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PREFACE

This little work contains the chief ideas gathered together for

a course of lectures on the theory and history of aesthetics given

at Harvard College from 1892 to 1895. The only originality I

can claim is that which may result from the attempt to put to-

gether the scattered commonplaces of criticism into a system,

under the inspiration of a naturalistic psychology. I have studied

sincerity rather than novelty, and if any subject, as for instance

the excellence of tragedy, is presented in a new light, the change
consists only in the stricter application to a complex subject of

the principles acknowledged to obtain in our simple judgments.

My effort throughout has been to recall those fundamental

aesthetic feelings the orderly extension of which yields sanity of

judgment and distinction of taste.

The influences under which the book has been written are

rather too general and pervasive to admit of specification; yet

the student of philosophy will not fail to perceive how much I

owe to writers, both living and dead, to whom no honour could

be added by my acknowledgments. I have usually omitted any
reference to them in foot-notes or in the text, in order that the

air of controversy might be avoided, and the reader might be

enabled to compare what is said more directly with the reality

of his own experience.
G. S.

September, 1896.
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The Sense oj Beauty





INTRODUCTION

The sense of beauty has a more important place in life than

xsthetic theory has ever taken in philosophy. The plastic arts,

with j)oetry and music, are the most consjMcuous monuments of

tliis human interest, because they appeal only to contemplation,
and yet have attracted to their service, in all civilized ages, an

amount of effort, genius, and honour, little inferior to that given
to industry, war, or religion. The fine arts, however, where
aesthetic feeling appears almost pure, are by no means the only

sphere in which men show their susceptibility to beauty. In all

products of human industry we notice the keenness with which

the eye is attracted to the mere appearance of things: great
sacrifices of time and labour are made to it in the most vulgar
manufactures; nor does man select his dwelling, his clothes, or

his companions without reference to their effect on his aesthetic

senses. Of late we have e\en learned that the forms of many
animals are due to the survival by sexual selection of the colours

and forms most attractive to the eye. There must therefore be
in our nature a very radical and wide-spread tendency to ob-

sorebeauty, and to^valuejt. No account of the principles of the

mind caTi~be at all adequate that passes over so conspicuous a

faculty.

That aesthetic theory has received so little attention from the

world is not due to the unimportance of the subject of which it

treats, but rather to lack of an adequate motive for speculating

upon it, and to the small success of the occasional efforts to deal

with it. Absolute curiosity, and love of comprehension for its

own sake, are not passions we have much leisure to indulge: they

require not only freedom from affairs but, what is more rare,

freedom from prepossessions and from the hatred of all ideas

that do not make for the habitual goal of our thought.

Now, what has chiefly maintained such speculation as the

world has seen has been either theological passion or practical
use. All we find, for example, written about beauty may be
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divided into two groups: that group of writings in which philos-

ophers have interpreted aesthetic facts in the light of their

metaphysical j^rinciples, and made of their theory of taste a

corollary or footnote to their systems; and that gioup in which

artists and critics have ventured into philosophic ground, by

generalizing somewhat the maxims of the craft or the comments
of the sensitive observer. A treatment of the subject at once

direct and theoretic has been very rare: the problems of nature

and morals have attracted the reasoners, and the description and

creation of beauty have absorbed the artists; between the two

reflection upon aesthetic experience has remained abortive or

incoherent.

A circumstance that has also contributed to the absence or to

the failure of aesthetic speculation is the subjectivity of the

phenomenon with which it deals. Man has a prejudice against

himself: anything which is a product of his mind seems to him
to be unreal or comparatively insignificant. We are satisfied

only when we fancy ourselves surrounded by objects and laws

independent of our nature. The ancients long speculated about

the constitution of the universe before they became aware of

that mind which is the instrument of all speculation. The mod-

erns, also, even within the field of psychology, have studied first

the function of perception and the theory of knowledge, by
which we seem to be informed about external things; they have

in comparison neglected the exclusively subjective and human

department of imagination and emotion. We have still to recog-

nize in practice the truth that from these despised feelings of

ours the great world of perception derives all its value, if not

also its existence. Things are interesting because we care about

them, and important because we need them. Had our percep-
tions no connexion with our pleasures, we should soon close

our eyes on this world; if our intelligence were of no service

to our passions, we should come to doubt, in the lazy freedom of

reverie, whether two and two make four.

Yet so strong is the popular sense of the unworthiness and

insignificance of things purely emotional, that those who have

taken moral problems to heart and felt their dignity have often

been led into attempts to discover some external right and

beauty of which our moral and aesthetic feelings should be per-

ceptions or discoveries, just as our intellectual activity is, in

men's opinion, a perception or discovery of external fact. These

philosophers seem to feel that unless moral and aesthetic judg-
ments are expressions of objective truth, and not merely expres-
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sions of hum;m nature, they m.iihI (oiuleniiied ol hojieless

triviality. A jiulf^niciu is not tii\ial, however, because it rests on

human feelings; on the contrary, (ri\ialiiy consists in al)stiac lion

from human interests; only those judgments and opinions are

truh insignilicaiu which wander bexond the reach ol \erification,

and have no function in the ordering and enriching of life.

Both ethics and aesthetics have sulfered much from the prej-

udice against the subjective. They have not suffered more be-

cause both ha\c a suijject-matter which is jKUtly objective.

Ethics deals with conduct as much as with emotion, and there-

fore considers the causes of events and their consequences as

well as oui judgments of their value. .r-Lsthetics also is apt to

include the history and philosophy of art, and to add much

descriptive and critical matter to the theory of our susceptibil-

ity to beauty. A certain confusion is thereby introduced into

these inquiries, but at the same time the discussion is enlivened

by excursions into neighboining provinces, perhaps more in-

teresting to the general reader.

We may, however, distinguish three distinct elements of

ethics and aesthetics, and three diflferent ways of approaching the

subject. The first is the exercise of the moral or aesthetic faculty

itself, the actual pronouncing of judgment and giving of praise,

blame, and precept. This is not a matter of science but of char-

acter, enthusiasm, niceness of perception, and fineness of emo-

tion. It is aesthetic or moral activity, while ethics and aesthetics,

as sciences, are intellectual activities, having that aesthetic or

moral activity for their subject-matter.
The second method consists in the historical explanation of

conduct or of art as a part of anthropology, and seeks to dis-

cover the conditions of various types of character, forms of pol-

ity, conceptions of justice, and schools of criticism and of art.

Of this nature is a great deal of what has been written on aesthet-

ics. The philosophy of art has often proved a more tempting

subject than the psychology of taste, especially to minds which

were not so much fascinated by beauty itself as by the curious

problem of the artistic instinct in man and of the diversity of

its manifestations in history.

The third method in ethics and aesthetics is psychological, as

the other two are respectively didactic and historical. It deals

with moral and aesthetic judgments as phenomena of mind and

products of mental evolution. The problem here is to understand

the origin and conditions of these feelings and their relation

to the rest of our economy. Such an inquiry, if pursued success-
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fully, would yield an understanding of the reason why we think

anything right or beautiful, wrong or ugly; it would thus reveal

the roots of conscience and taste in human nature and enable

us to distinguish transitory preferences and ideals, which rest on

peculiar conditions, from those which, springing from those

elements of mind which all men share, are comparatively per-
manent and universal.

To this inquiry, as far as it concerns aesthetics, the following

pages are devoted. No attempt will be made either to impose

particular appreciations or to trace the history of art and criti-

cism. The discussion will be limited to the nature and elements

of our aesthetic judgments. It is a theoretical inquiry and has no

directly hortatory quality. Yet insight into the basis of our

preferences, if it could be gained, would not fail to have a good
and purifying influence upon them. It would show us the futility

of a dogmatism that would impose upon another man judgments
and emotions for which the needed soil is lacking in his consti-

tution and experience; and at the same time it would relieve us

of any undue diffidence or excessive tolerance towards aberra-

tions of taste, when we know what are the broader grounds of

preference and the habits that make for greater and more diver-

sified aesthetic enjoyment.
Therefore, although nothing has commonly been less attrac-

tive than treatises on beauty or less a guide to taste than dis-

quisitions upon it, we may yet hope for some not merely theoret-

ical gain from these studies. They have remained so often without

practical influence because they have been pursued under un-

favourable conditions. The writers have generally been auda-

cious metaphysicians and somewhat incompetent critics; they

have represented general and obscure principles, suggested by
other parts of their philosophy, as the conditions of artistic

excellence and the essence of beauty. But if the inquiry is kept
close to the facts of feeling, we may hope that the resulting

theory may have a clarifying effect on the experience on which

it is based. That is, after all, the use of theory. If when a theory
is bad it narrows our capacity for observation and makes all

appreciation vicarious and formal, when it is good it reacts

favourably upon our powers, guides the attention to what is

really capable of affording entertainment, and increases, by
force of new analogies, the range of our interests. Speculation
is an evil if it imposes a foreign organization on our mental

life; it is a good if it only brings to light, and makes more per-

fect by training, the organization already inherent in it.
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We shall therefore stiidy hnman sensibility itself and our

actual feelings about beauty, and ue shall look lor no deeper,
unconscious causes of our esthetic consciousness. Such value as

belongs to metaphysical derivations ol the nature of the beau-

tiful, comes to them not because they explain our primary feel-

ings, which they cannot do, but because they exjiress, and in fact

constitute, some of our later appreciations. There is no exj^lana-

tion, for instance, in calling beauty an adumbration of divine

attributes. Such a relation, if it were actual, would not help us

at all to understand why the symbols of divinity pleased. But in

certain moments of contemplation, when much emotional ex-

perience lies behind us, and we have reached very general ideas

both of nature and of life, our delight in any particular object

may consist in nothing but the thought that this object is a

manifestation of universal principles. The blue sky may come to

please chiefly because it seems the image of a serene conscience,

or of the eternal youth and purity of nature after a thousand

partial corruptions. But this expressi\eness of the sky is due to

certain qualities of the sensation, which bind it to all things

happy and pure, and, in a mind in which the essence of purity
and happiness is embodied in an idea of God, bind it also to

that idea.

So it may happen that the most arbitrary and unreal theories,

which must be rejected as general exjjlanations of aesthetic life,

may be reinstated as particular moments of it. Those intuitions

which we call Platonic are seldom scientific, they seldom explain
the phenomena or hit upon the actual law of things, but they

are often the highest expression of that activity which they fail

to make comprehensible. The adoring lover cannot understand

the natural history of love; for he is all in all at the last and

supreme stage of its development. Hence the world has always
been puzzled in its judgment of the Platonists; their theories are

so extravagant, yet their wisdom seems so great. Platonism is a

very refined and beautiful expression of our natural instincts, it

embodies conscience and utters our inmost hopes. Platonic phi-

losophers have therefore a natural authority, as standing on

heights to which the vulgar cannot attain, but to which they

naturally and half-consciously aspire.

AVhen a man tells you that beauty is the manifestation of

God to the senses, you wish you might understand him, you

grope for a deep truth in his obscurity, you honour him for his

elevation of mind, and your respect may even induce you to

assent to what he says as to an intelligible proposition. Your
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thought may in consequence be dominated ever after by a ver-

bal dogma, aroimd which all your sympathies and antij^athies

will quickly gather, and the less you have penetrated the original
sense ol your creed, the more absolutely will you believe it. \ou
will have tollowed Mephistophcles' advice:—

Im ganztn haltct tuth am Worte,
So geht euch durch die sichcie Pforte

Zum Tcmpel dcr Gcwisshcit ein.

Yet reflection might have shown you that the word of the master

held no objective account of the nature and origin of beauty,
but was the vague expression of his highly complex emotions.

It is one of the attributes of God, one of the perfections which
we contemplate in our idea of him, that there is no duality or

opposition between his will and his vision, between the impulses
of his nature and the events of his life. This is what we com-

monly designate as omnipotence and creation. Now, in the con-

templation of beauty, our faculties of perception have the same

perfection: it is indeed from the experience of beauty and hap-

piness, from the occasional harmony between our nature and
our environment, that we draw our conception of the divine

life. There is, then, a real propriety in calling beauty a manifes-

tation of God to the senses, since, in the region of sense, the per-

ception of beauty exemplifies the adequacy and perfection which
in general we objectify in an idea of God.
But the minds that dwell in the atmosphere of these analo-

gies are hardly those that will care to ask what are the conditions

and the varieties of this perfection of function, in other words,
how it comes about that we perceive beauty at all, or have any

inkling of divinity. Only the other philosophers, those that wal-

low in Epicurus' sty, know anything about the latter question.
But it is easier to be impressed than to be instructed, and the

public is very ready to believe that where there is noble language
not without obscurity there must be profound knowledge. We
should distinguish, however, the two distinct demands in the

case. One is for comprehension; we look for the theory of a

human function which must cover all possible cases of its exer-

cise, whether noble or base. This the Platonists utterly fail to

give tis. The other demand is for inspiration; we wish to be

nourished by the maxims and confessions of an exalted mind,
in whom the aesthetic function is pre-eminent. By responding to

this demand the same thinkers may win our admiration.

To feel beauty is a better thing than to understand how we
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come to feci it. To ha\c iinaj;iiiaiioii aiul taste, to love tlic best,

to be carried by the lontciiiplaiioii of nature to a vivid faiih in

the ideal, all this is iiioic, a j^reai deal moie, than any stiente

can hope to be. The poets antl philosophers who express this

aesthetic experience and siiniulaie the same lunciion in us by
their example, do a greater service to mankind and deser^e

higher honour than the disto\erers oi hislorital truth. Reflec-

tion is indeed a part of life, but the last part. Its specific value

consists in the satisfaction of curiosity, in the smoothing out

and explanation of things: but the greatest pleasure which we

actually get from reflection is borrowed from the experience on

which we reflect. We do not often indulge in retrospect for the

sake of a scientific knowledge of human life, but rather to re-

vi\e the memories of what once was dear. And I should ha\e

little hope of interesting the reader in the present analyses, did

I not rely on the attractions of a subject associated with so many
of his pleasures.

But the recognition of the superiority of aesthetics in expe-

rience to xsthetics in theory ought not to make us accept as an

explanation of aesthetic feeling what is in truth only an ex-

pression of it. When Plato tells us of the eternal ideas in con-

formity to which all excellence consists, he is making himself

the spokesman of the moral consciousness. Our conscience and

taste establish these ideals; to make a judgment is virtually to

establish an ideal, and all ideals are absolute and eternal for the

judgment that involves them, because in finding and declaring

a thing good or beautiful, our sentence is categorical, and the

standard evoked by our judgment is for that case intrinsic and

ultimate. But at the next moment, when the mind is on another

footing, a new ideal is evoked, no less absolute for the present

judgment than the old ideal was for the previous one. If we

are then expressing our feeling and confessing what happens to

us when we judge, we shall be quite right in saying that we have

always an absolute ideal before us, and that value lies in con-

formity with that ideal. So, also, if we try to define that ideal,

we shall hardly be able to say of it anything less noble and more

definite than that it is the embodiment of an infinite good. For

it is that incommunicable and illusive excellence that haunts

every beautiful thing, and
like a star

Beacons from the abode where the eternal are.

For the expression of this experience we should go to the

poets, to the more inspired critics, and best of all to the immortal
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parables of Plato. But if what we desire is to increase our

knowledge rather than to cultivate our sensibility, we should

do well to close all those tlelightful books; for we shall not find

any instruction there uj^on the questions which most press upon
us; namely, how an ideal is formed in the mind, how a given

object is comjjared with it, what is the common element in all

beautiful things, and what the substance of the absolute ideal in

which all ideals tend to be lost; antl, finally, how we come to be

sensitive to beauty at all, or to value it. These questions must
be capable of answers, if any science of human nature is really

possible.—So far, then, are we from ignoring the insight of the

Platonists, that we hope to explain it, and in a sense to justify

it, by showing that it is the natural and sometimes the supreme
expression of the common principles of oin- nature.



PART I

THE NATURE OF BEAUTY

§ 1. The philosophy of beauty is a theory of values. It

\voukl be easy to fincl a (leruiition of beauty that should give in a

few words a telling j)aiaphiase of the word. We know on excel-

lent authority that bea iity is trut h, that it is the expression of the

ideal, the symbol of divine perfection, and the sensible mani-

festation of the good. A litany of these titles of honour might

easily be compiled, and repeated in praise of our divinity. Such

phrases stimulate thought and give us a momentary pleasure,

but they hardly bring any permanent enlightenment. A defini-

tion that should really define must be nothing less than the

exposition of the origin, place, and elements of beauty as an

object of human experience. We must learn from it, as far as

possible, why, when, and how beauty appears , what conditions

fan
^ object must fulfil to be beautiful, what elements of our^a-

)ture make us sensible of beauty , and what the relation is be-

j

tween the constitution of the object and the excitement of our

Susceptibility. Nothing less will really define beauty or make us

understand what aesthetic appreciation's^ The definition of

beauty in this sense will be tlie task of this whole book, a task

that can be only very imperfectly accomplished within its limits.

The historical titles of our subject may give us a hint towards

the beginning of such a definition. Many writers of the last

century called the philosophy of beauty Criticism, and the word
is still retained as the title for the reasoned appreciation of

works of art. We could hardly speak, however, of delight in

nature as criticism. A sunset is not criticised; it is felt and en-

joyed. [The word "criticism," used on such an occasion, would

emphasize too much the element of deliberate judgment and of

comparison with standarcli. Beauty, although often so described,

is seldom so perceived, and all the greatest excellences of nature

and art are so far from being approved of by a ride that they

themselves furnish the standard and ideal by which critics

measure inferior effects.

11
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This age of science and of nomenclature has accordingly
adopted a more learned word, A^lsthetics, that is, thejheory^of
perception or of susceptibility. iTcriticism is too mirrow a worti,

pointing exclusively to our more artificial judgments, aesthetics

seems to be too broad and to include within its sphere all pleas-
ures and pains, if not all perceptions whatsoever. (Kant used it,

as we know, for his theory of time and space as forms of all per-
ception,^ and it has at times been narrowed into an equivalent
for the philosophy of art.

If we combine, however, the etymological meaning of criticism
with that of aesthetics, we shall unite two essential qualities of
the theory of beauty. CmidsmJmplies^judigment, and aesthetics

perception. To get the common ground, that of perceptions
which are critical, or judgments which are perceptions, we must
widen our notion of deliberate criticism so as to include those

judgments of value which are instinctive and immediate, that

is, to include pleasures and pains; and at the same time we must
narrow our notion of aesthetics so as to exclude all perceptions
which are not appreciations, which do not find a value in their

objects. We thus reach the sphere of critical or appreciative per-
ception, which is, roughly speaking, what we mean to deal with.
And retaining the word "aesthetics," which is not current, we
may therefore say that ^thetics is concerned

^jumh jthe_jDercep-
tion of values. The meaning and conditions of value is, then,
wTiat we must first consider.

Since the days of Descartes it has been a conception familiar to

philosophers that every visible event in nature might be ex-

plained by previous visible events, and that all the motions, for

mstance, of the tongue in speech, or of the hand in painting,
might have merely physical causes. If consciousness is thus acces-

sory to life and not essential to it, the race of man might have
existed upon the earth and acquired all the arts necessary for its

subsistence without possessing a single sensation, idea, or emo-
tion. Natural selection might have secured the survival of those
automata which made useful reactions upon their environment.
An instinct of self-preservation would have been de\eloped,
dangers would have been shunned without being feared, and

injuries revenged without being felt.

In such a world there might have come to be the most perfect

organization. There would have been what we should call the

expression of the deepest interests and the apparent pursuit of

conceived goods. For there would have been spontaneous and

ingrained tendencies to avoid certain contingencies and to pro-
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duce others; all the dumb show ami evidence of thinking would

have been patent to the observer. Vet there would surely have

been no thinking, no cxprc tation, and no conscious ac liie\enient

in the wliole jjrocess.

The onlooker might liave ieigned ends and objects o[ lore

thought, as we do in the case ol the water that seeks its own

level, or in that ol the vacuum which nature abhors. But the

panicles ol matter would ha\e remained unconscious ol their (ol-

iocation, antl all nature would have been insensible ol their

changing arrangement. We only, the possible spectators of that

process, by virtue of our own interests and habits, could see any

progress or culmination in it. We should see culmination where

the result attained satisfied our practical or aesthetic demands,

and jjrogress wherever such a satisfaction was approached. Hut

apart from ourselves, and our human bias, we can see in such a

mechanical world no element of value whatever. In removing

consciousness, we have removed the possibility of worth.

But it is not only in the absence of all consciousness that

value would be removed from the world; by a less violent ab-

straction from the totality of human experience, we might con-

ceive beings of a purely intellectual cast, minds in which the

transformations of nature were mirrored without any emotion.

Every event would then be noted, its relations would be ob-

served, its recurrence might even be expected; but all this would

happen without a shadow of desire, of pleasure, or of regret. No
event would be repulsive, no situation terrible. We might, in a

)^word, have a world of icl&a without a world of w
jll.

In this case,

as completely as if consciousness were absent altogether, all value

and excellence would be gone.iSo that for the existence of good
in any form it is not merely consciousness but emotional con-

sciousness that is needed . Observation will not do , ap]jrg_ciatiou

iTrequiTedrT

§ 2. Preference is ultimately irrational. We may therefore

at once assert this axiom, important for all moral philosophy
and fatal to certain stubborn incoherences of thought, that jjiere

^ is no value apart from some appreciation of i t, and no good

apart from some preference of it _before its absence or its op-

poslte. In appreaation, in preference, lies the root and essence

of all excellence. Or, as Spinoza clearly expresses it, we desire

nothing because it is good, but (it is good only because we

desire it.

It is true that in the absence of an instinctive reaction we
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can still apply these epithets by an appeal to usage. \Ve may
agree that an action is bad, or a building good, because we
recognize in them a character which we have learned to desig-
nate by that adjective; but unless there is in uj^jome trace, of

^passionate
reprobation or of sensible delight, there is no moral

^qr^^thed£JiKlgment.
It is all a question of propriety of speech,

and of the empty titles of things. The_yerbal aniLnieclianixal

( proposition, that passes for judgment of^worth . is the great

-\cloak of
ineptitude in these matters. Insensibility is very quick

in the conventional use of words. If we appealed more often to
actual feeling, our judgments would be more diverse, but they
would be more legitimate and instructive. Verbal judgments are
often useful instruments of thought, but it is not by themlhat
worth can ultimately be determined.

