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PREFACE TO THE REVISED EDITION

THE DICTIONARY OF WORLD LITERATURE: CRITICISM—FORMS
—TECHNIQUE presents a consideration of literary criticism, of literary
schools, movements, techniques, forms and terms, of the major languages
of ancient and modern times. It should be noted that this work deals only
with criticism and the techniques and forms of literature; surveys of the
literatures themselves, and brief accounts of the authors, can be found in
the companion work, the two-volume ENCYCLOPEDIA OF LITERATURE.

All the material included in the first edition of THE DICTIONARY
OF WORLD LITERATURE: CRITICISM—FORMS—TECHNIQUE was
prepared especially for that book, which was the first of its kind. In the
light of the comments of many contributors, of critics and the interested
public, and of librarians who have weighed the use and usefulness of the
volume, various changes have been made for the second edition. Articles
on non-literary subjects, such as the dance and puppetry, have been omitted.
Other articles have been shortened; some, on the other hand, have been
expanded, and a number of new terms have been included. The material
and the bibliographies have been brought up to date.

To the many that have sent suggestions, the editor offers his grateful
thanks. General remarks and specific recommendations have come most
helpfully from Fernand Baldensperger, Edward Bassett, Monroe C. Beards-
ley, the late Ananda K. Coomaraswamy, William S. Knickerbocker, Craig
La Driére, John Burke Shipley, and René Wellek. It is the editor’s hope
that he has brought the volume, in its second edition, to a more concise
capture of its field, and to a wider usefulness.

Josepr T. SHIPLEY
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SYMBOLS
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OE (OEng.)...0ld English.

opp . .. opposite; opposed to.

P...page; pages.

prep ... preparation.

Pros . .. prosody.
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pub...published (by); publisher; publica-
tion.

Ren... Renaissance,

rep ... reprint (a) ; reprinted; reproduction.

Shak ... Shakespeare (his plays may be indi-
cated by initials),

So...South.

supp ... supplement; supplementary.

th... theatre; theatrical.

trans ... translated (by); translation.

() ...Unless otherwise made clear, authors
or titles in parentheses are representative,
not exhaustive.
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A B C; Absey. (1) A poem of which the suc-
cessive lines or, usually, stanzas (Chaucer)
begin with the successive letters of the alpha-
bet. The 119th Psalm is a stanzaic A B C: of
its 22 stanzas (for the 22 Hebrew letters)
each has 8 couplets the first line of which be-
gins with the same letter. (2) A book of the
alphabet; or of the rudiments of a subject.

abecedarius. See Acrostic.
abominatio. See Ecphonesis.

ab ovoe. (L., From the egg). In great detail.
Used by Horace (Ars Poetica 147) of a dull
account of the Trojan War, beginning with the
egg of Leda from which Helen was born.
Contrasted with a vivid narrative such as that
of the Odyssey which begins in medias res.
No relation with the proverbial expression ab
ovo usque ad mala, “from egg to apples,”
which is comparable to our own “from soup
to nuts” (Horace Satire 1, 3, 6). L.W.D.

absolutism. See Relativism.

abuse, poem of, common in early poetry (a
later e. is Skelton’s “The Tunning of Elynour
Rummyng”. This is a special genre among
African peoples, such as the Galla, the Tua-
reg, and the Abyssinians. Women as well as
men chant these often impromptu verses, ridi-
culing enemies or unpopular leaders.

academie. (1) Of the school of thought of
Plato. (2) Scholarly; learned. Originally a
term of praise; became derogatory through at-
tacks by critics of the Academies’ conserv-
atism and emphasis on form; hence: (3) Con-
cerned with rules of making rather than with
the things made; motivated by a desire to
teach a technique rather than to do, or to ex-
plain rather than observe. (4) That cannot be

translated into action; without practical con-
sequence; e.g. an academic question.

acatalectic. Pros. Metrically complete; carry-
ing through the basic pattern of the line. Ca-
taléctic: lacking one syllable of the pattern.
Brachycatalectic: lacking two syllables, or a
foot. Hypercatalectic: with an extra syllable
(or foot); also called redundant. (n. Acata-
lexis).

accent. Pros. The stress placed upon certain
syllables of a line as opposed to its lack on
other, unaccented syllables; the metrical basis
of accentual verse as opposed to that based on
quantity (g.v.), syllable-counting, or other de-
vice. In Gr. verse ‘arsis’ meant the raising of
the foot in marking time, at the first syllable
of a metrical foot; ‘thesis’ meant the lowering
at a sequent (and presumably stressed) sylla-
ble. In L. usage, the raising and lowering of
the voice; hence ‘arsis’ came to indicate the
stressed, ‘thesis’ the unstressed, part of the
metrical foot; this sense is preserved in mod-
ern usage. The stress itself is called ‘ictus’;
often this metrical ictus does not correspond
with the normal word-accent, This lack of ac-
cord was a bugbear with the Eliz. poets, who
listed words of “indifferencie” (corresponding
to L. syllabla anceps) that might shift their
accent. Gabriel Harvey protested (letter to
Spenser) against turning “carpenter” into
“carpen’ter”; such shifting is ‘wrenched ac-
cent’. Poets use the conflict between metrical
and word accent to break metrical monotony,
e.g. (Keats) “To bend with apples the mossed
cottage trees.” In addition to (1) word accent
and (2) metrical accent, (3) rhetorical accent
may be a factor in pronunciation, as deter-
mined by intention. Thus “We have’ our work
done” means we secure some one to do it;
“We have our work done”™ means it is com-
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accismus

action

pleted. W. S. Gilbert (Patience) accents 4
different words in as many uses of the line
“He was a little boy.” Within a word, the syl-
lable most heavily stressed receives the ‘tonic
accent’ (Fr. accent tonique) ; ‘atonic’ syllables
are unstressed. See Meter; Prosody.

accismus. Rh. Feigned refusal, so that some-
thing may be pressed upon one, e.g. Cesar
with the crown, in Shakespeare’s JC, See
Irony.

acclamation. Rh. Use of a short, isolated sen-
tence to emphasize the preceding point.

accumulation. Rh. The adding of detail upon
detail (Defoe, Moll Flanders; Dreiser; with
appeal to different senses or aspects of
thought, Proust). Sometimes within a pas-
sage; sometimes a method employed through-
out a bhook, so that a single page may seem
trivial, but the total effect will be great. See
Amplification.

acetum Italicum. See Attic Salt.

acribology (Gr. exact speaking). Rh. The
making precise, for emphasis, verisimilitude,
or other end, of what the speaker or writer
cannot exactly know, e.g. (Kipling) “the ugli-
est man in Asia, with two exceptions.”

acroama (Gr., thing heard). (1) An enter-
tainment, esp. musical or declamatory recitals
at mealtime; later, dramatic presentations, or
the players. (2) A lecture to the initiate. P1
acroamata, the esoteric discourses of Aristotle.

W.R.J.

acrostic(h). I. Poem in which certain letters of
successive lines (chapters in the rare prose
acrostics) form a definite pattern or word. 1f
the letters of the alphabet appear in order
thus, the poem is an abecedarius, or alphabeti-
cal acrostic. If the initial letters make a word,
it is a true acrostic; if medial letters, a meso-
stich; if final letters, a telestich. 1st letter of
line 1, 2d letter of line 2, 3d letter of line 3,
etc., a cross acrostic, e.g. Poe, “A Valentine.”
The oldest type is apparently the abecedarian:
Lamentations 1-4, Proverbs 31, 10-31, and 12
of the Psalms (e.g. 34, 37, 111, 119). Mystical
significance was ascribed to these lyrics; Ci-
cero says they appear in Sibylline verse,
though the original intent of the device may
have been merely mnemonic. Acrostics were

popular among the ancient Gr. and Rom. (e.g.
the arguments to Plautus’ comedies), the
early Christians, the Ren. (e.g. Sir John
Davies, 26 Hymns to Astrza; every one an
initial acrostic of Elizabetha Regina). II. A
symbolic word made from first letters, e.g.
Icthys (Gr., fish) represents initials of the Gr.
words for Jesus Christ, Son of God, Saviour.
Modern advertising and martial terms often
are formed in this fashion. Addison lists the
acrostic as a variety of false wit. R.E. W.R.J.

act. Th. A major division of a play. The di-
vision indicated by Aristotle (See Freytag's
pyramid) and the Greck choral movements
suggested 5 acts; this was generally main-
tained until the late 19th c. when (Ibsen)
condensation of the last two stages of the con-
flict produced the 4 act play. The usual cur-
rent form, still more compact, is in 3 acts;
musical comedy and comic opcra prefer two.
A short drama is often called a one-act play.
Occasionally a work (e.g., Kaiser, From Morn
to Midnight, 1920: 7 scenes) is divided into
episodes or scenes, without act-division.
action is, according to Aristotle, basic in the
drama. The Ren. agreed: tragedy is “to seyn
a certeyn storie’”; but Dryden said bluntly:
“The story is the least part.” Vanbrugh makes
the opposition clear: “I believe I could show
that the chief entertainment as well as the
moral lies more in the Character and the Dic-
tion than in the Business and the Event.” The
emphases are still disputed. Gilbert Murray
(The Classical Tradition in Poetry, 1927)
points out that we attend The Tragic History
of Romeo and Juliet, Edith Hamilton (3 Gr.
Plays, 1937) counters by reminding us that
Aschylus’ Prometheus Bound has the protag-
onist chained to a rock while all the others
stand around and talk: “The drama consists
solely in the unfolding of Prometheus’ char-
acter by means of conversation. It is the ex-
emplar that tragedy is essentially the suffer-
ing of a great soul who suffers greatly.” Yet
suffering is truly not passive; and action over-
hangs the defiant figure. The argument is no
more to be concluded than that of the bodily
members as to which is the most important.
See Novel; Characterization.

action, symbolic. Certain contemporary crit-
ics, notably Kenneth Burke, distinguish poetry
from language as an avenue of information by
stating that a poem is a symbolic action of

—_2



action-song

ZSTHETICS

the poet, which, surviving in the structure of
the poem, permits the reader to re-enact it.

actlon-song. A story in song, with character
dancing. Popular primitive dramatic entertain-
ment among the 18th and 19th c. Russ. peas-
ants.

acyrolog-(ia) (y). See Periphrasis.

acyron. The improper application of a word,
e.g. streams of graces. When absurd in effect,
or deliberately intended (as in caricature),
called a malapropism.

ad captandam. L., of an unsound though
good-sounding argument (ad captandam vul-
gus, to take in the common crowd).

