that produced under the Wennar Republic

It IS true that this IS not a very accurate analogy, because a work
of literary art often bears the stamp of ItS social origin In ItS very tex-
ture In a way that a table or a bottle of wine does not We often,
m fact, requIre the assistance of the social histonan to explain to us
what a work of art really IS, as we have noted In dISCUSSIngthe rela-
tion to cnncism of histoncal scholarship Before we can evaluate any-
thing we must know what It truly IS, and that IS one of the lmks
between history (and sociology) and cnncism and between the ge-
netic and the evaluative approach Sornenmes (though by no means al-
ways) If we see how a thmg has come to be what It IS we are In a
better POSItion to apprecIate what It really IS and thus to evaluate It
for what It IS Is a paIntIng meant to hang In a gallery or to decorate
the walls of a particular church? Is a lyric meant to be sung to the
lute, read aloud, or meditated In the study? Is. G ullnier' s Travels a
child's adventure story or a satire on mankind? If the first object of
the cnnc IS to see the work In Itself as It really IS, the sociologist, like
the lustonan, can often help him But once he has seen what It 1S, he
must apply a cntenon suitable to the nature of what he sees

Descrtptnie [unction of soctological crtnctsm

Sociological cnncism can, then, help us to aVOId makmg nustakes
about the nature of the work of hterature we have before us, by
throwing hght on ItS function or on the conventions WIth reference
to which certain aspects of It are to be understood It has therefore
an important descnptnie function, and as accurate descnpnon must
precede evaluation It can be called a handmaid of cnticism And a very
tmportant handmaid It often IS If we read Chaucer's Troilus and
Cruey de With a knowledge of the courtly love tradmon In the light
of which so much of Its action IS developed, we can see the work
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more clearly, we know better what we are dealmg with, and we can
proceed to evaluate It with all the more confidence

Sociological explanatum of the cbaractensucs
of an age

But sociological cnncism has perhaps a more unportant function than
tlus It can greatly advance knowledge by helping the reader to see
why some faults are characteristic of works of a certain period-can
even help to explain the nature of such faults, though the discovery
that they are faults IS made WIth reference to purely hterary stand-
ards One does not go to the SOCIalhistonan to discover that certain
kinds of sennmentahty=such as that which mars the ending of Barrie's
The LIttle MInIster-represent a hterary fault, the SOCIalhistonan, how-
ever, by drawing our attennon to the SOCialcauses of sennmentahty,
can assist us to a deeper understanding of what sennrnentahty really 15 If
we are puzzled by the difference In tone between the first part of the
Romance of the Rose, wntten by Guillaume de Lorris, and Its con-
nnuanon by Jean de Meun, the SOCIallustonan can help us by showing
the tone of the first part as charactensnc of a certain SOCIalclass at a
certain period and that of the second as derivmg from an author whose
mode of thought wac; to some extent condinoned by the mental habits
of a new and rismg class Tlus helps to explain what has been gomg on
In the work, and In turn helps us to see It more clearly The cnnc notes
a quality (as fault or as virtue or as neutral), the SOCialhistonan, hke
the psychologist, can help to explain why this particular quality can be
found In that wnter

The sociological cnuc In action

Studies of the SOCialbackground of an author's work, and of the In-
fluence of that background on that work, are of neceSSIty of some
length, for they Involve first the descnpnon of that background and
then the invesnganon of indrvidual works WIth that descnpnon In
mmd It IS not easy, therefore, to do JustIce to this critical approach In
a fairly brief quotatIon The DIckens World, by Humphry House,'

1Oxford Umversity Press, 1941
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an admirable example of sociological cnncism, makes ItS points by
alternating between sections givmg' accounts of the changmg histon-
cal scene In DIckens' day and Illustrations of the reflection of this
changing scene In Dickens' novels The author's statement of his pur-
pose shows clearly what this kind of study hopes to achieve

ThIS book Will attempt to show In a broad and simple way the connexion
between what DIckens wrote and the times In which he wrote It, between
hISreformism and some of the things he wanted reformed, between the at-
titude to life shown In his books and the society In which he lived It will
be concerned a good deal With facts, and Illustrated With quotations from
miscellaneous sources, for It IS only In such details that a writer's environ-
ment can be seen and his purposes understood, the exact language of con-
temporaries alone can have the authennc tone and idrorn necessary to con-
vicnon With an author so variously and Intricately wound Into the history
of hrs time the workings of Ius Imagination can often best be seen from
others' views of the events With which he started

Some notion of the sociological entre In action can be got from the
following quotatIon from the Sixth chapter ("The Changing Scene")
of Mr House's book

Dickens hved through the years which saw the making of modern Eng-
land, and of the middle-class ohgarchy which IS ItS government HIS boy-
hood ended WIth the struggles for Cathohc Emancipation and the Reform
Bill hIS wrItIng life coincided almost exactly WIth the rule of the Ten-
Pound Householders MIddle-class government then meant middle-class re-
form-the assault on obsolete privileges and procedure [Mr House, In an-
other chapter, discusses how such assault~ enter Into the very fabric of
DIckens' novels], the abohnon of restraints on trade, industry, and acquIsI-
nveness, and the painful construction of a legal and adrrumstrative system
adapted to the conditions which gave the middle classes their power

The technical achievements of the vears between 18 I 2 and 1870 had a
far greater effect on those who saw them than any such achievements SInce
railways altered the whole pattern of the country's hfe more deeply than
cars or aeroplanes For us, accustomed to ever-accelerating change, It IS
difficult to recover the mood of mixed unlitanan satisfaction and ernononal
excitement WIth wluch railway, telegraph, and submarine cable were
greeted Our grandfathers were enthralled by such books as Lardner's on
the steam-engIne and his Museum of Science and Art 'Illustrated by en-
gravings on wood' The cuts of cranks and valves provoked them to some-
thmg hke aesthenc enthusiasm, the titbits of astronomy and geology made
them thmk senously, and often WIth disastrous result, about the Creation
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of the World, the chapters on cables and telegraphs urged them irresisnbly
to quote the boast of Puck The more thoughtful perhaps shared something
of Carlyle's apprehensron, first voiced In 1829, that rnechamzanon of ex-
ternal life rmght mean a baleful mecharuzanon of the rmnd But all alike,
after a first hesitanon or resistance, were compelled to accept the new
world and the social changes that It brought all were part of It, and there
was no more escape for DIckens than for anybody else

Some measure of the changes can be made If we compare Ptckunck: with
Our Mutual Friend The books are plainly by the same author, but when
all allowances have been made for the obVIOUSdifferences of form, theme,
mood, and settIng, for the Influence of DIckens's prIvate life upon his art,
for developments In hIS art Itself, It snll remains clear that the two books
are the product of different climates It ISsomenmes said In discussions of
DIckens's technique as a novelist that any of Ius great characters could step
out of one book Into another without materially disturbing the arrange-
ment of either But If we try to Inlagine Sam Weller In Our Mutual Friend
the hrmtanons of this formal cnncism are at once plain The physique, fea-
tures, and complexion of the characters have changed between the two
books almost as much as their clothes the grImaces of villams have con-
formed to a new fashion, manners are so altered that one would as little ex-
pect that Boffin should get drunk as that John Harmon should fight a duel
We feel that people use krnves and forks In a different style Everybody 15

more restrained The eccentncs and monsters In the earlier books walk
through a crowd without exerting particular attention In the latter they
are likely to be pointed at In the streets, and are forced Into bitter seclusion,
SOCIalconformity has taken on a new meanIng Silas Wegg and Mr Venus
are at odds and ends with their world as Darnel Quilp was not The rmddle
classes are more self-important, the lower less self-assured London, though
vastly bIgger In extent, IS smaller In mystery It has been opened up by the
pohce The whole scene seems narrower, more crowded, and, In a peculiar
way, more stuffy The very air seems to have changed In quality, and to tax
the powers of Sanitary Reform to the uttermost In Ptcleunck a bad smell
was a bad smell, In Our Mutual Friend It ISa problem

These changes cannot be attributed to machinery only, nor to anyone
cause but the cumulative effect of difference IS so stnkmg that It IS rm-
possible to understand DIckens without following In some detail the Impact
of external changes on hIS work [Mr House then quotes from con-
temporary accounts of these external changes]
The general chronology of Dombey and Son works out qUIte well If we

assume that the book's plot ended WIth the Wrlting of It In 1848 Florence
was then the mother of a son old enough to talk Intelligently about his
'poor little uncle' SuppOSIngshe was then twenty-one or two, Paul would
have been born about 1833 and died 1840-1 Tlus fits some of the main epl-
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sodes that can be dated by histoncal events The Journey of Dombey and
the Major to Leamington happened soon after Paul's death the London
and Birmingham Railway, by wluch they travelled, was fully opened In
September 1838, and the Royal Hotel, Leamington, at which they stayed,
was pulled down about 1841-2 In descnbmg the Leammgton scenes DIck-
ens was obviously drawing on memories of a holiday he had there with
Hablot Browne In the autumn of 1838, and Browne was their Illustrator
Mr Carker's death at Paddock Wood station was only possible after 1844,
when the branch hne was opened from there to Maidstone The book and
the period thus hang together without any serIOUSproblems of anachro-
rusm In It there IS still a lot from the 1820'S Sol GIlls With hIS decaying, out-
of-date business, and even the Dombey firm Itself, hvmg on the worn
maxim, Ill-observed, of a pushmg eighreenth-century merchant, are In-
tended to appear as survivals from another age On the whole the book
shows an emotional as well as a practical "c.onsciousness of hvmg In a world
of change," an apprehension of what the changes meant In detail every dav 'I

the new quality of life they brought D0111bev, more than any other of lus
major works, shows how quickly and surely DIckens could sense the mood
of ius time, and Incorporate new sensations In ImagInatIve hterature
The new mood and atmosphere are very largely caused by the railways

the pubhcanon of the book COInCIdedWIth the railway marna of the rmddle
'fornes It would be hard to exaggerate the effect of those year~ on Enghsh
social hie Practically the whole country was money-mad, the public atn-
tude to Investment was qUIte altered, and It then first became clear that
JOint Stock companies, however Imperfectly managed, were certam to be-
come a permanent and Influential feature of finance Railway works helped
to absorb the unemployed and so to remove the fear of revolution The
growth of home consumptIon was enormously accelerated by improved
transport diet, furniture, fireplaces, and all the physical appurtenances of
hfe changed character more rapidly, the very landscape was given a new
aesthetic character-even perhaps a new standard-by embankments, cut-
tings, and VIaducts But, above all, the scope and teInpo of individual hvmg
were revolutionized, even for a workman and hIS family, on a Parhamen-
tary train

Mr House then goes on to note the Impact of these changes on
Dickens' novels, emphasizing particularly the effects he got by con-
trastIng the new world of railways With the dymg world of stage-
coaches He shows, too, how, by descnbmg the changmg country-
SIde as viewed by a passenger sitting In a tram and lookmg out of the
Window, he can gtve a panoramic picture of the new Industrial Eng-
land and pOInt the contrast between Irving conditions In the con-
gested factory areas and the spacIous dwellmg of the country land-
owners.
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Against this detailed social background, Mr House then discusses

a number of the novels, which emerge with some of their features
more clearly-visible than they would be to the reader who has not
had hISattention drawn to the social and economic factors at work on
their author's attitude For example

Great Expectations IS the perfect expression of a phase of English so-
CIety It IS a statement, to be taken as It stands, of what money can do, good
and bad, of how It can change and make distinctions of class, how It can
pervert VIrtue, sweeten manners, open up new fields of enjoyment and
suspIcion The mood of the book belongs not to the Imaginary date of Its
ptnr, but to the time In which It was wntten, for the unquestioned assump-
nons that PIp can be transformed by money and the minor graces It can buy,
and that the loss of one fortune can be repaired on the strength of Incidental
gaIns In voice and friends, were only possible In a country secure In Its
Internal economy, WIth expanding markets abroad this could be hardly be
said of England In the 'twenties and 'thirnes [when the action was supposed
to have taken place]

PIp'S acquired "culture" was an entirely bourgeois thing It came to httle
more than accent, table manners, and clothes In these respects a country
gentleman With an estate In a remoter part of England would probably
have been, even at Queen Victoria's accession, more like the neighbouring
farmers than like Mr Dombey The process of diffusing standard "edu-
cated," London and Home Counties, speech as the norm expected of a
gentleman was by no means complete ItS rapid continuance through the
Dickens penod was an essential part of the IncreaSIng SOCialurufornuty be-
tween the middle and upper classes, helped on by the development of the
"public" schools

We are told that PIp "read" a great deal, and that he enjoyed It, but we do
not know what he read, or how It affected hISmind, or what kind of pleas-
ures he got from It He knew enough about Shakespeare and acnng to re-
ahze that Mr Wopsle turned Waldengarver was ridiculous, but what other
delights he found In theatre-gomg In his prosperous days we are left to
Judge for ourselves, paIntIng and music certainly had no large part In his
hfe People hke PIp, Herbert Pocket, and Traddles have no culture but
dornesnc comfort and moral decency They are sensitive, lovable, and In-
telhgent, but their normal acnvines are entirely hrruted to a profession and
a fireside When one of their kmd extends hIS acnvmes beyond this range
It ISIn the direcnon of "SOCialwork," and even that IS likely to be governed
by his profession, as Allan Woodcourt IS a good doctor, and Mr Mtiveya
good parson DaVId Copperfield's other actIVity IS to wnte novels like
Great Expectations and DaVId Copperfield so we come full Circle

Here the sociological crinc has illuminated certain features of hter-
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ary works by drawing our attention to the way In which social
changes and other social factors are mirrored In them He IS not as-
sessIng value, he IS throwing searchlights from new angles and, hke
the lustoncal scholar and the psychological critic, spotlights aspects
of the works he discusses by explauung how they came to be what
they are The pattern that emerges under this searchhght IS not the
"true" or the "complete" pattern of the work-no single pattern IS But
It IS a pattern which, If we bear It In mind when looking at the work
from other pOints of VIew, can add Its share to Increased perception
and enjoyment For works of hterary art are multiple things, with
many meanIngs growmg out of each other, and no one entre or school
of crItICS can exhaust their SIgnificance

»»»»»»»»»)
Wtth what kmds of work tS sociological cnttctsm

most helpful?