~

(' Va.lues spring from the immediate and inexplimhlp reaction
'

^I qf vi^tal impulse , and from the jrrafinna] par t of our nature. The
national part,is by its essence relative; it leads us from data to

conclusions, or from parts to wholes; ijLjnev|xiurrmhe&_4h€-daCa
with which it works. If any preference or precept were declared
to be ultimate and primitive, it would thereby be declared to be
irrational, since mediation, inference, and synthesis are the
essence of rationality. The ideal of rationality is itself as arbi-

trary, as much dependent on the needs of a finite organization,
as any other ideal. Only as ultimately securing tranquillity of
mind, which the philosopher instinctively pursues, has it for
him any necessity. In spite of the verbal propriety of saying that
reason demands rationality, what really demands rationality,
what makes it a good and indispensable thing and gives it all its

authority, is not its own nature, but our need of it both in safe

!^

and economical action and in the pleasures of comprehension.
It is evident that beautxJs_iLjpecies of value, and what we

j-

have said of value in general applies to this particular kind. A
\

first approach to a definition of beauty has therefore been made
; \

by the exclusion of all intellectual judgments, all judgments of
matter of fact or of relation.

(Jo^bstitutejudgments ofJaci,^

judgTients^f value^js_^ and borrowed criti-

cisrS^if we ap"proach a work of art or nature scientifically, for

the sake of its historical connexions or proper classification, we
do not approach it aesthetically. The_discoi:ery of its date or jof

(its author may be otherwise interesting; it only remotely affects

iour aesthetic appreciation by adding to the direct effect certain

associations. If the direct effect were absent, and the object in

itself uninteresting, the circumstances would be immaterial.
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Molicre's Misanthrope s;ins lo the ccnut poci who coiiiinciuls

his sonnet as written in a qiiai ler of an hour,

\'o)i)ii.s, iiumsicui, li- iiinjjs iic fail riin ;'i I'alfairc,

and so wc miglu say to the critic that sinks into the archaeolo-

gist, show lis the work, and let the date alon e.

In an opposite direction the same substitution of facts for

values makes its appearance, whenever the reproduction of fact

is made the sole standard of artistic excellence. Many half-

trained obser\ers condemn the work of some naive or fanciful

masters with a sneer, because, as they truly say, it is out of draw-

ing. The imjilication is that to be correctly copied from a model

is the prerequisite of all beauty. Correctness is, indeed, an_el^-
ment of effect _and one which, in respect to familiar objects, is

almost indispensable, because its absence would cause a disap-

pointment and dissatisfaction incompatible with enjoyment. We
learn to value truth more and more as our love and knowledge
of nature increase. But fidelity is a merit only because it is in

this way a factor in our pleasure. It stands on a level with all

other ingredients of effect. When a man raises it to a solitary

pre-eminence and becomes incapable of appreciating anything
else, he betrays the Uecay of aesthetic capacity. The scientific

habit in him inhibits the artistic.

ThatTa^ts have a valiiT^ tlieir own, at once complicates and

explains this question. We are naturally pleased by every per-

ception, and recognition and surprise are particularly acute

sensations. ^Vhen we see a striking truth in any imitation, we are

therefore delighted, and this kind of pleasure is very legitimate,
and enters into the best effects of all the representative arts.

Truth and realism are therefore aesthetically good, but they are

not all-sufficient, since the representation of everything is not

equally pleasing and effective. The fact that resemblance is a

source of satisfaction, justifies the critic in dernanding it, while

the aesthetic insufficiency of such veracity shows the different

value of truth in science and in art. Science is the response to

^ the demand for information, and in it we ask for the whole
truth and nothing but the truth. Art is the response to the dcr

V, rnand igT_§rwert7\'\nxT\en\ ^
for the stimulation of our senses and

iaiagiiLation,~and Truth enters into it only as it subserves these

ends.

Even the scientific value of truth is not, however, ultimate or

absolute. It rests partly on practical, partly on aesthetic interests.

As our ideas are gradually brought into conformity with the
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facts by the painful process of selection,—for intuition runs

equally into truth and into error, and can settle nothing if not

controlled by experience,—we gain vastly in our command over

our environment. This is the fundamental value of natural

science, and the fruit it is yielding in our day. We have no better

vision of nature and life than some of our predecessors, but we
have greater material resources. To know the truth about the

composition and history of things is good for this reason. It is

also good because of the enlarged horizon it gives us, because the

spectacle of nature is a marvellous and fascinating one, full of a

serious sadness and large peace, which gives us back our birth-

right as children of the planet and naturalizes us upon the earth.

This is the poetic value of the scientific Weltanschauung. From

Jthese two benefits, the practical and the imaginative, all the

||value of truth is derived.

^Esthetic and moral judgments are accordingly to be classed

together in contrast to judgments intellectual; they are both

judgments of value, w'hile intellectual judgments are judgments
of fact. If the latter have any value, it is only derivative, and our

whole intellectual life has its only justification in its connexion

with our pleasures and pains.

§ 3. Contrast between moral and ytsTHETic values. The
relation between aesthetic and moral judgments, between the

,S£heres of the beautiful and the good, is close, bu t the distinc-

tion between them is important. One factor of this distinction

'Is that while aesthetic judgments are mainl:^ positive, that is,

) perceptions of good, moral judgments are m ainly and funda;

^mentally negative , or jjgrceptions oLgYll- Another factor of the

'^distinction is that whereas, in the perception of beauty, our

judgment is necessarily intrinsic and based on the character of

the immediate experience, and never consciously on the idea of

an eventual utility in the object, judgments about moral worth,

on the contrary, are always based, when they are positive, upon
the consciousness of benefits probably involved. Both these dis-

tinctions need some elucidation.

Hedonistic ethics have always had to struggle against the

moral sense of mankind. Earnest minds, that feel the weight and

dignity of life, rebel against the assertion that the aim of right

conduct is enjoyment. Pleasure usually appears to them as a

temptation, and they sometimc> go so fair as to make avoidance

of it a virtue. The truth is that(morality is not mainly concerned

with the attainment of pleasure; it is rather concerned, in all its
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deeper aiul luoic auilioiit.itnc maxims, wuh j^l»c^jjic\ciuiun ol

^ sull(yliif£ . 1 liere is something artificial in the deliberate pursuit
of pleasure; there is something absurd in ilic obligation to en-

joy oneself. We feel no tluty in that direction; we take to enjoy-
ment naturally enough alter the work of life is done, and the

freedom and sj)ontaneity of our pleasures is what is most essen-

tial to them.

The sad business of life is rather to escajje certain dreadful

evils to whi(h our nature exposes us,—death, hunger, disease,

weariness, isolation, and contempt, liy the awful authority of

these things, which stand like sjjectres l)ehind c\ery moral in-

junction, conscience in reality speaks, and a mind which they
have duly impressed cannot but feel, by contrast, the hopeless

triviality of the search lor pleasure. It cannot but feel that a

life abandoned to amusement and to changing imjjulses must

run unawares into fatal dangers. /The moment, howc\er, that

society emerges from the early j^resSure of the environment and

is tolerably secure against primary evil s, morality grows lax^The
fofms that life wFlT farther assume are not to be imposed by
moral authority, but are determined by the genius of the race,

the ojiportunities of the moment, and the tastes and resources

of individual minds.(The reign of duty gives place to the reign

^
of freedom, )and the law and The covenanTro the~7lTspensation

of^graceT"
The appreciation of beauty and its embodiment in the arts

are activities which belong to our holiday life, when we are

redeemed for the moment from the shadow of evil and the

slavery to fear, and are following the bent of our nature where

it chooses to lead us. The \alues, then, with which we here deal

r are positive; they were negative in the sphere of morality. The
; Ugly is hardly an exception, because it is not the cause aLany
^ real pain. In itself it is rather a source of amusement. If its

suggestions are vitaTTy repulsive, its presence becomes a real evil

towards which we assume a practical and moral attitude. And,

correspondingly, the pleasant is never, as we have seen, the

object of a truly moral injunction.

§ 4. ^VoRK AND PLAY. We havc here, then, an important ele-

ment of the distinction between aesthetic and moral values. It

is the same that has been pointed to in the famous contrast

between \vork and play . These terms may be used in different

senses and their importance in moral classification differs with

the meaning attached to them. We may call everything play
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which is .useless activi ty, exercise that springs from the physio-

logical impulse to discharge the energy which the exigencies of

life have not called out. VVnrk will then be all action that is

necessary or useful for life. Evidently if work and play are thus

objectively distinguished as useful and useless action, work is a

eulogistic term and play a disparaging one. It would be better

for us that all our energy should be turned to account, that none
of it should be wasted in aimless motion. Play, in this sense, is

a sign of imperfect adaptation. lt_is_proper-Xa-G}^tklhood, when

Cthe body and mind are not jet fit to cope with the environment,

"\but it is unseemly in manhood and j)itiable_m old age, because

It marks an atrophy of human nature, and a failure to take hold

of the opportiniities of life.

Play is thus essentially frivolous. Some persons, understanding
the term in this sense, have felt an aversion, which every liberal

mind will share, to classing social pleasures, art, and religion
imder the head of play, and by that epithet condemning them,
as a certain school seems to do, to gradual extinction as the race

approaches matiuity. But if all the useless ornaments of our life

are to be cut off in the process of adaptation, evolution would

impoverish instead of enriching our nature. Perhaps that is the

tendency of evolution, and our barbarous ancestors amid their

toils and wars, with their flaming passions and mythologies,
lived better lives than are reserved to our well-adapted descend-

ants.

We may be allowed to hope, however, that some imagination
may survive parasitically even in the most serviceable brain.

Whatever course history may take,—and we are not here con-

cerned with prophecy,—the question of what is desirable is not

affected. To condemn spontaneous and delightful occupations
because they are useless for self-preservation shows an uncritical

prizing of life irrespective of its content. For such a system the

worthiest function of the universe should be to establish per-

petual motion. Uselessness is a fatal accusation to bring against

any act which is done for its presumed utility, but those which

,
are done for their own sake are their own justification.

j

At the same time there is an undeniable propriety in calling
all the liberal and imaginative activities of man play, because

they are spontaneous, and not carried on under jjressure of ex-

ternal necessity or danger. Their utility for self-preservation may
be \ery indirect and accidental, but they are not worthless for

that reason. On the contrary, w^^may measure the degiee ^f
ha

jjpiness and _civilization which any race has attained by the
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proportion ol its ciici^y uliitli is ticxotcil to free and generous

pursuits, to jiic udoiuiucnt oi Jile iuid the culture ol die iiuagi-

Qatian. For it is in the jijoiiumcum play ol his latuliies iJiat

man_iiiidi hiiuj»eU ami hn hnppincss. Slavery is the most degrad-

ing condition ol which he is capable, and he is as often a shive

to the niggardncss ol the earth, and the inclemency of heaven,
as to a master or an nistitution.( lle is a slave when all his energy
is spent in a\oiding suffering and death , when all his action is

iinposed from without, and no breath or strength is left him for

free enjoyment?^
Willi, and play here take on a dilTerent meaning, and become

V ec|ui\alent to servitude and freedom. The change consists in the

subjective point of view from which the distinction is now made.
We no longer mean by \voiJt all that is done usefully, but only

w^hat is done imwillingly, and by the spur of necessity. By play
we are designating, no longer what is done fruitlessly, but what-

V ever is c|one_spontaneously and fonjii awn sake, whether it have
or not an ulterior utility. Play, in this sense, may be our most
useful occupation. So far would a gradual adaptation to the en-

vironment be from making this play obsolete, that it would tend

to abolish work, and to make play universal. For with the elimi-

nation of all the conflicts and errors of instinct, the race would
do spontaneously whatever conduced to its welfare and we should

live safely and prosperously without external stimulus or re-

straint.

§ 5. All values are in one sense esthetic. In this second and

subjective sense, then, work is the disparaging term and play
the eulogistic one. All who feel the dignity and importance of

the things of the imagination, need not hesitate to adopt the

classification which designates them as play. W^e point out there-

by, not that they have no value, but that their value is intrinsic,

that in them is one of the sources of all worth. Evidently all

values mus t be ultima telyiJiiJLririsic, The useful is good because

of the excellence of its consequences; but these must somewhere
cease to be merely useful in their turn, or only excellent as

means; somewhere we must reach the good that is ^oodNn itself

and for its own sak e, else the whole process is futile, and the

utTfity of our first object illusory. We here reach the second factor

in our distinction, between aesthetic and moral values, which

regards theirimmecliacx.
If we attempt to remove from life all its evils, as the popular

imagination has done at times, we shall find little but aesthetic

\ I
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pleasures remaining to constitute unalloyed happiness. The
satisfaction of the passions and the appetites, in which we chiefly

place earthly happiness, themselves take on an aesthetic tinge

when we remove ideally the possibility of loss or variation. What
could the Olympians honour in one another or the seraphim

worship in God except the embodiment of eternal attributes, of

essences which, like beauty, make us happy only in contempla-
tion? The glory of heaven could not be otherwise symbolized
than by light and music. Even the knowledge of truth, which the

most sober theologians made the essence of the beatific vision, is

an aesthetic delight; for when the truth has no further practical

utility, it becomes a landscape. The delight of it is imaginative
and the value of it aesthetic.

This reduction of all values to immediate appreciations, to

sensuous or vital activities, is so inevitable that it has struck

even the minds most courageously rationalistic. Only for them,

instead of leading to the liberation of aesthetic goods from practi-

cal entanglements and their establishment as the only pure and

positive values in life, this analysis has led rather to the denial

of all pure and positive goods altogether. Such thinkers naturally

assume that moral values are intrinsic and supreme; and since

these moral values would not arise but for the existence or im-

minence of physical evils, they embrace the paradox that without

evil no good whatever is conceivable.

The harsh requirements of apologetics have no doubt helped
them to this position, from which one breath of spring or the

sight of one well-begotten creature should be enough to dislodge

them. Their ethical temper and the fetters of their imagination

forbid them to reconsider their original assumption and to con-

ceive that morality is a means and not an end; that it is the

price of human non-adaptation, and the consequence of the

original sin of unfitness. It is the compression of human conduct

within the narrow limits of the safe and possible. Remove

danger, remove pain, remove the occasion of pity, and the need

of morality is gone. To say "thou shalt not" would then be an

impertinence.
But this elimination of precept would not be a cessation of

life. The senses would still be open, the instincts would still

operate, and lead all creatures to the haunts and occupations

that befitted them. The variety of nature and the infinity of art,

with the companionship of our fellows, would fill the leisure of

that ideal existence. These are the elements of our positive hap-
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piness, the things whidi, amid a tliousand \c.\ali(iiis .md \.iiiiiics.

make the clear profit of living.

§ a. /LsrHKTIC CONSKCRA riON OF GENERAL PRINCIPLES. Not Only
are the various satisfactions which morals arc meant to secure

aesthetic in the last anal)sis, but when the conscience is formed,
and right principles accpiire an immecUate authority, our attitude

to these principles becomes aesthetic also. Honour, truthfulness,
and cleanliness are obvious examples. When the absence of these

virtues causes an instinctive disgust, as it does in well-bred peo-

ple, the reaction is essentially ;esihetic, because it is not based on
reflection and bene\olence, but on constitutional sensitiveness.

/This aesthetic sensitiveness is, however, projjerly enough called

moral, because it is the effect of conscientious training and is

,
more j)owerful for good in society than laborious virtue, because
it is much more constant and catching. It is /caAoK.lya^ia,, the

^
''

q^sthetic_dcmandjlj2l_jjie_jii^ good, and perha ps the finest

flower of human nature.

But this tendency of representative principles to become

independent powers and acquire intrinsic value is sometimes
mischie\ous. It is the foundation of the conflicts between senti-

ment and justice, between intuiti\e and utilitarian morals. Every
human reform is the reassertion of the primary interests of man
against the authority of general principles which have ceased to

represent those interests fairly, but which still obtain the idola-

trous veneration of mankind. Xor are chivalry and religion alone

liable to fall into this moral superstition. It arises wherever an
abstract good is substituted for its concrete equivalent. The
miser's fallacy is the typical case, and something very like it is

the ethical principle of half our respectable population. To the

exercise of certain useful habits men come to sacrifice the ad-

vantage which was the original basis and justification of those

habits. M[nute knowledgeis pursued at tlie expense of largeness
of mind, and riches at the expense of comfort and freedom.

TTTTTerrcjris all the mr>re specious when the derived aim has

in itself some aesthetic charm, such as belongs to the Stoic idea

of playing one's part in a vast drama of things, irrespective of

any advantage tfiereby accruing to any one; somewhat as the

miser's passion is rendered a little normal when his eye is fas-

cinated not merely by the figures of a bank account, but by the

glitter of the yellow gold. And the vanity of playing a tragic

part and the glory of conscious self-sacrifice have the same im-

mediate fascination. Many irrational maxims thus acquire a
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kind of nobility. An object is chosen as the highest good which
has not only a certain representative value, but also an intrinsic

one,—which is not merely a method for the realization of other

values, but a value in its own realization.

Obedience to God is for the Christian, as conformity to the

laws of nature or reason is for the Stoic, an attitude which has a

certain emotional and passionate worth, apart from its original

justification by maxims of utility. This emotional and passionate
force is the essence of fanaticism, it makes imperatives categori

cal, and gives them absolute sway over the conscience in spite
of their one-sidedness and their injustice to the manifold de-

mands of human nature.

Obedience to God or reason can originally recommend itself

to a man only as the surest and ultimately least painful way of

balancing his aims and synthesizing his desires. So necessary is

this sanction even to the most impetuous natures, that no martyr
would go to the stake if he did not believe that the powers of

nature, in the day of judgment, would be on his side. But the

human mind is a turbulent commonwealth, and the laws that

make for the greatest good cannot be established in it without

some partial sacrifice, without the suppression of many particular

impulses. Hence the voice of reason or the command of God,
which makes for the maximum ultimate satisfaction, finds itself

opposed by sundry scattered and refractory forces, which are

henceforth denominated bad. The unreflective conscience, forget-

ting the vicarious source of its own excellence, then assumes a

solemn and incomprehensible immediacy, as if its decrees were

absolute and intrinsically authoritative, not of to-day or yester-

day, and no one could tell whence they had arisen. Instinct can

all the more easily produce this mystification when it calls forth

an imaginative activity full of interest and eager passion. This

effect is conspicuous in the absolutist conscience, both devotional

and rationalistic, as also in the passion of love. For in all these

a certain individuality, definiteness, and exclusiveness is given
to the pursued object which is very favourable to zeal, and the

heat of passion melts together the various processes of volition

into the consciousness of one adorable influence.

However deceptive these complications may prove to men of

action and eloquence, they ought not to impose on the critic of

human nature. Evidently what value general goods do not derive

from the particular satisfactions they stand for, they possess in

themselves as ideas pleasing and powerful over the imagination.
This intrinsic advantage of certain principles and methods is
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none the less real lor bein^ in a sense icsiheiit. Only a soulicl

utilitarianism that subtracts the imagination from human nature,

or at least slurs over its immense contribution to our happiness,
could fail to give these principles the j^refercnce over others

practically as gooil.

If it could be shown, for instance, that monarchy was as apt,

in a given case, to secure the jjublic well-being as some other

form of government, monarchy should be preferred, and woidd

undoubtedly be established, on account of its imaginative and

dramatic superiority. But if, blinded by this somewhat ethereal

advantage, a jxnty sacrificed to it important jniblic interests, the

injustice would be manifest. In a doubtful case, a nation decides,

not without painful conflicts, how much it will sacrifice to its

sentimental needs. The important point is to remember that the

representative or practical value of a principle is one thing, and

its intrinsic or aesthetic value is another, and that the latter can

be justly coimted only as an item in its favour to be weighed

against possible external disadvantages. Whenever this compari-
son and balancing of ultimate benefits of every kind is angrily

dismissed in favour of some absolute principle, laid down in

contempt of human misery and happiness, we have a personal
and fantastic system of ethics, without practical sanctions. It is

an evidence that the suj^erstitious imagination has invaded the

sober and practical domain of morals.

§ 7. iEsTHETic AND PHYSICAL PLEASURE. ^Vc havc now Separated
with some care intellectual and moral judgments from the sphere
of our subject, and found that we are to deal only with percep-
tions of value, and with these only when they are positive and

immediate. But even with these distinctions the most remarkable

characteristic of the sense of beauty remains undefined. All

pleasures are intrinsic and positive values, but all pleasures are

not perceptions of beauty. Pleasure is indeed the essence of that

perception, but there is evidently in this particular pleasure a

complication which is not present in others and which is the

basis of the distinction made by consciousness and language be-

tween it and the rest. It will be instructive to notice the de-

grees of this difference.

The bodily pleasures are those least resembling perceptions of

beauty. By bodily pleasures we mean, of course, more than pleas-

ures with a bodily seat; for that class would include them all,

as well as all forms and elements of consciousness. ^Esthetic

pleasures have physical conditions, they depend on the activity
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of the eye and the ear, of the memory and the other ideational

functions of the brain. But we do not connect those pleasures
with their seats except in physiological studies; the ideas with

which aesthetic pleasures are associated are not the ideas of their

bodily causes. The pleasures we call physical, and regard as low,

on the contrary, are those which call our attention to some

part of our own body, and which make no object so conspicuous
to us as the organ in which they arise.

There is here, then, a very marked distinction between physical
and aesthetic pleasure; the organs of the latter must be trans-

parent, they must not intercept our attention, but carry it

directly to some external object. The greater dignity and range
of aesthetic pleasure is thus made very intelligible. The soul is

glad, as it were, to forget its connexion with the body and to

fancy that it can travel over the world with the liberty with

which it changes the objects of its thought. The mind passes
from China to Peru without any conscious change in the local

tensions of the body. This illusion of disembodiment is very

exhilarating, while immersion in the flesh and confinement to

some organ gives a tone of grossness and selfishness to our con-

sciousness. The generally meaner associations of physical pleas-
ures also help to explain their comparative crudity.

§ 8. The differentia of esthetic pleasure not its disin-

terestp:dness. The distinction between pleasure and the sense of

beauty has sometimes been said to consist in the unselfishness

of aesthetic satisfaction. In other pleasures, it is said, we gratify
our senses and passions; in the contemplation of beauty we are

raised above ourselves, the passions are silenced and we are

happy in the recognition of a good that we do not seek to pos-
sess. The painter does not look at a spring of water with the

eyes of a thirsty man, nor at a beautiful woman with those of a

satyr. The difference lies, it is urged, in the impersonality of the

enjoyment. But this distinction is one of intensity and delicacy,
not of nature, and it seems satisfactory only to the least aesthetic

minds. 1

1 Schopenhauer, indeed, who makes much of it, was a good critic, but his

psychology suffered much from the pessimistic generahties of his system. It

concerned him to show that the will was bad, and, as he felt beauty to be
a good if not a holy thing, he hastened to convince himself that it came
from the suppression of the will. But even in his system this suppression is

only relative. The desire of individual objects, indeed, is absent in the per-

ception of beauty, but there is still present that initial love of the general

type and principles of things which is the first illusion of the absolute.
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In the second place, the suj>posed disinterestedness of aesthetic

delights is not very fundamental. Ajjjireciation of a {liciure is

not identical with the desire to buy it, but it is, or ought to be,

closely related and preliminary to that desire. The l)cauties of

nature and of the plastic arts are not consumed by being en-

joyed; they retain all the efficacy to impress a second beholder.