Addisonian. Of style: equable, judicial, un-
ruffled. The Spectator promised to attack the
faults not of one man, but common to a thou-
sand. A favorite remark of Sir Roger de Cov-
erley’s is: “There is much to be said on
both sides.” Addisonian termination (Bishop
Hurd) : one using a preposition to end the
sentence with.

addition. (1) Rh. Usc of an extra letter, syl-
lable, or sound. At the beginning (beloved,
yclad) : prosthesis. In the middle (blackamoor,
Goldilocks) : mesogoge, also epenthes(is) (y).
At the end (often in Hebrew; Eng., peasant
cp. Fr. paysan; dearie) : paragoge. Opp. hy-
pheresis, g.v. (2) See Riddle.

address. See Voice.

adonic. (Adonius versus) Pros. A line consist-
ing of a dactyl followed by a spondee or tro-
chee —' Vv v —' ¥ ysed, e.g., as the 4th
line of the Sapphic strophe, e.g., lambit Hy-
daspes; There, on the hill top. R.L.

adynaton (Gr. ‘impossible’). Rh. A form of
hyperbole; magnifying an actual event by
reference to an impossibility; e.g. “Sooncr
might you halt the rivers in their flight,”
Statius, Silve; “Till the sun grows cold, and
the stars are old,” B. Taylor, Bedouin Love
Song. H. V. Cantor, “Adynaton in Gr. and L.
Poetry” AJP 51, 1930. L.W.D.

Aglogue. Archic spelling of eclogue to justify
its derivation from Gr. “goatherd talk.”

Kolist (L., Zolus, god of the winds.) (J.
Swift). One that claims to be inspired. Zol-
istic, long-winded.

Aschylean (ZEschylus, 525-456 B.C., first of
the Gr. tragic poets). Of a sombre, granite
grandeur.

AESTHETICS. Definition. (Gr., aisthesis, sense-
perception.) The first author to use the word
eesthetic in its modern sense was Alexander
Baumgarten (1714-62) [The investigation of
its problems, of course, goes much farther
back (see Historical survey) ; the field is often
referred to as “the philosophy of beauty” or
“of art”, where the term ‘philosophy’ means
no more than ‘theory’, whether arrived at
purely speculatively or more or less empiri-
cally.] ZEsthetics, since Baumgarten’s time,
has been defined as “the knowledge of the
beautiful in nature and art, of its character,
of its conditions, and of its conformity to
law.” Thus defined, it has a broad scope in-
cluding at least two major modes of approach,
the philosophical and the psychological. Phi-
losophers since Plato have been intensively
concerned with problems of art and of beauty.
They have been pursuing questions like the
following: What is art? What is beauty? Is
beauty objective? What is the relation of
beauty to other values, i.e., what is the rela-
tion of the beautiful to the true and to the
good? The mecthod adopted by philosophers
was long the deductive. The nature of the =s-
thetic categories, e.g., the ideally beautiful,
the graceful, the worthy, the sublime, the
tragic, the comical, and the grotesque, has
been inferred from their alleged relation to
fundamental a priori concepts, ideas or postu-
lates.

An important change occurred with Fech-
ner (1801-87), who emphasized the necessity
of making @msthetics a science “from below”.
Prompted by this conviction, Fechner became
the father of psychological—even of experi-
mental—esthetics. During the past hundred
ycars, @msthetics has emphasized the psycho-
logical approach (Lipps, Volkelt, Neumann,
Dessoir, Jodl, Miiller-Freienfels) .

Psychological msthetics has held as its aim
the inquiry into two great problems, viz.,, I
ZAsthetic enjoyment or experience of beauty
and II, Zsthetic creation or the art-impulse.
Some have thought that esthetic appreciation
resembles in nature msthetic creation, the for-
mer being a recapitulation of the artist’s crea-
tive act (Alexander), the two problems thus
essentially one. H.Lu.
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Historical Survey. Occidental philosophy of
art began in the 4th c. B.C. with the redefin-
ing of the poet’s pluce among men. Before
Socrates and the Sophists, poets were accepted
as thinkers and teachers as well as enchanting
story-tellers. Plato tested this claim for poets
and other “imitators” by a two-fold standard:
the use of reason and the production of good.
In Republic X he demonstrated their incom-
petence. Useless and irresponsible, their nor-
mal function is nothing but the mirroring of
real objects and the stimulation of impure
pleasure. The psychic origin of poetry Plato
traced to enthusiasm (lon; Apology). Having
defined artists as mere mimics and vulgar en-
chanters, Plato felt constrained to expel them
from his ideal Republic. Though the exag-
gerated reverence given to the poet as sage led
Plato to “poet-whipping,” it is a mistake to
find in his writings only this strain. The
sweetness of the products of the Muses helps
the educator to lead children toward the hon-
eyless austerities of the laws (Republic II,
III). In general, Plato approves art that is
true and orderly and pleasure that is pure. In
his last work, the Laws, he liberalizes his
standard of acceptable art and shows more
sympathy with the need for relaxation. The
notion of beauty in Plato is distinct from that
of art, but is fused with that of goodness
(kaloskagathos). This composite ideal draws
ambitious souls by the dynamic of Eros to-
ward the contemplation of Beauty Absolute
(Symposium).

Aristotle (Poetics) accepted the term “imi-
tative” for poets and painters, but construed
imitation anti-Platonically. A poet imitatcs the
“probable and necessary” behind human life,
not the literal detail of character, action, and
manners—the task of the historian. Tragedy is
the highest form, and Sophocles’ Edipus Rex
the supreme example, of poetry. A perfect
work of art is an absolute organism allowing
neither addition nor subtraction without detri-
ment. The pleasurable effects of art vary, and
are salutary and in harmony with reason. A
well-built tragedy purges the soul of pity and
fear by a logical presentation of pitiahle and
fearful incidents. One end of music is to fill
leisure with “rational enjoyment” (Politics).
The properties of beauty are: order, symme-
try, definiteness (Metaphysics).

Though in Neo-Platonism the references to
art are few, Plotinus’ portrayal of Beauty, as

the ineffable One shining dimly through ap-
pearances here and luring the troubled human
soul over yonder, underlay much Renaissance
poetry and plastic representation, e.g., the son-
nets and sculpture of Michelangelo. In medi-
eval thought, the recalling splendor of the
One becomes the radiance of the Holy Spirit
shining upon the proportioned parts of matter.
But light is often further identified with the
sweetness of color. It also gives definition and
effectiveness to “forms”, Compared with mod-
ern views, medieval ssthetics is predominantly
intellectual and practical. Not only is this il-
lustrated by St. Augustine’s emphasis on types
of order in music, literature, and architecture,
but it is proved by St. Thomas’ definitions of
beauty and art. St. Thomas names before radi-
ance as essential attributes of beauty, integrity
or perfection, and consonance or harmony.
These rational properties require completeness
in the object and in the fulfilment of the art-
ist’s intention; also firm and balanced struc-
ture. However, the human senses and emotions
are not ncglected by St. Thomas; beautiful
things are those that please when seen. The
artist himself is a workman bound in dis-
ciplined adherence to the rules of his art. For
the excellence of art comes not from genius
but lies in the workman-like product, A well-
made thing exemplifies the design of the thing
in emulation of the evidence of God’s inten-
tion in natural species. Asthetic doctrine in
the Middle Ages appears not by itself but as
part of the expositions of various topics, e.g.,
of the Divine Names, intellectual virtue, love,
and desire. Variants of the basic ideas may be
found in Albertus Magnus, Saint Bonaventura,
Meister Eckhart.