It can be argued that sociological cnncism IS most usefully applied to
certam kinds of prose works, and less usefully to lync poetry The
prose novel In English has, until fairly recent tunes, been largely a
public Instrument, dependent for Its pattern of meanIng on agreement
between the writer and hIS public about the significance of human
action and the nature of morality (see Daiches, The Novel and the
Modern World, 1939, chapter I), while the lyric poet tends to com-
mumcate a more prIvate VISIonof reality Robinson Crusoe, on finding
himself alone on Ius Island, did not seek to exploit his lonelmess by
meditation on the relation between the individual and the universe hIS
task was to recreate In this distant isolation the skeleton at least of
the crvihzanon he had left behind him-complete With umbrella For
the English novel depended on SOCIety, and on public agreement about
what, among the mulnfanous details of daily hfe, was worth pickIng
out as SIgnificant What was Significant was what altered a SOCial(e-
lanonslup--Iove and marriage, quarrelIng and reconciliation, gam or
loss of money or of SOCialstatus You could, of course, cnncize so-
ciety, but you did It by showing how SOCial convention did not In
fact lead to that generally-approved practical morality which It pro-
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fessed to foster.. You could explore the relation between spontaneIty
of feelmg and SOCialconvention, as Jane Austen did, or the relation
between gennhty and morality, as Thackeray did, or the effect of
mdustrial society on prIvate character, as DIckens did, or Investigate
the pOSSIbIlItIesof self-knowledge and vocation ill a context of SocIety
at work, as George Eliot did, but In every case the plot would be
carried forward by pubhc symbols And In every case SOCiety IS there,
to be taken account of and accepted as a basic fact about human hfe
even when the author WIshes to attack It or alter It The eIghteenth
and runeteenth century novel IS therefore a parncularly happy hunting
ground for the socrological crinc, and the student rrught ask himself
what sociological questions can profitably be asked about, for ex-
ample, the novels of RIchardson, Jane Austen, DIckens, Thackeray
and George Eliot But WIth such a novelist as Ermly Bronte, who
worked With a poet's kind of imagmanon, the SOCiological approach
IS perhaps less fruitful Similarly, With the twentieth century novel,
we can perhaps profitably ask sociological questIons about Wells,
Galsworthy, Dos Passos, even (though In his own way he operates
as a poet) Faulkner, but what about VIrginia Woolf, D H Lawrence,
and Hemmgway? (Hemingway, though he apparently deals With man
In society, IS, In lus best novels, constructing heroic myths which de-
rive from an essentially poetic sensibility Lawrence's SOCialorIgins can
be usefully mvesngated by those Interested 111 his psychology, but
the relevance of such InVeStIgatIon to an undersrandmg of the way In

which his Imaglnatlon works In hIS novels IS surely dubious ) These
are disnncnons which the reader would do well to consider, what-
ever the conclusions he may reach

On the other hand, a SOCIological approach has been brought to
bear on poetry, not only by the Marxists (who endeavor to explain
works of literature by relating them to their or1g1ns in the mdrvidual's
response to the class situation In which he finds himself) but by such
a crinc as F W Bateson, In his English Poetry A Cnucal lntroducuon
(1950) Bateson's tenth chapter IS a dISCUSSionof Gray's "Elegy"
which contrasts sharply In method WIth Cleanth Brooks' analvsis
of the poem In Tbe Well Wrought Urn Bateson starts from the fact
that the "Elegy" was composed In two Installments, the second (which
contains the last fifty-six hnes) Inferior to the first The second part of
the "Elegy," Bateson argues, IS an unsuccessful attempt to deperson-
ahze It after a bnlhant first secnon In which the plangent contrast

) between "the natural, almost animal life of the village" and "the funle
arnficial hfe of the 'Proud'" presents the Grav of 1742 (fnendless
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and dependent) arraigning the Gray of 1741 (before the death of his
only mnmate friend, Richard West) After an Interesting analysis
of the way In which symbohc Images operate In the poem, Bateson
concludes "The Elegy, In addmon to all the other things that It IS,

was a tract for the times It was a plea for decentralization, recalling
the over-urbanized ruling class to Its roots In a rural SOCIety based
upon the benevolent despotism of the manor-house"

Bateson divides the history of English poetry Into SIX consecunve
schools-Anglo-French, Chaucerian, Renaissance, Augustan, Roman-
tIC, and Modern, and distinguishes SIX consecutive social orders to
wluch they correspond-the Period of Lawyers' Feudahsm, the Local
Democracy of the Yeomanry, the Centralized Absolutism of the
Prmce's Servants, the Ohgarchy of the Landed Interests, the Plutoc-
racy of BUSiness, and the Managerial State Then he proceeds to re-
late particular poems to the social orgamzanon of their period, show-
mg how attitude, Image, state of mind, are In each case related to the
poet's response to the social world of which he was a part The titles
of hIS chapters are Instructive "The Yeoman Democracy and Chau-
cer's 'MIller's Tale,' " "The Money-Lender's Son 'L'Allegro' and '11
Penseroso,' " "The QUickest Way out of Manchester Four Romantic
Odes," and so on Brief quotatIon does serious InjUstIce to the cogency
and closeness of Bateson's reasonIng, but perhaps this conclusion to
hIS essay on Waller will help to Illustrate lusmethod

Tlus central contradiction ISthe ultimate explanation of the pretentIOUS-
ness and the emptIness of much Augustan poetry WIth no rnysncal or tra-
dinonal baSISof authonty on the one hand, and no rational baSISon the
other, except In the SIngle field of agrrculrural Improvement [Bateson has
previously discussed In some detail the agricultural Improvements of the
penod], the ruling class could only justify Its privileges In the eyes of the
nation by bemg an anstocracy , hvmg In the best houses, eating the best
food, reading the best books and patronIzIng the best poets Hence their
"ritual of conspIcuoUS waste" =Palladran mansions that were too large to hve
In, Pmdanc odes that were too dull to read None of the Augustan poets
entirely resolves the contradicnon, and there IS therefore no Augustan
poem that can qUIte be called great, but the better poets succeed In mItIgat-
mg It Waller's "Panegyric to my Lord Protector," Dryden's "Secular
Masque," Rochester's "Satyr agaInst Mankind," Pope's portrait of Lord
TImon (In the fourth "Moral Essay"), and Gray's bnlliant "On Lord Hol-
land's Seat near Margate" go some way at any rate to salving the period's
SOCIalconscience 2

2 Reprinted by permiSSion of Longmans, Green & Co , Ltd
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Another tmportant recent work which endeavors to explain the

tone of works of literature with reference to the social context and to,
enable us to see their literary quahnes more clearly by showing us
how they reflect the writer looking at his world IS Poets on Fortune's
Hill, by John F. Danby (1951). The followmg quotation from
Danby's Introductory chapter will make clear lus pOint of view 3

The picture of the HIll of Fortune, and of literature bound to the pat-
ronage of either Great House or Pubhc Theatre, already makes the Eliza-
bethan- Jacobean scene less monohthic than It 15 sornenmes imagined Tak-
mg the Image further, mcreasmg comphcanons become evident The HIll
h~ different levels and different SIdes Movements up and down, and
around and about, or movements combmmg both these, are possible DIf-
ferent views are to be expected from different positions on the Hill Eliza-
bethan society IS as highly drfferennated as any other LIterature 15 what
happens "In" a man, certainly What can happen "In" rum, however, Will be
partly conditioned by what has happened "to" him In VIrtue of hISplace and
behaviour on the HIll FInally, hterature IS addressed by a man from Ius
place to those of his contenlporarles (on the same HIll) who are In a POSI-
non to hsten to lurn Literature has a three-dimensional settIng Very
often It 15 reduced In the study to something as two-dimensional as the
paper It ISwntten on
Some of the differences between specific works might best be accounted

for In terms of SOCialplacing The Arcadia ISGreat House hterature, and
Sidney the Interpreter of the ethos of the Great House Shakespeare's plays
belong to the open town, the open Elizabethan country, and the unroofed
commercial theatre Beaumont and Fletcher are curious hybrids second-
generation SCIonsof the Elizabethan eiue, and second-generation exploiters
of a theatre now no longer, possibly, open to the sky •

A recognition of the SOCialplacing of the writers concerned helps, I
think, towards a clearer view of how matters stand between them on these
questIons [of Influence and Impact and changes In style] And not only
that The questIon of "Influences" ceases to be academic, eccentrically dnv-
Ing away from the text When "Influences" are seen In relanon to SOCIal
placmg, and when SOCIalplace IS seen to Imply a whole ethos, Intellectual,
temperamental, and spintual, the question of "Influence" takes on a new sig-
nificance It ISbrought Into relanon With the essential quality of the work
Itself, as written by a man from hISplace It 15, In other words, made rele-
vant to a Just appreCIation of what the work under consideranon u, and
not merely what It IS"derived" from

The pure formalist might say that Mr Danby's Investigations rmght
show us "what the work under consideration IS" but not what It IS qua
8 Reprinted by permission of Faber and Faber Limited
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work of hterary art But there can be httle doubt that this method,
properly used, does help us to see why certain poets and drarnansts
wrote as they did, and what the moral pattern of their work really
IS It also illummates differences between contemporary poets. Con-
sider, for example, this statement

Sidney IS on the top of Fortune's lull, whereas Spenser IS not Spenser's
poetry must WID rum preferment, and then mamtam him In place In the
body of the world For SIdney poetry IS the pnvate devonon to truth
For Spenser It must also be the public vmdicanon of hIS claim to recogni-
tion as a poet, a proof that the poet as such IC\ engaged on work of nanonal
Importance. There IS therefore m Spenser a professional earnestness, an
earnestness not only about "truth" but also an earnestness to display lus com-
mand over all the poetic crafts HIS poetry requires the external occasion,
the prescnptlons of theory and form, the suggested tOPIC, and In Its most
ambinous assay of skill rt WIll load story With allegory, and allegory With
morality, and morabty With platonism, to form a massive assembly of all
the by-products of renaissance learrung and art

Such an approach, used In a dISCUSSionof Sidney'S Arcadia as "the
Great House Romance," of the relation between Sidney's work and
the late-Shakespearean romance, and of other aspects of Shakespeare
and of Beaumont and Fletcher, can not only explain the reasons for
certain features of their work which we already know, It can also
draw our attention to literary quahnes m their work which we had
not before clearly seen Thus sociological cnncism can help to m-
crease literary perceptIon as well as to explain ongins

Marxist cnncism has been on the whole far less sensitive than this
It has been content either to explain hterature In terms of Its SOCial
ongms, or to account for a writer's attitude In terms of hIS POSition
m the class structure, or to pass Judgment on a gIven work or wrrter
In accordance with the tendency It or he displays to favor the pohn-
cal and economic cause favored by the crinc Nevertheless, some
valuable genetic Insights have been provided by Marxist or near-
Marxist crItICS Christopher Caudwell's lllunon and Realtty (sub-titled
"A Study of the Sources of Poetry") (1937), and Studies In a DyIng
Culture (1939) are among the best Marxist cnncism, and Granville
HIck's Great Tradttton (1933) and Figures of Transtuon (1939) are
often illummanng In spIte of their tendency to startling over-simph-
ficanon and to the SImple transference of pohncal or economic Judg-
ment Into the hterary field Marxism, bemg a theory of history, ISmore
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appropriate to hterary cnncism as a genetic explanation of social
orlgms of works of literature (as It lS m Caudwell) than as .an evalu-
ative tool.