But this circumstance is accidental, and those aesthetic objects
which depend upon change and are exhausted in time, as are

all performances, are things the enjoyment of which is an object
of rivalry and is coveted as much as any other pleasure. And
even plastic beauties can often not be enjoyed except by a few,

on accoimt of the necessity of travel or other difficulties of ac-

cess, and then this aesthetic enjoyment is as selfishly pursued as

the rest.

The truth which the theory is trying to state seems rather to

be that when we seek aesthetic pleasures we have no further

pleasure in mind; that we do not mix up the satisfactions of

vanity and proprietorship with the delight of contemplation.
This is true, but it is true at bottom of all pursuits and enjoy-
ments. Every real pleasure is in one sense disinterested. It is not

sought with ulterior motives, and what fills the mind is no cal-

culation, but the image of an object or event, suffused with

emotion. A sophisticated consciousness may often take the idea

of self as the touchstone of its inclinations; but this self, for the

gratification and aggrandizement of which a man may live, is

itself only a comjjlex of aims and memories, which once had

their direct objects, in which he had taken a spontaneous and

unselfish interest. The gratifications which, merged together,
make the selfishness are each of them ingenuous, and no more
selfish than the most altruistic, impersonal emotion. The con-

tent of selfishness is a mass of unselfishness. There is no reference

to the nominal essence called oneself either in one's appetites
or in one's natural affections; yet a man absorbed in his meat

and drink, in his houses and lands, in his children and dogs, is

called selfish because these interests, although natural and in-

stinctive in him, are not shared by others. The unselfish man is

he whose nature has a more universal direction, whose interests

are more widely diffused.

and drives it on to the fatal experiment of creation. So that, apart from

Schopenhauer's mythology, we have even in him the recognition that beauty

gives satisfaction to some dim and underlying demand of our nature, just
as particular objects give more special and momentary pleasures to our

individualized wills. His psychology was, however, far too vague and general
to undertake an analysis of those mysterious feelings.
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But as impersonal thoughts are such only in their object, not

in their subject or agent, since all thoughts are the thoughts of

somebody: so also unselfish interests have to be somebody's in-

terests. If we were not interested in beauty, if it were of no

concern to our happiness whether things were beautiful or ugly,

we should manifest not the maximum, but the total absence of

aesthetic faculty. The disinterestedness of this pleasure is, there-

fore, that of all primitive and intuitive satisfactions, which are

in no way conditioned by a reference to an artificial general

concept, like that of the self, all the potency of which must

itself be derived from the independent energy of its component
elements. I care about myself because "myself" is a name for

the things I have at heart. To set up the verbal figment of

personality and make it an object of concern apart from the

interests which were its content and substance, turns the moralist

into a pedant, and ethics into a superstition. The self which is

the object of amour propre is an idol of the tribe, and needs to

be disintegrated into the primitive objective interests that

underlie it before the cultus of it can be justified by reason.

§ 9. The differentia of esthetic pleasure not its univer-

sality. The supposed disinterestedness of our love of beauty

passes into another characteristic of it often regarded as essential,

—its universality. The pleasures of the senses have, it is said, no

dogmatism in them; that anything gives me pleasure involves

no assertion about its capacity to give pleasure to another. But

when I judge a thing to be beautiful, my judgment means that

the thing is beautiful in itself, or (what is the same thing more

critically expressed) that it should seem so to everybody. The
claim to universality is, according to this doctrine, the essence

of the aesthetic; what makes the perception of beauty a judg-

ment rather than a sensation. All aesthetic precepts would be

impossible, and all criticism arbitrary and subjective, unless we

admit a paradoxical universality in our judgment, the philo-

sophical implications of which we may then go on to develope.

But we are fortunately not required to enter the labyrinth into

which this method leads; there is a much simpler and clearer

way of studying such questions, which is to challenge and an-

alyze the assertion before us and seek its basis in human nature.

Before this is done, we should run the risk of expanding a

natural misconception or inaccuracy of thought into an in-

veterate and pernicious prejudice by making it the centre of an

elaborate construction.
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That the (laim ol uni\crsality is siuh a natural inaccuracy
will not be hard to show. There is notoriously no gieat agree-

ment upon asthetic matters; and such aji^reenient as there is, is

baseil upon similarity^ origin, nau ire. and circumstance among
men, a similarity which, where it exists, tends to bring about

identity inHaTPjiuTginents ancFIcclITigs. It is unmeaTung to say

that what is beauiilul to one man oiii^^ht to be beautiful to

another. 11 ilicir senses are the same, their associations and dis-

j)Ositions similar, then the same thing will certaiiilx be beauiilul

to both. II I heir natures are dillerent. the form which to one

will \)v niirancing will be to another even invisible, because

his classilications and discriminations in jiercejJtion will be

dillerent. and he may see a hideous detached iragment or a

shapeless aggregate of things, in what to another is a jK'rlect

whole—so entirely are the unities of objects unities of fiuiction

and use. It is absurd to say that what is invisible to a given

being ow^Jit to seem beautiful to him. Evidently this obligation

of recognizing the same qualities is conditioned by the jjosses-

sion of the same faculties. But no two men have exactly the same

faculties, nor can things have for any two exactly the same

values.

\\'hat is loosely expressed by saying that any one ought to

see this or that beauty is that he would see it if his disposition,

training, or attention were what our ideal demands for him; and

our ideal of what any one should be has complex but discover-

able sources. We take, for instance, a certain pleasure in having
our own judginents supported by those of others; we are intol-

erant, if not of the existence of a nature different from our

own, at least of its expression in words and judgments. We are

confirmed or made happy in our doubtful opinions by seeing

them accepted universally. We are unable to find the basis of

our taste in our own experience and therefore refuse to look

for it there. If we were sure of our ground, we should be willing

to acquiesce in the naturally different feelings and w^iys of

others, as a man who is conscious of speaking his language with

the accent of the capital confesses its arbitrariness with gayety,

and is pleased and interested in the variations of it he observes

in provincials; but the provincial is always zealous to show that

he has reason and ancient authority to justify his oddities. So

people who have no sensations, and do not know why they judge,
are always trying to show that they judge by universal reason.

Thus the frailty and superficiality of our own judgments can-

not brook contradiction. \Ve abhor another man's doubt when
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we cannot tell him why we ourselves believe. Our ideal of other

men tends therefore to inchule the agreement of their judg-
ments with our own; and although we might acknowledge the

fatuity of this demand in regard to natures very different from

the human, we may be unreasonable enough to require that all

races should admire the same style of architecture, and all ages

the same poets.
The great actual unity of human taste within the range of

conventional history helps the pretension. But in principle it is

untenable. Nothing has less to do with the real merit of a work

of imagination than the capacity of all men to appreciate it; the

true test is the degree and kind of satisfaction it can give to him

who appreciates it most. The symphony would lose nothing if

\ half mankind had always been cleaf, as nine-tenths of them

actually are to the intricacies of its harmonies; but it would have

lost much if no Beethoven had existed. And more: incapacity to

appreciate certain types of beauty may be the condition sitie qua
non for the appreciation of another kind; the greatest capacity

both for enjoyment and creation is highly specialized and

exclusive, and hence the greatest ages of art have often been

strangely intolerant.

The invectives of one school against another, perverse as they

are philosophically, are artistically often signs of health, because

they indicate a vital appreciation of certain kinds of beauty, a

love of them that has grown into a jealous passion. The archi-

tects that have pieced out the imperfections of ancient buildings

with their own thoughts, like Charles V. when he raised his

massive palace beside the Alhambra, may be condemned from

a certain point of view. They marred much by their interference;

but they showed a splendid confidence in their own intuitions,

a proud assertion of their own taste, which is the greatest evi-

\
dence of aesthetic sincerity. On the contrary, our own gropings,

*

eclecticism, and archaeology are the symptoms of impotence. If

we were less learned and less just, we might be more efficient. If

our appreciation were less general, it might be more real, and

if we trained our imagination into exclusiveness, it might attain

to character.

§ 10. The differentia of esthetic pleasure: its objectifica-

TiON. There is, however, something more in the claim to univer-

sality in aesthetic judgments than the desire to generalize our

own opinions. There is the expression of a curious but well-

known psychological phenomenon, viz., the transformation of
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an clement ol sensation into the (jnality ol a thin^. 11 we say
that other men should see the beauties we see, it is because we
think those beauties arc in the object, like its (olom", j)i()j)oi tion,

or si/e. Our judgment .ippears to us merely (he jierception and

discovery of an external existence, ol the real excellence that is

without. But this notion is radically absurd and contradictory.

Heautv. as we ha\e seen, is a \alue; it cannot be conceived as

an indejjcndent existence which affects our senses and which we

consecjuently perceive. It exists in percej)tion, and cannot exist

otherwise. A beauty not jjerceived is a pleasure not felt, and a

contradiction. But modern philosophy has tauf^ht us to say the

same thing of every element of the percei\ecl world; all are

sensations; and their grouping into objects imagined to be per-

manent and external is the work of certain habits of our intel-

ligence. \Ve should be incapable of surveying or retaining the

diffused experiences of life, unless we organized and classified

them, and out of the chaos of impressions framed the world of

conventional and recognizable objects.
How this is done is explained by the current theories of per-

ception. External objects usually affect various senses at once,

the impressions of which are thereby associated. Repeated experi-
ences of one object are also associated on accoimt of their simi-

larity; hence a double tendency to merge and unify into a single

percept, to which a name is attached, the group of those mem-
ories and reactions which in fact had one external thing for

their cause. But this percept, once formed, is clearly different

from those particular experiences out of which it grew. It is

permanent, they are variable. They are but partial views and

glimpses of it. The constituted notion therefore comes to be

the reality, and the materials of it merely the appearance. The
distinction between substance and quality, reality and appear-
ance, matter and mind, has no other origin.

The objects thus conceived and distinguished from our ideas

of them, are at first compacted of all the impressions, feelings,

and memories, which offer themselves for association and fall

within the vortex of the amalgamating imagination. Every
sensation we get from a thing is originally treated as one of its

qualities. Experiment, however, and the practical need of a

simpler conception of the structure of objects lead us gradually
to reduce the qualities of the object to a minimum, and to re-

gard most perceptions as an effect of those few qualities upon
us. These few primary qualities, like extension which we persist

in treating as independently real and as the quality of a sub-
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stance, are those which suffice to explain the order of our ex-

periences. All the rest, like colour, are relegated to the subjective

sphere, as merely effects upon our minds, and apparent or

secondary qualities of the object.
But this distinction has only a practical justification. Con-

venience and economy of thought alone determine what com-

bination of our sensations we shall continue to objectify and

treat as the cause of the rest. The right and tendency to be

objective is equal in all, since they are all prior to the artifice

of thought by which we separate the concept from its materials,

the thing from our experiences.
The qualities which we now conceive to belong to real ob-

jects are for the most part images of sight and touch. One of the

first classes of effects to be treated as secondary were naturally

pleasures and pains, since it could commonly conduce very little

to intelligent and successful action to conceive our pleasures
and pains as resident in objects. But emotions are essentially

capable of objectification, as well as impressions of sense; and

one may well believe that a primitive and inexperienced con-

sciousness would rather people the world with ghosts of its own
terrors and passions than with projections of those luminous

and mathematical concepts which as yet it could hardly have

formed.

This animistic and mythological habit of thought still holds

its own at the confines of knowledge, where mechanical explana-
tions are not found. In ourselves, where nearness makes observa-

tion difficult, in the intricate chaos of animal and human life,

we still appeal to the efficacy of will and ideas, as also in the

remote night of cosmic and religious problems. But in all the

intermediate realm of vulgar day, where mechanical science has

made progress, the inclusion of emotional or passionate elements

in the concept of the reality would be now an extravagance. Here

our idea of things is composed exclusively of perceptual ele-

ments, of the ideas of form and of motion.

The beauty of objects, however, forms an exception to this

' rule. Beauty is an emotional element, a pleasure of ours, which

nevertheless we regard as a quality of things. But we are now

prepared to understand the nature of this exception. It is the

survival of a tendency originally universal to make every effect

of a thing upon us a constituent of its conceived nature. The
scientific idea of a thing is a great abstraction from the mass

of perceptions and reactions which that thing produces; the

aesthetic idea is less abstract, since it retains the emotional reac-
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tion, tlu- plciisure ol ilic pcrcc|Hioii, as .m mtcgi.il jj.iii
(jI the

conceivfil ihin^.

Noi is ii luml to fiiul the ground of this survival in the sense

of beauty ot an oi)je(ii(icati()n of feeling elsewhere extinct. Most

of the pleasures which objects cause aie easily distinguished

and sej)aiaiecl from the j:)ercei)tion
of the object: the object has

to be applied to a particular organ, like the palate, or swallowed

like wine, or used and operated upon in some way before the

pleasine arises. The cohesion is therefore slight between the

j)leasure and the other assoc iated elements of sense; the j)leasure

is separated in time from the j)erception, or it is localized in a

different organ, and consec|uently is at once recognized as an

effect and not as a quality of the object. But when the process

of j)ercej)tion itself is pleasant, as it may easily be, when the in-

tellectual operation, by which the elements of sense are associ-

ated and projected, and the concept of the form and substance

of the thing produced, is naturally delightful, then we have a

pleasure intimately bound up in the thing, inseparable from its

character and constitution, the seat of which in us is the same

as the seat of the perception. We naturally fail, under these cir-

cumstances, to separate the pleasure from the other objectified

feelings. It becomes, like them, a quality of the object, which

we distinguish from pleasures not so incorporated in the per-

ception of things, by giving it the name of beauty.

§ 11. The definition of beauty. We have now reached our

definition of beauty, which, in the terms of our successive analy-

sis and narrowing of the conception, is value positive, intrinsic,

and objectified. Or, in less technical language, Beauty is pleasure_| vl/.

regarded as the quality of a thing. ^
*^ '

This definition is intended to simn up a variety of distinctions

and identifications which should perhaps be here more explicitly

set down. Beauty is a value, that is, it is not a perception of a

matter of fact or of a relation: it is an emotion, an affection of

our volitional and appreciative nature. An object cannot be

beautiful if it can give plea.sure to nobody: a beauty to which

all men were forever indifferent is a contradiction in terms.

In the second place, this value is positive, it is the sense of the

presence of something good, or (in the case of ugliness) of its

absence. It is never the perception of a positive evil, it is never

a negative value. That we are endowed with the sense of beauty

is a pure gain which brings no evil with it. When the ugly

ceases to be amusing or merely uninteresting and becomes dis-
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gusting, it becomes indeed a positive evil: but a moral and

practical, not an aesthetic one. In aesthetics that saying is true-

often so disingenuous in ethics—that evil is nothing but the

absence of good: for even the tedium and vulgarity of an exis-

tence without beauty is not itself ugly so much as lamentable
and degrading. The absence of aesthetic goods is a moral evil:

the aesthetic evil is merely relative, and means less of aesthetic

good than was expected at the place and time. No form in itself

gives pain, although some forms give pain by causing a shock of

surprise even when they are really beautiful: as if a mother
found a fine bull pup in her child's cradle, when her pain would
not be aesthetic in its nature.

Further, this pleasure must not be in the consequence of the

utility of the object or event, but in its immediate perception;
in other words, beauty is an ultimate good, something that gives
satisfaction to a natural fimction, to some fimdamental need or

capacity of our minds. Beauty is therefore a positive value that

.^ is intrinsic; it is a pleasure. These two circumstances sufficiently

separate the sphere of aesthetics from that of ethics. Moral values

are generally negative, and always remote. Morality has to do
with the avoidance of evil and the pursuit of good: aesthetics

I
only witli enjoyment.

Finally, the pleasiires^of sense are distinguished from the per-

ception of beauty, as sensation in general is distinguished from

perception; by the objectification of the elements and their ap-

pearance as qualities rather of things than of consciousness. The

passage from sensation to perception is gradual, and the path
may be sometimes retraced: so it is with beauty and the pleas-
ures of sensation. There is no sharp line between them, but it

depends upon the degree of objectivity my feeling has attained

at the moment whether I say "It j)leases me," or "It is beau-

tifid." If I am self-conscious and critical, I shall probably use one

phrase; if I am impulsive and suscejjtible, the other. The more re-

mote, interwoven, and inextricable the pleasiue is, the more

objective it will appear; and the union of two pleasures often

makes one beauty. In Shakespeare's LIVth sonnet are these

words:

O how much more doth beauty beauteous seem

By that sweet ornament which truth doth give!
The rose looks fair, but fairer we it deem
For that sweet odour which doth in it live.

The canker-blooms ha\e full as deep a dye
As the perfumed tincture of the roses,

Hang on such thorns, and play as wantonly
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When summer's breath their masked buds discloses.

But, for their beauty only is their show,

They hvc unwoocii and unrespected fade;

Die to themselves. Sweet roses do not so:

Of their sweet deaths are sweetest odours made.

One added ornament, we see, turns the deep dye, \vliich was

but show and mere sensation before, into an element of beauty
and reality; and as truth is here the co-operation of perceptions,

so beauty is the co-oijeration of j)leasures. If colour, form, and

\notion are hardly beautifid without the sweetness of the odour,

how much more necessary would they be for the sweetness itself

to become a beauty! If we had the perfume in a flask, no one

woukl think of calling it beautiful: it would give us too de-

tached and controllable a sensation. There would be no object

in which it could be easily incorporated. But let it float from

the garden, and it will add another sensuous charm to objects

simultaneously recognized, and help to make them beautiful.

Thus beauty is constituted by the objectification of pleasure. It

is pleasure objectified.





PART II

THE MATERIALS OF BEAUTY

§ 12. Al I IllMAN Fl'NCTIONS MAY CONTRIBUTE TO THE SENSE OF
BEAUTY. Our task \\'\\\ now be to pass in review the various ele-

ments of our consciousness, and see what each contributes to the

beauty of the world. We shall find that they do so whcn-
e\er they are inextricably associated with the objectifying activity
of the understanding. \\'hene\er the golden thread of pleasure
enters that web of things which our intelligence is always busily

spinning, it lends to the visible world that mysterious and subtle

charm which we call beauty.
There is no function of our nature which cannot contribute

something to this effect, but one function differs very much
from another in the amount and directness of its contribution.

The pleasures of the eye and ear, of the imagination and mem-

ory, are the most easily objectified and merged in ideas; but it

would betray inexcusable haste and slight aj^preciation of the

principle involved, if we called them the only materials of

beauty. Our effort will rather be to discover its other sources,

which have been more generally ignored, and point out their

importance. For the five senses and the three powers of the soul,

which play so large a part in traditional psychology, are by no
means the only sources or factors of consciousness; they are

more or less external divisions of its content, and not even ex-

haustive of that. The nature and changes of our life have deeper
roots, and are controlled by less obvious processes.
The human body is a machine that holds together by virtue

of certain vital functions, on the cessation of which it is dis-

solved. Some of these, like the circulation of the blood, the

growth and decay of the tissues, are at first sight unconscious.

Yet any important disturbance of these fundamental processes
at once produces great and ]:)ainful changes in consciousness.

Slight alterations are not without their conscious echo: and the

whole temper and tone of our mind, the strength of our pas-
sions, the grip and concatenation of our habits, our power of

35
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attention, and the liveliness of our fancy and affections are due
to the influence of these vital forces. They do not, perhaps, con-

stitute the whole basis of any one idea or emotion: but they are

the conditions of the existence and character of all.

Particularly important are they for the value of our expe-
rience. They constitute health, without which no pleasure can

be pure. They determine our impulses in leisure, and furnish

that surplus energy which we spend in play, in art, and in

speculation. The attraction of these pursuits, and the very ex-

istence of an aesthetic sphere, is due to the efficiency and perfec-
tion of our vital processes. The pleasures which they involve are

not exclusively bound to any particular object, and therefore do
not account for the relative beauty of things. They are loose and

unlocalized, having no special organ, or one which is internal

and hidden within the body. They therefore remain undiscrim-

inated in consciousness, and can serve to add interest to any
object, or to cast a general glamour over the world, very favour-

able to its interest and beauty.
The aesthetic value of vital functions differs according to their

physiological concomitants: those that are favourable to ideation

are of course more apt to extend something of their intimate

warmth to the pleasures of contemplation, and thus to intensify
the sense of beauty and the interest of thought. Those, on the

other hand, that for physiological reasons tend to inhibit idea-

tion, and to drown the attention in dumb and unrepresent-
able feelings, are less favourable to aesthetic activity. The
double effect of drowsiness and reverie will illustrate this

difference. The heaviness of sleep seems to fall first on the outer

senses, and of course makes them incapable of acute impressions;
but if it goes no further, it leaves the imagination all the freer,

and by heightening the colours of the fancy, often suggests and
reveals beautiful images. There is a kind of poetry and invention

that comes only in such moments. In them many lovely melodies

must first have been heard, and centaurs and angels originally

imagined.
If, however, the lethargy is more complete, or if the cause of

it is such that the imagination is retarded while the senses re-

main awake,—as is the case with an over-fed or over-exercised

body,—we have a state of aesthetic insensibility. The exhilaration

which comes with pure and refreshing air has a marked influence

on our appreciations. To it is largely due the beauty of the

morning, and the entirely different charm it has from the

evening. The opposite state of all the functions here adds an
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opposite emotion to externally similar scenes, making both in-

fiiiitcly but (lilferently beautiful.

it would be curious and probably surprising to disro\er how
much the pleasure ol breathing has to do with our highest and
most transcendental ideals. It is not merely a metajihor that

makes us couple airiness with exc]iiisiteness and breathlessness

with awe; it is the actual recurrence of a sensation in the throat

and lungs that gi\es those impressions an immediate power,

j)iior to all redection upon their significance. It is, therefore, to

this vital sensation of deep or arrested respiration that the im-

pressiveness of those objects is immediately clue.

§ Vi. The iNFi.i'KNCF OF THE PASSION OF i.o\ E. Half-way be-

tween vital and social functions, lies the sexual instinct. If

nature had solved the problem of reproduction without the dif-

ferentiation of sex, our emotional life would have been radically
different. So profound and, especially in woman, so pervasive an
influence does this function exert, that we should betray an

entirely imreal view of human nature if we did not inquire into

the relations of sex with our aesthetic susceptibility. We must
not expect, however, any great difference between man and
woman in the scope or objects of aesthetic interest: what is im-

portant in emotional life is not which sex an animal has, but

that it has sex at all. For if we consider the difficult problem
which nature had to solve in sexual reproduction, and the nice

adjustment of instinct which it demands, we shall see that the re-

actions and susceptibilities which must be implanted in the

individual are for the most part identical in both sexes, as the

sexual organization is itself fundamentally similar in both.

Indeed, indi\iduals of various species and the whole animal

kingdom have the same sexual disposition, although, of course,

the particular object destined to call forth the complete sexual

reaction, differs with every species, and with each sex.