The Renaissance, though fertile in critical
work, produced little original philosophy. For
a general view of the world, the classical
frames handed down from Plato, Aristotle, and
Plotinus sufficed. Not until the 18th ¢. did es-
thetics take on fresh life. In 1725, in La Sci-
enza Nuova, Giambatista Vico promulgated the
heresy that the imagination is a separate and
independent function, the pictorial language of
primitive men. Poetry expresses the mentality
of a people (e.g. Homer’s Greece) in the first
cycle of history. Reason, a later product, is ir-
relevant in poctry. The Frenchman Condillac
(Essay on the Origin of Human Knowledge,
1746) developed a theory of the primitive lan-
guage of gesture.
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Eng. writers (Hutcheson, Shaftesbury,
Hume, Kames, Reid, Alison, Reynolds), begin-
ning with Addison (On the Imagination, 1711-
12), applied Locke’s “plain, historical method”
to taste, seeking the mental “original” of our
esthetic pleasure. More consistently empirical
than most, Edmund Burke (A4 Philosophical
Inquiry into the Origin of Our Ideas of the
Sublime and Beautiful, 1756) found the “orig-
inal” in two main passions or instincts; the
self-preserving and the social. The first ex-
plains the feeling for the sublime through the
delights of distanced terror. The love of beau-
ty derives from various forms of social pas-
sion. Hogarth (Analysis of Beauty, 1753) con-
nected man’s taste for ordered novelty and
variety with the norm of a determinate ser-
pentine line. The German Baumgarten gave
its name to the study in his Zsthetic (1750).
Heir to the Cartesian ideal of clear and dis-
tinct ideas, he found the perfection of a poem
in “extensive clarity,” i.e., the maximum num-
ber of images compressible in a given poeti-
cal space without absolute fusion, e.g, the
catalogue of ships in Iliad, Book II. Also ra-
tionalist in his standards was Lessing, who
not only tried to discipline the rising G.
drama according to the strict rule of Aris-
totle, but (Laocodn, 1766) established a clear
canon, in the appropriateness of expression
to medium, for distinguishing proper poetical
from painterly and plastic eflects. Painting
must use shapes and colors in space to repre-
sent physical bodies; poetry, sounds moving
in time to symbolize the actions of men.

In his Critique of Judgment (1790), Im-
manuel Kant labored to deal fairly with the
conflicting elements in the preceding schools
of thought. With the Brit. empiricists, he
made disinterested plcasant feclings the stuff
of msthetic judgment. With the G. rationalists,
he asserted an authoritative standard of taste
based on the working hypothesis of the fitness
of nature to man’s systematizing apprehen-
sions (purposiveness without purpose). This
fitness is reflected in the mind by the har-
monious interplay of sense and reason, Pure
beauty is formal; adherent beauty allows ref-
erence to meaning or purpose, as in architec-
ture. The feeling for the sublime adds a com-
pensating sense of moral dignity to the
humbling experience of human weakness be-
fore the power or extent of nature.

Goethe (1749-1832) figured in his time as

a living exemplar of that harmony of sense
and reason which Kant saw embodied in judg-
ments of taste. Schiller (1759-1805) tried to
carry on and correct Kant’s analysis. The soul
of man brought to unity by beauty is origin-
ally divided between two impulses: toward
material things (Stofftrieb) and toward form
(Formtrieb). The harmony of the two is the
impulse to play. The play-impulse refers to an
object: living form, or freedom in appear-
ance. Civilization advances according as the
free forms of art are prized beyond bare ne-
cessities, and education reaches its fruition in
inculcating such preferences (Letters upon the
Asthetical Education of Man, 1795).

While balance of the mental faculties and
harmony in art were the watchwords of the
classical period of G. ®sthetics, the romantic
period that followed saw the claims of art and
the artist pushed to an extreme, With Blake
(1757-1827) poetry becomes exuberance and
excess; with Jean Paul (1763-1825) and No-
valis (1772-1801), magical incantation; with
Friedrich Schlegel (1772-1828), divine inso-
lence and irony; with Coleridge (1772-1834),
“a repetition in the finite mind of the eternal
act of creation in the infinite I AM.”

The Romantic poets and the Absolute Ideal-
ists (Schelling and Hegel) were agreed on
the preeminence of art, particularly poetry, in
life and reality, but differed in method. Schel-
ling (1775-1854) and Hegel (1770-1831)
used rational argument, discounted by the Ro-
manticists, to prove the truth of the high
place of poetry. Schelling did this less suc-
cessfully than Hegel. His effort to “construe”
the universe as God’s poem remains fanciful
speculation. Hegel defines art as the manifes-
tation to sense of the Absolute Spirit, and
combines history with system in his method.
Only after the appearances of things have
been reborn in man’s creative imagination
(not in their natural form) can they reveal
metaphysical truth to eye and ear. This revela-
tion evolves from Oriental symbolism (Egyp-
tian tombs, Hebrew poetry) through Greek
classical sculpture to Romantic music and
irony. The test of art's greatness is poise—
over-weighting neither of sensuous vehicle nor
of profound communication. In Oriental art
the material embodiment veils the Idea; the
Greek sculptors conveyed in adequate sem-
blance the idealized humanity of the Greek
gods: infinite meaning in finite shape; in
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modern painting, music, and poetry the senti-
ments (chivalric love, humor) outweigh the
sensuous medium. Modern poetry, Hegel feels,
almost abandons art for the prose of thought.

Rejecting all “Absolute” solutions, Arthur
Schopenhauer (The World as Will and Idea,
1818) deepened Kant’s original dualism. Half
of the world, phenomena in space and time, is
man’s idea; the other half, the underlying
Noumenon, Universal Will, or blind stress.
Obeying the universal urge, man unfortunately
wills to live and beget. But life is evil. Release
may come through pure will-less contempla-
tion of art. The arts—architecture, landscape
gardening, sculpture, painting, poetry — cor-
respond to moments in the Will’s evolution.
But the greatest art is music, which is a di-
rect copy of the Noumenal Will itsclf, a coun-
terpart of the totality of nature. Schopen-
hauer’s mystical exaltation of the power and
place of music caught the imagination of a
succession of symbolists and anti-rationalistic
poets later in the century, and particularly of
Nietzsche.

For Nietzsche as for Schopenhauer the drive
of the will is basic in life and conditions art.
In his early work, The Birth of Tragedy
(1870-71), Nietzsche derived Greek tragedy
from the drcams sent by Apollo, God of Light,
clarifying into form the drunken lust and vi-
tal energy of the rites of Dionysus. Later,
Nietzsche developed his famous distinction be-
tween Dionysian art, music, dance, acting,
lyric poetry, and Apollonian art, painting,
sculpture, the epic.

The problem of the relation of the artist to
society occupied Fr. and Eng. thinkers in the
mid 19th c. The positivist Auguste Comte
(1789-1857) taught that art would help in
bringing on a better social order. Hippolyte
Taine (1828-93) insisted that the scientific
and new experimental attitude toward art re-
quires us to study it as a phenomenon of a
given epoch and social milieu. In Eng. Ruskin
and Morris bound art to the social order, not
by science but by morals. Ruskin (1819-1900)
was passionately persuaded that the abstrac-
tion of works of art from their makers, from
the character of these agents and from their
effects upon men, was false in theory and dis-
astrous in practice, “Every nation’s vice, or
virtue,” he taught, “is written in its art.” The
socialist William Morris (1834-96) carried on
Ruskin’s preaching. He defined art as “man’s

expression of his joy in labor” and he foresaw
the solution of economic as well as artistic
problems if handicraft could be restored. Tol-
stoy (1828-1910) defined art as activity “hav-
ing for its purpose the transmission to others
of the highest and best feelings.” In sharp
contrast with the thinkers who emphasized
art’s social obligations were the msthetes, who
treasured the supreme and absolute values of
beautiful things. The “Art for Art’s Sake”
movement took many forms in many thinkers:
for Walter Pater (1834-94), a maximum of
concentration of pleasurable pulsations; for
Flaubert (1821-80), the research of exquisite
style; for Whistler (Ten o’clock Lecture,
1888) and Wilde (1856-1900), the clearance
of art {from all moral considerations.

A paper by Gustav Fechner, Zur experi-
mentellen Asthetik (1871), opened a period in
which laboratory science was a dominating in-
fluence in esthetics. Another scientific influ-
ence on sthetics has come from the theory of
evolution. The instincts of sex (Darwin, The
Descent of Man, 1871), of play (Herbert
Spencer, Principles of Psychology, 1870-72;
Grant Allen, Physiological Asthetics, 1877;
Karl Groos, The Play of Animals, 1898, and
The Play of Men, 1901) in man and animals,
of construction (Samuel Alexander, Beauty
and Other Forms of Value, 1933) are offered
as biological roots of the sense of beauty and
love of art. The idea of “escape” or “relief”
has been brought in from psycho-analysis to
supplement simple instinct (Yrjo Hirn, Ori-
gins of Art, 1900).

In our own generation Benedetto Croce
(Estetica, 1900) has revived Vico’s theory of
the autonomy and primitive quality of the
poet’s imagination, He calls the imagination
intuition-expression or lyrical-intuition; his
doctrine has often been referred to as expres-
sionism. Croce’s ideas have influenced many
philosophers and critics: E. F. Carritt (The
Theory of Beauty, 1914; Philosophies of Beau-
ty, 1931; What Is Beauty? 1932) and notably
the archeologist of Roman Britain, R. G. Col-
lingwood, who in his latest work (Principles
of Art, 1938) has moved beyond Croce, al-
though still chiefly occupied with defining the
imagination as the language of feeling.