Employing the method

The reader rmght profitably consider whether Danby's approach, de-
scribed above, can be usefully applied to any other period of htera-
ture Can, for example, Tennyson's In Memoriam be illummated by a
cqpsrderanon of the poet's place on Fortune's Hill> And what of the
Victorian novelist's relation to his public> How far are conditions of
pubhcanon relevant to a cnncal discussion of a novel' (Kathleen
TIllotson's Novels of the Etgbteen-Forttes, 1954, contains much m-
terestmg dISCUSSIonof the position of the novelist with reference to
both hIS public and hIS publisher, and then proceeds to dISCUSSsome
specific novels The reader might ask himself how far and m what way
the earher diSCUSSIonilluminates the latter )



C9riticism

and the cultural context

»»»»»»»»»»»15)

RTYPE OF CRITICISM which IS related both to Ius-
toncal and to sociological crincism IS that which concerns Itself with
the whole complex of cultural acnvines of wluch the production of
hterature 15 only one fragment

The cultural scene

The cnnc looks at the whole cultural scene and tries to assess Its
healthfulness for the literary artist He considers questIOns of popular
taste, the function of reviews and periodicals, the relation between
"highbrows" and "lowbrows," the effect of rehgious, moral and
pohtical ideas on Iiterary Judgment, the relation between writers and
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publishers and the significance of such phenomena as the "best seller,"
and the kind and degree of responsIveness to arnsnc acnvmes that
can be found. among different secnons of the communIty Here agaIn
the critic IS not In the first Instance making a value Judgment of par-
ticular works, hIS first concern IS to describe how the cultural climate
of a penod affects the producnon and appreCIatIon of hterature

Arnold on middle class culture

Qne of the first unportant English cnncs to dISCUSS literature from
this pOInt of VIew was Matthew Arnold, who felt that the solid middle
classes of Victorian England, WIth their worship of material progress,
were not the proper guardians of a hterary heritage or the most sans-
factory audience for imagmanve literature, while the stern evangeh-
cal rehgion wluch so many of them professed produced an msensi-
tIVity to esthetic values What happens to culture, he asked, In such
an environment, and what IS the message which true culture has to
bring to such people?

Every one must have observed the strange language current during
the late diSCUSSIonsas to the possible failure of our supply of coal Our
coal, thousands of people were sayIng, 1') the real baSIS of our national great-
ness, If our coal runs short, there IS an end of the greatness of England But
what IS greatness'-culture makes us ask Greatness 15 a spiritual condinon
worthy to excite love, Interest, and adrmranon If England were swallowed
up by the sea to-morrow, which of the two, a hundred years hence, would
most excite the love, Interest, and adrmranon of mankmd.s-would most,
therefore, show the evidences of having possessed greatness,-the England
of the last twenty years, or the England of Elizabeth, of a orne of splendid
spmrual effort, but when our coal, and our mdustnal operaoons depend-
mg on coal, were very httle developed'

Wealth, agaln, that end to which our prodigious works for matenal ad-
vantage are directed.s-the commonest of commonplaces tells us how men
are always apt to regard wealth as a preCIOUSend In Itself, and cerramly
they have never been so apt thus to regard It as they are In England at the
present time Never did people believe anything more firmly, than nine
Englishmen out of ten at the present day believe that our greatness and
welfare are proved by our being so very rich Now, the use of culture IS

that It helps us, by means of Its spiritual standard of perfectton, to regard
wealth as but machinery, and not only to say as a matter of words that we
regard wealth as but machinery, but really to perceIve and feel that It IS SO
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If Itwere not for tins purgtng effect wrought upon our minds by culture,
the whole world, the future as well as the present, would mevirably belong
to the Pluhstmes. The people who believe most that our greatness and wel-
fare are proved by our being very rich, and who most give their hves and
thoughts to becoming rich, are Just the very people whom we call Phihs-
tmes. Culture says "Consider these people, then, their way of hfe, their
habits, their manners, the very tones of their VOice, look at them atten-
nvely, observe the literature they read, the things which give them pleas-
ure, the words winch come forth out of their mouths, the thoughts which
make the furruture of their mmds, would any amount of wealth be worth
havmg With the condinon that one was to become Just hke these people by
having It?" And thus culture begets a dissansfacnon wluch IS of the htgh~t
possible value m stemming the common tide of men's thoughts m a wealthy
and industnal community, and wluch saves the future, as one may hope,
from bemg vulgansed, even If It cannot save the present

Every one With anything like an adequate Idea of human perfection hac;
disnnctly marked [the] subordination to higher and spiritual ends of the
culnvanon of bodily vigour and aCtiVIty "Bodily exercise profiteth little,
but godlmess IS profitable unto all thmgs," says the author of the Epistle to
Timothy And the unhtanan Franklm says Just as exphcitly -"Eat and
dnnk such an exact quantIty as SUItsthe consnrunon of thy body, In refer-
ence to the sennces of the mmd " But the pOInt of VIew of culture, keeping
the mark of human perfection Simply and broadly In View, and not asslgn-
mg to this perfection, as religion or unhtanamsm assign to It, a special and
hrmted character-tlus pOint of VIew, Isay, of culture, IS best given by these
words of Epictetus -"It IS a SIgn of acpvta," says he,-that IS, of a nature
not finely tempered,-"to give yourselves up to things which relate to the
body, to make, for Instance, a great fuss about exercise, a great fuss about
eatIng, a great fuss about dnnking, a great fuss about walking, a great fuss
about ndmg All these things ought to be done merely by the way the
formation of the Spint and character must be our real concern " ThIS IS
admirable, and, indeed, the Greek word EV<puta, a finely tempered na-
ture, gives exactly the notion of perfection as culture brings us to conceive
It a harmonious perfection, a perfection In which the characters of beauty
and mtelhgence are both present, which urutes "the two noblest of things,"
-as SWIft, who of one of the two, at any rate, had himself all too httle,
most happily calls them In his Battle of the Books,-"the two noblest of
dungs, sweetness and hgbt " The dJ<ptn}~ IS the man who tends towards
sweetness and light, the d.<Pvr1~, on the other hand, IS our Pluhsnne The
immense spiritual sigmficance of the Greeks IS due to their having been
Inspired WIth tlus central and happy Idea of the essential character of hu-
man perfection

In thus making sweetness and hght to be characters of perfection, culture
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IS of like splnt with poetry, follows one law wirh poetry Far more than on
our freedom, our population, and our mdustnahsm, many amongst us rely
upon our rehgrous orgarusanons to save us I have called rehgron a yet more
Important mamfestanon of human nature than poetry, because It has
worked on a broader scale for perfection, and WIth greater masses-of men
But the Idea of beauty and of a human nature perfect on all Its SIdes,which
15 the donunant Idea of poetry, 15 a true and Invaluable Idea, though It has
not yet had the success that the Idea of conquering the obvious faults of our
amrnahty, and of a human nature perfect on the moral side.s-wluch ISthe
dominant Idea of rehgion.c-has been enabled to have, and It IS destmed,
adding to Itself the relIgIOUSIdea of a devout energy, to transform and gov-
ent the other
The Impulse of the English race towards moral development and self-

conquest has nowhere 50 powerfully manifested Itself as In Puntarusm No-
where has Puntamsm found so adequate an expressIon as In the religrous
organlsatlon of the Independents The modern Independents have a news-
paper, the Noncomiormist, wntten WIth great 5Incenty and abihty The
motto, the standard, the profession of faith which this organ of theirs car-
nes aloft, IS "The DISSIdence of Dissent and the Protestannsm of the Protes-
tant relrgion " There IS sweetness and hght, and an Ideal of complete har-
monIOUShuman perfection' One need not go to culture and poetry to find
language to Judge It Men have got such a habit of gIVIng to the lan-
guage of religion a special application, of making It a mere Jargon, that for
the condemnation which religion Itself passes on the shortcomings of their
religious orgarusanons they have no ear, they are sure to cheat themselves
and to explain this condemnation away They can only be reached by the
criticism which culture, hke poetry, speaking a language not to be sophis-
neared, and resolutely testIng these organlsatlons by the Ideal of a human
perfecnon complete on all SIdes,applies to them

But men of culture and poetry, ItWIll be said, are agaIn and agaIn failing,
and failmg conspicuously, In the necessary first stage to a harmonious per-
fecnon, In the subduing of the great ObVIOUSfaults of our amrnahty, which
It IS the glory of these religious organizations to have helped us to subdue
True, they do often so fad They have often been WIthout the virtues as
well as the faults of the Puritan, It has been one of their dangers that they so
felt the Puntan's faults that they too much neglected the practice of his
VIrtues I will not, however, exculpate them at the Puritan's expense They
have often failed In morality, and morahty 15 indispensable And they have
been punished for their failure, as the Puritan has been rewarded for hIS
performance They have been punished wherein they erred, but their Ideal
of beauty, of sweetness and hght, and a human nature complete on all Its
SIdes, remains the true Ideal of perfection still, Just as the Puritan's Ideal of
perfection remains narrow and Inadequate, although for what he did well
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he has been richly rewarded Notwlthstandmg the mighty results of the
Pilgnm Fathers' voyage, they and their standard of perfection are nghtly
Judged when we figure to ourselves Shakespeare or V rrgtl,-souls In whom
sweetness and hght, and all that In human nature ISmost humane, were errn-
nent,-accompanYlng them on their voyage, and tlunk what Intolerable
company Shakespeare and Virgrl would have found them' In the same way
let us Judge the religious organizanons which we see all around us Do not
let us deny the good and the happiness which they have accomplished, but
do not let us fail to see clearly that their Idea of human perfection ISnar-
row and Inadequate, and that the DISSidence of DIssent and the Protestant-
Ism of the Protestant religion Will never bring humaruty to Its true goal
As I sard With regard to wealth, Let U~ look at the life of those who live fn
and for It,-SO I say WIth regard to the religious organizations Look at the
life Imaged In such a newspaper as the N onconiormut-« hfe of Jealousy of
the Establishment, disputes, tea-rneenngs, openings of chapels, sermons,
and then think of It as an Ideal of a human life completing Itself on all Sides,
and aspIrIng WIth all Its organs after sweetness, hght, and perfection'

Another newspaper, representIng, like the N onconiormist, one of the re-
lIgiOUSorgaruzanons of this country, was a short time ago grving an ac-
count of the crowd at Epsom on the Derby day, and of all the vice and
hideousness which was to be seen In that crowd, and then the writer turned
suddenly round upon Professor Huxley, and asked him how he proposed to
cure all this vice and hideousness WIthout 1ehgion I confess I felt disposed
to ask the asker this question and how do you propose to cure ItWith such
a religion as yours') How ISthe Ideal of a hfe so unlovely, so unattractive,
so Incomplete, so narrow, so far removed from a true and sansfymg Ideal
of human perfection, as IS the life of your relIgIOUSorganization as you
yourself reflect It, to conquer and transform all tlus vice and hideous-
ness?

Arnold then quotes some examples of middle-class self-congratula-
non on matenal achievements, and continues

But teaclung the democracy to put Its trust In achievements of tlus land
15 merely traInIng them to be Phihsnnes to take the place of the Phihsnnes
whom they are superseding, and they too, hke the middle class, Will be en-
couraged to SIt down at the banquet of the future WIthout having on a
wedding garment, and nothmg excellent can then come from them Those
who know their besetting faults, those who have watched them and hs-
tened to them, or those who will read the Instructive account recently
gtven of them by one of themselves, the Journeyman Engmeer, will agree
that the Idea which culture sets before us of perfecnon.--an Increased
spiritual aCtiVity, having for Its characters Increased sweetness, Increased
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hght, Increased life, Increased sympathy,-lS an Idea which the new de-
mocracy needs far more than the Idea of the blessedness of the francluse,
or the wonderfulness of Its own mdustnal performances

The purswt of perfection, then, IS the purswt of sweetness and hght He
who works for sweetness and hght, works to make reason and the wrll of
God prevail He who works for machinery, he who works for hatred,
works only for confusion Culture looks beyond machinery, culture hates
hatred, culture has one great pasSion, the passion for sweetness and hghr, It
has one even yet greater' -the passion for making them prevatl It 15 not
satisfied nll we all come to a perfect man, It knows that the sweetness and
hght of the few must be Imperfect unnl the raw and unkind led masses of
hftmaruty are touched With sweetness and light If I have not shrunk from
sayIng that we must work for sweetness and light, so neither have I shrunk
from sayIng that we must have a broad basis, must have sweetness and light
for as many as possible Agam and again I have insisted how those are the
happy moments of humanity, how those are the marking epochs of a peo-
ple's life, how those are the flowenng times for hterature and art and all the
creative power of genius, when there ISa nauonal glow of life and thought,
when the whole of society IS In the fullest measure permeated by thought,
sensible to beauty, mtelhgent and alive Only It must be real thought and
real beauty, real sweetness and real light Plenty of people will try to gIve
the masses, as they call them, an Intellectual food prepared and adapted In
the way they think proper for the actual condmon of the masses The ordi-
nary popular hterarure ISan example of this way of working on the masses
Plenty of people Will try tb Indoctrinate the masses WIth the set of Ideas
and Judgments consnrunng the creed of their own profession or party
Our relIgIOUSand polincal organlZatIons glve an example of tlus way of
working on the masses I condemn neither way but culture works differ-
ently It does not try to teach down to the level of Inferior classes, It does
not try to WIn them for this or that sect of Its own, WIth ready-made Judg-
ments and watchwords It seeks to do away WIth classes, to make the best
that has been thought and known In the world current everywhere, to
make all men hve In an atmosphere of sweetness and light, where they may
use Ideas, as It uses them Itself, freely=nourished, and not bound by them

This IS the social idea, and the men of culture are the true apostles of
equality The great men of culture are those who have had a paSSIonfor dif-
fusing, for makmg prevail, for carrying from one end of society to the
other, the best knowledge, the best Ideas of their time, who have labored
to divest knowledge of all that was harsh, uncouth, difficult, abstract, pro-
fessional, exclusive, to humanize It, to make It efficient outside the clique of
the cultivated and learned, yet snll rernammg the best knowledge and
thought of the tune, and a true source, therefore, of sweetness and hgh;
Such a man was Abelard In the Middle Ages, In spite of all his nnperfec-
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nons, and thence the boundless emotion and enthusiasm which Abelard
excited Such were LeSSIng and Herder In Germany, at the end of the last
century, and their services to Germany were In tlus way mesnmably
precIous Generations will pass, and literary monuments will accumulate,
and works far more perfect than the works of LeSSIng and Herder will be
produced In Germany, and yet the names of these two men will fill a Ger-
man WIth a reverence and enthusiasm such as the names of the most gifted
masters will hardly awaken And why> Because they bumamzed knowl-
edge, because they broadened the basis of life and mtelhgence, because
they worked powerfully to diffuse sweetness and hght, to make reason and
the will of God prevail.'