If,we were dealing with the philosophy of love, and not with

that of beauty, our problem would be to find out by what ma-

chinery this fundamental susceptibility, common to all animals

of both sexes, is gradually directed to more and more definite

objects: first, to one species and one sex, and ultimately to one
individual. It is not enough that sexual organs should be dif-

ferentiated: the connexion must be established between them
and the outer senses, so that the animal may recognize and pur-
sue the proper object.
The case of lifelong fidelity to one mate—perhaps even to an
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unsatisfied and hopeless love— is the maximum of differentiation,
which even overleaps the utility which gave it a foothold in

nature, and defeats its own object. For the differentiation of
the instinct in respect to sex, age, and species is obviously neces-

sary to its success as a device for reproduction. While this dif-

ferentiation is not complete,—and it often is not,—there is a

great deal of groping and waste; and the force and constancy of

the instinct must make up for its lack of precision. A great deal
of vital energy is thus absorbed by this ill-adjusted function.

The most economical arrangement which can be conceived,
would be one by which only the one female best fitted to bear off-

spring to a male should arouse his desire, and only so many times
as it was well she should grow pregnant, thus leaving his energy
and attention free at all other times to exercise the other facul-

ties of his nature.

If this ideal had been reached, the instinct, like all those per-

fectly adjusted, would tend to become unconscious; and we
should miss those secondary effects with which we are exclusively
concerned in aesthetics. For it is precisely from the waste, from
the radiation of the sexual passion, that beauty borrows warmth.
As a harp, made to vibrate to the fingers, gives some music to

every wind, so the nature of man, necessarily susceptible to

woman, becomes simultaneously sensitive to other influences, and

capable of tenderness toward every object. The capacity to love

gives our contemplation that glow without which it might often
fail to manifest beauty; and the whole sentimental side of our
aesthetic sensibility—without which it would be perceptive and
mathematical rather than aesthetic— is due to our sexual organ-
ization remotely stirred.

The attraction of sex could not become efficient unless the

senses were first attracted. The eye must be fascinated and the
ear charmed by the object which nature intends should be pur-
sued. Both sexes for this reason develope secondary sexual

characteristics; and the sexual emotions are simultaneously ex-

tended to various secondary objects. The colour, the grace, the

form, which become the stimuli of sexual passion, and the

guides of sexual selection, acquire, before they can fulfil that

office, a certain intrinsic charm. This charm is not only present
for reasons which, in an admissible sense, we may call teleolog-
ical, on account, that is, of its past utility in reproduction, but
its intensity and power are due to the simultaneous stirring of

profound sexual impulses. Not, of course, that any specifically
sexual ideas are connected with these feelings: such ideas are
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absent in a modest ami incxpcrieiuccl miiul even in the obviously
sexual passions of love and jealousy.

These secondary objects of interest, which are some ol the

most consjjicuous elements of beauty, are to be called sexual for

these two reasons: because the contingencies of the sexual func-

tion have helped to establish them in oui race, and because they
owe their fascination in a great measure to the participation of

our sexual life in the reaction which they cause.

If any one were desirous to jModuce a being with a great

susceptibility to beauty, he could not invent an instrument better

designed for that object than sex. Individuals that need not

unite for the birth and rearing of each generation, might retain

a savage independence. For them it would not be necessary that

any vision should fascinate, or that any languor should .soften,

the prying cruelly of the eye. But sex endows the individual with

a dumb and powerful instinct, which carries his body and soul

continually towards another; makes it one of the dearest em-

ployments of his life to select and pursue a companion, and

joins to possession the keenest pleasure, to rivalry the fiercest

rage, and to solitude an eternal melancholy.
What more could be needed to suffuse the world with the

deepest meaning and beauty? The attention is fixed upon a

well-defined object, and all the effects it produces in the mind

are easily regarded as powers or qualities of that object. But

these effects are here j^owerful and profound. The soul is stirred

to its depths. Its hidden treasures are brought to the surface of

consciousness. The imagination and the heart awake for the

first time. All these new values crystallize about the objects then

offered to the mind. If the fancy is occupied by the image of a

single person, whose qualities have had the power of precipitat-

ing this revolution, all the values gather about that one image.

The object becomes perfect, and we are said to be in love.^ If

the stimulus does not appear as a definite image, the values

evoked are dispersed over the world, and we are said to have

become lovers of nature, and to have discovered the beauty

and meaning of things.

To a certain extent this kind of interest will centre in the

proper object of sexual passion, and in the special characteris-

tics of the opposite sex; and we find accordingly that woman is

the most lovely object to man, and man, if female modesty

would confess it, the most interesting to woman. But the effects

1 Cf. Stendhal, De VAmour, passim.
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of so fundamental and primitive a reaction are much more

general. Sex is not the only object of sexual passion. When love

lacks its specific object, when it does not yet understand itself,

or has been sacrificed to some other interest, we see the stifled

fire bursting out in various directions. One is religious devotion,

another is zealous philanthrojjy, a third is the fondling of pet
animals, but not the least fortunate is the love of nature, and

of art; for nature also is often a second mistress that consoles

us for the loss of a first. Passion then overflows and visibly

floods those neighbouring regions which it had always secretly

watered. For the same nervous organization which sex involves,

with its necessarily wide branchings and associations in the

brain, must be partially stimulated by other objects than its

specific or ultimate one; especially in man, who, unlike some of

the lower animals, has not his instincts clearly distinct and in-

termittent, but always partially active, and never active in isola-

tion. We may say, then, that for man all nature is a secondary

object of sexual passion, and that to this fact the beauty of

nature is largely due.

§ 14. Social instincts and their esthetic influence. The
function of reproduction carries with it not only direct modifi-

cations of the body and mind, but a whole set of social institu-

tions, for the existence of which social instincts and habits are

necessary in man. These social feelings, the parental, the patri-

otic, or the merely gregarious, are not of much direct value for

aesthetics, although, as is seen in the case of fashions, they are

important in determining the duration and prevalence of a

taste once formed. Indirectly they are of vast importance and

play a great role in arts like poetry, where the effect depends on
what is signified more than on what is offered to sense. Any ap-

peal to a human interest rebounds in favour of a work of art

in which it is successfully made. That interest, unassthetic in

itself, helps to fix the attention and to furnish subject-matter
and momentum to arts and modes of appreciation which are

aesthetic. Thus comprehension of the passion of love is necessary
to the appreciation of numberless songs, plays, and novels, and
not a few works of musical and plastic art.

The treatment of these matters must be postponed until we
are prepared to deal with expression—the most complex element

of effect. It will suffice here to point out why social and gre-

garious impulses, in the satisfaction of which happiness mainly
resides, are those in which beauty finds least support. This may
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help us to uiuicrstancl better the lehuions between aesthetics and

hedonics, and the nature ol that objectification in which we have

j^lated tlie dillorence between beauty and pleasure.
So long as hapj)iness is c()ncei\ed as a jioet might conceive it,

namely, in its immediately sensuous aiul emotional factors, so
|

long as we live in the moment and make our hapj^iness consist

in the simplest things,— in breathing, seeing, hearing, loving,

and sleeping,—our happiness has the same substance, the same

elements, as our arsthetic delight, lor it is a-sthetic delight that

makes our hajjpiness. Vet poets and artists, with their innnediate

and aesthetic joys, are not thought to be happy men; they them-

selves are apt to be loud in their lamentations, and to regard
themselves as eminently and tragically unhappy. This arises from

the intensity and inconstancy of their emotions, from their im-

jirovitlence. antl from the eccentricity of their social habits.

While among them the sensuous and vital functions have the

upper hand, the gregarious and social instincts are subordinated

and often deranged; and their unhappiness consists in the sense

of their unfitness to live in the world into which they are born.

But man is pre-eminently a political animal, and social needs

are almost as fundamental in him as vital functions, and often

more conscious. Friendship, wealth, reputation, power, and in-

fluence, when added to family life, constitute surely the main

elements of happiness. Now these are only very partially com-

posed of definite images of objects. The desire for them, the

consciousness of their absence or possession, comes upon us

only when we reflect, when we are planning, considering the

future, gathering the words of others, rehearsing their scorn or

admiration for ourselves, conceiving possible situations in which

our virtue, our fame or power would become conspicuous, com-

paring our lot with that of others, and going through other dis-

cursive processes of thought. Apprehension, doubt, isolation, are

things which come upon us keenly when we reflect upon our

lives; they cannot easily become qualities of any object. If by
chance they can, they acquire a great aesthetic value. For instance,

"home," which in its social sense is a concept of happiness, when
it becomes materialized in a cottage and a garden becomes an

aesthetic concept, becomes a beautiful thing. The happiness is

objectified, and the object beautified.

Social objects, however, are seldom thus aesthetic, because they

are not thus definitely imaginable. They are diffuse and abstract,

and verbal rather than sensuous in their materials. Therefore

the great emotions that go with them are not immediately trans-
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mutable into beauty. If artists and poets are unhappy, it is

after all because happiness does not interest them. They cannot

seriously pursue it, because its components are not components
of beauty, and being in love with beauty, they neglect and

despise those unaesthetic social virtues in the operation of which

happiness is found. On the other hand those who pursue happi-
ness conceived merely in the abstract and conventional terms, as

money, success, or respectability, often miss that real and fun-

damental part of happiness which flows from the senses and

imagination. This element is what aesthetics supplies to life; for

beauty also can be a cause and a factor of happiness. Yet the

happiness of loving beauty is either too sensuous to be stable,
or else too ultimate, too sacramental, to be accounted happiness
by the worldly mind.

§ 15. The lower senses. The senses of touch, taste, and smell,

although capable no doubt of a great development, have not
served in man for the purposes of intelligence so much as those
of sight and hearing. It is natural that as they remain normally
in the background of consciousness, and furnish the least part of
our objectified ideas, the pleasures connected with them should
remain also detached, and unused for the purpose of apprecia-
tion of nature. They have been called the unaesthetic, as well as

the lower, senses; but the propriety of these epithets, which is

undeniable, is due not to any intrinsic sensuality or baseness of
these senses, but to the function which they happen to have in
our experience. Smell and taste, like hearing, have the great

disadvantage of not being intrinsically spatial: they are there-

fore not fitted to serve for the representation of nature, which
allows herself to be accurately conceived only in spatial terms.^

They have not reached, moreover, the same organization as

sounds, and therefore cannot furnish any play of subjective
sensation comparable to music in interest.

The objectification of musical forms is due to their fixity and

complexity: like words, they are thought of as existing in a
social medium, and can be beautiful without being spatial. But
tastes have never been so accurately or universally classified and

distinguished; the instrument of sensation does not allow such

1 This is not the place to enter into a discussion of the metaphysical
value of the idea of space. Suffice it to point out that in human experience
serviceable knowledge of our environment is to be had only in spatial sym-
bols, and, for whatever reason or accident, this is the language which the
mind must speak if it is to advance in clearness and efficiency.
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nice and stable discriminations as does the ear. The art ol (oiii

bining dishes and wines, ahhoiigh one whicli everybody j)raciises

with more or less skill and altfiuioii, deals with a nialciial lar

loo unrepresentable to be called beaulitul. The ait icinaiiis in

the sphere ol the pleasant, and is consequently regarded as

servile, rather than fine.

Artists in life, if that expression may be used for those who
have beautified social and domestic existence, have appealed

continually to these lower senses. A fragrant garden, and savoury

meats, incense, and jjerlumes, soft stuffs, and delicious colours,

form our ideal of oriental luxuries, an ideal which appeals too

much to himian nature ever to lose its charm. Yet our northern

poets have seldom attemj)ted to arouse these images in their

sensuous intensity, without relieving them by some imaginative

touch. In Keats, for example, we find the following lines:—

And still she slept in azurc-lickkd sleep,

In blanched linen, smooth and lavendcred.

While he from forth the closet brought a heap
Of candied apple, quince, and plum, and gourd,
With jellies soother than the creamy curd,

And lucent syrops tinct with cinnamon;
Manna and dates in argosy transferred

From Fez; and spiced dainties, every one

From silken Samarcand to cedared Lebanon.

Even the most sensuous of English poets, in whom the love of

beauty is supreme, cannot keep long to the primal elements of

beauty; the higher flight is inevitable for him. And how much
does not the ajjpeal to things in argosy transferred from Fez,

reinforced with the reference to Samarcand and especially to

the authorized beauties of the cedars of Lebanon, which even

the Puritan may sing without a blush, add to our wavering satis-

faction and reconcile our conscience to this unchristian indul-

gence of sense!

Iktt the time may be near when such scruples will be less

common, and our poetry, with our other arts, will dwell nearer

to the fountain-head of all inspiration. For if nothing not once

in sense is to be found in the intellect, much less is such a thing

to be found in the imagination. If the cedars of Lebanon did

not spread a grateful shade, or the winds rustle through the

maze of their branches, if Lebanon had never been beautiful to

sense, it would not now be a fit or poetic subject of allusion.

And the word "Fez" would be without imaginative value if no

traveller had ever felt the intoxication of the torrid sun, the
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languors of oriental luxury, or, like the British soldier, cried

amid the dreary moralities of his native land:—

Take me somewhere east of Suez

\\Tiere the best is hke the worst,

Where there ain't no ten commandments
And a man may raise a thirst.

Nor would Samarcand be anything but for the mystery of the

desert and the picturesqueness of caravans, nor would an argosy
be poetic if the sea had no voices and no foam, the winds and
oars no resistance, and the rudder and taut sheets no pull. From
these real sensations imagination draws its life, and suggestion
its power. The sweep of the fancy is itself also agreeable; but
the superiority of the distant over the present is only due to the

mass and variety of the pleasures that can be suggested, com-

pared with the poverty of those that can at any time be felt.

§ 16. Sound. Sound shares with the lower senses the disadvan-

tage of having no intrinsic spatial character; it, therefore, forms
no part of the properly abstracted external world, and the pleas-
ures of the ear cannot become, in the literal sense, qualities of

things. But there is in sounds such an exquisite and continuotis

gradation in pitch, and such a measurable relation in length,
that an object almost as complex and describable as the visible

one can be built out of them. WTiat gives spatial forms their

value in description of the en\ironment is the ease with which
discriminations and comparisons can be made in spatial objects:

they are measurable, while unspatial sensations commonly are

not. But sounds are also measurable in their own category: they
have comparable pitches and durations, and definite and recog-
nizable combinations of those sensuous elements are as truly

objects as chairs and tables. Not that a musical composition
exists in any mystical way, as a portion of the music of the

spheres, which no one is hearing; but that, for a critical philos-

ophy, visible objects are also nothing but possibilities of sensa-

tion. The real world is merely the shadow of that assurance of

eventual experience which accompanies sanity. This objectivity
can accrue to any mental figment that has enough cohesion, con-

tent, and individuality to be describable and recognizable, and
these qualities belong no less to audible than to spatial ideas.

There is, accordingly, some justification in Schopenhauer's
speculative assertion that music repeats the entire world of sense,

and is a parallel method of expression of the underlying sub-

stance, or will. The world of sound is certainly capable of in-
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finite variety and, were our sense developed, of infinite exten-

sions; and it has as much as the world ol matter the jjowcr to

interest us and to stir our emotions. It was therefore potentially
as full of meaning. But it has pro\eil the less serviceable and
constant apjxirition; and, therefore, music, which builds with its

materials, while the purest and most impressive of the arts, is

the least human and instructive of them.

The pleasantness of sounds has a simple physical basis. All

sensations are pleasant only between certain limits of intensity;
but the ear can discriminate easily between noises, that in them-

selves are uninteresting, if not annoying, and notes, which have

an unmistakable charm. A sound is a note if the pulsations of the

air by which it is produced recur at regular intervals. If there

is no regular recurrence of waves, it is a noise. The rapidity of

these regular beats determines the pitch of tones. That quality
or timbre by which one sound is distinguished from another

of the same pitch and intensity is due to the different complica-
tions of wa\es in the air; the ability to discriminate the various

waves in the vibrating air is, therefore, the condition of our

finding music in it; for e\er)' wave has its period, and what we
call a noise is a complication of notes too complex for our organs
or our attention to decipher.
We find here, at the very threshold of our subject, a clear in-

stance of a conflict of principles which appears everywhere in

aesthetics, and is the source and explanation of many conflicts of

taste. Since a note is heard when a set of regular vibrations can

be discriminated in the chaos of sound, it appears that the per-

ception and value of this artistic element depends on abstraction,

on the omission from the field of attention, of all the elements

which do not confomi to a simple law. This may be called the

principle of purity. But if it were the only principle at work,

there would be no music more beautiful than the tone of a

tuning-fork. Such sounds, although delightful perhaps to a child,

are soon tedious. The principle of purity must make some com-

promise with another principle, which we may call that of in-

terest. The object must have enough variety and expression to

hold our attention for a while, and to stir our nature widely.

As we are more acutely sensitive to results or to processes, we
find the most agreeable effect nearer to one or to the other of

these extremes of a tedious beauty or of an unbeautiful expres-

siveness. But these principles, as is clear, are not co-ordinate. The
child who enjoys his rattle or his trumpet has aesthetic enjoy-

ment, of however rude a kind; but the master of technique who
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should give a performance wholly without sensuous charm would
be a gymnast and not a musician, and the author whose novels

and poems should be merely expressive, and interesting only by
their meaning and moral, would be a w-riter of history or philos-

ophy, but not an artist. The principle of purity is therefore

essential to aesthetic effect, but the {principle of interest is sub-

sidiary, and if appealed to alone would fail to produce beauty.
The distinction, however, is not absolute: for the simple sen-

sation is itself interesting, and the complication, if it is appreci-
able by sense and does not require discursive thought to grasp
it, is itself beautiful. There may be a work of art in which the

sensuous materials are not pleasing, as a discourse without

euphony, if the structure and expression give delight; and there

may be an interesting object without perceived structure, like

musical notes, or the blue sky. Perfection would, of course, lie

in the union of elements all intrinsically beautiful, in forms also

intrinsically so; but where this is impossible, different natures

prefer to sacrifice one or the other advantage.

§ 17. Colour. In the eye we have an organ so differentiated

that it is sensitive to a much more subtle influence than even

that of air waves. There seems to be, in the interstellar spaces,
some pervasive fluid, for the light of the remotest star is rapidly

conveyed to us, and we can hardly understand how this radiation

of light, which takes place beyond our atmosphere, could be

realized without some medium. This hypothetical medium we
call the ether. It is capable of very rapid vibrations, which are

propagated in all directions, like the waves of sound, only much
more quickly. Many common observations, such as the apparent
interval between lightning and thunder, make us aware of the

quicker motion of light. Now, since nature was filled with this

responsive fluid, which propagated to all distances vibrations

originating at any point, and moreover as these vibrations, when

intercepted by a solid body, were reflected wholly or in part, it

obviously became very advantageous to every animal to develope
an organ sensitive to these vibrations—sensitive, that is, to light.

For this would give the mind instantaneous impressions depend-
ent upon the presence and nature of distant objects.
To this circumstance we must attribute the primacy of sight

in our perception, a primacy that makes light the natural symbol
of knowledge. AVhen the time came for our intelligence to take

the great metaphysical leap, and conceive its content as per-
manent and independent, or, in other words, to imagine things,
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the idea of these tliini!;s had to hi- constructed out of tlic materials

already present to the mind. Hut the fittest material for such

constriKtion was that furnished by the eye, since it is the eye
that brings us iiuo widest relations with oiu" actual environment,
and gives us the Cjuickest warning of ajjproaching impressions.

Sight has a projihetic function. We are less interested in it for

itself than for the suggestion it brings of what may follow after.

Sight is a method of preseiuing jjsychically what is practically
absent: and as the essence of the tliin;^ is its existence in our

absence, the thiiiiji; is sjjontaneously conceived in terms of sight.

Sight is, therefore, perception par excellence, since we become
most easily aware of objects through visual agency and in visual

terms. Now, as the values of perception are those we call aes-

thetic, and there could be no beamy if there was no conception
of indcjxnulent objects, we may expect to find beauty dcri\ed

mainly from the pleasures of sight. And, in fact, form, which is

almost a synonym of beauty, is for us usually something visible:

it is a synthesis of the seen. But prior to the effect of form,

which arises in the constructive imagination, comes the effect

of colour; this is pinely sensuous, and no better intrinsically
than the effects of any other sense: but being more involved in

the perception of objects than are the rest, it becomes more

readily an element of beauty.
The values of colours differ appreciably and have analogy to

the differing values of other sensations. As sweet or pungent
smells, as high and low* notes, or major and minor chords, differ

from each other by virtue of their different stimulation of the

senses, so also red differs from gieen, and green from violet.

There is a nervous process for each, and consequently a specific

value. This emotional quality has affinity to the emotional

quality of other sensations; we need not be surprised that the

high rate of \ibration which yields a sharp note to the ear

should involve somewhat the same feeling that is produced by
the high rate of vibration which, to the eye, yields a violet

colour. These affinities escape many minds; but it is conceivable

that the sense of them should be improved by accident or train-

ing. There are certain effects of colour which give all men pleas-

ure, and others which jar, almost like a musical discord. A more

general development of this sensibility would make possible a

new abstract art, an art that should deal with colours as music

does with sound.

We have not studied these effects, however, with enough at-

tention, we have not allowed them to penetrate enough into
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the soul, to think them very significant. The stimulation of fire-

works, or of kaleidoscopic effects, seems to us trivial. But every-

thing which has a varied content has a potentiality of form and
also of meaning. The form will be enjoyed as soon as attention

accustoms us to discriminate and recognize its variations; and

meaning will accrue to it, when the various emotional values of

these forms ally the new object to all other experiences which

involve similar emotions, and thus give it a sympathetic environ-

ment in the mind. The colours of the sunset have a brilliancy
that attracts attention, and a softness and illusiveness that en-

chant the eye; while the many associations of the evening and of

heaven gather about this kindred charm and deepen it. Thus the

most sensuous of beauties can be full of sentimental suggestion.
In stained glass, also, we have an example of masses of colour

made to exert their powerful direct influence, to intensify an

emotion eventually to be attached to very ideal objects; what is

in itself a gorgeous and unmeaning ornament, by its absolute

impressiveness becomes a vivid symbol of those other ultimates

which have a similar power over the soul.

§ 18. Materials surveyed. We ha\e now gone over those

organs of perception that give us the materials out of which we
construct objects, and mentioned the most conspicuous pleasures
which, as they arise from those organs, are easily merged in the

ideas furnished by the same. We have also noticed that these

ideas, conspicuous as they are in our developed and operating
consciousness, are not so much factors in our thought, independ-
ent contributors to it, as they are discriminations and excisions

in its content, which, after they are all made, leave still a back-

ground of vital feeling. For the outer senses are but a portion
of our sensorium, and the ideas of each, or of all together, but a

portion of our consciousness.