In the U. S. esthetics took its present empi-
rical direction with the publication of the psy-
chologist Henry R. Marshall’s pleasure theory
of beauty (Zsthetic Principles) in 1895, but
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achieved brilliance with Santayana’s Sense of
Beauty in the next year. Before this, specula-
tive philosophy had inspired some writing, e.g.
the Hegelian C. C. Everett’s Poetry, Comedy
and Beauty. In his first phase, Santayana de-
fined beauty as objectified pleasure. Though
as a scientific materialist he gave evolutionary
sources for msthetic experience, his taste was
conservative and classical, as is apparent in
the series of his later works: Interpretation of
Poetry and Religion (1900) ; Reason in Art
(1905) ; Three Philosophical Poets (1910). In
1899 appeared Gayley and Scott’s learned
work of reference, Methods and Materials of
Literary Criticism; the Bases in Zsthetics and
Poetics, at once an introduction to the general
laws of art and an application of these to lit-
erature. Ethel Puffer attracted attention by
her “Studies in Symmetry” (1903), and Psy-
chology of Beauty (1905), both exploiting the
concept of equilibrium. In 1920 De Witt Par-
ker’s The Principles of /Esthetics and Herbert
Langfeld’s The Zsthetic Attitude began a se-
ries of general works for students and the
intelligent public. No fewer than 3 appeared
in 1929: C. J. Ducasse’s Philosophy of Art,
embodying an uncompromising “liberalism”,
M. W. Prall's The Zsthetic Judgment, ex-
pounding types of intrinsic order in nature
basic to the arts (which figured more promi-
nently in his later Zsthetic Analysis, 1936),
and W. T. Stace’s The Meaning of Beauty,
which defined beauty as the fusion of intellec-
tual content with perceptual field. A listing
of the many contributions to special problems
made by psychological laboratories, including
Am., is given in A. R. Chandler’s 4 Bibliogra-
phy of Experimental ZEsthetics 1865-1932.
Psychologists have also recently published
valuable general treatises, such as Robert Og-
den’s The Psychology of Art (1938) and H.
Lundholm’s The Asthetic Sentiment (1941).
A Bibliography of Asthetics from 1900 to
1932 was prepared by William A. Hammond
in 1933, and Katharine Gilbert and Helmut
Kuhn published in 1939 the first general his-
tory of the subject since Bosanquet’s in 1892,
The marked growth in interest in asthetics,
including the entrance into the field of Amer-
ica’s most famous native philosopher, John
Dewey, (Art as Eaxperience, 1934), has
brought about the founding of a Journal of
Zsthetics and Art Criticism (ed. Dagobert D.
Runes) and of a national organization, the

American Society for ZAEsthetics (Thomas

Munro, Pres.). K.E.G.

Asthetic attitude. From the psychological
standpoint the experience of beauty has been
considered by most writers as resulting from
the viewing of certain perceptual patterns un-
der a special attitude of mind, “the esthetic
attitude.” Thus, the problem of esthetic ap-
preciation resolves itself into two interdepend-
ent inquiries, viz., (a) the analysis of those
patterns of the art-object which, viewed in the
esthetic attitude, give rise to the experience
of beauty; and (b) the analysis of the es-
thetic attitude as compared with the attitudes
men are likely to adopt in non-esthetic situ-
ations.

(a) The analysis of the art-object has led
to the recognition of its formal or abstract
properties, on the one hand, and its thematic
or concrete properties on the other, By the
latter is meant the concretely meaningful con-
tent that the art-object represents; the story
it tells, the event it depicts. As abstract for-
mal properties are mentioned such factors as
rhythm, balance, proportion, harmony and,
above all, unity. Insofar as these properties
are quantifiable, attempts have been made to
express them mathematically (Zeising, Birk-
hoff). The concept of unity refers not only to
the unity of the abstract patterns per se but,
also, to the final unity of abstract and them-
atic properties. Such unity has been consid-
ered a necessary criterion of all art (unity in
the multitude). The successful apprehension
of that unity is considered to result in a pecu-
liar pleasure which is the zsthetic enjoyment
(Alexander, Lundholm). Hedonistic esthetics
holds @sthetic pleasure to be simply the pleas-
ure associated with perpetual impressions in
the fields of vision and audition (Marshall,
Grant Allen).

(b) Many suggestions have been offered as
to the nature of the ®sthetic attitude. In mod-
ern times it has been fairly generally claimed
that art lacks utility and purpose. Such char-
acterization of art implies that our attitude in
esthetic contemplation is fundamentally dif-
ferent from the practical attitudes of life, in
which we view things essentially as goals, as
obstacles to goal-attainment, and as auxiliaries
in the overcoming of obstacles. Specific quali-
fications of the asthetic attitude have been
attempted as follows: (1) Essential in the
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ssthetic attitude is the fact that we animate
the art-object, i.e., that we project into it
something of our own nature (see Empathy).
(2) In the @sthetic attitude is implicit the
illusionary character of the art-object
(Lange). Of similar significance is the crite-
rion of esthetic or psychic distance (g.v.)
and the suggestion that the msthetic attitude
is relatively devoid of “reality concern”, being
an attitude in which you neither affirm, nor
deny, nor doubt, the reality of the art-object
(Stout, Lundholm). Thus Miinsterberg thinks
that the @sthetic attitude is one of “detach-
ment of the subject” and “isolation of the ob-
ject”; Puffer declares that it is one of “com-
plete repose in the object of beauty.” (3) De-
manding, on the contrary, full alertness of
being are such theories as that of I. A. Rich-
ards—which pictures a concordant and bal-
anced organization of impulses (see Synzthe-
sis)—and of John Dewey, who posits a “dy-
namic organization” and declares (Art as
Experience, 1934) that “in a distinctively as-
thetic experience, characteristics that are sub-
dued in other experiences are dominant; those
that are subordinate are controlling—namely,
the characteristics in virtue of which the ex-
perience is an integrated complete experience
on its own account.” H.Lu,

Perception Theory. There is no fixed and
unassailable theory of the msthetic attitude.
Its etymology, however, suggests that it is
simply perception, for the intrinsic values to
be had in perception, unmixed with concern
for anything beyond full perception itself.
This theory, that the ssthetic attitude is per-
ception conceived as an end, enables one im-
mediately to distinguish it from the attitudes
commonly recognized as distinct from it, e.g.,
the practical and the scientific attitudes. Both
use perception as a means, not as an end. The
pure perception theory brings order into the
maze of cogent yet conflicting current sthcti-
cal doctrines. All such views (see above) be-
come intelligible and coherent if taken as de-
scribing diverse accessories of pure percep-
tion.

The wsthetic attitude may occur at various
levels, from a bare sensation such as a sour
taste or a sudden flash of pink which holds
perception by its intrinsic quality, to the ex-
perience of amazingly complex and powerful
works of art, But in all cases the smsthetic

attitude has two aspects, attention and in-
terest.

The attention aspect is constituted by the
powers operating in perception to discriminate
the object, e.g. in more complex cases, sensa-
tion, intuition, imagination, feeling, intellect.
Suppose one is witnessing a drama. One has
myriad sensations of lights, colors, sounds, ob-
jects. One responds to the drama imaginative-
ly, entering empathically into the actions por-
trayed, imagining the people and things before
one as many things which ‘really’ they are
not, e.g. that they are John Doe and Moily
Pitcher violently in love. Furthermore, one
perceives the spectacle as embodying all sorts
of feeling-qualities: it is gay, tiresome, erotic,
bombastic, delicate, coarse. Finally, one con-
stantly interprets the sensory, intuitive, imagi-
native, affective factors of the drama, and
builds up, critically or uncritically, a complex
conception of the whole.

The interest aspect of the ®msthetic attitude
underlies and operates through these attentive
powers. Thus, one senses, one intuits, one
imagines, one feels, one interprets, insofar as
the object is or promises to be something of
interest. The interests here may be of the most
diverse sorts. They may be interests in light-
ing and technical stage craft, in love and droll
characters and other human content, in
dramatic form or deeply evoked feeling, in
anything from the barest sensations to the
most subtle overtones of commentary on hu-
man life and fate. But if the attitude of the
receptor is esthetic, there will be a further
interest present. This is the interest in per-
ceiving the object for what it has to offer, i.e.,
for its intrinsic values to perception whatever
these may be. Only insofar as this interest is
present, is the attitude of the receptor es-
thetic.

The same theory has been presented in a
different form by Eliseo Vivas (“A Definition
of the Zsthetic Experience,” JP 34), who de-
fines the msthetic attitude as one of “intransi-
tive attention” (cp. beauty as intransitive
love) on an object for the sake of “its full
presentational immediacy.” D.W.G.

Art Impulse. The second problem of psy-
chological sthetics, viz., the art-impulse, has
turned attention upon: (1) the study of child
drawings, (2) the anthropological study of
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primitive art, and (3) the testimony of great
artists.

The most important theories of the nature
of the art-impulse are the following: (1)
The art-impulse is a derivative of the play-
impulse (Schiller, Spencer). (2) It derives
from a desire to attract attention by pleasing
others (Marshall), (3) It derives from a de-
sire of self-display (Baldwin), (4) It appears
when the impulse prompting play is at the
same time prompted by a desire for self-dis-
play, i.e., a desire for an audience (Langfeld).
(5) It is a sublimation of the constructive
impulse; the same impulse as, on the animal
level, prompts the building of a nest, on the
level of man prompts the construction of vari-
ous extrinsic auxiliaries. On the level of art-
istic creation it prompts the construction of
extrinsic permanent things which are beyond
adaptive necessity (Alexander). (6) It is a
substitutive outlet for the energies of the
(Edipus-complex, i.e., a sublimated outlet of
frustrated sexuality (Freud). (7) It might be
a sublimation of any one crude impulse (Mc-
Dougall, Lundholm). (8) Many forms of so-
called primitive art were not originally created
for the purpose of ornamentation or beautifi-
cation but, rather, for utilitarian reasons, e.g.,
sexual attraction, facilitation of cooperative
labor, the frightening of enemies and the ef-
fecting of magic. However, it has been held
that at some indeterminate stage in cultural
evolution men began to create objects for the
sheer purpose of contemplation, i.e., inde-
pendently of any auxiliary aim (Hirn).