At first SIght this land of lay preachmg might seem very far re-
moved from literary crItICISm, Arnold hunself called Culture and
Anarchy "an essay In pohncal and social cnncism " But the concern
With the nature and quality of culture which Arnold exhibits here IS
very relevant to the crItICISm of literature, though It IS not m Itself
hterary cnncism Not only has hterature a function In helping to
remedy the state of affairs which Arnold was deploring, that state
of affairs has ItS own effect on the kind of hterature which IS pro-
duced and enjoyed In his essay on "The Function of Cnncism at
the Present TIme," written In 1864,2 Arnold made clear that he
was concerned WIth the state of crvihzanon, the whole pattern of a
people's culture, and that In dISCUSSInghrerary cnncism one must
take Into account the cultural situanon In which It operates The
trouble WIth hterary cnncism In hIS day, he mamtams In this essay,
15 that It was not sufficiently dismterested, and In explammg this lack
of dismterestedness he IS led Into an attack on the whole middle class
way of thinking

And how IS It to be disinterested> By keeping aloof from practIce,
by resolutely following the law of Its own nature, wluch IS to be a free
play of the mind on all subjects which It touches, by steadily refusing to
lend Itself to any of those ulterior, pohncal, practical consideranons about
Ideas, which plenty of people Will be sure to attach to them, which perhaps
ought often to be attached to them, which In tlus country at any rate are
certain to be attached to them qUIte sufficiently, but which cnncism has
really nothing to do WIth Its business IS, as I have said, SImply to know the
best that ISknown and thought In the world, and by In Its turn making this
known, to create a current of true and fresh Ideas Its business IS to do this

1"Sweetness and LIght," in Cultu,~ and Anarchy, 1869
2 Published 10 Essays m Crzl,eum, I86S
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with Inflexible honesty, with due ability, but Its business 18 to do no
more, and to leave alone all questions of pracncal consequences and apph-
cations, questIons wluch will never fail to have due promInence given to
them Else cnnoism, besides bemg really false to Its own nature, merely
connnues m the old rut which It has huherto followed m tlus country, and
will certainly mISSthe chance now given to It For what 15 at present the
bane of cnncism In this country' It 15 that practical consideranons chng
to It and snfle It, It subserves interests not Its own, our organs of cnncism
are organs of men and parnes having practical ends to serve, and With

them those practical ends are the first dung and the play of rnmd the sec-
ond, so much play of rrund as IScompatible WIth the prosecutIon of those
R,ractlcal ends IS all that IS wanted An organ hke the Revue des Deux
Mondes, having for Its main function to understand and utter the best that
ISknown and thought In the world, exisnng, It may be said, as Just an organ
for a free play of the nund, we have not, but we have the Edmburgb Re-
nneui, eXisting as an organ of the old Whigs, and for as much play of the
mind as may suit ItS being that, we have the Quarterly Reoteui, existmg as
an organ of the Tones, and for as much play of rrund as may SUitIts being
that, we have the Bnttsb Quarterly Reineu., eXIstIng as an organ of the po-
hncal DIssenters, and for as much play of mind as may SUItIts being that,
we have the TImes, eXIstIng as an organ of the common, satisfied, well-to-
do Englishman, and for as much play of rrund as may SUItIts being that
And so on through all the various fractions, polincal and religious, of our
socIety, every fraction has, as such, Its organ of CritICISm,but the notion of
cornbmmg all fractions In the common pleasure of a free dismterested play
of mmd meets WIth no favour DIrectly tlus play of rrund wants to have
more scope, and to forget the pressure of practical considerations a little,
It ISchecked, It ISmade to feel the chain

It IS because cnncism has so little kept In the pure Intellectual sphere,
has so hnle detached Itself from practIce, has been so directly polemical
and controversial, that It has so III accomplished, In this country, Its best
spintual work, which IS to keep man from a self-sansfacnon which IS re-
tardmg and vulganzmg, to lead him towards perfection, by malung his
mmd dwell upon what IS excellent In Itself, and the absolute beauty and
fitness of things A polemical practical CrItICiSmmakes men blmd even to
the Ideal imperfection of their practIce, makes them willingly assert Its
Ideal perfection, In order the better to secure It against attack and clearly
this IS narrowIng and baneful for them If they were reassured on the
practical SIde, speculative consideranons of Ideal perfection they rrught be
brought to entertain, and their spintual honzon would thus gradually
WIden SIr Charles Adderley says to the Warwickshire farmers

"Talk of the Improvement of breed' Why, the race we ourselves repre-
sent, the men and women, the old Anglo-Saxon race, are the best breed In
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the whole world. The absence of a too enervanng climate, too un-
clouded skies, and a too luxunous nature, has produced so vIgorous a race
of people, and has rendered us so superior to all the world"
Mr Roebuck says to the Sheffield cutlers
"I look around me and ask what IS the state of England> Is not property

safe> Is not every man able to say what he hkes> Can you not walk from
one end of England to the other In perfect security> I ask you whether, the
world over or In past history, there IS anything hke It~ Nothing I pray
that our unrivalled happiness may last"

Now obviously there IS a penl for poor human nature In words and
thoughts of such exuberant self-sansfacnon, until we find ourselves safe
In the streets of the Celestial City

But neither SIr Charles Adderley nor Mr Roebuck IS by nature In-
accessible to consideranons of this sort They only lose sight of them
oWing to the controversial life we all lead, and the practical form which
all speculanon takes with us They have In view opponents whose aim
IS not Ideal, but practical, and In their zeal to uphold their own practice
against these Innovators, they go so far as even to attribute to this practIce
an Ideal perfection Somebody has been wantIng to Introduce a six-pound
francluse, or to abolish church rates, or to collect agricultural stansncs
by force, or to dimmish local self-government How natural, In reply to
such proposals, very likely Improper or Ill-timed, to go a httle beyond
the mark and to say stoutly, "Such a race of people as we stand, so superIor
to all the world' The old Anglo-Saxon race, the best breed In the whole
world' I pray that our unrivalled happiness may last' I ask you whether,
the world over or In past history, there IS anythmg like n>" And so long
as cnncism answers this dithyramb by InSIstIng that the old Anglo-Saxon
race would be snll more supenor to all others If It had no church rates,
or that our unrivalled happiness would last yet longer WIth a six-pound
franchise, so long will the stram, "The best breed In the whole world!"
swell louder and louder, everytlung Ideal and refining will be lost out of
Sight, and both the assailed and their cnncs will remain In a sphere, to say
the truth, perfectly unvital, a sphere In which spintual progres'ilon I~ im-
possible But let cnncisrn leave church rates and the franchise alone, and In
the most candrd spIrIt, WIthout a Single lurking thought of pracncal mno-
vanon, confront WIth our dithyramb this paragraph on which I stumbled
In a newspaper Immediately after reading Mr Roebuck -

"A shocking child murder has Just been committed at Nottingham A
girl named Wragg left the workhouse there on Saturday morning With
her young illegmmare child The child was soon afterwards found dead
on Mapperly HIlls, having been strangled Wragg ISIn custody"
Nothing but that, but, In JuxtapOSItion WIth the absolute eulogies of Sir
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Charles Adderley and Mr Roebuck, how eloquent, how suggesttve are
those few lmes' "Our old Anglo-Saxon breed, the best In the whole
worldt'<-how much that IS harsh and Ill-favoured there IS In tlus best'
Wragg' If we are to talk of Ideal perfection, of "the best In the whole
world," has anyone reflected what a touch of grossness In our race, what
an ongmal shortcoming In the more delicate spiritual perceptions, ISshown
by the natural growth among us of such hideous names=Higgmbottom,
Snggms, Bugg' In Ionia and Attica they were luckier In this respect than
"the best race In the world", by the Ihssus there was no Wragg, poor
thmg! And "our unrivalled happmess't-what an element of gnmness,
bareness, and hideousness mixes With It and blurs It, the workhouse, the
d~smal Mapperly Hdls,-how dismal those who have seen them will re-
member-the gloom, the smoke, the cold, the strangled illegrnmate child'
"I ask you whether, the world over or In past history, there IS anything
like it>" Perhaps not, one IS mclmed to answer, but at any rate, In that
case, the world ISvery much to be pined And the final touch-short, bleak
and Inhuman Wragg is m custody The sex lost In the confusion of our
unrivalled happiness, or (shall I say? ) the superfluous Christian name
lopped off by the straightforward VIgour of our old Anglo-Saxon breed'
There ISprofit for the SpIrIt In such contrasts as this, CrItICISmserves the
cause of perfection by estabhshmg them By eluding sterile conflict, by
refusing to remain In the sphere where alone narrow and relative concep-
nons have any worth and vahdity, cnncism may dumrush Its momentary
Importance, but only In this way has It a chance of gaining admittance
for those Wider and more perfect conceptions to which all ItS duty 15 really
owed Mr Roebuck WIll have a poor opinion of an adversary who replies
to hIS defiant songs of triumph only by murmurIng under hIS breath,
Wragg IS In custody, but In no other way will these songs of tnumph be
Induced gradually to moderate themselves, to get rid In what In them 15

excessive and offensive, and to fall Into a softer and truer key

Arnold IS here turmng an esthetic eye on SOCial behavior, and finding
It ugly And so long as the whole pattern of civihzanon lS shot through
WIth ugliness, true literary cnncism cannot be practiced and the
greatest hterature can neither be produced nor appreciated Arnold
IS perfectly aware of the apparent Irrelevance of hIS remarks to hter-
ary study, and he follows the passage Just quoted by a defense of
their relevance

It will be said that it ISa very subtle and mdirect acnon which I am thus
prescnbmg for cnncism, and that, by embracing In tlus manner the Indian
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virtue of detachment and abandorung the sphere of practical hie, It con-
demns itself to a slow and obscure work Slow and obscure rt may be, but
It 15 the only proper work of cnncism .

It may seem a paradox that Arnold relates literature to the context
of the civihzanon of which It IS a part In order to preach disnnterested-
ness and detachment, but It IS by showing how the squalor and dullness
of practical hfe IS affecnng literary controversies that he can best
demonstrate the need for dismrerestedness And literary cnncism, If
practiced dismterestedly, can then return and help to unprove the
atmosphere of civihzanon, bnngmg "sweetness and hght" Into the
complacent darkness of mdustnal England and thus settmg the stage
for a new efflorescence of creative wrIting

Luerature In an mdustrtal cnnltzatton

The effects of the Industrial Revolution on the literary unaglnatlon
and on cnncal Ideas disturbed other cnncs besides Arnold=Ruskin
and WIlham Morris, for example The new urban classes, free popu-
lar education with Its resulting mass literacy, the growth of popular
literature and a popular press to appeal to that mass hteracy and the
resulting split of bterary audiences into "highbrow" and "lowbrow"
are problems that have been much discussed smce Arnold's day'
Wnters like LewIS Mumford have been concerned WIth what might
be called the esthencs of our civihzanon, and quality of our lrvmg,
buildmg, working, reading, and entertainmg Such a book as Culture
and Emnromnent by F R Leavis and Denys Thompson (London,
1933) studies the effect of modern mdustrial conditions, of advernsmg,
mass production, and standardization, on the way in wluch people live
and think and the nature of their response to hterature and the arts
And there are many other crItICSm our tune continUIng the Arnold
tradmon, setnng hterarure in the WIder context of contemporary
culture and seeking to unprove the one by ImprovIng the other The
cnncs who carryon this kind of activity do not, as a rule, profess to
be imparnal=they are not historical or sociologrcal crItICSSImply m-
vesnganng the relanonship between environment and art, though
their actIVIty somenmes overlaps WIth that of these crItICS,they tend
to be active missionaries, concerned about standards, concerned about
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the improvement of cnncal awareness, concerned about the plight of
the arts in an mdustnal crvihzanon Arnold pioneered m showing this
kind of concern, and h15successors find themselves unable to avoid It
at some pOint In a world of pulp magazines and little reviews, of best
sellers and complex metaphysical poetry, of "classics and commer-
cials," of Edgar Guest and T S Ehot, the hterary entre cannot help
asking himself what makes these differences and whether they are
healthy And to ask such questions 15to become a cnnc not only of
hterature but also of civihzanon