The pleasures which accompany ideation we have also found
to be unitary and vital; only just as for practical purposes it is

necessary to abstract and discriminate the contribution of one
sense from that of another, and thus to become aware of par-
ticular and definable impressions, so it is natural that the dif-

fused emotional tone of the body should also be divided, and a

certain modicum of pleasure or pain should be attributed to

each idea. Our pleasures are thus described as the pleasures of

touch, taste, smell, hearing, and sight, and may become elements

of beauty at the same time as the ideas to which they are at-

tached become elements of objects. There is, however, a re-
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mainder of emotion as there is a rcniaiiuler of sensation; and the

importance of this remainder—of the continuum in wliith lie-

all particular pleasures and pains—was insisted upon in the

beginning.
The bcautv of the woikl, inilecd, cannot be amibuicd wholly

or HKiinly to pleasures thus attached to abstracted sensations. It

is only the beauty of the materials of things which is drawn

from the pleasures of sensation. By far the most important effects

are not attributable to these materials, but to their arrangement
and their ideal relations. We have yet to study those processes

of our minil by which this arrangement and these relations are

conceived; and the pleasures which we can attach to these

processes may then be added to the pleasures attached to sense

as further and more subtle elements of beauty.
But before jiassing to the consideration of this more intricate

subject, we may note that however subordinate the beauty may
be which a garment, a building, or a poem derives from its

sensuous material, yet the presence of this sensuous material is

indispensable. Form cannot be the form of nothing. If, then, in

finding or creating beauty, we ignore the materials of things, and

attend only to their form, we miss an ever-present opportunity
to heighten our effects. For whatever delight the form may bring,

the material might have given delight already, and so much
would have been gained towards the value of the total result.

Sensuous beauty is not the greatest or most important element

of effect, but it is the most primitive and fundamental, and the

most universal. There is no effect of form which an effect of

material could not enhance, and this effect of material, underly-

ing that of form, raises the latter to a higher power and gives

the beauty of the object a certain poignancy, thoroughness, and

infinity which it otherwise would have lacked. The Parthenon

not in marble, the king's crown not of gold, and the stars not

of fire, would be feeble and prosaic things. The greater hold

which material beauty has upon the senses, stimulates us here,

where the form is also sublime, and lifts and intensifies our

emotions. ^Ve need this stimulus if our perceptions are to reach

the highest pitch of strength and acuteness. Nothing can be

ravishing that is not beautiful pervasively.
And another point. The wider diffusion of sensuous beauty

makes it as it were the poor man's good. Fewer factors are

needed to produce it and less training to appreciate it. The senses

are indispensable instruments of labour, developed by the neces-

sities of life; but their perfect development produces a harmony
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between the inward structure and instinct of the organ and the

outward opportunities for its use; and this harmony is the source

of continual pleasures. In the sphere of sense, therefore, a certain

cultivation is inevitable in man; often greater, indeed, among
rude peoples, perhaps among animals, than among those whose

attention takes a wider sweep and whose ideas are more abstract.

Without requiring, therefore, that a man should rise above his

station, or develope capacities which his opportunities will sel-

dom employ, we may yet endow his life with aesthetic interest, if

we allow him the enjoyment of sensuous beauty. This enriches

him without adding to his labour, and flatters him without

alienating him from his world.

Taste, when it is spontaneous, always begins with the senses.

Children and savages, as we are so often told, delight in bright
and variegated colours^ the simplest people appreciate the neat-

ness of muslin curtains, shining varnish, and burnished pots. A
rustic garden is a shallow patchwork of the liveliest flowers,

without that reserve and repose which is given by spaces and
masses. Noise and vivacity is all that childish music contains,

and primitive songs add little more of form than what is re-

quired to compose a few monotonous cadences. These limita-

tions are not to be regretted; they are a proof of sincerity. Such

simplicity is not the absence of taste, but the beginning of it.

A people with genuine aesthetic perceptions creates traditional

forms and expresses the simple pathos of its life, in unchanging
but significant themes, repeated by generation after generation.
When sincerity is lost, and a snobbish ambition is substituted,

bad taste comes in. The essence of it is a substitution of non-

aesthetic for aesthetic values. To love glass beads because they are

beautiful is barbarous, perhaps, but not vulgar; to love jewels

only because they are dear is vulgar, and to betray the motive

by placing them ineffectively is an offence against taste. The
test is always the same: Does the thing itself actually please? If

it does, your taste is real; it may be different from that of others,

but is equally justified and grounded in human nature. If it

does not, your whole judgment is spurious, and you are guilty,

not of heresy, which in aesthetics is orthodoxy itself, but of hy-

pocrisy, which is a self-excommunication from its sphere.

Now, a great sign of this hypocrisy is insensibility to sensuous

beauty. When people show themselves indifferent to primary and
fundamental effects, when they are incapable of finding pictures

except in frames or beauties except in the great masters, we may
justly suspect that they are parrots, and that their verbal and his-
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torical knowledge covers ;i ii.nui.il i;iik ol .isilietic sense. Where,
on the contrary, insensibility to higher lornis of beauty does not

exclude a natural love ot the lower, we have eveiy reason to be

encouraged: there is a true ;iiul healthy taste, which oidy needs

experience to refine ii. II a man demands light, soiuid, and

sjjlendour, he proves that he has the aesthetic ecjuilibriinn; that

appearances as such interest him. .md that he cm pause- in pei-

ception to enjoy. We have but to vary his observation, to en-

large his thought, to multiply his discriminations—all of which

education can do—and the same aesthetic habit will reveal to him

every shade of the fit and fair. Or if it should not, and the man,

although sensuously gifted, pro\ed to be imaginatively dull, at

least he would not have failed to catch an intimate and wide-

spread element of ellect. The beauty of material is thus the

groundwork of all higher beauty, both in the object, whose

form and meaning have to be lodged in something sensible,

and in the mind, where sensuous ideas, being the first to emerge,
aie the first that can arouse delight.





PART 111

FORM

§ 19. There is a heaity of form. 1 he most remarkable and

characteristic problem of xsihetics is that of beauty of lorm.

Where there is a sensuous delight, like that of colour, and the

impression of the object is in its elements agreeable, we have to

look no farther for an explanation of the charm we feel. Where
there is expression, and an object indifferent to the senses is

associated with other ideas which are interesting, the j^roblem,

although complex and varied, is in principle comparatively

plain. But there is an intermediate effect which is more myste-

rious, and more specifically an effect of beauty. It is found

where sensible elements, by themselves indifferent, are so united

as to please in combination. There is something unexpected in

this phenomenon, so much so that those who cannot conceive

its explanation often reassure themselves by denying its exist-

ence. To reduce beauty of form, however, to beauty of elements

would not be easy, because the creation and variation of effect, by

changing the relation of the simplest lines, offers too easy an ex-

periment in rejiutation. And it would, moreover, follow to the

comfort of the vulgar that all marble houses are equally beau-

tiful.

To attribute beauty of form to expression is more plausible.

If I take the meaningless short lines in the figure and arrange

/
L

\

\

L

1

them in the given ways, intended to represent the human face,

there appear at once notably different aesthetic values. Two of

the forms are differently grotesque and one approximately

53
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beautiful. Now these effects are due to the expression of the

lines; not only because they make one think of fair or ugly faces,
but because, it may be said, these faces would in reality be fair
or ugly, according to their expression, according to the vital and
moral associations of the different types.

Nevertheless, beauty of form cannot be reduced to expression
without denying the existence of immediate aesthetic values al-

together, and reducing them all to suggestions of moral good.
For if the object exjjressed by the form, and from which the
form derives its value, had itself beauty of form, we should not
advance; we must come somewhere to the point where the ex-

pression is of something else than beauty; and this something
else would of course be some practical or moral good. Moralists
are fond of such an interpretation, and it is a very interesting
one. It puts beauty in the same relation to morals in which
morals stand to pleasure and pain; both would be intuitions,

qualitatively new, but with the same materials; they would be
new perspectives of the same object.

But this theory is actually inadmissible. Innumerable aes-

thetic effects, indeed all specific and unmixed ones, are direct

transmutations of pleasures and pains; they express nothing
extrinsic to themselves, much less moral excellences. The de-

tached lines of our figure signify nothing, but they are not ab-

solutely uninteresting; the straight line is the simplest and not
the least beautiful of forms. To say that it owes its interest to

the thought of the economy of travelling over the shortest road,
or of other practical advantages, would betray a feeble hold on

psychological reality. The impression of a straight line differs in
a certain almost emotional way from that of a curve, as those of
various curves do from one another. The quality of the sensation
is different, like that of various colours or sounds. To attribute
the character of these forms to association would be like explain-
ing sea-sickness as the fear of shipwreck. There is a distinct

quality and value, often a singular beauty, in these simple lines

that is intrinsic in the perception of their form.
It would be pedantic, perhaps, anywhere but in a treatise on

aesthetics, to deny to this quality the name of expression; we
might commonly say that the circle has one expression and the
oval another. But what does the circle express except circularity,
or the oval except the nature of the ellipse? Such expression ex-

presses nothing; it is really rwpression. There may be analogy
between it and other impressions; we may admit that odours,
colours, and sounds correspond, and may mutually suggest one
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another; but this ;in;il()fi;y is ;i sujjeraddcd (harm fch by very
sensitive natures, anil does not constitute the original \alue of

the sensations. The connnon emotional tinge is lathcr wfiat

enables iheni to suggest one another, and what makes them com-

parable. 1 heir expression, such as it is, is therefore due to the

accident that both feelings have a kindred cjuality; and this

quality has its elteciiveness for sense inclej)endently of the per-

ception of its recmrence in a different sphere. We shall accord-

ingly take care to reser\e the term "expression" for the suggestion
of some other and assignable object, from which the exjiressive

thing borrows an interest; and we shall speak of the intrinsic

quality of forms as their emotional tinge or specific value.

i^
20. Puvsioi.oGv OF ruE PERCEPTION OF FORM. The chami of

a line evidently consists in the relation of its parts; in order to

understand this interest in spatial relations, we must inquire
how they are perceived.

^ If the eye had its sensitive surface, the

retina, exposed directly to the light, we could never have a per-

ception of form any more than in the nose or ear, which also

perceive the object through media. When the perception is not

through a mediimi, but direct, as in the case of the skin, we

might get a notion of form, because each point of the object
would excite a single point in the skin, and as the sensations in

different parts of the skin differ in quality, a manifold of sense,

in which discrimination of parts would be involved, could be

presented to the mind. But when the perception is through a

medium, a difficidty arises.

Any point, a, in the object will send a ray to every point, a',

b', cf, of the sensitive surface; every point of the retina will there-

fore be similarly affected, since each will receive rays from every

a a

1 The discussion is limited in this chapter to visible form; audible form

is probably capable of a parallel treatment, but requires studies too tech-

nical for this place.
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part of the object. If all the rays from one point of the object, a,

are to be concentrated on a corres]:>on{ling point of the retina, a',

which would then become the exclusive rej^resentative of a, we
must have one or more refracting surfaces interposed, to gather
the rays together. The presence of the lens, with its various coat-

ings, has made representation of point by point possible for the

eye. The absence of such an instrument makes the same sort of

representation impossible to other senses, such as the nose, which
does not smell in one jilace the effluvia of one part of the en-

vironment and in another place the effluvia of another, but

smells indiscriminately the combination of all. Eyes without

lenses like those possessed by some animals, undoubtedly give

only a consciousness of difl^used light, without the j)Ossibility of

boundaries or divisions in the field of view. The abstraction of

colour from form is therefore by no means an artificial one, since,

by a simplification of the organ of sense, one may be perceived
without the other.

But even if the lens enables the eye to receive a distributed

image of the object, the manifold which consciousness would

perceive would not be necessarily a manifold of parts juxtaposed
in space. Each point of the retina might send to the brain a

detached impression; these might be comparable, but not neces-

sarily in their spatial position. The ear sends to the brain such

a manifold of impressions (since the ear also has an apparatus

by which various external difi:erences in rapidity of vibrations

are distributed into different parts of the organ). But this dis-

criminated manifold is a manifold of pitches, not of positions.
How does it happen that the manifold conxeyed by the optic
nerve appears in consciousness as spatial, and that the relation

between its elements is seen as a relation of position?
An answer to this question has been suggested by various psy-

chologists. The eye, by an instinctive movement, turns so as to

bring every impression upon that point of the retina, near its

centre, which has the acutest sensibility. A series of muscular

sensations therefore always follows upon the conspicuous excite-

ment of any outlying j:)oint. The object, as the eye brings it to

the centre of vision, excites a series of points upon the retina;

and the local sign, or peculiar quality of sensation, proper to

each of these spots, is associated with that series of muscular

feelings inxohed in turning the eyes. These feelings henceforth

revive together; it is enough that a point in the jieriphery of the

retina should receive a ray, for the mind to feel, together with
that imjjression, the suggestion of a motion, and of the line of
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points thai lies l)C'luccii the t\( ilcci
j)()iiit

.iiid llir ciiilic- ol

vision. A netwoik ol associations is thus loiincd, \shereby the

sensation of each retinal point is connected witii all the others

in a manner which is that ol points in a plane. K\eiy \isiblc

point becomes thus a jjoini in a field, and has a lelt radiation

of lines of possible motion about it. Our notion of visual space
has this origin, since the manifold of retinal impressions is dis-

tributed in a in.iniiei \\lii(h serves as the type and exemj)lar of

what we mean 1)\ a smtace.

i;
L'l. \',\i.L'Ks OF GEOMETRICAL Fici'RES. The reader will j)erhaps

pardon these details and the strain they put on his attention,

when he perceives how much they help us to understand the

value of forms. The sense, then, of the position of any jjoint

consists in the tensions in the eye, that not only tends to bring

that point to the centre of \ision, but feels the suggestion of all

the other points which are related to the given one in the web of

visual experience. The definition of space as the possibility of

motion is therefore an accurate and significant one, since the

most direct and nati\e j)ercej)tion of space we can have is the

awakening of many tendencies to move our organs.
For example, if a circle is presented, the eye will fall upon its

centre, as to the centre of gravity, as it were, of the balanced

attractions of all the points; and there will be, in that position,

an indifference and sameness of sensation, in whatever direction

some accident mo\es the eye, that accounts very well for the

emotional quality of the circle. It is a form which, although
beautiful in its purity and simplicity, and wonderful in its con-

tinuity, lacks any stimulating quality, and is often ugly in the

arts, especially when found in vertical surfaces where it is not

always seen in j:)crsj)ective. For horizontal surfaces it is better

because it is there always an ellipse to vision, and the ellipse has

a less dull and stupefying effect. The eye can move easily, organ-
ize and subordinate its parts, and its relations to the environ-

ment are not similar in all directions. Small circles, like buttons,

are not in the same danger of becoming ugly, because the eye

considers them as ])oints, and they diversify and help to divide

siufaces, without appearing as surfaces themselves.

The straight line offers a curious object for analysis. It is nof

for the eye a very easy form to grasp. We bend it or we leave it.

Unless it passes through the centre of vision, it is obviously a

tangent to the points which have analogous relations to that cen-

tre. The local signs or tensions of the points in such a tangent
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vary in an iinseizable jirogression; there is violence in keeping
to it, and the effect is forced. This makes the dry and stiff

quality of any long straight line, which the skilful Greeks avoided

by the curves of their columns and entablatmes, and the less

economical barbarians by a profusion of interruptions and orna-

ments.

The straight line, when made the direct object of attention, is,

of course, followed by the eye and not seen by the outlying

parts of the retina in one eccentric position. The same explana-
tion is good for this more common case, since the consciousness

that the eye travels in a straight line consists in the surviving
sense of the previous position, and in the manner in which the

tensions of these various positions overlap. If the tensions change
from moment to moment entirely, we have a broken, a fraginen-

tary effect, as that of zigzag, where all is dropping and picking

up again of associated motions; in the straight line, much pro-

longed, we have a gradual and inexorable rending of these ten-

dencies to associated movements.
In the curves we call flowing and giaceful, we have, on the

contrary, a more natural and rhythmical set of movements in the

optic muscles; and certain points in the various gyrations make

rhymes and assonances, as it were, to the eye that reaches them.

We find ourselves at every turn reawakening with a variation,

the sense of the previous position. It is easy to understand by

analogy with the superficially observed conditions of pleasure,
that such rhythms and harmonies shoidd be delightful. The

deeper question of the physical basis of pleasure we have not

intended to discuss. Suffice it that measure, in quantity, in in-

tensity, and in time, must involve that physiological process,
whatever it may be, the consciousness of which is pleasure.

§ 22. Symmetry. An important exemplification of these phys-

iological principles is found in the charm of symmetry. When
for any reason the eye is to be habitually directed to a single

point, as to the opening of a gate or window, to an altar, a

throne, a stage, or a fireplace, there will be violence and distrac-

tion caused by the tendency to look aside in the recurring neces-

sity of looking forward, if the object is not so arranged that the

tensions of eye are balanced, and the centre of gravity of vision

lies in the point which one is obliged to keep in sight. In all

such objects we therefore require bilateral symmetry. The neces-

sity of vertical symmetry is not felt because the eyes and head do
not so readily survey objects from top to bottom as from side to
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side. The ine(jiiality ol the uppci and lower parts docs not ^;cn-

erate the same tendency to motion, the same restlessness, as does

the ine(jualit\ ol ilic light nul lilt sides of an object in lioiii ol

us. The comlort and economy tliat comes from ninscidai balance

in the eye. is therelore in some cases the somce of the \aliie of

symmeiiy.'
In other cases symmetry appeals to us tiirough the charm of

recognition and rhythm. When the eye runs over a facade, and

finds the objects that attract it at ecjual intervals, an expectation,
like the anticipation of an inevitable note or requisite word,

arises in the mind, and its non-satisfaction involves a shock. This

shock, if caused by the emphatic emergence of an interesting

object, gives the effect of the picturescjue; but wlien it comes

with no comj)ensation, it gives us the feeling of ugliness and

imperfection— the defect \\liich symmetry avoids. This kind of

symmetry is accordingly in itself a negative merit, but often the

condition of the greatest of all merits.—the j^ermanent power to

please. It contributes to that completeness which delights with-

out stimulating, and to which our jaded senses return gladly,

after all sorts of extravagances, as to a kind of domestic peace.

The inwardness and solidity of this quiet beauty comes from tlie

intrinsic character of the jileasure which makes it up. It is no

adventitious charm; but the eye in its continual passage over the

object finds always the same response, the same adequacy; and

the very process of perception is made delightful by the object's

fitness to be perceived. The parts, thus coalescing, form a single

object, the unity and simplicity of which are based upon the

rhythm and correspondence of its elements.

Symmetry is here what metaphysicians call a principle of

individuation. By the emphasis which it lays upon the recurring

elements, it cuts up the field into determinate units; all that lies

between the beats is one interval, one individual. If there were

no recurrent impressions, no corresponding jjoints, the field of

perception would remain a fluid continuum, without defined

and recognizable divisions. The outlines of most things are

symmetrical because we choose what symmetrical lines we find

to be the boundaries of objects. Their symmetry is the condition

of their unity, and their unity of their individuality and separate

existence.

1 The relation to stability also makes us sensitive to certain kinds of sym-

metry; but this is an adventitious consideration with which we are not

concerned.
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Experience, to be sure, can teach us to regard unsymmetrical

objects as wholes, because their elements move and change to-

gether in nature; but this is a principle of individuation, a

posteriori, founded on the association of recogni/etl elements.

These elements, to be recognized and seen to go together and
form one thing, must first be somehow discriminated; and the

symmetry, either of their parts, or of their position as wholes,

may enable us to fix their boundaries and to observe their num-
ber. The category of unity, which we are so constantly imposing

upon nature and its parts, has symmetry, then, for one of its

instruments, for one of its bases of application.
If symmetry, then, is a principle of individuation and helps us

to distinguish objects, we cannot wonder that it helps us to enjoy
the perception. For our intelligence loves to perceive; w^ater is

not more giateful to a parched throat than a principle of com-

prehension to a confused understanding. Symmetry clarifies, and

we all know that light is sweet. At the same time, we can see

why there are limits to the value of symmetry. In objects, for

instance, that are too small or too diffused for composition,

symmetry has no value. In an avenue symmetry is stately and

impressive, but in a large park, or in the plan of a city, or the

side wall of a gallery it produces monotony in the various views

rather than unity in any one of them. Greek temples, never

being very large, were symmetrical on all their facades; Gothic

churches were generally designed to be symmetrical only in the

west front, and in the transepts, while the side elevation as a

whole was eccentric. This was probably an accident, due to the

demands of the interior arrangement; but it was a fortunate one,

as we may see by contrasting its effect with that of our stations,

exhibition buildings, and other vast structures, where sym-

metry is generally introduced even in the most extensive facades

which, being too much prolonged for their height, cannot be

treated as units. The eye is not able to take them in at a glance,
and does not get the effect of repose from the balance of the

extremes, while the mechanical sameness of the sections, sur-

veyed in succession, makes the impression of an unmeaning pov-

erty of resource.

Symmetry thus loses its value when it cannot, on account of

the size of the object, contribute to the unity of our perception.
The synthesis which it facilitates must be instantaneous. If the

comprehension by which we unify our object is discursive, as, for

instance, in conceiving the arrangement and numbering of the

streets of New York, or the plan of the Escurial, the advantage
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of symmetry is an inlcUccliial (Jiic; wc tan belter imaj^ine tlie

relations of the parts, and draw a map of the whole in the

fancy; but there is no advantage to direct perception, and there-

fore no added beauty. Symmetry is superfluous in those objects.

Similarly animal and vegetable forms gain nothing by being

symmetrically disj)layed. if the sense of their life and motion is

to be given. When, howe\er, these forms are used for mere

decoration, not for the exjjression of iheir own vitality, then

symmetry is again required to accentuate their unity and organ-

ization. This justifies the habit of conventionalizing natural

forms, and the tendency of some kinds of hieratic art, like the

Byzantine or Egyptian, to allect a rigid symmetry of posture. We
can thereby increase the unity and force of the image without

suggesting that individual life and mobility, which would in-

terfere with the religious function of the object, as the symbol
and embodiment of an impersonal faith.

§ 23. Form the unity of a manifold. Symmetry is evidently

a kind of unity in variety, where a whole is determined by the

rhythmic repetition of similars. W^e have seen that it has a value

where it is an aid to unification. Unity w^ould thus appear to

be the virtue of forms; but a moment's reflection will show us

that unity cannot be absolute and be a form; a form is an aggre-

gation, it must have elements, and the manner in which the

elements are combined constitutes the character of the form. A

perfectly simple perception, in which there was no consciousness

of the distinction and relation of parts, would not be a percep-

tion of form; it would be a sensation. Physiologically these sen-

sations may be aggregates and their values, as in the case of

musical tones, may differ according to the manner in which

certain elements, beats, vibrations, nervous processes, or what

not, are combined; but for consciousness the result is simple,

and the value is the pleasantness of a datum and not of a proc-

ess. Form, therefore, does not appeal to the unattentive; they

get from objects only a vague sensation which may in them

awaken extrinsic associations; they do not stop to surxey the

parts or to appreciate their relation, and consequently are in-

sensible to the various charms of various unifications; they can

find in objects only the value of material or of function, not that

of form.