The concept of art as a means of informa-
tion or of stirring religious or other senti-
ments, though studied by many, does not
belong to msthetics proper; in fact, such con-
siderations allege to art properties quite ex-
traneous to its beauty. H.Lu.

Experimental /fsthetics. The investigation
of esthetics by experimental methods em-
braces any type of observation in which the
conditions are prearranged by the experi-
menter with the aim of controlling the factors
upon which the occurrence of the observed
wsthetic effect depends.

G. T. Fechner (1801-87) observed the affec-
tive preferences of various persons for certain
simple and abstracted elements of zsthetic
perception (e.g., rectangles; the sounds of
spoken vowels). His more significant contribu-

tions were to methodology: the particular psy-
chophysical procedures by which materials
may be arranged and presented by the experi-
menter for preferential discrimination by each
experimental subject. His methods of choice
(Wahl), of construction (Herstellung), and
measurement of wmsthetic proportions in exist-
ing objects (Verwendung), coupled with sim-
ple statistical treatment of the data, are still
basic.

The experimental investigation of problems
and phenomena of msthetics has rapidly de-
veloped; it has been employed at many levels
of complexity of data, not only of ®sthetic per-
ception and appreciation but also of esthetic
creation. Experimental investigations of mu-
sic, painting, and poetry are the most numer-
ous, but there is also a large body of experi-
ments on prose literature, drama, cinema, and
radio. Experimenters have been attracted from
a variety of fields: philology, phonetics, physi-
ology, psychology, sociology, education, psy-
chiatry, and the arts themselves. While the
early experiments almost invariably, in the in-
terest of simplification and rigid control of
conditions, dealt with the simpler sensory ele-
ments or forms of the arts, such as tones,
lines, color, and rhythm, the more recent ex-
periments indicate a trend toward the investi-
gation of the more complex stimulus situ-
ations, frequently complete works of art.

Observational methods have shown a paral-
lel evolution from those applicable only to the
strictly laboratory situation to those which can
be utilized in ordinary life situations or ap-
proximations of them. Electrical, mechanical,
and photographic recording and reproducing
apparatus now increases the accuracy and
range of observations, as well as provides
means of repeated presentation of complex
stimuli. Statistical methods of treating ob-
served data have advanced, too, from the sim-
ple averaging and ranking of a few decades
ago, to the use of modern methods of psycho-
physical scaling, small sample technique, cor-
relation, and factor analysis, which have
proved capable of more direct application to
the intrinsically complex data of esthetics,
with the added advantage of providing esti-
mates of observational or predictive error.
Finally, with the aid of the improved tests of
fundamental abilities and processes in the cre-
ation and appreciation of art, it has become
possible to apply the results of experimental
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esthetics to the discovery and more effective
education of individuals with artistic apti-
tudes. J.T.C.

Asthetics of literature. Literature is a
genus too large for effective definition; but its
chief species are often taken as surrogates for
the larger class; hence speculation, e.g., about
poetry is nearly equivalent to philosophy of
literature abstracted from philosophy of art
and from literary criticism. The status of lit-
erature, especially epic and gnomic poetry, as
a source of wisdom and useful knowledge in
various fields, was shaken by the advent of
speculative thought. The competition of phi-
losophy as true wisdom with literature as
popular opinion, referred to by Xenophanes
and Heraclitus, is already old in Plato’s time.
The most influential theory of literature may
be traced to Plato and Aristotle who employ
the word imitation, as opposed to creation in
the sense of handicraft, to define the essential
function of the literary artist (see above, his-
torical survey). The influence of either Plato
or Aristotle is rarely indiscernible in the sub-
sequent history of thought, though their ideas
are often subjected to confused or divergent
interpretation. Emphasis on the practical and
didactic aims of literature is largely due to
Horace, for whom the Poet’s aim is to blend
the delightful and the useful. So for Plutarch,
poetry has instruction for its aim and the
reader is to emulate the good and eschew the
evil as represented in literary imitations of
nature; and for Longinus, literature {mainly
oratory) is the expression of the great ideas
of a noble soul serving to discipline our minds
to greatness and to give us noble thoughts
about gods and heroes. Criticism has tended
to limit the function of literature to one or
another phase of Aristotle’s conception: e.g.,
to imitation of nature or to the truth of
things. Pushed to an extreme, imitation alone
tends toward the creation of indiscernible
counterfeits or the illusion of a present reality.
This idea had some vogue in artistic thought
of the Roman Empire, and echoes since. The
degree of accuracy to be achieved by imita-
tion is indicated by a demand for resemblance
to truth (g.v.), the authentical truth of things
and human actions, as by Sidney and others.
The critical dictum ‘true to life’ here finds its
justification. That kind of imitation, however,
which gives us creations of a new kind, or

which attempts to body forth ideas, demands
a skill which is more than imitative: which, in
fact, is imaginative. Thus Apollonius of Ty-
ana, on the basis of previous speculation,
voices the demand for a greater rationaliza-
tion of poetic skill by appeal to imagination
(phantasia) . Thus imagination is added to the
endowment of the poet as a faculty which can
make the unseen look like the actual. So for
Cicero the ideal image is already present in
the mind of the poet ready to be transferred
to the receptive medium; for Dio Chrysostom,
the ideal image does not exist in clear form
until the artist has completed giving it shape.
Imitation and imagination thus compete as
sources of literary art,

The process of creating a representation re-
quires an efficient cause of the arrangement
of the literary material. The idea of the poet
as the ‘maker’ is prevalent in the Middle Ages
in two senses: the poet not only presents the
mental images but he also bodies forth the
essence of his concept. Allegory and vision
show the attempt to interpret abstract and
spiritual reality in terms of the sensuous
image. Their inadequacy as literary forms is
due to the incomplete subjugation of spiritual
truth to the repertoire of imagination; their
validity turns on the metaphysical emanation
of the actual world from that of spiritual real-
ity. Allegory and vision avoid the deception
which the medieval thinker was prone to find
in the fictional use of imagination. Saint Au-
gustine admits that poetry is innocently de-
ceptive for the purpose of instruction; in this,
he is followed by many. The long history of
the didactic aim of literature claims Boccaccio
who, however, asserts that the literary artist is
not a mere imagist but rather a philesopher,
or lover of wisdom, because he is an inter-
preter of the forms and causes of things.
Poetry is a kind of theology whereby the poet,
divinely inspired, reveals lofty secrets. Pe-
trarch also attempts to elevate poetry by
allying it with theology as an agent for good
in the service of the church. The literary critics
of the late Renaissance reiterate preceding
ideas with varying emphasis. The acceptance
of imagination as a faculty in its own right has
several times been reaffirmed as metaphysi-
cally valid, e.g., by Descartes, Hobbes, and
Vico. It must not be subjected to formal cate-
gories, however, but must be allowed a spon-
taneity akin to inspiration. Thus Hobbes al-
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lows it a degree of freedom within the range
of associated ideas and a sublimity when the
poet carries us beyond the conventions of
mere contiguity. For Boileau, the wayward
fancy must be guided by rules until the liter-
ary product resembles a rational order. Hence
the quarrel between natural genius and con-
ventional art. Varying emphasis on competi-
tive principles runs through the thought of
writers from Spenser on. Literary art for Pope
is imitation of human nature, meaning the
universal and rational element in the life and
society of the time; for passion and good
sense, being everywhere the same, will be rec-
ognized and admired. Nevertheless, the plastic
power of inventing new associations of ideas
may create ideas and meanings which never
actually existed in nature. When aided by the
faculty of taste we can discern the universal
beauty in both the form and content of liter-
ary products. Modern idealistic philosophy as-
signs to literature the role of interpreting the
spiritual world in terms of scnse. It is one
means whereby the realm of freedom, or the
kingdom of ends, is made visible on the sensu-
ous level. Imagination is raiscd by Kant to
full rank as a cognitive faculty which creates,
as it were, a second nature out of the material
supplied to it by actual nature. The manifold
of sense, when worked up into material for
the understanding, permits the poet by the
free play of imagination to “emulate the seri-
ous business of understanding . . . with a com-
pleteness to which nature affords no parallel.”
Working in the opposite direction, Schiller pos-
tulates as the highest aim of imagination the
representation of supcrsensuous reality directly
translated into terms of deterministic nature.
This translation is mediated by the discovery
in man of a transcendental principle, namely
an absolute consciousness. For both Schiller
and Schelling the universe is itself a work of
art; the latter uses the concept of art as the
organon for his system of thought. Litcrature,
in its own way, is a middle point of resolution
between the finite and the infinite: i.e., it is
one of the stages at which the self is at one
with its object. So also for Goethe, poetry is
a spontaneous product of the imagination when
it rises to the height of universal reason and
that which is universally human speaks to
mankind. The literary artist takes up into
himself all nature in order to transform it
into the highest intelligible appearance. For