The vmter and bu cultural context

The entre concerned With the cultural context withm wluch an author.
operates need not confine hIS Interest to the problems raised by middle
class Phihsnrusm and similar phenomena He may Wish simply to see
how the quality and tone of literature ISrelated to the kind of culture
of which the author was a part ThIS Interest overlaps WIth that of the
SOCIological critic, discussed In the prevIous chapter One rmght dis-
nnguish between courtly hterature, "Great House" hterature, htera-
ture produced under the patronage system, the hterature of Grub
Street, literature produced by wnrers working for commercial pub-
hshers In the modern sense, hteraturc produced serially In magazines,
railway literature, and so on, and In each case relate the qualines of
the works under consideration to the context withm which they were
written One can disnngutsh a difference In tone between those of
Shakespeare's plays that were written for the pubhc theater and those
that were written for the private theater the cultural context was
different In each case The difference between Shakespeare, Ben Jon-
son, and Beaumont and Fletcher can be considered as a difference be-
tween the SOCIalcontext withm wluch each moved (This IS the ap-
proach used In J F Danby's Poets on Fortune's HzII, referred to m the
final section of the prevIous chapter) The difference between the
writer as a gentleman wntmg to please himself and Ius friends and the
writer as a professional reflects a more deep-seated difference between
the kinds of culture In which each flourishes This kind of cnncism IS

not evaluative, Its airn ISto help to account for differences In tone, style,
and method between writers by showing how those differences are
related to shifts In the cultural context Although Matthew Arnold and
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hIS successors hnked the question of the production of good hterature
to the question of the health of society, thus making value Judgments
about both society and literature, It ISpossible--and profitable-for a
more histoncally-rmnded critic to look at hterature In Its cultural
context WIthout any normative mtennon, but simply In order to add
to understandmg

»»»»»»»»»)
The "cuuural context" oruic at work

Much Interestmg work on the cultural context of different kinds of
hterature has been done recently Reference has already been made to
Danby's Poets on Fortune's HIll A very different kind of book, but
one which addresses Itself to the same sort of problem, IS Kathleen
Tillotson's Novels of the Eighteen-Fornes, which discusses the early
Victorian navel In relation to pubhshmg conditions, the different
tastes and demands of different groups of readers, changes In the
reading public, and other aspects of the SOCIaland cultural context A
pIoneer work of larger histoncal scope but more hrruted range of fi-
terest than that of Mrs Tillotson IS Q D Leavis' Ftcuon and the Read-
mg Pubhc, 1931

For this approach to be most profitable, the cnnc should work both
from the context back to the hterature under consideration and from
the work of literature to the context Thus, knowledge that a new kind
of reading public had arisen would help to explain certain develop-
ments m the novel, and at the same nme the precISe nature of those
developments would help to explain the tastes and attitudes of that
reading pubhc Not only poems, novels, and plays, but other kinds of
writing Including bterary crmcism, can reveal between the hnes a cer-
tam cultural scene What cultural Icene, for example, IS revealed by
SIdney's Defence of Poetry, or by Dryden's cnncal essays, Johnson's
Preface to Shakespeare and Lsoes of the Poets, Wordsworth's famous
Preface, or Eliot's essays' And how does our knowledge of the cul-
tural scene In each case help us to account for the views of each cnnc>
In the things a crlti~ takes for granted, the Ideas he starts from and
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the way he arranges those Ideas, the thmgs he feels he has to go out
of hIS way to, mention specifically, ill the way he addresses-the reader,
we can get clues to the cultural context he ISworking m Sidney's IS

a fairly straightforward case to work with from this pomt of VIew,
but the reader will find It helpful to consider In this way all the
critics quoted In tlus book

One could also take different concepts-the concept of love, of
nature, of friendship, of loyalty, and so on-and see how the way they
are treated by writers of different ages reflect the cultural context of
the time Or one could ask how far styhzanon In hterarure IS related
tc styhzanon In hvmg This pOint of View, also, would be a profit-
able one from which to consider the relation between different arts
of the same period to what degree and In what way do, say, the
poetry, paIntIng, mUSIC, and architecture of the early eighteenth cen-
tury reflect the cultural scene of the penod? Can one relate the wear-
mg of powdered Wigs to the use of the heroic couplet or the disap-
pearance of the pun In poetry to the classical sunphciry In Georgian
arclutecture> The reader might consider what other correlations of
this kind might be explored

Eating habits are an lffiportant part of a community's culture, par-
ncularly when they are hnked to entertainment Contrast the de-
scrIptIons of dinners In Fielding with those In Jane Austen What can
be sard about the ball as the focal center of so many of Jane Austen's
novels, and how are styles of dancing related to ways of hvmg? The
cosmic dance described by SIr John Davies In hIS poem Orchestra 15 a
very different tlung from the eighteenth century social dance, but IS

the latter a contraction of the former and does It reflect a contraction
In the scope of civihzanon shown also, say, in the difference between
Elizabethan London and Augustan London> What of the pan played
by the different sexes In different kinds of bterature-Shakespeare's
pert and self-reliant heroines, Defoe's Moll Flanders, Fielding's male
world, Jane Austen's counterpoInting of the sexes, Thomas Love
Peacock's male dnnkmg conversanons, the languid heroine In the
nineteenth century, Virgmia Woolf's Mrs Ramsay In To the Lzght-
bouse> What of differing VIews of landscape, the cult of sensibrhty,
the sentimental death scene of Dickens, Hardy'S iroruc farahsm=how
are these related to the cultural scene at different tunes' There IS a
very rich held for exploration here Of course, It 15 temptmg m this
kind of explanatory crItICISm to Jump to conclusions and make facile
generahzanons, but If the cnnc IS careful enough m the apphcanon

cc
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of hIS method and does not look for over-sunphfied cause-and-effect
relationships, some illummatmg results can be aclueved

One might consider different styles of conversation and their
effect on hterature=not merely on dialogue In the novel but on the
various ways In which the speaking voice IS reflected In hterary works
A study of the part played by conversation, and of the different
roles allotted to different kinds of conversation, In James joyce's
Ulysses, would throw a great deal of light on the culture of early
rwenneth century Dublin. And what did Dryden mean when he
demanded that poets use the "language of gentlemen"? In some ages
writers have considered themselves gentlemen, In others they have
considered themselves bohemians, outside the pale of gentlemanly
society A study of the bohemian Ideal In hterature would lead one
very fully Into the cultural scene of the late mnereenth century
Pope's satires show him as a gentleman talking to gentlemen about
cads, the poets of the 'runenes posed as bohemians talking to gentle-
men about bohemians What can we say 113. tl is regard about Herrick,
Matthew Pnor, Cowper, Blake, Wordsworth, Tennyson, Rossetti,
Walt Whnrnan, Hardy, T S Ehot, Allen Tate, W H Auden?

These are some of the many questIons which the "cultural context"
cnnc can usefully ask It would be a good exercise for the reader
If, In addition to attempting to answer the above questions, he tned
to frame some of hIS own



Epilogue

THERE IS NO single 'right' method of handhng hterary
problems, no single approach to works of literary art that will
YIeld all the significant truths about them Works of hterature have
been produced In enormous varIety over a very long penod of human
history, and-though the differennatmg qualities of hterary art can be
ISolated and discussed by the philosophic cnnc=generahzanons appli-
cable to all examples of that art are more Interesting to the meta-
physician than to the man of letters While the scrutlruZmg of hterary
theories IS a valuable philosoplucal actIvIty that can not only throw
lIght on the nature of hterature but also help us read mdividual works
With greater understanding and appreciation, the active appreciation
of literature ISnot alw ays dependent on such theorizing

It would be absurd to maintain that no Greek appreciated Sophocles
unnl Aristotle had written the Poetics or that English playgoers had
to Walt for A C Bradley or Professor Hedman before they could
appreciate and enJoy KIng Lear Appreciation can be Independent of
cnncal theory, although the development and apphcanon of cnncal
theory can help to clarify, focus, and Increase appreCiation
Art ISgreater than ItS Interpreters, and It should be clear from the

preceding pages that not even the greatest cnnc has been able to pm
down all Its kinds of significance and value All cnncism 18 tentative,
partial, oblique ThIS 15 not by any means to say that there are no
standards of value, that we must fall back on personal taste, or vague
ImpreSSIonism,or mere gush We do, however, mean thatno cnncal
statement about a work of literary art can be a complete statement
of what It IS and whether or not It IS good On the level of critical
theory, It may be possible to construct a set of valid general prmcI-
ples, as far as practical criticism IS concerned=cnncism designed to
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demonstrate the nature and quality of a work and so to mcrease under-
standing and appreCIatIon-It must always be fragmentary, indirect,
approXImate It can never be a complete and wholly sansfactory
descnpnon of what takes place In the work of art

It ISnot difficult to see why this should be so A work of hterarure
-a poem, for example-IS an immense complex of meanmg which IS

nevertheless often simple and unmediate in Its lDlpact, and It IS tmpOS-
Sible (or at least difficult) to describe that complex and simultaneously
to account for Its tmpact To resolve a poem Into mere complexity
by analytic diSCUSSIonIS often useful and helpful, but such a pro-
cedure does not necessanly explain the reasons for the poem's total
tmpact on the reader Nor does It necessarily increase appreCIation for
the mexpenenced Something IS left over, which the cnnc has to try
to show hIS reader by hIS tactful handhng of analogies and suggestions
Literary crItICISmremains an art, not a SCience, and the cnnc who
tries to reduce hISpractIce to the following of a rigid sciennfic method
runs the risk of letnng the true vitahry of the work of hterature
elude him and hIS readers The truth that the cnnc can know about
a work, and precisely communicate, IS part of the larger truth he can
only suggest And a literary critic Without a fully developed tech-
ruque of suggestion IS like a mUSICcnnc trained only In acoustics
Further, cnncism, as T S Eliot once remarked, IS not "autotehc",

It IS not an end In Itself, but a means to the greater understanding and
appreCiation of literary works It should always be tested by Its suc-
cess In achieving that end The tendency of professional cnncs IS to
establish a method, which can be taught to disciples, and to set more
store by the right handling of the method than by the increased per-
ceptIon, understandmg, and appreCIation It Yields The study of liter-
ary criticism ISproperly the study of techniques of illummanon, If It
becomes the study of different kinds of specialized vocabulary or
different kinds of professional tricks merely, the student ISwasting
hIS nme There are more techniques of illummanon than can be com-
pnsed m the exammanon of different formal approaches Whatever
enables a reader to see further Into the manifold life of a hterary work
IS e~ectlve cnncism There are some who can be brought to enter Into
the nch virahty of a work more effectively by having It read aloud
slowly, With proper phrasing and emphasis, than by the most careful
analysis of ItSstructure. Art IS meant to be experienced, and In the last
analysis the function of cnncism IS to assist that experIence

All this may seem obVIOUS,but It perhaps needs saymg after much
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discussion of cnncal methods and approaches Cnncism has Its own
fascmanon=frorn the philosophical appeal of the theoretical mquuy
Into the nature of hterary art to the histoncal scholar's excirement In
seeIng new meanings In a phrase or an Image by settIng It In the In-
tellectual context of Its tune To crvihzed man, no knowledge comes
amISS, and knowledge about works of hterature=-their organ1ZatIon,
their meaning, their psychological and sociological causes, their rela-
non to the civihzanon that produced them-can be welcomed as
knowledge Without being needed to Increase apprecIation But such
knowledge, Simply regarded as knowledge, however excinng to pur-
sue, 15 no better and no worse than the purSUIt of any other kind of
~nowledge Only when It IS put at the service of understanding, dis-
cnminanon, and appreciatIon can It claim a place In hberal education

To enJoy With discnmmation, to discern value, to recognize and
reject the spuriOUS, to respond maturely to the genuine, never to be
fooled by the shabby and the second-hand-that 15 the crvihzed ap-
proach to the arts We turn to cnncism to develop and strengthen that
approach, and, as we have seen, cnncism can come to this task directly
or Indirectly, through a frontal attack on Individual hterary works,
through theoretical discussion of the nature of literary value, through
Investigation of origm and growth and causation Every effective
literary entre sees some facet of literary art and develops our aware-
ness WIth respect to It, but the total VISIon, or something approxI-
mating It, comes only to those who learn how to blend the insights
Yielded by many critical approaches



Index
A

Absalom and Acbnopbel (Dryden), 9
Acaderruc generahzauon In crmcism, 191-

94-
Acnon In drama, 186-87
Adam Bede (Eliot), 133
Addison, Joseph

on Wit, 153-57
quoted, 154-55, 155-56

Aeschylus, plots of, 18
All for L01Je (Dryden), 233
Amateunsnl In crmcism, 186-87
Analync cnncism, 301-15

approach of, 288-92
exponents of, 3I1-IS
lustory and, 310-1 I
language In, 301-302
mulnple meaning and, 303-10
normanve phase of, 302-]03
scope of, 311-12, 315

A.ntony and Cleopatra (Shakespeare),
204-205, 233

A.pologte for Poetne, An (Sidney), S,
son, 174, see also Sidney, SIr Pluhp

Arcad,a (Sidney), 374
Archetypal patterns 10 poetry, 356-67
Archetypal Patterns In Poetry .(Bodkm),