Beauty of form, however, is what specifically appeals to an

aesthetic nature; it is equally removed from the crudity of form-

less stimulation and from the emotional looseness of reverie and
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discursive thought. The inckjlgence in sentiment and suggestion,
of which our time is fond, to the sacrifice of formal beauty,
marks an absence of cultivation as real, if not as confessed, as

that of the barbarian who revels in gorgeous confusion.
The synthesis, then, which constitutes form is an activity of

the mind; the unity arises consciously, and is an insight into the
relation of sensible elements separately perceived. It differs from
sensation in the consciousness of the synthesis, and from expres-
sion in the homogeneity of the elements, and in their common
presence to sense.

The variety of forms depends upon the character of the ele-

ments and on the variety of possible methods of unification. The
elements may be all alike, and their only diversity be numerical.
Their unity will then be merely the sense of their uniformity.^
Or they may differ in kind, but so as to compel the mind to no

particular order in their unification. Or they may finally be so

constituted that they suggest inevitably the scheme of their

unity; in this case there is organization in the object, and the

synthesis of its parts is one and pre-determinate. We shall discuss

these various forms in succession, pointing out the effects proper
to each.

§ 24. Multiplicity in uniformity. The radical and typical
case of the first kind of unity in variety is found in the per-

ception of extension itself. This perception, if we look to its

origin, may turn out to be primitive; no doubt the feeling of

"crude extensity" is an original sensation; every inference, associa-

tion, and distinction is a thing that looms up suddenly before

the mind, and the nature and actuality of which is a datum of

what—to indicate its irresistible immediacy and indescribabil-

ity—we may well call sense. Forms are seen, and if we think
of the origin of the perception, we may well call this vision a

sensation. The distinction between a sensation of form, however,
and one which is formless, regards the content and character,
not the genesis of the perception. A distinction and association,
or an inference, is a direct experience, a sensible fact; but
it is the experience of a process, of a motion between two
terms, and a consciousness of their coexistence and distinc-

tion; it is a feeling of relation. Now the sense of space is

a feeling of this kind; the essence of it is the realization of a

1 Cf. Fechner, Vorschule der Aesthetik, Erster Theil, S. 73, a passage by
which the following classification of forms was first suggested.
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variety of directions anci of possible motions, by whidi the- itl;i-

tion of point to j)oim is \aguely but inevitably gi\cn. The per-

ception of extension is therefore a perception of form, althoiiRh

of the most nicliinentary kind. It is merely AitscitKnuirrsrin, and

we might call it the materia fjrinia of form, were it ncji cajiable

of existing without further determination. For we can have the

sense of space without the sense of boundaries; indeed, this in-

tuition is what temj.)is us to declare space infinite. .Space would

have to consist of a finite number of juxtaposed blocks, if our

experience of extension cairied with it essentially the realization

of limits.

The aesthetic effect ol extensiveness is also entirely different

from that of particular shapes. Some things appeal to us by their

smtaces, others bv the lines that limit those surfaces. And this

effect of surface is not necessarily an effect of material or colour;

the evenness, monotony, and vastness of a great curtain of colour

produce an effect which is that of the extreme of uniformity in

the extreme of midtiplicity; the eye wanders over a fluid in-

finity of unrecognizable positions, and the sense of their number-

lessness and continuitv is j^recisely the source of the emotion of

extent. The emotion is primary and has undoubtedly a physio-

logical ground, while the idea of size is secondary and involves

associations and inferences. A small photograph of St. Peter's

gives the idea of size; as does a distant view of the same object.

But this is of course dependent on our realization of the dis-

tance, or of the scale of the representation. The value of size

becomes immediate only when we are at close quarters with the

object; then the surfaces really subtend a large angle in the field

of vision, and the sense of vastness establishes its standard, which

can afterwards be applied to other objects by analogy and con-

trast. There is also, to be sure, a moral and practical import in

the known size of objects, which, by association, determines their

dignity; but the pure sense of extension, based upon the attack

of the object upon the apperceptive resources of the eye, is the

truly aesthetic value which it concerns us to point out here, as

the most rudimentary example of form.

Although the effect of extension is not that of material, the

two are best seen in conjunction. Material must appear in some

form; but when its beauty is to be made prominent, it is well

that this form should attract attention as little as possible to

itself. Now, of all forms, absolute uniformity in extension is the

simplest and most allied to the material; it gives the latter only

just enough form to make it real and perceptible. Very rich and
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beautiful materials therefore do well to assume this form. You
will spoil the beauty you have by superimposing another; as if

you make a statue of gold, or flute a jasper column, or bedeck

a velvet cloak. The beauty of stuffs appears when they are plain.
Even stone gives its specific quality best in great imbroken spaces
of wall; the simplicity of the form emphasizes the substance.

And again, the effect of extensity is never long satisfactory unless

it is superinduced upon some material beauty; the dignity of

great hangings would sufter if they were not of damask, but of

cotton, and the vast smoothness of the sky would grow oppres-
sive if it were not of so tender a blue.

§ 25. Example of the stars. Another beauty of the sky—the
stars—offers so striking and fascinating an illustration of the

effect of midtijilicity in uniformity, that I am tempted to analyze
it at some length. To most people, I fancy, the stars are beau-

tiful; but if you asked why, they would be at a loss to rejily, until

they remembered what they had heard about astronomy, and the

great size and distance and possible habitation of those orbs.

The vague and illusive ideas thus aroused fall in so well with

the dumb emotion we were already feeling, that we attribute this

emotion to those ideas, and persuade ourselves that the power
of the starry heavens lies in the suggestion of astronomical facts.

The idea of the insignificance of our earth and of the incom-

prehensible multiplicity of worlds is indeed immensely impressive;
it may even be intensely disagreeable. There is something baf-

fling about infinity; in its presence the sense of finite humility
can never wholly banish the rebellious suspicion that we are

being deluded. Our mathematical imagination is put on the

rack by an attempted conception that has all the anguish of a

nightmare and probably, could we but awake, all its laughable

absurdity. But the obsession of this dream is an intellectual puz-
zle, not an aesthetic delight. It is not essential to our admiration.

Before the days of Kepler the heavens declared the glory of the

Lord; and we needed no calculation of stellar distances, no
fancies about a plurality of worlds, no image of infinite spaces,
to make the stars sublime.

Had we been taught to believe that the stars governed our

fortunes, and were we reminded of fate whenever wc looked at

them, we shoidd similarly tend to imagine that this belief was
the source of their sublimity; and, if the superstition were dis-

pelled, we should think the interest gone from the apparition.
But experience woidd soon undeceive us, and prove to us that
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the sensuous character of the object was sublime in itself. Intleetl,

on account of that intrinsic sublimity the sky can be fitly chosen

as a symbol lor a sublime conception: the common cjuality in

both makes eath suj^^est the other. For that reason, too, the

parable of the natal stars ^oNernin^; oiu- lives is suih a natural

one to express our subjection to circ umstaiues, and (an be

transformed b\ the stupidity of disciples into a literal tenet. In

the same uay, the kinshij) ol ihc emotion produced by the stars

with the emotion pro|)er to certain religious moments makes
the stars seem a reli^n'ous object. They become, like imjiressive

music, a stimulus to worship, liut fortunately there are experi-
ences which remain luitouched by theory, and which maintain

the mutual intelligence of men through the estrangements

wrought by intellectual and religious systems. When the super-
structures crumble, the common foundatic^n of human sentience

and imagination is exposed beneath.

The intellectual suggestion of the infinity of nature can,

moreover, be awakened by other experiences which are by no
means sublime. A heap of sand will involve infinity as surely as

a universe of sims and planets. Any object is infinitely divisible

and, when we press the thought, can contain as many worlds

with as many winged monsters and ideal republics as can the

satellites of Sirius. But the infinitesimal does not move us aesthet-

ically; it can only awaken an amused curiosity. The difference

cannot lie in the import of the idea, which is objectively the

same in both cases. It lies in the different immediate effect of

tlie crude images which gi\e us the type and meaning of each;

the crude image that imderlies the idea of the infinitesimal is the

dot, the poorest and most uninteresting of impressions; while

the crude image that underlies the idea of infinity is space,

multiplicity in imiformity, and this, as we have seen, has a

powerful effect on account of the breadth, volume, and omni-

presence of the stimulation. Every point in the retina is evenly
excited, and the local signs of all are simultaneously felt. This

equable tension, this balance and elasticity in the very absence

of fixity, give the vague but powerful feeling that we wish to

describe. Did not the infinite, by this initial assault upon our

senses, awe us and overwhelm us, as solemn music might, the

idea of it would be abstract and moral like that of the infinitesi-

mal, and nothing but an amusing curiosity.

Nothing is objectively impressive; things are impressive only
when they succeed in touching the sensibility of the observer, by

finding the avenues to his brain and heart. The idea that the
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universe is a multitude of minute spheres circling, like specks of

dust, in a dark and boundless void, might leave us cold and in-

different, if not bored and depressed, were it not that we identify
this hypothetical scheme with the visible splendour, the poignant
intensity, and the baffling number of the stars. So far is the

object from giving value to the impression, that it is here, as

it must always ultimately be, the impression that gives value to

the object. For all worth leads us back to actual feeling some-
where, or else evaporates into nothing—into a word and a super-
stition.

Now, the starry heavens are very happily designed to intensify
the sensations on which their beauties must rest. In the first

place, the continuum of space is broken into points, numerous
enough to give the utmost idea of multiplicity, and yet so dis-

tinct and vivid that it is impossible not to remain aware of
their individuality. The variety of local signs, without becoming
organized into forms, remains prominent and irreducible. This
makes the object infinitely more exciting than a plane surface
would be. In the second place, the sensuous contrast of the dark

background,—blacker the clearer the night and the more stars

we can see,—with the palpitating fire of the stars themselves,
could not be exceeded by any possible device. This material

beauty adds incalculably, as we have already pointed out, to the
inwardness and sublimity of the effect. To realize the great im-

portance of these two elements, we need but to conceive their

absence, and observe the change in the dignity of the result.

Fancy a map of the heavens and every star plotted upon it,

even those invisible to the naked eye: why would this object, as

full of scientific suggestion surely as the reality, leave us so

comparatively cold? Quite indifferent it might not leave us, for I

have myself watched stellar photographs with almost inexhaust-
ible wonder. The sense of multiplicity is naturally in no way
diminished by the representation; but the poignancy of the

sensation, the life of the light, are gone; and with the dulled

impression the keenness of the emotion disappears. Or imagine
the stars, undiminished in number, without losing any of their

astronomical significance and divine immutability, marshalled
in geometrical patterns; say in a Latin cross, with the words In
hoc signo vinces in a scroll around them. The beauty of the il-

lumination would be perhaps increased, and its import, practical,
religious, and cosmic, would surely be a little plainer; but where
would be the sublimity of the spectacle? Irretrievably lost: and
lost because the form of the object would no longer tantalize
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us with its sheer muhiplicity, and with the consequent over-

powering sense of suspense and awe.

In a word, the inHnity wliicli moves us is the sense of multi-

plicity in uniformity. Accordingly things which have enough

multij)licity, as the lights of a city seen across water, have an

elfect similar to tliat of the stars, if less intense; whereas a star,

if alone, because the multiplicity is lacking, makes a wholly dif-

ferent imjjression. The single star is tender, beautiful, and mild;

we can compare it to the humblest and sweetest of things:

A violet by a mossy stone

Half hidden from the eye,

Fair as a star when only one

Is shining in the sky.

It is, not only in fact but in nature, an attendant on the moon,
associated with the moon, if we may be so prosaic here, not only

by contiguity but also by similarity.

Fairer than Thcrbe's sapphire-regioned star

Or vesper, amorous glow-worm of the sky.

The same poet can say elsewhere of a passionate lover:

He arose

Ethereal, flushed, and hke a throbbing star.

Amid the sapphire heaven's deep repose.

How opposite is all this from the cold glitter, the cruel and

mysterious sublimity of the stars when they are many! With these

we have no Sapjihic associations; they make us think rather of

Kant who could hit on nothing else to compare with his cate-

gorical imperative, perhajis because he found in both the same

baffling incomprehensibility and the same fierce actuality. Such

ultimate feelings are sensations of physical tension.

§ 26. Defects of pure muliiplicity. This long analysis will

be a sufficient illustration of the power of midtiplicity in uni-

formity; we may now^ proceed to point out the limitations in-

herent in this form. The most obvious one is that of monotony;
a file of soldiers or an iron railing is impressive in its way, but

cannot long entertain us, nor hold us with that depth of develop-

ing interest, with which w^e might study a crowd or a forest of

trees.

The tendency of monotony is double, and in two directions

deadens our pleasure. When the repeated impressions are acute,

and cannot be forgotten in their endless repetition, their monot-
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ony becomes painful. The constant appeal to the same sense,

the constant rc(]uircinent ot the same reaction, tires the system,

and we long for change as for a relief. If the repeated stimulations

are not very acute, we soon become unconscious of them; like

the ticking of the clock, they become merely a factor in our

bodily tone, a cause, as the case may be, of a diffused pleasure
or unrest; but they cease to present a distinguishable object.

The pleasures, therefore, which a kindly but monotonous en-

vironment jiroduces, often fail to make it beautiful, for the simple
reason that the environment is not perceived. Likewise the

hideousness of things to which we are accustomed—the blemishes

of the landscape, the ugliness of our clothes or of our w^alls—does

not oppress us, not so much because we do not see the ugliness

as because we overlook the things. The beauties or defects of

monotonous objects are easily lost, because the objects are them-

selves intermittent in consciousness. But it is of some practical

importance to remark that this indifference of monotonous

values is more apjjarent than real. The particular object ceases

to be of consequence; but the congruity of its structure and

quality with our faculties of perception remains, and its presence
in our environment is still a constant source of vague irritation

and friction, or of subtle and pervasive delight. And this value,

although not associated with the image of the monotonous object,

lies there in our mind, like all the vital and systemic feelings,

ready to enhance the beauty of any object that arouses our at-

tention, and meantime adding to the health and freedom of our

life—making whatever we do a little easier and pleasanter for us.

A grateful environment is a substitute for happiness. It can

quicken us from without as a fixed hope and affection, or the

consciousness of a right life, can quicken us from within. To
humanize our surroundings is, therefore, a task which should

interest the physicians both of soul and body.
But the monotony of multiplicity is not merely intrinsic in

the form; what is perhaps even of greater consequence in the arts

is the fact that its capacity for association is restricted. \Vhat is

in itself uniform cannot have a great diversity of relations.

Hence the dryness, the crisp definiteness and hardness, of those

products of art which contain an endless repetition of the same

elements. Their affinities are necessarily few; they are not fit for

many uses, nor capable of expressing many ideas. The heroic

couplet, now too much derided, is a form of this kind. Its com-

pactness and inevitableness make it excellent fbr an epigiam and

adequate it for a satire, but its perpetual snap and unvarying



Form 69

rhythm arc thin for an epic, and impossible for a song. 1 he

Greek colonnade, a form in many ways analogous, has similar

h'mitations. Beautiful with a finished and restrained beauty,
which our taste is hardly lefined enough to a|)pre(iate, it is in-

c.ijjable of de\elopment. The exjierimeius of Roman ardiitecture

sufficiently show it; the glory of which is their Roman frame

rather than their Hellenic ornament.

When the Greeks themselves had to face the jMoblem of larger

and more complex buildings, in the service of a supeniatinal
and hierarchical system, they transformed their architecture into

Avhai we call By/antine, and St. Sophia look the place of the

Parthenon. Here a vast vault was introduced, the colonnade

disappeared, the architrave was rounded into an arch from

colunui to colimin, the capitals of these were changed from con-

ca\e to convex, and a thousand other changes in structure and

ornament introduced flexibility and variety. Architecture could

in this way, precisely because more vague and barbarous, better

adapt itself to the conditions of the new epoch. Perfect taste is

itself a limitation, not because it intentionally excludes any
excellence, but because it imj)edes the wandering of the arts into

those bypaths of caprice and grotesqueness in which, although at

the sacrifice of formal beauty, interesting partial effects might
still be discovered. And this objection applies with double force

to the first crystallizations of taste, when tradition has carried us

but a little way in the right direction. The authorized effects are

then very simple, and if we allow no others, our art becomes

wholly inadequate to the functions ultimately imposed upon it.

Primitive arts might furnish examples, but the state of English

poetry at the time of Queen Anne is a sufficient illustration of

this possibility. The French classicism, of which the English

school was an echo, was more vital and human, because it em-

bodied a more native taste and a wider training.

§ 27. ^Esthetics of democracy. It would be an error to sup-

pose that aesthetic principles apply only to our judgments of

works of art or of those natural objects which we attend to

chiefly on account of their beauty. Every idea which is formed

in the human mind, every activity and emotion, has some rela-

tion, direct or indirect, to pain and pleasure. If, as is the case in

all the more important instances, these fluid activities and emo-

tions precipitate, as it were, in their evanescence certain psychical

solids called ideas of things, then the concomitant pleasures are

incorporated more or less in those concrete ideas and the things
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acquire an aesthetic colouring. And although this aesthetic colour-

ing may be the last quality we notice in objects of practical

interest, its influence u])on us is none the less real, and often

accounts for a great deal in our moral and practical attitude.

In the leading political and moral idea of our time, in the

idea of democracy, I think there is a strong aesthetic ingredient,
and the power of the idea of democracy over the imagination is

an illustration of that effect of multiplicity in uniformity which

we ha\ e been studying. Of course, nothing could be more absurd

than to suggest that the French Revolution, with its immense im-

plications, had an aesthetic preference for its basis; it sprang, as

we know, from the hatred of oppression, the rivalry of classes,

and the aspiration after a freer social and strictly moral organiza-
tion. But when these moral forces were suggesting and partly

realizing the democratic idea, this idea was necessarily vividly

present to men's thoughts; the pictine of human life which it

presented was becoming familiar, and was being made the sanc-

tion and goal of constant endeavour. Nothing so much enhances

a good as to make sacrifices for it. The consequence was that

democracy, prized at first as a means to happiness and as an in-

strument of good government, was acquiring an intrinsic value;

it was beginning to seem good in itself, in fact, the only intrin-

sically right and perfect arrangement. A utilitarian scheme was

receiving an aesthetic consecration. That which was happening
to democracy had happened before to the feudal and royalist

systems; they too had come to be prized in themselves, for the

pleasure men took in thinking of society organized in such an

ancient, and thereby to their fancy, appropriate and beautiful

manner. The practical value of the arrangement, on which, of

course, it is entirely dependent for its origin and authority, was

forgotten, and men were ready to sacrifice their welfare to their

sense of propriety; that is, they allowed an aesthetic good to out-

weigh a practical one. That seems now a superstition, although,
indeed, a very natural and even noble one. Equally natural and

noble, but no less superstitious, is our own belief in the di\ ine

right of democracy. Its essential right is something purely
aesthetic.

Such aesthetic love of uniformity, however, is usually disguised
under some moral label: we call it the love of justice, perhaps
because we have not considered that the value of justice also, in

so far as it is not derivative and utilitarian, must be intrinsic,

or, what is practically the same thing, aesthetic. But occasionally
the beauties of democracy are presented to us imdisguised. The
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^ 28. Values of types and \ ai.les of examples. It is time we

should return to the consideration of abstract forms. Nearest in

nature to the example of uniformity in multiplitity, we found

those objects, like a reversible j)attern, that having some variety

of parts invite us to survey them in dillerent orders, and so bring
into \Ad\ in a marked manner the faculty ol appercejition.

There is in the senses, as we have seen, a certain form of stimu-

lation, a certain measure and rhythm of waves with which the

aesthetic value of the sensation is connected. So when, in the

perception of the object, a notable contribution is made by

memory and mental habit, the value of the perception will be

due, not only to the pleasantness of the external stimulus, but

also to the pleasantness of the apperceptive reaction; and the

latter source of value will be more important in proportion as the

object perceived is more dependent, for the form and meaning
it presents, upon our past experience and imaginative trend, and

less on the structuie of the external object.

Our apperception of form varies not only with our constitu-

tion, age, and health, as does the appreciation of sensuous values,

but also with our education and genius. The more indeterminate

the object, the gieater share must subjective forces have in deter-

mining our perception; for, of course, every perception is in itself

perfectly specific, and can be called indefinite only in reference to

an abstract ideal which it is expected to approach. Every cloud

has just the outline it has, although we may call it vague, be-

cause we cannot classify its form under any geometrical or animal

species; it would be first definitely a whale, and then w^ould be-

come indefinite until we saw our way to calling it a camel. But
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while in the inierniecliate stage, the cloud would be a form in the

perccj)tion of which there would be little apperceptive activity,

little reaction from the store of our exj^erience, little sense of

form; its value would be in its colour and transparency, and in

the suggestion of lightness and of complex but gentle mo\ement.
But the moment we said "Yes, ver)' like a whale," a new kind

of value would appear; the cloud could now be beautifid or

ugly, not as a cloud merely, but as a whale. "W^e do not speak
now of the associations of the idea, as with the sea, or fishermen's

yarns; that is an extrinsic matter of expression. We speak simply
of the intrinsic value of the form of the whale, of its lines, its

movement, its proportion. This is a more or less individual set

of images which are revived in the act of recognition; this revival

constitutes the recognition, and the beauty of the form is the

pleasure of that revival. A certain musical phrase, as it were, is

played in the brain; the awakening of that echo is the act of

aj^perception and the harmony of the present stimulation with

the form of that phrase; the power of this particular object to

develope and intensify that generic phrase in the direction of

pleasure, is the test of the formal beauty of this example. For

these cerebral phrases have a certain rhythm; this rhythm can, by
the influence of the stimulus that now reawakens it, be marred
or enriched, be made more or less marked and delicate; and as

this conflict or reinforcement comes, the object is ugly or beau-

tifid in form.

Such an aesthetic value is thus dependent on two things. The
first is the acquired character of the apperceptive fonn evoked; it

may be a cadenza or a trill, a major or a minor chord, a rose or

a violet, a goddess or a dairy-maid; and as one or another of these

is recognized, an aesthetic dignity and tone is given to the object.
But it will be noticed that in such mere recognition very little

pleasure is foimd, or, what is the same thing, different aesthetic

types in the abstract ha\e little difference in intrinsic beaiuy. The

great difference lies in their affinities. What will decide us to

like or not to like the type of our apperception will be not so

much what this tyjje is, as its fitness to the context of our mind.

It is like a word in a jx)em, more effective by its fitness than by
its intrinsic beauty, although that is requisite too. We can be

shocked at an incongruity of natiues more than we can be pleased

by the intrinsic beauty of each nature apart, so long, that is, as

they remain abstract natures, objects recognized without being
studied. The aesthetic dignity of the form, then, tells us the kind
of beauty we are to expect, affects us by its welcome or unwel-
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beamy itselt.