Novalis, poetry is a genuine absolute reality;
for Hegel, literature is one of the categories
in which the Absolute comes to expression in
the Beauty of art, namely, that wherein the
spirit predominates over matter by using the
sensuous image to reveal the spirit while yet
retaining the wholly mental image as content.
F. von Schlegel regards the universal element
in literature as contributed by the quintes-
sence of those special products by which the
age or nation comes to expression. Literature
for Solger is universal world-thinking as it oc-
curs in the superconsciousness of the artist;
and its various forms are determined by the
degrec of balance between the Absolute and its
appearances. A more concrete application of
this theory is made by Belinsky who recognizes
the actuality of a world literature, in addition
to national litcratures, as the expression of
human consciousness in the realm of the word.
Allusion to a world literature is found in the
Communist Manifesto. The influence of evo-
lutionary and scientific thought is seen in
Taine who regards literature as the fossil re-
mains of consciousness determined by race,
environment and epoch, as in such a phe-
nomenon as Zola’s experimental novel. With
universal cooperation, the novel would collect
the facts of social organization, whence the
laws of character could be determined. Litera-
ture is thus a field for the exploitation of
Comte’s third stage of thought, Special the-
ories of recent times are those of Bergson, for
whom literature reveals an intuition of reality
although the direct vision of it is veiled from
us by the necessity of working in the medium
of sensuous and rational thought; of Nietzsche
who substitutes the poet for Schopenhauer’s
musician. The illusion that metaphysics can
fathom the depths of rcality demands art; and
the poet is he who creates the reality of
dreams and shows us the truth underlying ap-
pearances. Axiological interest accords litera-
ture the rank of an eternal value. Modern so-
cial theory approaches literature as part of
the culture of a people and affords an objec-
tive ground devoid of the usual critical prin-
ciples. L.W.E.

W. A. Hammond, A Bibliog. of Zsthetics
... 1922-1932, 2d ed. 1934; B. Croce, Zs-
thetic (trans. D. Ainslee) 1929, bibliog.; B.
Bosanquet, Hist. of Zsthetic, 1892; E. F. Car-
ritt, Philos. of Beauty, 1931; F. P. Chambers,
The Hist. of Taste, 1932; K. Gilbert and H.
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Kuhn, 4 Hist. of Asthetics, 1939; A. R.
Chandler, Beauty and Human Nature, 1934;
(and E. N. Barnhart) A4 Bibliog. of Psych.
and Experimental Zsthetics, 1861-1909; W,
B. Pillsbury and C. L. Meader, The Psych. of
Language, 1928. Journars: J. of Zsthetics
and Art Criticism, 1941- ; J. of the History
of Ideas, 1940- ; Psych. Abstracts. See Phi-
losophy of Criticism.

wtiology. Rh. The accompanying of a state-
ment or command with the reason therefor.
Cruel you be that can say nay
Since you delight in others’ woe.
In phil, the science of causation. See Dicaiol-
ogy.

affectation. The assumption of a method or
style that does not fit the person, subject, or
occasion. In 18th c. applied mainly to diction
and order; since, also to tone and spirit. Spe-
cif., the assumption of elegance, as opposed to
‘rude simplicity.” Marked in periods of exuber-
ance (as the Ren.) or of decadence (as the
late 19th ¢.). Satirized by W. S. Gilbert, in
Patience. See Secentismo.

affective fallacy. The error (according to W.
K. Wimsatt, Jr. and Monroe C. Beardsley) of
criticizing a work in terms of its results, espe-
cially its emotional effect. This is the converse
of judging it in the light of the author’s in-
tention (g.v.). Aristotle’s “catharsis” (q.v.)
and Longinus’ “transport” are examples of the
affective approach.

affixture. Sece Word creation.

agnification. Rh. (cp. personification.) The
representation of humans as sheep (e.g., Pi-
erre Pathelin). Also in religious reference: the
paschal lamb; the pastor and his flock.

agnomination. Rh. (Used in 16th and 17th
c. for) 1. paranomasia. 2. alliteration.

agon (Gr. contest, conflict). A portion of a
Gr. play, especially of a comedy, devoted con-
ventionally to debate or verbal combat be-
tween two actors, each supported by half the
chorus, e.g., quarrel between Just Discourse
(typifying average Athenian citizen) and Un-
just Discourse (representing subversive ideas)
in Aristophanes’ Clouds. PROTAGONIST. Lead-
ing actor of a drama. Thespis is said to have
added this first actor (ca. 535 B.C.) to the

chorus and its leader, making possible exten-
give dialogue. In modern use, the word de-
notes rather the chief character of a play or
story. DEUTERAGONIST. Second actor, added by
Zschylus to make possible the larger develop-
ment of dramatic action. Sometimes denotes
the character of second importance. TRITAGON-
1sT. Third actor, added by Sophocles (ca. 470
B.C.). Gr. dramas were conventionally limited
to these three actors, with a few possible ex-
ceptions. Each by change of mask and costume
might assume several roles. The second actor
often played the role of ANTAGONIST, or chief
adversary, while the third assumed a series of
minor roles. See Speech, Divisions of a.

agrarian. See Regionalism.
aischrologla. See Cacophony.

akhyana (Ind. tale form). Beast-fable or folk
tale in prose, with climax or essential part of
dialogue in verse. The verse (in the jataka,
story of the past) is the canonical part, the
utterance of the Bodhisatta (the future Budd-
ha). The jataka is always preceded by a story
of the present (an incident in the life of the
historical Buddha) that prompts him to tell
the story of the past; then comes the identifi-
cation of the characters in previous births
with those of the present story.

alazon. (Gr., braggart). The impostor of Old
Comedy. Aristotle states that if the mean un-
der consideration is truthfulness he who exag-
gerates that mean is an alazon, he who depre-
ciates it is an eiron. The boaster pretends to
possess traits generally admired, or to have
been a participant in marvellous adventures.
The Tractatus Coislinianus enumerates as the
three comedy character types: the buffoon, the
ironical, and the impostor (the ‘scientists’ in
Aristophanes’ Birds; Tartuffe; the delightful
menage of The School for Scandal; the Miles
gloriosus of Plautus). Lane Cooper, An Aris-
totelian Theory of Comedy, 1922. W.R.].

alba. (Prov.) aubade (Fr.) Tagelied (G.) A
song of the parting of lovers at the break of
dawn, a theme which, in the albas of the
Troubadours, grew to a distinct literary genre.
The medieval albas were inspired in large
part by Ovid, in whose works are found la-
ments over the approaching dawn that ends a
tryst. R. Schevill, Ovid and the Ren. in Sp.,
1913. Occasionally religious, to'the Virgin.
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The Fr. aubade, instead of a lament, might
be a joyous welcome to the dawn. An English
e. is “Pack clouds away and welcome day” in
Heywood’s The Rape of Lucrece. S.B.S.

Alcale. A strophe lst found in the work of

Alcus (of Leshos, early 6th ¢. B.C.), fre-

quently used by Horace, of the pattern
VU VuU U

VeV e eV VYV LV
_—— Ve —— v
—_—V YV VY Vo

Occasionally attempted in Eng., notably by
Tennyson; his Milton begins: “O mighty-
mounted inventor of harmonies.” R.L.

Alecmanic verse. A dactylic tetrameter line,
used by Alcman. It is found in Gr. and occa-
sionally in L. dramatic poetry. An Archilo-
chian verse combined with a dactylic hexa-
meter makes the Alcmanic strophe. W. J. W.
Koster: Traité de Métrique Gr., 1936. C.C.H.

Alexandrianism. The ornate style (or an in-
stance thereof) of the Gr. poets of the Alex-
andrian period, 323-120 B.C. The medieval
chroniclers labeled everything from the east
Alexandrian, as Alexandria was the gateway
to the Orient.

Alexandrine. Fr. heroic verse of 12 syllables,
named from O Fr. developments of the Alex-
ander cycle, 12th and 13th c. Ronsard and the
Pléiade brought it back into use in the 16th
c.; in the 17th, it became, and has remained,
the preferred Fr. form for serious and elevated
poetry (like the L. hexameter and the Eng.
pentameter), The Alexandrine has normally
4 rhythmic beats or accents; exceptionally,
esp. with and since the Romantics, 3 (Alex-
andrin ternaire, Hugo). The caesura regularly
comes after the 6th syllable, but may be
varied. The Eng. “Alexandrine” with its 6
iambic feet is really longer than the Fr. 4-
beat Alexandrin. Hence the error (Edna St.
V. Millay with Baudelaire) of trans. alex-
andrins into hexameters; hence Pope’s char-
acterization of the most familiar instance in
Eng., the last line of the Spenserian stanza:
“a needless Alexandrine . . . That, like a
wounded snake, drags its slow length along.”
Bridges’ Testament of Beauty is in what he
calls “my loose Alexandrines.” G.R.H.

allegory (Gr., to speak other). Rh. A trope
in which a second meaning is to be read be-

neath and concurrent with the surface story.
Distinguished from metaphor and parable as
an extended story that may hold interest for
the surface tale (The Faerie Queene; Pil-
grim’s Progress; ldylls of the King) as well
as for the (usually ethical) meaning borne
along. A mixed allegory is one that explains
the buried thought.