168, 356
Anstotle, 391

classrficanon of poetry by, 23-26
on epic poetry, 40-46
on lJJUtanon 10 poetry, 37-39
on "Katharsis," 39-40
hterature defined by, 4
method of, 36-37, 311
on poetry, 23-49, 5 I
on poet's world, 65-66, 73, 81
on probabihry, 38-39, 45
quoted, 15-26, 16-28, 30-36, 41-45, 51, 81
Sidney on, 65-66
on tragedy, 15-37
on value of poetry, 143

A.nnotle on the A.rt of Poetry (Bywater),
291J

Arnold, Matthew
on Dryden, 275-78
on historrcal material m crmcism, 249.
on hterature and society, 387-88
on nuddle-class culture, 3'77-86
on poetry, 130-32
on Pope, 225-78
quoted, 1j I, 249, 276-78, 377-80, 380-82,

382-85, 385-86-
Art, neurosis and, 343-45
Art ana Artifice In Shakespeare (Stoll),

336
Arnficiahry In drama, 212-14
Ash Wednesday (ElIot), 3 II
Auden, W H, 303, 390, on language,

IS<)-60
Austen, Jane, 29. 371, 38c}
Author, crincism as analysis of, 345

B
Back to Methusaleh (Shaw), 231
Bateson, F W, 300

on Blake, 337
on Gray, 371-72-
method of, 371-72-
quoted, 372-
on Waller, 372-

Beardsley, Monroe C, 166n
Beaumont, Francis, see Beaumont and

Fletcher
Beaumont and Fletcher, 374, 387, Dryden

on, 214
Bibliography, cnncism and, 330-34
Btldungsroman, defined, 234
B,ograph,a (Shawcross), 105
B,ographla Luerena (Coleridge), 98, 106
Biography

cnncism and, 2so-51, 314-27, 338-39
poetry and, 266n

Black, Max, 13sn
Blackmur, R P, 2-99, method of, 314-15
Blake, Wilham, 337, 357,~390
Bodkin, Maud, 356, on Images, 168
Books and Characters (Suachey), l03n

394



Bowra, eM, 300
"Boys' Weeklies" (Orwell), 167"
Bradbrook, Muriel C, 336
Bradley, A C ,1337,391
Bndeshead Retnsued (Waugh), 134
Bronte, Emily, 371
Brooks, Cleanth

cited, 300, 3 I3, 328
on poetry, 161-67, 178
quoted, 161-64, 164-66
on Wordsworth, 301

Browning, Robert, characters of, 18-19
Burke, Kenneth, 168n, 300, method of,

313-14
Burmng Oracle, The (Knight), 167n
Bums Robert, 31 S
Butler, Samuel, 234
Bywater, Ingram

clted,16n
quoted, 2911

"Byzantium" (Yeats), 259, 357

C
Caesar and Cleopatra (Shaw), 235
Calvary (Yeats); 234
Candida (Shaw)' 232

Canterbury Tales (Chaucer), 239
Caudwel1, Christopher, 374
Chanson de Roland, 249
Character

Dryden on, 74,221-22
psychoanalync study of, 348-55
In tragedy, 29

Character Problems In Shakespeare's
Plays (Shucking), 336

Chase, Richard, 168n
Chaucer, Geoffrey, 315, 312, Dryden on,

124-32
Chronology, cnncism and, 334-35
Crvrhzanon, poetry and, 141-42
Cocktail Party, The (Eltot), 357
Coleridge, Samuel

CIted, 248, 357
on Imagination, 106-109
on language, 159'-
on poetry, 98-110, '55, 166
quoted, 99-100, 103-105, 108, 109
on unity, 109

Comedy
In drama, 197-203, 207-10, 236-38
tragedy and, 2S, 236-38

Comedy of Errors, The (Shakespeare),
334

Common PurSUIt, The (Leavis) , 259",
179n

Commumcanon, mearung and, 133"34
Comparison In CntlC1SID, ~S 1"53

Index 395
"Composed upon Westminster Bridge"

(Wordsworth),164
Conrad, Joseph, 239-40, 315
Content of poetry, Sidney on, 66-68
Conventions In drama, 106-107, 234-3S
Corneille, PIerre, 202, 133
Cowley, WIlham, Johnson on, 144-46
Cowper, Wilham, 356,390
Craft of FIction, The (Lubbock), 188
Craftsmanship, Jonson on, 180-82
Creatwe Experiment, The (Bowra), 300
Creanve UnconsCIOUS, The (Sachs), 354n
Critical relauvisrn, 178-80
Cnncisrn

academic generahzanon m, 192-«}4
aim of, 241, 299
amateunsm in, 276-78
analytic method In, 288-92, 301-IS, see

also Analytic cnncism
a~ analysis of the author, 345
bibliography and, 330-34
biography In, 250-51, 324-27, 338-39
chronology and, 3 34-~5
cOlnparat1ve method of, 251-53
cultural scene and, 376-93
dcscripnve function of sociological

cnncisrn, 364-65
history and, 248-50, 324-27, 365
hrrutanons of, 247-48
of Marxtsts, 362-63, 374-75
methods In, 241-60
010\ ernents and, 321
Pope on, 79
P~\ chology and, 138-39, 340-57
questions of, 3-5
relativism In, 278-80
scholarship and, 321-39
of Shakespeare, 334-35, 336-~8
SOCiology and, 358-75
tradition and, 328-30
see also Practical cnncism

Crmcs and Crnictsm, AnCIent fll'Jd
Modern (ed R S Crane),257n

Croce, Benedetto, on poetry, 157
Crown of Liie, The (Knight), 336
Cultural scene, cnncism and, 376-93
Culture, middle-class, Arnold on, 377-86
Culture and Anarchy (Arnold), 382
Culture and Environment (Leavis and

Thompson), 386

D
Darches, David, 300
Danby, John F t 387, method of, 373-74
Demel Deronda (Eliot), Z 39
Davies, S1r John, 389
Death of a Salesman (Miller), 233



396 Index
Defence of Poene, The (Sidney), 50-72,

388, see also SIdney, Sir Phihp
Defence of Poetry, A (Shelley), 5, III

Defoe, Darnel, 362, 389
"Dejection Ode" (Coleridge), 355
De Qumcey, Thomas
cued, 138, 269
on Macbeth, 270-75

Detective story, drama and, 195-¢
Dianoia, defined, 29'n
Dicbtung und Wabrbeu (Goethe), 5
Dickens, Charles

character of, 240
Cited, 134, 315, 371
House on, 365-70
W ilson on, 346-47

DIckens World, The (House), 365
Diction In tragedy, 29
Doctor Faustus (Marlowe), 200, 334
Doll's House, A (Ibsen), 233
[)onne, john, 312,322, 338
Dos Passos, john, 371
Drama

acnon In, 186-87
amficiahry In, 212-14
comic relief In, 197-103, 136-38
conventions In, 206-207, 134-35
defined, 74-75, 183
detective-story and, 19S-96
Dryden on, 74-7S, 183-89, 192-231
exposItIon In, 103-106
imitanon In, 234-35
johnson on, 189-92, 196
order In, 210-12
place m, 18S-86, 18<)-92
plot in, 193-103
realism In, 187-89
rhyme m, 113-14
suspense In, 196-97, 233-36
time In, 184-85, 189-92
tone of, 199-103
tra~-comedy and, 107-10
umnes in, 231-33
variety m, 210-11, 138-39

Drama and SocIety In the Age of Jonson
(Krught), 337

Dramatic unmes
Dryden on, 184-87
Johnson on, 18<)-91, 196

Drummond of Hawthornden, 180
Dryden, John
Arnold on, 175-78
bn Beaumont and Fletcher, 114
on eharacter, 111-11
on Chaucer, a14-31
aeed, 177ft, 311, 311, 349,388
011drama, 74-75, 183-89, 191-131

amficaahty 10, 111-14

Dryden, John (Cont)
on drama, (Cont )
comedy In, 197-103
conventions In, 106-107
expOSItIon In, 103-206
order In, 110
plot In, 193-203,221
rhyme In, 213-14
tragr-comedy. aor-ro
variety in, 110-11

on form, 78-79, 98
on irmtanon of human nature, 73-75, 87
Johnson on, 241-42, 247, 253
on Jonson, 214
on Jonson's Silent Woman, 217-13
on language, 159, 229
method of, 122-23, 230-31, 239, 140
on modem hterature, 183, 192-95
on poets, 9, 75
practical cnncism by, 174, 182-&),

214-31
quoted, 9, 183, 184, 185, 186, 188, 192,

194, 198-<)9, 200-201, 104-105, 107-
208,110-11,111-11,213-14,114-16,
218-21,123,224,225-19

on realism 187-89
onrShakespeare, 114

E
Editor, requIrements of, 335-36
Elder Brother, Tbe (Beaumont and

Fletcher), 333
"Elegy" (Gray), 371-71, Johnson on,

147-48
Ehot, George, 133, 371
T S Eltot A Selected Cruique (ed Un-

ger),300
Ehot, T S

Cited, 140, 148, 167, 387, 390
cntical method of, 188-92, 195-<)6, 391
dramatic convention of, 105, 134
on Kiplmg, 300
myth and, 168
poetic drama of, 199, 236
on poetry, IS8, 243-44, 3S6
quoted, 144, 145, 289-92
religious rermmology of, 311
on Swinburne, 288-92, 2¢

Elton, Oliver
cnncal method of, 291-96
quoted, 293-94
on SWInburne, 292-¢

Emma (Austen), 19
Emotions, poetry and, 68-72, 134-39
EmpathY'49
Empedocles, quoted, SI



Empson, William, 2S7
method of, 303-10, 311-12
multiple meanmg and, 303-10
quoted on Marvell, 304-309

Engluh Muse, The (Elton), 193
EnglIsh Pastoral Poetry (Empson), 30}
EnglISh Poetry A Crtuca! lntroducnon

(Bateson), 337, 371
Fprc poetry

Aristotle on, 40-46
traged y and, 1S

Essay Concernmg Human Understandrng
(Locke), 154

Essay on Cnncism (Pope), 79
41say on Dramatic Poeste (Dryden), 73,

183, 110, 113, 131, 134, see aho
Dryden, John

EUripides, III
Exposition In drama, 10}-106

Expression, see Form of poetry, Style

F
Fable, verse and, 51-54
Faerie Queene, The (Spenser), lS7, 161,

311
FtmlJly Reunion, Tbe (Eliot), 136 "'*
Faulkner, WIlham, }71
Ficuon and the Readmg Public (Leavis),

388
Fieldmg, Henry, 389
FIgures of Transmon (HIck), 374
Fletcher, John, see Beaumont and Fletcher
Ford, Boris, 300
Form of poetry, 109

Dryden on, 78-79, 98
Imagination and, 97-110
Pope on, 78
Sidney on, 66-68, 98
Wordsworth on, 97-98

Four Ages of Poetry, The (Peacock), III

Frankhn, Benjamin, 140
Free EnquirY mto the Ongm and Nature

of Evil (jenyns), 86
Frost, Robert, 140

Funcnon of poetry, 7S, 91-<)4, 134-3S,
154-55

a
Galswonhy, John, 371
"Garden, The" (Marvell), 304, 357
Ghosts (Ibsen), 103,133, 136
Gibbon, quoted, 47"
Gittings, Robert, 338
Golden Treasury (Palgrave) , 166
Grammar Of MotIves, A (Burke), J68n,

300, 313
Granville-Barker, Harley, 18, 206, 330

Index 397
Gray, Thomas, 338

Bateson on, 371-71
Johnson on, 87-88, 147-48
Wordsworth on, 168

Grear Esoectanons (Dickens), 134, 139
Great Tradmon (Hick), 374
Greg, W W , 336
Guest, Edgar, 387
GUillaume de Lorris, 365
GullIver's Travels (Swift), 364

H
Hall, James, 300
Hamlet (Shakespeare), 19, 38, 195-<)6, 103,

136-37, 138, 177n, 36(
Hardy, Thomas, 315, 390
Harmony, Shelley on, 116-18
Hazhtt, Wilham, 169

on Pope, 175-78
quoted, 167-68

Hellman, 313, 391
Hemsius, Daniel, 177
Hemingway, Ernest, %34,139-40, 371
HenTY IV (Shakespeare), 135
Henry V (Shakespeare), 187, 331
Herbert, George, 357
Herodotus, 51, quoted, 53
HerOIC poetry, IS, 40-46
Herrick, Robert, 390
Hick, GranVille, 374
Hmd and the Panther, The (Dryden),

177n
History

analytic cnncism and, 3 10-11
cnncisrn and, 148-50, 314-17, 36S
poetry and, 37, 60-65
Sidney on, 6o-6S
taste In poetry and, 164-6<)

Hopkins, Gerard Manley, 31Z, 315, 311,
3S6

Horace, on poets, 59
House, Humphry, on Dickens, 365-70
Human nature

Johnson on, 79-85, 87-88
hterature and, 73-75
poetry and, 74-79
Pope on, 81-85
Wordsworth on, 91-91