Now this is ihe In si thing in the \alne ot a fonn, the \ahie of

the type as such; the second and more imjiortant clement is the

rehition of the particuhn impression to the form under \\hi(h it

is apperceived. This tletermines the vahie of the ol)ject as an

exam|)le of its class. After our miiul is pitched to the key and

rh)ihm of a (ertain idea, say of a cjueen, it remains lor the im-

pression to fulfil, aggrandi/e, or enrich this form by a sympa-
thetic emboiliment of it. 1 hen we have a queen that is iiuly

royal. But if insteatl there is disajipointmeni, if this particular

queen is an ugly one, although j)erhaj)s she might ha\c pleased
as a witch, this is because the aj^perceptive form and the im-

pression give a cerebral discord. The object is imideal, that is,

the novel, external element is inharmonious with the revived

and internal element by suggesting which the object has been

apperceived.

5< 21). Origin of types. A most imj^ortant thing, therefore, in

the perception of form is the formation of types in our mind,
with reference to which examples are to be judged. I say the

formation of them, for we can hardly consider the theory that

they are eternal as a possible one in psychology. The Platonic

doctrine on that point is a striking illustration of an equivoca-
tion we mentioned in the beginning;

'

namely, that the import of

an experience is regarded as a manifestation of its cause—the

product of a faculty substituted for the description of its func-

tion. Eternal types are the instrimient of aesthetic life, not its

foundation. Take the aesthetic attitude, and you have for the

moment an eternal idea; an idea, 1 mean, that you treat as an

absolute standard, just as when you take the percepti\e attitude

you have an external object which you treat as an absolute exist-

ence. But the aesthetic, like the perceptive faculty, can be made
an object of study in turn, and its theory can be sought; and

then the eternal idea, like the external object, is seen to be a

product of human nature, a symbol of experience, and an instru-

ment of thought.
The question whether there are not, in external nature or in

the mind of God, objects and eternal types, is indeed not settled,

it is not even touched by this inquiry; but it is indirectly shown

to be futile, because such transcendent realities, if they exist,

1 See Introduction, p. 9.
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can have nothing to do with our ideas of them. The Platonic

idea of a tree may exist; how should I deny it? How should I

deny that I might some day find myself outside the sky gazing
at it, and feeling that I, with my mental vision, am beholding
the plenitude of arboreal beauty, perceived in this world only
as a vague essence haunting the multiplicity of finite trees? But
what can that have to do with my actual sense of what a tree

should be? Shall we take the Platonic myth literally, and say the

idea is a memory of the tree I have already seen in heaven? How
else establish any relation between that eternal object and the

type in my mind? But why, in that case, this infinite variability of

ideal trees? Was the Tree Beautiful an oak, or a cedar, an English
or an American elm? My actual types are finite and mutually
exclusive; that heavenly type must be one and infinite. The
problem is hopeless.

Very simple, on the other hand, is the explanation of the

existence of that type as a residuum of experience. Our idea of

an individual thing is a compound and residuum of our several

experiences of it; and in the same manner our idea of a class is

a compound and residuum of our ideas of the particulars that

compose it. Particular impressions have, by virtue of their in-

trinsic similarity or of the identity of their relations, a tendency
to be merged and identified, so that many individual percep-
tions leave but a single blurred memory that stands for them all,

because it combines their several associations. Similarly, when
various objects have many common characteristics, the mind is

incapable of keeping them apart. It cannot hold clearly so great
a multitude of distinctions and relations as would be involved

in naming and conceiving separately each grain of sand, or drop
of water, each fly or horse or man that we have ever seen. The
mass of our experience has therefore to be classified, if it is to be

available at all. Instead of a distinct image to represent each of

our original impressions, we have a general resultant—a com-

posite photograph—of those impressions.
This resultant image is the idea of the class. It often has very

few, if any, of the sensible properties of the particulars that

underlie it, often an artificial symbol—the sound of a word—is

the only element, present to all the instances, which the generic

image clearly contains. For, of course, the reason why a name
can represent a class of objects is that the name is the most con-

spicuous element of identity in the various experiences of ob-

jects in that class. We have seen many horses, but if we are not

lovers of the animal, nor particularly keen observers, very likely
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we retain no clear image of all that mass of impressions except
the reverberation of the sound "horse," which really or nu-niaily

has accompanied all those impressions. This sound, thcielore,

is the content of our general idea, and to it cling all the assoi ia-

tions which constitute our sense of what the word means. \U\i a

person with a memory predominantly visual would probai)ly add

to this rememliered sound a more or less detailed image of the

animal: some paiticulai horse in some pai titular attitude might

possibly be retailed, but more jirobably .some imaginative con-

struction, some tlream image, would accompany the sountl. An

image which reproduced no particular horse exactly, but which

was a spontaneous fiction of the fancy, woidd serve, by \irtue

of its felt relations, the same purpose as the sound itself. Such

a spontaneous image would be, of course, variable. In fact, no

image can, strictly sjjeaking, ever recur. But these percejns, as

they are called, springing up in the mind like flowers from the

buried seeds of past experience, would inherit all the jDowers of

suggestion which are required by any instrument of classification.

These powers of suggestion have probably a cerebral basis.

The new percept—the generic idea—repeats to a great extent,

both in nature and localization, the excitement constituting the

various original impressions; as the percept reproduces more or

less of these it will be a more or less full and impartial rejjre-

sentative of them. Xot all the suggestions of a word or image are

equally ripe. A generic idea or type usually presents to us a very

inatlequate and biassed view of the field it means to cover. As we
reflect and seek to correct this inadequacy, the percept changes
on our hands. The very consciousness that other individuals and

other qualities fall under our concept, changes this concept, as

a psychological presence, and alters its distinctness and extent.

\\'hen I remember, to use a classical exanijjle, that the triangle

is not isosceles, nor scalene, nor rectangidar, but each and all of

those, I reduce my percept to the word and its definition, with

perhaps a sense of the general motion of the hand and eye by
which we trace a three-cornered figure.

Since the production of a general idea is thus a matter of

subjective bias, we cannot expect that a type should be the exact

average of the examples from which it is drawn. In a rough way,
it is the average; a fact that in itself is the strongest of argu-

ments against the independence or priority of the general idea.

The beautiful horse, the beautiful speech, the beautiful face, is

always a medium between the extremes which our experience has

offered. It is enough that a given characteristic shoidd be gen-
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erally present in our experience, for it to become an indispen-
sable element of the ideal. There is nothing in itself beautiful or

necessary in the shape of the human ear, or in the presence of
nails on the fingers and toes; but the ideal of man, which the

preposterous conceit of our judgment makes us set up as divine
and eternal, requires these precise details; without them the
human form woidd be repulsively ugly.

It often happens that the accidents of experience make us in
this way introduce into the ideal, elements which, if they could
be excluded without disgusting us, would make possible satis-

factions greater than those we can now enjoy. Thus the taste

formed by one school of art may condemn the greater beauties
created by another. In morals we have the same phenomenon. A
barbarous ideal of life requires tasks and dangers incompatible
with happiness; a rude and oppressed conscience is incapable
of regarding as good a state which excludes its own acrid satis-

factions. So, too, a fanatical imagination cannot regard God as

just unless he is represented as infinitely cruel. The purpose of
education is, of course, to free us from these prejudices, and to

develope our ideals in the direction of the greatest possible good.
Evidently the ideal has been formed by the habit of perception;
it is, in a rough way, that average form which we expect and
most readily apperceive. The propriety and necessity of it is

entirely relative to our experience and faculty of apperception.
The shock of surj^rise, the incongruity with the formed percept,
is the essence and measure of ugliness.

§ 30. The average modified in the direction of pleasure.
Nevertheless we do not form assthetic ideals any more than other

general types, entirely without bias. ^Ve have already obser\ed
that a percept seldom gives an impartial compound of the objects
of which it is the generic image. This partiality is due to a

variety of circumstances. One is the unequal accuracy of our
observation. If some interest directs our attention to a particular
quality of objects, that quality will be prominent in our per-
cept; it may even be the only content clearly given in our gen-
eral idea; and any object, how^ever similar in other respects to

those of the given class, will at once be distinguished as belong-
ing to a different species if it lacks that characteristic on which
our attention is particularly fixed. Our percepts are thus habit-

ually biassed in the direction of practical interest, if practical
interest does not indeed entirely govern their fonnation. In the
same manner, our aesthetic ideals are biassed in the direction of
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aesthetic interest. Not all parts of an object are equally congruous
with our perceptive faculty: not all elements are noted with the

same pleasure. Ihose, therefore, which are agreeable are chiefly

dwelt upon by the lover of beauty, and his percept will give an

average of things with a great emphasis laid on that part of

them which is beautiful. The ideal will thus deviate from the

average in the tlirection of the observer's pleasure.
For this reason the world is .so much more beautiiul to a poet

or an artist than to an ordinary man. Each object, as his aes-

thetic sense is developed, is perhaps less beautiful than to the

uncritical eye; his taste becomes difficult, and only the very best

gives him imalloyed satisfaction. But while each work of nature

and art is thus apparently blighted by his greater demands and

keener susceptibility, the world itself, and the various natures it

contains, are to him unspeakably beautiful. The more blemishes

he can see in men, the more excellence he sees in man, and the

more bitterly he laments the fate of each particular soul, the

more reverence and love he has for the soul in its ideal essence.

Criticism and idealization involve each other. The habit of

looking for beauty in everything makes us notice the shortcom-

ings of things; our sense, hungry for complete satisfaction, misses

the perfection it demands. But this demand for perfection be-

comes at the same time the nucleus of our observation; from

every side a quick affinity draws what is beautiful together and

stores it in the mind, giving body there to the blind yearnings
of our nature. Many imperfect things crystallize into a single

perfection. The mind is thus peopled by general ideas in which

beauty is the chief quality; and these ideas are at the same time

the types of things. The type is still a natural resultant of par-

ticular impressions; but the formation of it has been guided by
a deep subjective bias in favour of what has delighted the eye.

This theory can be easily tested by asking whether, in the case

where the ideal differs from the average form of objects, this

variation is not due to the intrinsic pleasantness or impressive-

ness of the quality exaggerated. For instance, in the human

form, the ideal differs immensely from the average. In many

respects the extreme or something near it is the most beautiful.

Xenophon describes the women of Armenia as KakXal Kai

fi€-/dXau and we should still speak of one as fair and tall and of

another as fair but little. Size is therefore, even where least

requisite, a thing in which the ideal exceeds the average. And
the reason—apart from associations of strength— is that unusual

size makes things conspicuous. The first prerequisite of effect is
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impression, and size helps that; therefore in the aesthetic ideal

the average will be modified by being enlarged, because that is

a change in the direction of our pleasure, and size will be an
element of beauty.^

Similarly the eyes, in themselves beautiful, will be enlarged
also; and generally whatever makes by its sensuous cjuality, by
its abstract form, or by its expression, a particular appeal to our
attention and contribution to our delight, will count for more
in the ideal type than its frequency would warrant. The generic

image has been constructed under the influence of a selective

attention, bent upon aesthetic worth.

To praise any object for approaching the ideal of its kind is

therefore only a roundabout way of specifying its intrinsic merit

and expressing its direct effect on our sensibility. If in referring
to the ideal we were not thus analyzing the real, the ideal would
be an irrelevant and unmeaning thing. We know what the ideal

is because we observe what pleases us in the reality. If we allow

the general notion to tyrannize at all over the particular impres-
sion and to blind us to new and unclassified beauties which the

latter may contain, we are simply substituting words for feelings,
and making a verbal classification pass for an aesthetic judgment.
Then the sense of beauty is gone to seed. Ideals have their uses,

but their authority is wholly representative. They stand for

specific satisfactions, or else they stand for nothing at all.

In fact, the whole machinery of our intelligence, our general
ideas and laws, fixed and external objects, principles, persons,
and gods, are so many symbolic, algebraic expressions. They
stand for experience; experience which we are incapable of

retaining and surveying in its multitudinous immediacy. We
should flounder hopelessly, like the animals, did we not keep
ourselves afloat and direct our course by these intellectual de-

vices. Theory helps us to bear our ignorance of fact.

The same thing happens, in a way, in other fields. Our armies

are devices necessitated by our weakness; our property an en-

cumbrance required by our need. If our situation were not pre-

carious, these great engines of death and life would not be

invented. And our intelligence is such another weapon against
fate. We need not lament the fact, since, after all, to build these

1 The contention of Burke that the beautiful is small is due to an arbi-

trary definition. By beautiful he means pretty and charming; agreeable as

opposed to impressive. He only exaggerates the then usual opposition of the
beautiful to the sublime.
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various striulures is, up to a (cilaiu poiiu, tlu- uaiuial luuition

ol human natuic. The trouble is not iliii ilu- piochuts are

always subjective, but that ihey are soinciiincs unfit ami torment

the spirit which they exeicise. The patlutic jiart ol oiu situation

appears only wiien we so attach ourselves to those necessary but

imperfect fictions, as to reject the facts from which they sprinj^

and oi which they seek to be proj)hetic. We are then guilty of

that substitution ol means for ends, which is called idolatry in

religion, absurchty in logic, and folly in morals. In aesthetics the

thing has no name, but is nevertheless very common; lor it is

fomul whene\er we speak of wiuit ought to please, rather than

of what actually pleases.

§ 31. Are all things beautiful? These principles lead to an

intelligible answer to a question which is not uninteresting in

itself and crucial in a system of a.-stheiics. Are all things beau-

tiful? Are all types ecjually beautiful when we abstract from

our practical prejudices? If tlie reader has given his assent to

the foregoing propositions, he will easily see that, in one sense,

we must declare that no object is essentially ugly. If impressions
are painful, they are objectified with difficulty; the perception
of a thing is therefore, under normal circumstances, when the

senses are not fatigued, rather agreeable than disagreeable. And
when the frequent perception of a class of objects has given
rise to an apperceptive norm, and we have an ideal of the spe-

cies, the recognition and exemj)lification of that norm will give

pleasure, in projjortion to the degree of interest and accuracy

with which we have made our observations. The naturalist ac-

cordingly sees beauties to which the academic artist is blind,

and each new environment must open to us, if we allow it to

educate our perception, a new wealth of beautiful forms.

But we are not for this reason obliged to assert that all grada-

tions of beauty and dignity are a matter of personal and acci-

dental bias. The mystics who declare that to God there is no

distinction in the value of things, and that only our human

prejudice makes us prefer a rose to an oyster, or a lion to a

monkey, have, of course, a reason for what they say. If we could

strip ourselves of our human nature, we should undoubtedly
find ourselves incapable of making these distinctions, as well as

of thinking, percei\ing, or willing in any way which is now-

possible to us. But how things would appear to us if we were

not human is, to a man, a question of no importance. Even the

mystic to whom the definite constitution of his own mind is so
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hateful, can only paralyze without transcending his faculties. A
passionate negation, the motive of which, although morbid, is

in spite of itself perfectly human, absorbs all his energies, and

his ultimate triumph is to' attain the absoluteness of indifference.

What is true of mysticism in general, is true also of its mani-

festation in aesthetics. If we could so transform our taste as to

find beauty everywhere, because, perhaps, the ultimate nature of

things is as truly exemplified in one thing as in another, we

should, in fact, have abolished taste altogether. For the ascend-

ing series of aesthetic satisfactions we should have substituted a

monotonous judgment of identity. If things are beautiful not

by virtue of their differences but by virtue of an identical some-

thing which they equally contain, then there could be no
discrimination in beauty. Like substance, beauty would be

everywhere one and the same, and any tendency to prefer one

thing to another would be a proof of finitude and illusion.

When we try to make our judgments absolute, what we do is to

siuTender our natural standards and categories, and slip into

another genus, until we lose ourselves in the satisfying vagueness
of mere being.

Relativity to our partial nature is therefore essential to all

our definite thoughts, judgments, and feelings. And when once

the human bias is admitted as a legitimate, because for us a

necessary, basis of preference, the whole wealth of nature is at

once organized by that standard into a hierarchy of values.

Everything is beautiful because everything is capable in some

degree of interesting and charming our attention; but things
differ immensely in this capacity to please us in the contempla-
tion of them, and therefore they differ immensely in beauty.
Could our nature be fixed and determined once for all in every

particular, the scale of aesthetic values would become certain. W^e

should not dispute about tastes, no longer because a common

principle of preference could not be discovered, but rather be-

cause any disagreement would then be impossible.
As a matter of fact, however, human nature is a vague abstrac-

tion; that which is common to all men is the least part of their

natural endowment. ^Esthetic capacity is accordingly very un-

evenly distributed; and the world of beauty is much vaster and
more complex to one man than to another. So long, indeed, as

the distinction is merely one of development, so that we recog-
nize in the greatest connoisseur only the refinement of the

judgments of the rudest peasant, our aesthetic principle has not

changed; we might say that, in so far, we had a common stantlard
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more oi less widely applied. We miglii say so, because th.ii

standard would be an iniplic .iiiou ol a coniinon nature more
or less fully de\el()j)ed.

But men ilo not diller only in the dej^ree ol their susceptibility,

they diller also in its direction, llunian nature branthes into op
posed and incompatible characters. And taste iollows this l>iliii

cation. We cannot, e.xcejn whimsically, say that a taste for music

is higher or lower than a taste for sculpture. A man mij^hi be a

musician and a sculptor by turns; that would only invoke a per

fectly concei\able enl.irgement in human genius, liut the union

thus effected would be an accunudation of gifts in the observer,

not a combination of beauties in liie object. The excellence of

scidpture and that of music would remain entirely indej)endent
and heterogeneous. Such di\ergences are like those of the outer

senses to which these arts appeal. Soinid and colour ha\e analo-

gies only in their lowest depth, as vibrations and excitement;
as they grow specific and objective, they diverge; and although
the same consciousness perceives them, it perceives them as un-

related and imcombinable objects.
The ideal enlargement of human capacity, therefore, has no

tendency to constitute a single standard of beauty. These stand-

ards remain the expression of di\erse habits of sense and imagi-
nation. The man who combines the greatest range with the

greatest endowment in each particular, will, of course, be the

critic most generally respected. He will exjjress the feelings of

the greater number of men. The achantage of scope in criticism

lies not in the impro\ement of our sense in each particular
field; here the artist will detect the amateur's shortcomings. But
no man is a specialist with his whole soul. Some latent capacity
he has for other percejitions; and it is for the awakening of

these, and their marshalling before him, that the student of

each kind of beauty turns to the lover of them all.

The temptation, therefore, to say that all things are really

equally beautiful arises from an imperfect analysis, by which the

operations of the aesthetic consciousness are only partially dis-

integrated. The dejjendence of the deforces of beauty upon our
nature is perceived, while the dependence of its essence uj:)on

our nature is still ignored. All things are not equally beautiful

because the subjective bias that discriminates between them is

the cause of their being beautiful at all.' The principle of per-
sonal preference is the same as that of human taste; real and

objective beauty, in contrast to a vagary of individuals, means

only an affinity to a more prevalent and lasting susceptibility, a



82 The Sense of Beauty

response to a more general and fundamental demand. And the

keener discrimination, by which the distance between beautiful
and ugly things is increased, far from being a loss of aesthetic

insight, is a development of that faculty by the exercise of which

beauty comes into the world.

§ 32. Effects of indeterminate organization. It is the free

exercise of the activity of apperception that gives so peculiar an
interest to indeterminate objects, to the vague, the incoherent,
the suggestive, the variously interpretable. The more this effect

is appealed to, the greater wealth of thought is presumed in the

observer, and the less mastery is displayed by the artist. A jioor
and literal mind cannot enjoy the opportunity for reverie and
construction given by the stimulus of indeterminate objects; it

lacks the requisite resources. It is nonplussed and annoyed, and
turns away to simpler and more transparent things with a feel-

ing of helplessness often turning into contempt. And, on the
other hand, the artist who is not artist enough, who has too

many irrepressible talents and too little technical skill, is sure
to float in the region of the indeterminate. He sketches and never

paints; he hints and never expresses; he stimulates and never in-

forms. This is the method of the individuals and of the nations
that have more genius than art.

The consciousness that accompanies this characteristic is the
sense of profundity, of mighty significance. And this feeling is

not necessarily an illusion. The nature of our materials—be they
words, colours, or plastic matter—imposes a limit and bias upon
our expression. The reality of experience can never be quite
rendered through these media. The greatest mastery of technique
will therefore come short of perfect adequacy and exhaustive-

ness; there must always remain a penumbra and fringe of sug-

gestion if the most explicit representation is to communicate a

truth. When there is real profundity,—when the living core of

things is most firmly grasped,—there will accordingly be a felt

inadequacy of expression, and an appeal to the observer to piece
out our imperfections with his thoughts. But this should come
only after the resources of a patient and well-learned art have
been exhausted; else what is felt as depth is really confusion
and incompetence. The simplest thing becomes unutterable, if

we have forgotten how to speak. And a habitual indulgence in

the inarticulate is a sure sign of the philosopher who has not
learned to think, the poet who has not learned to write, the

painter who has not learned to paint, and the impression that
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has not learned to express itself—all of which arc coinp.iiible
with an innnensity of genius in the inexpressible soul.

Our age is gi\en to this sort of self-indulgence, and on both
the grounds mentioned. Our public, without being really trained,

—lor we apjjeal to too large a jjublic to recpiire training in it,—

is well informed and eagerly responsive to everything; it is ready
to work, pretty hard, and do its share towards its own j)j()fu and
entei taimnent. It becomes a j>oint of pride with it to understand
and appreciate e\erything. And om- art, in its turn, does not

o\crloc)k this opjiortiuiiiy. It becomes disorganized, sporadic,
whimsical, and experimental. The crudity we are too distracted

to refine, we accept as originality, and the vagueness we are

too pretentious to make accurate, we pass off as sublimity. This
is the secret of making great works on novel principles, and of

writing haid books easily.

§ 33. ExAMPu: OF landscape. An extraordinary taste for land-

scape compensates us for this ignorance of what is best and most
finished in the arts. The natural landscape is an indeterminate

object; it almost always contains enough diversity to allow the

eye a great liberty in selecting, emphasizing, and grouping its

elements, and it is furtherinore rich in suggestion and in vague
emotional stimulus. A landscape to be seen has to be composed,
and to be loved has to be moralized. That is the reason why
rude or vulgar peo{)le are indifferent to their natural surround-

ings. It does not occur to them that the work-a-day world is

capable of aesthetic contemjjlation. Only on holidays, when they
add to themselves and their belongings some unusual ornament,
do they stop to watch the effect. The far more beautiful daily

aspects of their environment escape them altogether. When,
however, we learn to apperceive; when we giow fond of tracing
lines and developing vistas; when, above all, the subtler in-

fluences of places on our mental tone are transmuted into an

exjjressiveness in those places, and they are furthermore poetized
by our day-dreams, and turned by our instant fancy into so many
hints of a fairyland of happy living and vague adventure,—then
we feel that the landscape is beautiful. The forest, the fields, all

wild or rural scenes, are then full of companionship and enter-

tainment.