alliteration. Rh. The recurrence of an initial
sound. Frequent in most early poetry, save the
Gr.; basis of early Germanic versification
(g.v.) Frequent in L. (Ennius, Lucretius) ; a
popular device in modern poetry. Occasionally
accidental and cacophonous (e.g., Voltdire,
“Nen, il n’est rien que Nanine n’ honore”)
though such harsh juxtaposition may be
sought for special effects (Browning). Apt al-
literation’s artful aid is also an occasional
ornament in prose, or for emphasis, as in re-
duplicate words (flim-flam; tittle-tattle), epi-
thets (fickle fortune; likely lass; primrose
path), phrases (bed and board; prunes and
prisms) and in saws and slogans (Look be-
fore you leap). It may be simple (Who loves
to lie with me: Shakespeare) or complex
(The furrow follows free: Coleridge; O his
nimble finger, his gnarled grip: Hopkins).
Swinburne’s “Dolores” presents intricate and
subtle intertwinings. Sometimes the device is
sought for itself: in one medieval Christian
poem of 1,000 lines, every word begins with
c¢. R. E. Deutsch, The Pattern of Sound in
Lucretius, Diss. Bryn Mawr, 1939. See Asson-
ance, Consonance, Quantity, Repetition.

allesostropha (Milton, Pref. Samson Agon-
istes). Irregular stanzas; or a poem contain-
ing them. In the course of a long stanzaic
poem the line length, or the number of lines,
may be varied: irregularly (Coleridge, Ancient
Mariner), or as an alternative pattern (Spen-
ser, Epithalamion). In some poems, esp.
through the introduction of songs, a rhythmic
movement is introduced quite different from
the main flow of the poem. See Ode.

alphabet. In the beginning was the word. The
letter is a corruption of a pictogram or other
word-form. In many tongues, each letter is a
name (e.g., Runic A, hail; i, ice). Alphabet
poems (see abecedarius) were written in many
tongues (Norse, Hebrew). Kallias (ancient
Athens) wrote an alphabet drama, a gram:
matical play: the comic chorus of 24 repre-
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sented the 24 letters of the Ionic alphabet; in
songs, each consonant is mated with every
vowel. Southey wrote a lament for the passing
of the juvenile alphabet (hornbook) through
which children learnt to read. O. Ogg, The 26
Letters, 1948; D. Diringer, The Alphabet,
1948.

als ob. (G., as if, theory of). Notion advanced
by Hans Vaihinger, 1876, as basic in man-
kind’s idealistic activity, cp. “willing suspen-
sion of disbelief”, which Coleridge thinks must
be granted by the receptor of a work of art,
but which that work must rather induce in
the receptor. In comedy, there is a similar sus-
pension of the common social codes: what
rouses our pity in Othello wakes our laughter
in The Way of the World. Comedy thus re-
stores a cosmic sense of proportion to anthro-
pocentric man,

altercatio. L. Originally that part of a Roman
legal or foremsic argumentation dcvoted to
cross-questioning, with rapid give and take of
question and answer, e.g., in Cicero’s letter to
Atticus 1,16,9. By the 3rd c., a particular type
of popular literature in the form of a dialogue
in brief questions and answers. Frequent in
medieval church literature in this form; it
may have been the model for the catechisms.
Used widely for school books, both in anti-
quity and the Middle Ages; also in secular
literature (Altercatio Vini et Cerevisiae, wine
vs. beer), from western Asia throughout Eu-
rope into the 19th c. See Débat. L. W. Daly,
Altercatio . . . and the Question-and-Answer
Dialogue, 1939.

ambiguity. (L., driving both ways). A pas-
sage of, or the fact of, doubtful meaning; the
possibility of more than one interpretation.
Amphiboly, amphibology (q.v., the earlier and
more popular form: Gr., to throw on both
sides) : ambiguity arising from uncertain con-
struction, where the words themselves are
clear. Equivocation (L., with the same voice) :
in logic, using the same word in different
senses within one argument; commonly, us-
ing a word with more than one interpretation,
in order to mislead. An expression thus em-
ployed is an equivoque.

Ambiguity may of course be most danger-
ous in legal documents, laws. It may rise from
dual possibilities of word-division, of accent,
*of grammatical form, of punctuation; or from

the existence of homonyms, Hermogenes cites
¢.g., hetaira khrysia ei phoroie, demosia esto;
accent demosia on the antepenult, this means
‘If a courtesan wears gold ornaments, they are
to become public property’; accent demosia
on the penult; ‘she is to become public prop-
erty’. Amphiboly is an occasional device in
literature, for irony or humor; e.g., the letter
in N. Udall's Ralph Roister Doister (ca. 1533)
which is first read:
Sweet mistress where as I love you noth-
ing at all,
Regarding your
chicfe of all,
For your personage, beauty . . .

substance and richesse

but when the dismissed lover, bewildered at
its effect, comes to complain to the scrivener,
he hears it, instead:

Sweet mistress where as I love you, nothing

at all

Regarding your substance and richesse:

chicfe of all

For your personage, beauty . . .

Other forms may obviously turn upon a pun.
C.EF.

Ambiguity may be a fault; it is also consid-
ered (I. A. Richards, The Philosophy of Rhet-
oric, 1936) an inevitable and basic aspect of
language.

In Seven Types of Ambiguity (1931) W.
Empson broadens the concept to include “any
conscquence of language which adds some nu-
ance to the direct statement of prose”. His
1st type, “a word or syntax effective in several
ways at once”, is the archetypal ambiguity,
of which the succeeding 6 are reflections from
different angles. The 2d type occurs when
“two or more meanings all add to the single
meaning of the author”. The 3d type is the
pun type where “two ideas . . . connected only
by both being relevant in the context”, are
“given in one word simultaneously”. This type
he traces from Milton through Marvell and
Dryden down to the 19th c. In the 4th type
“two or more meanings of a statement do not
agree among themselves, but combine to make
clear a more complicated state of mind in the
author.” Here the illustrations are from
Shakespeare, Donne, and Gerard Manley Hop-
kins. The 5th type occurs “when . . . there is
a simile which applies to nothing exactly but
lies halfway between two things when the
author is moving from one to the other”. An

— 14—



amblysia

AMERICAN CRITICISM

ambiguity of the 6th type occurs when a state-
ment “says nothing, by tautology, by contra-
diction, or by irrelevant statements, if any; so
that the reader is forced to invent statements
of his own and they are liable to conflict with
one another”. The 7th type occurs when “two
meanings . . . are the opposite meanings de-
fined by the context, so that the total effect
is to show a fundamental division in the au-
thor’s mind.” This concept of Ambiguity per-
mits a fresh and searching examination of
literary works. J.L.S.

amblysia. (Gr., blunting). Rh. Speech (or an
instance thereof) so phrased as to make gen-
tle preparation for a coming dire announce-
ment—though its effect often is to stir alarm,
Used by a bearer of ill tidings to soften the
blow (which in olden times was repaid upon
his own back or neck). Common in early
drama, where violent deeds were kept offstage,
and reported by messenger.

Ambrosian hymn. See Hymn; Quantity.

AMERICAN CRITICISM, TOo 1919, was domi-
nated, roughly speaking, by five successive
ideals. The first was essentially neo-classic,
echoing current British criteria and sobered by
the American inheritance of Puritan moralism
and utilitarianism. This criticism, mainly in
periodicals, may be studied in Lyon Richard-
son’s History of Early American Magazines,
1741-1789. Pope and Swift represented the
ideals of poetry and prose. Critical criteria de-
rived esp. from such widely used textbooks as
Lord Kames’ Elements of Criticism (1762),
Hugh Blair’s Lectures on Rhetoric (1783),
and Archibald Alison's Nature and Principles
of Taste (1790). Beyond conventional neo-
classicism, however, two trends were esp. im-
portant in America in the later 18th c.: these
resulted from the influence on literary theory
of Newtonian science, fostering nature-ana-
logies, orderliness, and “perspicuity”; and esp.
after the Revolution, of nationalism and the
consequent revolt against imitation and tradi-
tion. Franklin, Jefferson, Paine, and Freneau
owed many of their literary ideals to science.
Even the conservative Presbyterian Rev. Sam-
uel Miller, in his 2 v. Brief Retrospect of the
18th ¢. (1803, II, 101, 234), which includes
much literary criticism, concludes that “the
scientific spirit of the age has extended itself