Humanism, psychological, 139-41
Hurd, BIShop, 311

method of, %6S-66
on Spenser, 161-64

Huxley, Aldous, Cited, 137-38

I
ldtom of Poetry, The (Pottle), 178
lllunon and Real'ty (Caudwell), 374
Imagery m poetry, 167-68, 158-59



398 Index
Imagination

Coleridge on, 106-109
form and, 97-110
language and, I14-16
morality and, 120-24
In poetry, 106-10<)
prlmary, 107
secondary, 107
Shelley on, 114-16, 119-20, 121-2~
sympathy and, 110-13

Imitation
In drama, 134-35
mstrucnon and, 73-88
In poetry, 58-60, 146-47
probabihry and, 37-39

"Immortahty Ode" (Wordsworth), 355
Imperzal Theme, The (Knight), 336
Importance of Bemg Earnest, The

(Wilde),131-33
Importance of Scrutmy, The (ed Bent-

ley), 299, 300
Impressiorusm In poetry, 169-75
Industrial revolution, hterature and, 386-

87
In Me1nOrta111 (Tennyson), 375
Inspiranon of poet, 6-10
Instruction In poetry, Imitation and, 73-88
Ion (Plato), 6-10, 113, ~41
Irony In poetry, 160-61

/
James, Henry, 239-40, 3(5
Jean de Meun, 365
Jenyns, Soame, 86
John Keats The L,VIng Year (Gittings),

338
Johnson, Dr Samuel
biography In cnncism of, 150-51
on Cowley, 244-46
cnncal methods of, 248-53,311, 315
on dramanc urunes, 1¢
on Dryden, 241-41, 253
on general nature, 79-85, 87-88
on Gray, 87-88, 247-48
historical matenal In crmcism of,

248-50
on knowledge, 84-85
on Inrutanons of crincrsm, 247-48
on literature, 79-87
on Ly ctdas, 141-44
on moral mstrucnon, 8s-87
on poetry, 79-88, 257"'58
on Pope, 87, 253
quoted, 54, 70, 76, 79-81, 81-83, 83-84,

8S, 86, 87-88, 189-91, 208-209, 20C}-

10, 141, 241-43, 244-46, 147, 248, 249,
151-53

Johnson, Dr Samuel (Cont)
on realism, J 9 t -92
on Shakespeare, 79-84, 85, 2+1-
on tragi-comedy, 207-10

on Wit, 146-47, 159-60
Jonson, Ben

Cited, 337, 355, 387
on craftsmanship, 180-82
cnncism by, 174, 176-82, 248
Dryden on, 114,117-13
on learning, J 77-78
on metaphysical poetry, 259-60
on poets, 182
on pnnciples of good WIlting, 177-80
quoted, 176, 177-78, J79-80, 181, 182
on Shakespeare, 176
on style, 180-82

Jowett, Benjarnm, cited, 6n
Joyce, James

attitude of, 362
CIted, 267, 3 J ~
characters of, 283
con, ersanon of, 390

JulIUS Caesar (Shakespeare); 29n
Jung, Carl, 356

K
"Katharsis," Arisrotle on, 39-40
Keats, John

Burke on, 3 J 3-14
InspIration of, 338
Interpretation of, 268, 356
on poetry, ::60
quoted, 76

KIng Lear (Shakespeare), 38, 233, 391
Kiplmg, Rudyard, Wilson on, 348
Knight, G Wrlson, 167n, 336, 356
Knights, L C, 337
Knowledge, hterature and, 76, 84-85
"Kubla Khan" (Coleridge), 357

L
Lamb, Charles, 269, quoted, 270
Language as Gesture (Blackmur) , 299, 314
Language In poetry, 158-68, 301-302
Dryden on, 219

rmagmanon and, 114-16
potennahnes of, 158-60
Richards on, 134
Shelley on, 114-]6

Language Of Poetry, The (ed Tate), I68n
Lawrence, D H, 371
Leadmg Motwes m the Imagery of Shake-

speare's Tragedies (Spurgeon), 167n
Lear, Edward, quoted, 1s8
Learmng, Jonson on, 177-78



Leavis, F R, 259n, 278, 279, 386, quoted
on alms of crmc, 299

LeaVIS, Q 0, 388
Letters on Ch,'Valry and Romence

(Hurd): 262-64
Lewis, C S, 338
Liberal lmagmatum, The (Tnlhng), 344n
Lisideius, 199, 201
LIterary Cnuctsm In America (Zabel) ,

315
LIterature

defined, 4-5
Dryden on, 183, 192-95
greatness of, 48-49
human nature and, 73-75
Industrial revolution and, 386-87

• Johnson on, 79-88
knowledge and, 76, 84-8;
Longmus on, 46-49
neurosis and, 343-45
novelty and, 193-95
poetry and, 24-25, see also Poetry
progress In, 192-93
psychoanalysis of characters In, 348-55
purpose of, 49
recognition and, 84-85
sociological value of, 362-64
survey course and, 323-24
see also Drama, Poetry

Little M,n,ster, The (Barrie), 365
Lrvelmess, style and, 74
Lrues of the Poets (Johnson), 242, 250,

311-12, J88
Lockhart, J G, 268
Longmus, on hterarure, 46-49
Lubbock, Percy, quoted, 288
Lucan, 121
"Lycidas" (Mrlton), 156, 242-44
LyrIC poetry

psychology and, 355-56
Sidney on, 69

LYrical Ballads (Wordsworth), 89, 341

M
Macbeth (Shakespeare), 334, De Qumcey

on, 270-75
MacKenzie, Henry, 22
McKerrow, R W, 336
Madame Bovary (Flaubert), 239
"Manna" (ElIot), 357
Marlowe, Chnstopher, 180, 200
Marvell, Andrew, 304, 315, 356
Marxisrs, cnncism of, 362-63, 374-75
Master Budder, The (Ibsen), 233
Meaning

commurucanon and, 133-34
poetry and, 156-57

Index 399
Mean,ng of MeanIng, The (Ogden and

Richards), 134
Measure for Measure (Shakespeare), psy-

choanalync study of, 349-55
Medium of poet, 158-68
Melville, Herman, 240
Merchant of Vemce, The (Shakespeare),

39
Metaphor In poetry, 167-68
Method{s)

of Bateson, 371-72
of Blackmur, 315
In cnncrsm, 241-00, 282-300
of Danby, 373-74
of Dryden, 222-23,230-31,239, 240
of Empson, 303-10,311-12
of Hurd, 265-66
of Johnson, 248-53
of WIlson, 345-48

MIddle-class culture, Arnold on, 377-86
Mtddlemarcb (ElIot), 239
Mtdsummer Night's Dream, A (Shake-

speare), 334
MIller, Arthur, 233
l~ltlton (Tlllyard), 338
l\1tlton, John, 356

Imagery of, %57
In~plratiOn of, 156
Johnson on, 242-44, 257
quoted,49n

Modern hterature, Dryden on, 183, 192-
95

Modern Poetry and the Tradmon
(Brooks), 278, 300

Moll f landers (Defoe), 389
Morahty
imagmanon and, 110-24
poetry and, 5-6, 50-71;,85-87, 120-24
Shelley on, 121-24

Morris, Wtlltam, 386
Mumford, LeWIS, 386
Murder In the Cathedral (Eliot), 234, 236
MUSIC at Night (Huxley), 237
Myth In poetry, 167-68

N
Neurosis, art and, 343-45
Newton, Sir Isaac, 192
Novel and the Modern World, The

(Darches) , 239, 370
Novels, umnes In, 233"34
Novels of the E,ghteen-F orues (Tillot-

son), 37S, 388
Novelty, literature and, 193-95



400 Index
o

Odvssey (Homer), 138
OedIpus the KIng (Sophocles), 19, Ill,

I95-¢, 1C)6-97,103, 136, 317
Ogden, C K., quoted, 134-35
Old Man and the Sea, The (Heming-

way),134
Olson, Elder, 257n
"On the Knocking at the Gate In Mac-

beth" (De Qumcey) , 138, 170
On tbe Sublzme (Longinus), 46
"Orchestra" (Davies), 389
Order In drama, 210-12
Orwell, George, 267
Othello (Shakespeare), 103

p
Psradtse Lost (Mrlton), 189, 257, 277n,

338
Paradox In poetry, 162-67
Passions In poetry

Aristotle on, 39-40
Dryden on, 74
Plato on, 39
Sidney on, 70-72
Wordsworth on, C)6

Pater, Walter, 235
Peace of the Augustans, The (Saints-

bury), 284"
Peacock, Thomas Love, 136, 389, on

poetry, II I, 130
Peer GY1Zt (Ibsen), 133
Permanence of Yeats, The (eds Hall and

Steinman), 300
Personal Heresy, The A Controversy

(Lewls),338
Phaedrus (Plato), 6, 9
Philoctetes (Sophocles), 344
Philosophy, history and, 60-65
Philosophy of Literary Form, The

(Burke, K ), 168n
PIckWIck Papers, The (Dickens), 239
Place In drama, 185-86, 189-91
Plato, 341

on hterature In education, 10-11

Platonism against, 111-18
on poetry, 3-21, 112-14

nature of, 12-20
objections of, 10-22

place of poet In good SOCiety, 10-20
poets' InSpiratIon, 6-10
poets' world, 73
value of, 143

on probabihry, 37-39
quoted, 6-10, 10-11, 11-10, 21, 11

Plaeomsm agamst Plato, 111-18

Pleasure, poetry and, 89-(}6, 108-1°9, 118
19

Plots, dramatic, 193-103
Aristotle on, 28-37
Dryden on, 193-103. 11I
In tragedy, 18-37

Poem
defined by Coleridge, 108
Jonson on, 181-82
poetry and, 103-107,181-81

Poems In Eng/ISh (ed Daiches and Char-
vat),3OO

Poet
defined, 181
Inspiration of, 6-10
Jonson on, 182
medium of, 158-68
as moral teacher, 50-71-
place of, 10-10, 114-28
teaching of, 59-60
title of, 55-58
world of, 57-58, 65-66, 67-68, 73
see also Poetry

Poetics (Aristotle), 4, 45, 172, 185, 311,
391

Poetry
archetypal patterns In, 356-67
Aristotle on, 23-49
Arnold on, 130-32
biography and, 266n
Brooks on, 162-67
crvihzanon and, 141-42
classificanon of, Anstorehan, 23-26
Coleridge on, 98-110, 166
Croce on, 157
defined.x, 124
Eliot, T S, on, 158, 243-44
emotions and, 68-72, 134-39
epIC, 25, 40-46
form and, 66-68, 1<>9
funcnon of, 75,92-<)4, 134-35, 154-55
general nature and, 79-87
harmony and, 116-18
history and, 37, 60-65
human nature and, 74-79
Imagery In, 258-59
irnagmanon In, 106-109
Imitation In, 58-60
ImpreSSionIsm In, 269-75
Instruction In, 75-76, 85-87
Irony In, 160-61

Johnson on, 79-88, 241-46, 157-88
Jonson on, 181-81
jusnficanon for, 53
Keats on, 76, 160
kinds of, 146-54
language and, 134,158-60,301-302
hterarure and, 14-15



Poetry (Cont)
lync, 69, 355-56
meaning and, 156-51
metaphysIc", 242-46, 259-60
moraltty ana, 5-6, 85-87, J 20-24
nature of, 143-54
object of, 108

paradox In, 162-6,
pastoral, 257-88
Peacock on, 130
personal element In, 338-39
philosophy and, 60-65
Plato on, 3-22
Plaroruc Idea and, 112-14
pleasure and, 89-<)6, 108-109, 118-19
poem and, 103-107, 181-82
psychological humanism and, 139-41
Ransom on, 145-S7
recognltlOn In, 15-76
RIchards on, 130-42, 144, 166
science and, 129-42, 166-67
Shelley on, 111-28, '40
Sidney on, 52-54,66-68,86
sphere of, 143-57
taste In, 264-69
truth and, 116-18, 129-30
uruty of, 109
uruversahry of, 54-55
value of, 135-41, 143, 144-45
Warren on, 160-62
Wit In, 253-57
Wordsworth on, 89-96, 257
see also Poet

Poetry A Note In Ontology (Ransom),
14511

Poets at Work (Amheim, Auden, Shapiro,
and Stauffer), 1591l

Poets on Fortune's Hill (Danby), 373,
387, 388

Pollard, A W, 336
Pope, Alexander
Arnold on, 275-78
amrude of, 390
Cited, z 7711, 322
on cnncism, 79
on form, 18
Hazhtt on, 275-78
on human nature In poetry, 87
Johnson on, 87, 253
on language, IS9
quoted, 193, 222, 261
on Wit, 259

Pope, Elizabeth, 354
Pottle, Fredenck A , 278-80
Practical crmcism
of Dryden, 182-8c}, 214-31
by Jonson, 116-82
methods of, 282-300

Index 401

Practical cnncism (Com )
scope of, 174-76

Preface (Wordsworth), 388
Preface to the Fables (Dryden), 114
Preface to Shakespeare (Johnson), 388
Prefaces to Shakespeare (Granville-

Barker), 18, 206,330
"Prelude" (Wordsworth), 339
Prmctples of Literary Crmctsm (Rich-

ards), 131
Pnor, Matthew, 390, Samtsbury on, 181-

86
Prioress's Tale, The (Chaucer), 17811
Probabihry
Aristotle on, 38-39,45
mutation and, 37-39
Plato on, 37-39

"Prometheus Unbound" (Shelley), 357
Proust, M, 234
Psychology
cnncisrn and, 138-39, 340-57
lync poetry and, 355-56

Q
Qumnhan, 177

R
Racine, Jean, 101, 133
Ransom, John Crowe, 356, on poetry,

145-57
"Rape of the Lock" (Pope), 78, 339, 357
Rasselas (Johnson), 82
RealIsm

10 drama, 187-89
Johnson on, 191-91

Recognmon
hterature and, 84-8S
in poetry, 75-76

Relanvism In cnncism, 178-80
Religion, Arnold on, 130-31
Remembrance of Th'l1gS Past (Proust),

139
RepublIC (Plato), 9, 10, quoted, 10-11,

11-20
Rhyme In drama, 113-14
Ricbard of Bordeaux (Daviot), 13S
RIchard II (Shakespeare), 23S
Richards, I A, 257, 342, 343

on language, 134
on poetry, 130-31, 132-42, 144t 166
on poetry and civibzanon, 141-42
quoted, 131, 134-35, 136-38, 139-40, 141

Richardson, Samuel, 37 y

Robert Burns (Daicbes) , 315
Romance of the Rose (Guillaume de Lor-

ns and Jean de Meun), 36S
Romantic ImaginatIon, T be (Bowrs), 300



402 lnde»
Rosmersbolm (Ibsen), 233
ROSSettI,19O
Ruskin, John, 363, 386

S
Sachs, Hanns, psychoanalytic study of

Measure for Measure, 349-15
Satnt Joan (Shaw), 232
Samtsbury, George, on Prior, 282-86
Sandburg, Carl, 240
Scholarship, criticism and, 321"'39
Science

Arnold on, 130-32
poetry and, 129-42, 166-67

SCIence and Poetry (Richards), 135
Scott, Sir Walter, 192, 315
Seasons (Thomson), 315
Second Satire, The (Pope), 272n
Seven Types of Ambtgu,ty (Empson),

30]
Shakespearean Tempest, The (Krught) ,

336
Shakespeare's Imagery and What It Tells

Us (Spurgeon), 1671l
Shakespeare SUT'lJey (Pope), 354"
Shakespeare, Wtlltam
CIted, 322, 374
comedy In tragedies of, 199,236-37
cnncism of, 334-35, 336-38
Dryden on, 214

exposmon of, 203-204t 233
Johnson on, 79-84, 85, 244
Jonson on, 176
language of, 235
penod of, 174
plots of, 28, 29
on poets, 9
quoted, 9, 187
SOCialcontext and, 387, 389

Shawcross, quoted, 105

Shelley, Percy Bysshe
cited, 356
on harmony, 1)6-18
on unaglnanon, 114-16, 119-20, 121-23

on language, 114-16, 159
on morality, 121-24
penod of, 322

on place of the poet, 124-28
on poetry,S, 111-28, 140
quoted, 5, 112-17, 118-19, 120, 121, 122,

123, 124-27, 140
on sympathy, 121-23
on truth, 116-18, 1]0

Shtpley, Joseph T , 266ft
Shuclang, Levm L, 3]6
SIdney, SIr Pluhp
on Anstotle, 65-66

SIdney, SIr Phihp (Com)
crtedv aoo
on comedy In drama, 199
on form and content, 66..68, 98
on heroic poetry, 77-78
on umranon, 58-60
on language, 158
on lync poetry, 69
on moral teachmg of poet, 59-60, 68-

72,86
on pasSion, 70-72
on poetry, S, 50-71,77-78, 155
on poets' funcnon, 75, 155
on poet's ntle, 5S-58, 181
on poets' world, 57-58, 65-66, 6']-68, 73
practical cnncism by, 174
quoted, 51-53, 55-57. 59, 60-61, 61-64

65-66, 68, 6<), 81
on style, 70-71

Silent Woman (Jonson), 1<)6, Dryden on,
117-2]

SIT GawaIn and the Green Kmgbt, 315
Social rnorahty, poetry and, 113-14
Society; poets' place In, 10-20

Sociology, crmcism and, 358-75
Some Versions of Pastoral (Empson), 303
Sophocles, 29, 391, plots of, 18
Spencer, Theodore, 315
Spenser. Edmund

CIted, 315,357
Hurd on, 261-64
unagery of, 257
moral aim of, 121

Sphere of poetry, 143-57
Spur~eon, Caroline, on Imagery, 167-68
Starltt Dome" The (KnIght), 167"
Steinman, Maron, 300
Stevens, Wallace, 357
Stoll, E E, 336
Strachey, Lytton, quoted on Racine,

101-201
Structure of Complex Words, The

(Empson), 157
StudIes In a DYIng Culture (Caudwell),

374
Style

Jonson on, 180-82
hvelmess and, 74
Sidney on, 70-71
see also Form of poetry

Suspense
defined,135
m drama, 1¢-97, 135-36

Swmbume,A C
Eliot on. 288-92, 1¢
Elton on, 292-(}6

SyIl'lbol m poetry, 167-68






	00000005.tif
	00000006.tif
	00000007.tif
	00000008.tif
	00000009.tif
	00000010.tif
	00000011.tif
	00000012.tif
	00000013.tif
	00000014.tif
	00000015.tif
	00000016.tif
	00000017.tif
	00000018.tif
	00000019.tif
	00000020.tif
	00000021.tif
	00000022.tif
	00000023.tif
	00000024.tif
	00000025.tif
	00000026.tif
	00000027.tif
	00000028.tif
	00000029.tif
	00000030.tif
	00000031.tif
	00000032.tif
	00000033.tif
	00000034.tif
	00000035.tif
	00000036.tif
	00000037.tif
	00000038.tif
	00000039.tif
	00000040.tif
	00000041.tif
	00000042.tif
	00000043.tif
	00000044.tif
	00000045.tif
	00000046.tif
	00000047.tif
	00000048.tif
	00000049.tif
	00000050.tif
	00000051.tif
	00000052.tif
	00000053.tif
	00000054.tif
	00000055.tif
	00000056.tif
	00000057.tif
	00000058.tif
	00000059.tif
	00000060.tif
	00000061.tif
	00000062.tif
	00000063.tif
	00000064.tif
	00000065.tif
	00000066.tif
	00000067.tif
	00000068.tif
	00000069.tif
	00000070.tif
	00000071.tif
	00000072.tif
	00000073.tif
	00000074.tif
	00000075.tif
	00000076.tif
	00000077.tif
	00000078.tif
	00000079.tif
	00000080.tif
	00000081.tif
	00000082.tif
	00000083.tif
	00000084.tif
	00000085.tif
	00000086.tif
	00000087.tif
	00000088.tif
	00000089.tif
	00000090.tif
	00000091.tif
	00000092.tif
	00000093.tif
	00000094.tif
	00000095.tif
	00000096.tif
	00000097.tif
	00000098.tif
	00000099.tif
	00000100.tif
	00000101.tif
	00000102.tif
	00000103.tif
	00000104.tif
	00000105.tif
	00000106.tif
	00000107.tif
	00000108.tif
	00000109.tif
	00000110.tif
	00000111.tif
	00000112.tif
	00000113.tif
	00000114.tif
	00000115.tif
	00000116.tif
	00000117.tif
	00000118.tif
	00000119.tif
	00000120.tif
	00000121.tif
	00000122.tif
	00000123.tif
	00000124.tif
	00000125.tif
	00000126.tif
	00000127.tif
	00000128.tif
	00000129.tif
	00000130.tif
	00000131.tif
	00000132.tif
	00000133.tif
	00000134.tif
	00000135.tif
	00000136.tif
	00000137.tif
	00000138.tif
	00000139.tif
	00000140.tif
	00000141.tif
	00000142.tif
	00000143.tif
	00000144.tif
	00000145.tif
	00000146.tif
	00000147.tif
	00000148.tif
	00000149.tif
	00000150.tif
	00000151.tif
	00000152.tif
	00000153.tif
	00000154.tif
	00000155.tif
	00000156.tif
	00000157.tif
	00000158.tif
	00000159.tif
	00000160.tif
	00000161.tif
	00000162.tif
	00000163.tif
	00000164.tif
	00000165.tif
	00000166.tif
	00000167.tif
	00000168.tif
	00000169.tif
	00000170.tif
	00000171.tif
	00000172.tif
	00000173.tif
	00000174.tif
	00000175.tif
	00000176.tif
	00000177.tif
	00000178.tif
	00000179.tif
	00000180.tif
	00000181.tif
	00000182.tif
	00000183.tif
	00000184.tif
	00000185.tif
	00000186.tif
	00000187.tif
	00000188.tif
	00000189.tif
	00000190.tif
	00000191.tif
	00000192.tif
	00000193.tif
	00000194.tif
	00000195.tif
	00000196.tif
	00000197.tif
	00000198.tif
	00000199.tif
	00000200.tif
	00000201.tif
	00000202.tif
	00000203.tif
	00000204.tif
	00000205.tif
	00000206.tif
	00000207.tif
	00000208.tif
	00000209.tif
	00000210.tif
	00000211.tif
	00000212.tif
	00000213.tif
	00000214.tif
	00000215.tif
	00000216.tif
	00000217.tif
	00000218.tif
	00000219.tif
	00000220.tif
	00000221.tif
	00000222.tif
	00000223.tif
	00000224.tif
	00000225.tif
	00000226.tif
	00000227.tif
	00000228.tif
	00000229.tif
	00000230.tif
	00000231.tif
	00000232.tif
	00000233.tif
	00000234.tif
	00000235.tif
	00000236.tif
	00000237.tif
	00000238.tif
	00000239.tif
	00000240.tif
	00000241.tif
	00000242.tif
	00000243.tif
	00000244.tif
	00000245.tif
	00000246.tif
	00000247.tif
	00000248.tif
	00000249.tif
	00000250.tif
	00000251.tif
	00000252.tif
	00000253.tif
	00000254.tif
	00000255.tif
	00000256.tif
	00000257.tif
	00000258.tif
	00000259.tif
	00000260.tif
	00000261.tif
	00000262.tif
	00000263.tif
	00000264.tif
	00000265.tif
	00000266.tif
	00000267.tif
	00000268.tif
	00000269.tif
	00000270.tif
	00000271.tif
	00000272.tif
	00000273.tif
	00000274.tif
	00000275.tif
	00000276.tif
	00000277.tif
	00000278.tif
	00000279.tif
	00000280.tif
	00000281.tif
	00000282.tif
	00000283.tif
	00000284.tif
	00000285.tif
	00000286.tif
	00000287.tif
	00000288.tif
	00000289.tif
	00000290.tif
	00000291.tif
	00000292.tif
	00000293.tif
	00000294.tif
	00000295.tif
	00000296.tif
	00000297.tif
	00000298.tif
	00000299.tif
	00000300.tif
	00000301.tif
	00000302.tif
	00000303.tif
	00000304.tif
	00000305.tif
	00000306.tif
	00000307.tif
	00000308.tif
	00000309.tif
	00000310.tif
	00000311.tif
	00000312.tif
	00000313.tif
	00000314.tif
	00000315.tif
	00000316.tif
	00000317.tif
	00000318.tif
	00000319.tif
	00000320.tif
	00000321.tif
	00000322.tif
	00000323.tif
	00000324.tif
	00000325.tif
	00000326.tif
	00000327.tif
	00000328.tif
	00000329.tif
	00000330.tif
	00000331.tif
	00000332.tif
	00000333.tif
	00000334.tif
	00000335.tif
	00000336.tif
	00000337.tif
	00000338.tif
	00000339.tif
	00000340.tif
	00000341.tif
	00000342.tif
	00000343.tif
	00000344.tif
	00000345.tif
	00000346.tif
	00000347.tif
	00000348.tif
	00000349.tif
	00000350.tif
	00000351.tif
	00000352.tif
	00000353.tif
	00000354.tif
	00000355.tif
	00000356.tif
	00000357.tif
	00000358.tif
	00000359.tif
	00000360.tif
	00000361.tif
	00000362.tif
	00000363.tif
	00000364.tif
	00000365.tif
	00000366.tif
	00000367.tif
	00000368.tif
	00000369.tif
	00000370.tif
	00000371.tif
	00000372.tif
	00000373.tif
	00000374.tif
	00000375.tif
	00000376.tif
	00000377.tif
	00000378.tif
	00000379.tif
	00000380.tif
	00000381.tif
	00000382.tif
	00000383.tif
	00000384.tif
	00000385.tif
	00000386.tif
	00000387.tif
	00000388.tif
	00000389.tif
	00000390.tif
	00000391.tif
	00000392.tif
	00000393.tif
	00000394.tif
	00000395.tif
	00000396.tif
	00000397.tif
	00000398.tif
	00000399.tif
	00000400.tif
	00000401.tif
	00000402.tif
	00000403.tif
	00000404.tif
	00000405.tif
	00000406.tif
	00000407.tif
	00000408.tif
	00000409.tif
	00000410.tif
	00000411.tif
	00000412.tif
	00000413.tif
	00000414.tif
	00000415.tif
	00000416.tif