remarkably, in giving to our language that pre-
cision, spirit, force, polish, and chaste orna-
ment” in which he thought his age excelled.
“The discoveries in science . . . have also con-
ferred some peculiarity on the poetic character
of the age, by furnishing the poet with new
images, and more just and comprehensive
views of nature.” As early as 1770 John Trum-
bull’s Essay on the Use and Advantages of the
Fine Arts had attacked “luxurious effeminacy”
and “false taste” which he fathered on “pedan-
try,” “admirers of antiquity,” and “servile imi-
tation” of European writers. He urged a “com-
mon and natural expression” and expressed
confidence that a native Shakespeare would
soon appear. Neo-classicism is represented by
three influential college lectures: Yale’s Tim-
othy Dwight; Princeton’s John Witherspoon
(Lectures on Eloquence, 1803) ; and Harvard’s
John Quincy Adams (Lectures on Rhetoric
and Oratory, 2 v., 1810). In journalism it is
represented by C. B. Brown, whose yardsticks
were correctness, elegance, propriety, moral-
ism, and nationalism; and by Joseph Dennie,
ed. Portfolio, 1801-09, who was even more
reactionary, except for the fact that he favor-
ably introduced Wordsworth and Coleridge to
Amcrican readers. W. C. Bryant's Early Amer-
ican Verse, 1818, attacked “a sickly and af-
fected imitation” of the English neo-classi-
cists; his 4 Lectures on Poetry, 1825, urged
the harmonious combination of imagination
and emotion rigorously restrained by judg-
ment; but being transitional he praised
Wordsworth, advocated originality, national-
ism and prosodic flexibility. The weighty
North American Review, founded in 1815 as
essentially neo-classic, helped to prepare for
romantic transcendentalism by elaborate dis-
cussions of German literary trends and their
eloquent interpreter, S. T, Coleridge. Criticism
from 1810-1835 is dominated by social prin-
ciples; the critic must be the watch-dog of
society; he attacks whatever savors of rebel-
lion, of immorality, of pessimism, of mysti-
cism, of the egocentric, says Charvat. This
neo-classical ideal was gradually superseded
by a 2d, essentially romantic or transcen-
dental, prepared for by James Marsh’s persua-
sive and elaborate introd. to Coleridge’s Aids
to Reflection, 1829, and The Friend, 1831, and
by the essay on Coleridge in the Christian
Examiner, 1833, by F. H. Hedge. The latter’s
work in introducing the critical ideas of Ger-
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man writers (of whom Coleridge and Carlyle
were interpreters: Kant, Fichte, Schelling, the
Schlegels, Goethe) was strongly reinforced by
such widely influential journalistic critics as
George Ripley (for 31 years reviewer of the
New York Tribune) and by Margaret Fuller
(ed. of the transcendental Dial and Ripley’s
successor). Broadly speaking, transcendental-
ist criticism revolted against neo-classicism as
over-stressing external form and the judicial
application of rules and substituted a concern
for the inward spiritual power of the individ-
ual. The Unitarian W. E. Channing, friend
and follower of Coleridge, suggested the ncw
criteria in urging “a poetry which pierces be-
neath the exterior of life to the depths of the
soul, and which lays open its mysterious work-
ing, borrowing from the whole outward cre-
ation [nature]l fresh images and corre-
spondences, with which to illuminate the
secrets of the world within us.” Among those
who held up this ideal, in varying degrees,
were R. H. Dana, Sr., George Bancroft, Hen-
ry Reed (ed. and disciple of Wordsworth),
J. S. Dwight (ed. who related music to litera-
ture), W. G. T. Shedd (ed. 1852, and tren-
chant interpreter, of Coleridge), Bronson Al-
cott, Theodore Parker, G. H. Calvert; critics
who used Coleridge’s approach to Shakespeare
such as E. P. Whipple, Julian Verplanck,
Jones Very, and H. N. Hudson; and leaders
of the St. Louis School of Transcendentalism
such as Denton Snider (who tempered trans-
cendentalism with Hegel’s views in long criti-
cal books on Homer, Dante, Shakespeare,
Goethe). Noah Porter, Pres. of Yale, in Books
and Reading, 1876 (pp. 265-284) summed up
the “new criticism” (which he thought to be
of German origin) : it has “a more enlarged
and profound conception of literature itself”;
it is catholic, liberal and appreciative in
spirit; it is more philosophical in its methods;
it is “more generous and genial . . ., for its
cardinal maxim is, the critic cannot be just
to an author unless he puts himself in the au-
thor’s place”; it strives to re-live the author’s
vision rather than to judge; to interpret “the
times of the author by means of his writings”,
and “the secrets of their hearts, and to open
to us the hidden springs of their character.”

The man who gave this transcendental ideal
its most commanding vogue in America, by
virtue of his character, personality, and style,
is R. W. Emerson, esp. in his Representative

Men, 1850. Believing that “beauty is the mark
God sets upon virtue” and that “expression is
organic” and will take form as the spontaneous
by-product of an inspired idea, Emerson dis-
regarded the mere mechanisms of literature.
Critics should be poets, dealing with “the or-
der of . . . thoughts and the essential quality
of . .. mind” of writers. A post-Kantian ideal-
ist, Emerson judged literature by its approach
to archetypes existing in the highest imagina-
tion of man, calling criticism legitimate only
as it sought the “text in nature” with which
poems must “tally.” The “fundamental law”
of criticism was to teach the reader to partake
at first-hand of “the same spirit which gave
« . . forth” the timeless work of the great
genius. Hence it should be not destructive,
but “guiding, instructive, inspiring.”

“America is a poem in our eyes,” he an-
nounced, calling for geniuses to write it down
and use the common, wholesome facts of its
existence to symbolize the universal spiritual
laws. Emerson dealt with the broad ethical
contributions of an author, esp. exploring his
use of the world’s variety to show forth the
One, the unity of mankind’s spiritual power.
Stylistic beauty and optimism gave him in-
spirational power and charm.

The excessive appreciative sympathy and
spirituality of the transcendentalists doubtlcss
helped to stimulate a reaction against them to-
ward a 3d critical ideal, that of rigorously
evaluating literature in the light of absolute
esthetic standards. Of this, the best represent-
ative is E. A. Poe, who used the “tomahawk”
methods of sensational journalism as a review-
er of mostly minor current authors, to save
criticism from what he regarded as provincial
sins of moralism, chauvinism, and a neglect of
conscious artistic craftsmanship. In “Exor-
dium,” 1842, he said the critic should be con-
cerned with opinions in a book only to judge
how artistically they are handled. Poe would
“limit criticism to comment upon Art.” Apart
from its rules, the critic should be “absolutely
independent.” He thought E. P, Whipple was
our hest critic. His emphasis on rationality,
form, and unity was of the 18th c., as were
his interest in melancholy, graveyardism, hor-
ror, and desire (Eureka) to model art upon
the symmetrical unity of the Newtonian uni-
verse. Coming ever more under the influence
of the Schlegels’ critical ideas as he matured,
he sought to write in terms of the divine cre-
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ativity and idealistic immortality of the higher
imagination interpenetrated by the higher Rea-
son. Like Coleridge, he insisted upon “partic-
ular and methodical application” of his rules
to each work, maintaining that pleasure
through beauty, not truth, was the essence of
“The Poetic Principle.” Deeply concerned with
prosody, he equated poetry and music, holding
melody essential to verse. He first formalized
the technique of the short story, seeking total-
ity of effect through compression, immediacy,
verisimilitude, and finality. The critic’s pri-
mary task, he said, was “in pointing out and
analyzing defects.”

The New England common sense in Lowell
came as a mediator between these two ex-
tremes. Although Lowell admired Emerson
personally, especially as a decorous and ur-
bane banquet speaker, he ridiculed transcend-
entalists such as Thoreau for their mystical
attempts to live off “the internal revenues of
the spirit.” To Emerson’s ethical earnestness
(which Poe deemed irrelevant) Lowell added
a much more scholarly and extensive knowl-
edge of literature, and an ability to handle
strictly literary matters such as philology,
style, and form. He developed through three
phases, emphasizing humanitarianism to about
1850, nationalism to about 1867, and there-
after the self-conquest of the individual guided
by the long experience of humanity embodied
in great literature (such as The Divine Com-
edy), which he thought should be “judged

. absolutely, with reference, that is, to the
highest standard, and not relatively to the
fashions and opportunities of the age.” Among
his major contributions was his helping to
found American regionalism with the Biglow
Papers, which exalted rustic good sense, at-
tacked bookish writing, and (Pref.) urged a
native and indigenous literature in earthy
dialect. As a founder of the Atlantic Monthly,
1857, he gave both opportunities for publica-
tion and high sanction to this sort of writing.
On the other hand, his rich critical essays did
much to open the minds of an sthetically
starved and chauvinistically narrowed people
to the treasures of their cultural past. Lowell
strove to follow the Greeks in “absolute”
judgment of literature in terms of organic,
harmonized form and permanent, universal
ethical values. He was the most rounded and
scholarly American critic, Originality, sym-

pathy, insight, and imaginativeness redoubled
his influence.

Another practitioner of judicial criticism of
wide influence was E. C. Stedman, the Wall
Street broker, who answered the question
“What is criticism” by defining it as “the art

. . of declaring in what degree any work . . .
conforms to the Right.” This he measured by
traditional standards of the unity and parity
of “verity, esthetics, and morals,” which he
held could be intuitively apprehended and
checked against the teachings of the past. If in
this he resembled Emerson, he was even more
like Poe (whom he edited and loved) not only
in his judicial approach but in his hostility
to didacticism; Stedman’s Nature and Ele-
ments of Poetry, 1892, develops the idea that
poetry is the creation of pure beauty inde-
pendent of moral considerations, Indeed, “a
prosaic moral is injurious to virtue by making
it repulsive.” To him beauty is “absolute and
objective,” and genius alone produces poetry.
These were the criteria, involving a good deal
of attention to form, that Stedman applied in
his Poets of America, 1885, and Victorian
Poets, 1887. He is perhaps most forward-look-
ing in his discussion of the “approaching har-
mony of Poetry and Science,” in his plea that
criticism be a constructive agent of literary
evolution, and in his recognition of Whitman.

Nevertheless, Stedman’s general diffuseness,
rhetoric, timidity, and air of vague impres-
sionism encouraged the turn to a 4th critical
ideal, inspired by evolutionary science and
equalitarian democracy, which emphasized re-
alism considered as the quest of the average
and which (following Hippolyte Taine) re-
garded literature as determined by the au-
thor’s time, place, and race and hence as an
index to the nation’s social history. Of this
ideal the most famed spokesman is Walt Whit-
man, who sought to be a revolutionist in criti-
cism as in poetry. His Democratic Vistas pro-
posed to announce “a native-expression spirit”
for America, independent, and inspired by
“science . . . and the principles of its own
democratic spirit only.” Literature he would
have “the divine mirror” of the “People”; he
attacks all writing not favorable to democracy.
Thus, while he admires Shakespeare as “the
loftiest of the singers,” he warns against 