This is a beauty dependent on reverie, fancy, and objectified
emotion. The promiscuous natural landscape cannot be enjoyed
in any other way. It has no real unity, and therefore requires
to have some form or other supplied by the fancy; which can
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be the more readily done, in that the possible forms are many,
and the constant changes in the object offer varying suggestions
to the eye. In fact, psychologically speaking, there is no such

thing as a landscape; what we call such is an infinity of different

scraps and glimpses given in succession. Even a painted land-

scape, although it tends to select and emphasize some parts of

the field, is composed by adding together a midtitude of views.

When this painting is observed in its turn, it is surveyed as a

real landscape would be, and apperceived partially and piece-

meal; although, of course, it offers much less wealth of material

than its living original, and is therefore vastly inferior.

Only the extreme of what is called impressionism tries to give

upon canvas one absolute momentary view; the result is that

when the beholder has himself actually been struck by that

aspect, the picture has an extraordinary force and emotional

value—like the vi\id power of recalling the past possessed by
smells. But, on the other hand, such a work is empty and trivial

in the extreme; it is the photograph of a detached impression,
not followed, as it would be in nature, by many variations of

itself. An object so unusual is often unrecognizable, if the vision

thus unnaturally isolated has never happened to come vividly
into our own experience. The opposite school—what might be

called discursive landscape painting—collects so many glimpses
and gives so fully the sum of our positive observations of a par-
ticular scene, that its work is sure to be perfectly intelligible and

plain. If it seems unreal and uninteresting, that is because it is

formless, like the collective object it represents, while it lacks

that sensuous intensity and movement which might ha\e made
the reality stimulating.
The landscape contains, of course, innumerable things w'hich

have determinate forms; but if the attention is directed specif-

ically to them, we ha\e no longer what, by a curious limitation

of the word, is called the love of nature. Not very long ago it

was usual for painters of landscapes to introduce figures, build-

ings, or ruins to add some human association to the beauty of

the place. Or, if wildness and desolation were to be pictured, at

least one weary wayfarer must be seen sitting upon a broken

column. He might wear a toga and then be Marius among the

ruins of Carthage. The landscape without figures would have

seemed meaningless; the spectator would have sat in suspense

awaiting something, as at the theatre when the curtain rises on

an empty stage. The indeterminateness of the suggestions of an

unhumanizcd scene was then felt as a defect; now we feel it
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rather as an exaltation. \\ c iiccti to be free; our cmotioii suffices

us; uc (io iioi ask. for a description of tlie oljjcct wliith interests

us as a part of ourselves. \Ve should blush to say so simple anil

obvious a thing as that to us "the nioinitains are a feeling"; nor

should we think of apologizing lor our romanticism as liyron
did:

I love not man the less but nature more
From these our interviews, in which I steal,

From all I may be, or have been before,

To mingle with the universe, and feel

What I can ne'er express.

This ability to rest in nature luiadorned and to find entertain-

ment in her aspects, is, of course, a great gain. ^Esthetic educa-

tion consists in training ourselves to see the maximum of beauty.
To see it in the physical world, which must continually be about

us, is a great progress toward that marriage of the imagination
with the reality which is the goal of contemplation.
While we gain this mastery of the formless, however, we

should not lose the more necessary capacity of seeing form in

those things which hapjjen to have it. In respect to most of those

things which are determinate as well as natural, we are usually
in that state of aesthetic imconsciousness which the peasant is in

in respect to the landscape. W'e treat human life and its environ-

ment with the same utilitarian eye with which he regards the

field and mountain. That is beautifid which is expressive of

convenience and wealth; the rest is indifferent. If we mean by
love of nature aesthetic delight in the world in which we casually
live (and what can be more natural than man and all his arts?),

we may say that the absolute love of nature hardly exists among
us. \Vhat we love is the stimulation of our own personal emo-
tions and dreams; and landscape appeals to us, as music does to

those who have no sense for musical form.

There would seem to be no truth in the saying that the

ancients loved nature less than we. They loved landscape less-

less, at least, in proportion to their love of the definite things it

contained. The vague and changing effects of the atmosphere,
the masses of moimtains, the infinite and living complexity of

forests, did not fascinate them. They had not that preponderant
taste for the indeterminate that makes the landscape a favourite

subject of contemplation. But love of nature, and comprehen-
sion of her, they had in a most eminent degree; in fact, they

actually made explicit that objectification of our own soul in her,

which for the romantic poet remains a mere vague and shifting
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suggestion. What are the celestial gods, the nymphs, the fauns,

the dryads, but the definite apperceptions of that haunting spirit

which we think we see in the sky, the mountains, and the woods?

We may think that our vague intiution grasps the triuh of what
their childish imagination turned into a fable. But our belief, if

it is one, is just as fabulous, just as much a projection of human
nature into material things; and if we renounce all positive con-

ception of quasi-mental principles in nature, and reduce our

moralizing of her to a poetic expression of our own sensations,

then can we say that our verbal and illusive images are compa-
rable as representations of the life of nature to the precision,

variety, humour, and beauty of the Greek mythology?

§ 34. Extensions to objects usually not regarded aesthet-

ically. It may not be superfluous to mention here certain anal-

ogous fields where the human mind gives a series of unstable

forms to objects in themselves indeterminate. ^
History, philos-

ophy, natural as well as moral, and religion are evidently such

fields. All theory is a subjective form given to an indeterminate

material. The material is experience; and although each part of

experience is, of course, perfectly definite in itself, and just that

experience which it is, yet the recollection and relating together
of the successive experiences is a function of the theoretical

faculty. The systematic relations of things in time and space,

and their dependence upon one another, are the work of our

imagination. Theory can therefore never have the kind of truth

which belongs to experience; as Hobbes has it, no discourse what-

soever can end in absolute knowledge of fact.

It is conceivable that two different theories should be equally
true in respect to the same facts. All that is required is that they
should be equally complete schemes for the relation and predic-

tion of the realities they deal with. The choice between them

would be an arbitrary one, determined by personal bias, for the

object being indeterminate, its elements can be apj^erceived as

forming all kinds of unities. A theory is a form of apperception,

1 When we speak of things definite in themselves, we of course mean

things made definite by some human act of definition. The senses are in-

struments that define and differentiate sensation; and the result of one

operation is that definite object upon which the next operation is performed.
The memory, for example, classifies in time what the senses may have classi-

fied in space. We are nowhere concerned with objects other than objects of

human experience, and the epithets, definite and indefinite, refer necessarily
to their relation to our various categories of perception and comprehension.
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and in applying it to the facts, althougli our first concern is

naturally the adequacy of our instrument of conijirehension, we
are also influenced, more than we think, by the ease and pleas-
ure with which we think, in its terms, that is, by its beauty.

7 he case of two altcrnati\e theories of nature, both exhaustive

and adequate, may seem somewhat imaginary. The human mind

is, indeed, not rich and indeterminate enough to dri\e, as the

saying is, many horses abreast; it wishes to have one general
scheme of conception only, under which it strives to bring every-

thing. Vet the philosophers, who are the scouts of common sense,

have come in sight of this possibility of a variety of methods of

dealing with the same facts. As at the basis of evolution generally
there are many variations, only some of which remain fixed, so

at the origin of conception there are many schemes; these are

simultaneously de\eloped, and at most stages of thought divide

the intelligence among themselves. So much is thought of on
one principle—say mechanically—and so much on another—say

leleologically. In those minds only that have a speculative turn,

that is, in whom the desire for unity of comprehension outruns

practical exigencies, does the conflict become intolerable. In

them one or another of these theories tends to swallow all ex-

perience, but is commonly incapable of doing so.

The final victory of a single philosojihy is not yet won, be-

cause none as yet has proved adequate to all experience. If ever

unity should be attained, our unanimity would not indicate that,

as the popidar fancy conceives it, the truth had been discovered;

it would only indicate that the human mind had found a defin-

itive way of classifying its experience. Very likely, if man still

retained his inveterate habit of hypostatizing his ideas, that

definitive scheme would be regarded as a representation of the

objecti\e relations of things; but no proof that it was so would
ever be found, nor e\en any hint that there were external ob-

jects, not to speak of relations between them. As the objects are

hypostatized percepts, so the relations are hypostatized processes
of the human understanding.
To ha\e reached a final philosophy would be only to have for-

mulated the typical and satisfying form of human appercej)tion;
the view would remain a theory, an instrument of comprehen-
sion and survey fitted to the human eye; it would be for ever

utterly heterogeneous from fact, utterly imrepresentative of any
of those experiences which it would artificially connect and

weave into a pattern. Mythology and theology are the most

striking illustrations of this human method of incorporating
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much diffuse experience into graphic and picturesque ideas; but

steady reflection will hardly allow us to see anything else in the

theories of science and philosophy. These, too, are creatures of

our intelligence, and have their only being in the movement of

our thought, as they have their only justification in their fitness

to our experience.

Long before we can attain, however, the ideal unification of

experience under one theory, the various fields of thought de-

mand provisional surveys; we are obliged to reflect on life in a

variety of detached and unrelated acts, since neither can the

whole material of life be ever given while we still live, nor can

that which is given be impartially retained in the human

memory. When omniscience was denied us, we were endowed
with versatility. The picturesqueness of human thought may
console us for its imperfection.

History, for instance, which passes for the account of facts, is

in reality a collection of apperceptions of an indeterminate

material; for even the material of history is not fact, but con-

sists of memories and words subject to ever-varying interpreta-
tion. No historian can be without bias, because the bias defines

the history. The memory in the first place is selective; official

and other records are selective, and often intentionally par-
tial. Monuments and ruins remain by chance. And when the

historian has set himself to study these few relics of the past, the

work of his own intelligence begins. He must have some guiding
interest. A history is not an indiscriminate register of every
known event; a file of newspapers is not an inspiration of Clio.

A history is a view of the fortunes of some institution or person;
it traces the development of some interest. This interest furnishes

the standard by which the facts are selected, and their impor-
tance gauged. Then, after the facts are thus chosen, marshalled,
and emphasized, comes the indication of causes and relations;

and in this part of his work the historian plunges avowedly into

speculation, and becomes a philosophical poet. Everything will

then depend on his genius, on his principles, on his passions,—
in a word, on his apperceptive forms. And the value of history is

similar to that of poetry, and varies with the beauty, power, and

adequacy of the form in which the indeterminate material of

human life is presented.

§ 35. Further dangers of indeterminateness. The fondness

of a race or epoch for any kind of effect is a natural expression of

temperament and circumstances, and cannot be blamed or easily
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corrected. At the same time we may stop to consider some of the

disadvantages of a taste for the indeterminate. W'c shall be

registering a truth and at the same time, perhaps, giving some

encouragement to that rebellion which we may inwardly teel

against this too prevalent manner. The indeterminate is by its

nature ambiguous; it is therefore obscure and uncertain in its

effect, and if used, as in many arts it often is, to convey a mean-

ing, must fail to do so unequivocally. Where a meaning is not

to be conveyed, as in landscaj^e, architecture, or music, the il-

lusi\eness of the form is not so objectionable: although in all

these objects the tendency to observe forms and to demand them

is a sign of increasing appreciation. The ignorant fail to see the

forms of music, architecture, and landscape, and therefore are

insensible to relati\e rank and technical values in these spheres;

they regard the objects only as so many stimuli to emotion, as

soothing or enli\ening influences. But the sensuous and associa-

tive values of these things—especially of music—are so great, that

even without an appreciation of form considerable beauty may
be found in them.

In literature, howe\er, where the sensuous value of the words

is comparatively small, indeterminateness of form is fatal to

beauty, and, if extreme, even to expressiveness. For meaning is

conveyed by the jorm and order of words, not by the words

themselves, and no precision of meaning can be reached without

precision of style. Therefore no respectable writer is voluntarily
obscure in the structure of his j^hrases-that is an abuse reserved

for the clowns of literary fashion. But a book is a larger sen-

tence, and if it is formless it fails to mean anything, for the same

reason that an unformed collection of words means nothing. The

chapters and verses may have said something, as loose words

may have a known sense and a tone; but the book will have

brought no message.
In fact, the absence of form in composition has two stages:

that in which, as in the works of Emerson, significant fragments
are collected, and no system, no total thought, constructed out

of them; and secondly, that in which, as in the writings of the

Symbolists of our time, all the significance is kept back in the

individual words, or even in the syllables that compose them.

This mosaic of word-values has, indeed, a possibility of effect,

for the absence of form does not destroy materials, but, as we
have observed, rather allows the attention to remain fixed upon
them; and for this reason absence of sense is a means ol ac-

centuating beauty of sound and verbal suggestion. But this
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example shows how the tendency to neglect structure in liter-

ature is a tendency to surrender the use of language as an

instrument of thought. The descent is easy from ambiguity to

meaninglessness.
The indeterminate in form is also indeterminate in value. It

needs completion by the mind of the observer and as this com-

pletion differs, the value of the result must vary. An indeter-

minate object is therefore beautiful to him who can make it so,

and ugly to him who cannot. It appeals to a few, and to them

diversely. In fact, the observer's own mind is the storehouse from

which the beautiful form has to be drawn. If the form is not

there, it cannot be applied to the half-finished object; it is like

asking a man without skill to complete another man's composi-
tion. The indeterminate object therefore requires an active and

well-equipped mind, and is otherwise without value.

It is furthermore unprofitable even to the mind which takes

it up; it stimulates that mind to action, but it presents it with

no new object. We can respond only with those forms of apper-

ception which we already are accustomed to. A formless object
cannot injorm the mind, cannot mould it to a new habit. That

happens only when the data, by their clear determination, com-

pel the eye and imagination to follow new paths and see new
relations. Then we are introduced to a new beauty, and enriched

to that extent. But the indeterminate, like music to the senti-

mental, is a vague stimulus. It calls forth at random such ideas

and memories as may lie to hand, stirring the mind, but leaving
it undisciplined and unacquainted with any new object. This

stirring, like that of the pool of Bethesda, may indeed have its

virtue. A creative mind, already rich in experience and obser-

vation, may, imder the influence of such a stimulus, dart into a

new thought, and give birth to that with which it is already

pregnant; but the fertilizing seed came from elsewhere, from

study and admiration of those definite forms which nature con-

tains, or which art, in imitation of nature, has conceived and

brought to perfection.

§ 36. Illusion of infinite perfection. The great advantage,
then, of indeterminate organization is that it cultivates that

spontaneity, intelligence, and imagination without which many
important objects would remain unintelligible, and because

unintelligible, uninteresting. The beauty of landscape, the forms

of religion and science, the types of human nature itself, are

due to this apperceptive gift. Without it we should have a chaos;
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but its jxiiicnt ;iiul ever-fresh activity carves oui ol the lliiid

material a great variety ol forms. An object wliich stimulates us

to this activity, therefore, seems often lo he more sublime and

beautiful than one which presents to us a single unchanging

form, ho\ve\er perfect. There seems to be a life and infiniiy in

the incomplete, which the determinate excludes by its own com-

pleteness and petrifaction. And yet the effort in this very activity

is to reach determination; we can oidy see beauty in so far as we

introduce form. The instability of the form can be no advantage
to a work of art; the determinate keej)s constantly what the in-

determinate reaches only in those moments in which the ob-

server's imagination is especially propitious. If we feel a certain

disappointment in the monotonous limits of a definite form and

its eternal, unsympathi/ing message, might we not feel much
more the melancholy transiency of those glimpses of beauty which

elude us in the indeterminate? Might not the torment and un-

certainty of this contemj)lation, with the self-consciousness it

probably involves, inore easily tire us than the quiet com-

panionshij) of a constant object? May we not prefer the un-

changeable to the irrecoverable?

\Ve may; and the preference is one which we should all more

clearly feel, were it not for an illusion, proper to the romantic

temperament, which lends a mysterious charm to things which

are indefinite and indefinable. It is the suggestion of infinite

perfection. In reality, perfection is a synonym of finitude. Neither

in nature nor in the fancy can anything be perfect except by

realizing a definite type, which excludes all variation, and con-

trasts sharply with every other possibility of being. There is no

perfection apart from a form of apperception or type; and there

are as many kinds of perfection as there are types or forms of

apperception latent in the mind.

Now these various perfections are mutually exclusive. Only in

a kind of aesthetic orgy—in the madness of an intoxicated imag-
ination—can we confuse them. As the Roman emperor wished

that the Roman people had but a single neck, to murder them

at one blow, so we may sometimes wish that all beauties had but

one form, that we might behold them together. But in the nature

of things beauties are incompatible. The spring cannot coexist

with the autumn, nor day with night; what is beautiful in a

child is hideous in a man, and vice versa; every age, every coun-

try, each sex, has a peculiar beauty, finite and incommunicable;

the better it is attained the more completely it excludes every

other. The same is evidentlv true of schools of art, of styles and
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languages, and of every effect whatsoever. It exists by its finitude

and is great in proportion to its determination.

But there is a loose and somewhat helpless state of mind in

which while we are incaj^able of reali/ing any particular thought
or \ision in its perfect clearness and absolute beauty, we never-

theless feel its haunting presence in the background of con-

sciousness. And one reason why the idea cannot emerge from
that obscurity is that it is not alone in the brain; a thousand

other ideals, a thousand other plastic tendencies of thought,
simmer there in confusion; and if any definite image is presented
in response to that vague agitation of our soul, we feel its in-

adequacy to oiu" need in spite of, or perhaps on accoimt of, its

own particular perfection. We then say that the classic does not

satisfy us, and that the "Grecian cloys us with his perfectness."
We are not capable of that concentrated and serious attention to

one thing at a time which would enable us to sink into its being,
and enjoy the intrinsic harmonies of its form, and the bliss of its

immanent particular heaven; we flounder in the vague, but at

the same time we are full of yearnings, of half-thoughts and semi-

visions, and the upward tendency and exaltation of our mood
is emphatic and overpowering in proportion to our incapacity
to think, speak, or imagine.
The sum of our incoherences has, however, an imposing

volume and even, perhaps, a vague, general direction. AVe feel

ourselves laden with an infinite burden: and what delights us

most and seems to us to come nearest to the ideal is not what
embodies any one possible form, but that which, by embodying
none, suggests many, and stirs the mass of our inarticulate

imagination with a pervasive thrill. Each thing, without being a

beauty in itself, by stimulating our indeterminate emotion,

seems to be a hint and expression of infinite beauty. That in-

finite perfection which cannot be realized, because it is self-

contradictory, may be thus suggested, and on account of this

suggestion an indeterminate effect may be regarded as higher,
more significant, and more beautiful than any determinate one.

The illusion, howe\er, is obvious. The infinite perfection sug-

gested is an absurdity. What exists is a ^ague emotion, the

objects of which, if they could emerge from the chaos of a con-

fused imagination, would turn out to be a multitude of differ-

ently beautiful determinate things. This emotion of infinite

perfection is the jnateria prima—rudis indigcstaque moles—out
of which attention, inspiration, and art can bring forth an in-

finity of particular perfections. Every aesthetic success, whether
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in contemplation or jnoduction, is tlie l>irth of one of these

possibilities with which the sense of infinite perfection is preg-
nant. A work of art or an act of observation which remains

indeterminate is, therefore, a failure, however miuh it may stir

our emotion. It is a failure lor two reasons. In the first place
this emotion is seldom wholly pleasant: it is discjuieting ami

perplexing: it brings a desire rather than a satisfaction. And in

the second place, the emotion, not being embodied, fails to

constitute the beauty of anything: and what we ha\e is merely a

sentiment, a consciousness that \alues are or nn'ght be there,

but a failure to extricate those values, or to make them explicit
and recognizable in an appropriate object.
These giopings after beauty have their worth as signs of

aesthetic vitality and intimations of future possible accomplish-
ment; but in themselves they are aborti\e, and mark the impo-
tence of the imagination. Sentimentalism in the observer and

romanticism in the artist are examples of this aesthetic incapac-

ity. Whenever beauty is really seen and loved, it has a definite

embodiment: the eye has precision, the work has style, and the

object has perfection. The kind of perfection may indeed be

new: and if the discovery of new perfections is to be called

romanticism, then romanticism is the beginning of all aesthetic

life. But if by romanticism we mean indulgence in confused

suggestion and in the exhibition of turgid force, then there is

evidently need of education, of attentive labour, to disentangle
the beauties so \aguely felt, and give each its adequate embodi-

ment. The breadth of our inspiration need not be lost in this

process of clarification, for there is no limit to the number and

variety of forms which the world may be made to wear; only, if

it is to be appreciated as beautiful and not merely felt as unut-

terable, it must be seen as a kingdom of forms. Thus the works

of Shakespeare give us a great variety, w^ith a frequent marvellous

precision of characterization, and the forms of his art are definite

although its scope is great.
But by a curious anomaly, we are often expected to see the

greatest expressiveness in what remains indeterminate, and in

reality expresses nothing. As we have already observed, the sense

of profundity and significance is a very detachable emotion; it

can accompany a confused jumble of promptings quite as easily

as it can a thorough comprehension of reality. The illusion of

infinite perfection is pecidiarly apt to produce this sensation.

That illusion arises by the simultaneous awakening of many
incipient thoughts and dim ideas; it stirs the depths of the mind
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as a wind stirs the thickets of a forest; and the unusual con-
sciousness of the life and longing of the soul, brought by that

gust of feeling, makes us recognize in the object a singular
power, a mysterious meaning.

But the feeling of significance signifies little. All we have in
this case is a potentiality of imagination; and only when this

potentiality begins to be realized in definite ideas, does a real

meaning, or any object which that meaning can mean, arise in
the mind. The highest aesthetic good is not that vague potential-
ity, nor that contradictory, infinite perfection so strongly desired;
it is the gieatest number and variety of finite perfections. To
learn to see in nature and to enshrine in the arts the typical forms
of things; to study and recognize their variations; to domesticate
the imagination in the world, so that everywhere beauty can be
seen, and a hint found for artistic creation,—that is the goal of

contemplation. Progress lies in the direction of discrimination
and precision, not in that of formless emotion and reverie.

§ 37. Organized nature the source of apperceptive forms;
EXAMPLE OF SCULPTURE. The form of the material world is in one
sense always perfectly definite, since the particles that compose
it are at each moment in a given relative position; but a world
that had no other form than that of such a constellation of
atoms would remain chaotic to our perception, because w^e

should not be able to survey it as a whole, or to keep our atten-
tion suspended evenly over its innumerable parts. According to

evolutionary theory, mechanical necessity has, however, brought
about a distribution and aggregation of elements such as, for
our purposes, constitutes individual things. Certain systems of
atoms move together as units; and these organisms reproduce
themselves and recur so often in our environment, that our
senses become accustomed to view their parts together. Their
form becomes a natural and recognizable one. An order and

sequence is established in our imagination by virtue of the order
and sequence in which the corresponding impressions have
come to our senses. We can remember, reproduce, and in re-

producing vary, by kaleidoscopic tricks of the fancy, the forms
in which our perceptions have come.
The mechanical organization of external nature is thus the

source of apperceptive forms in the mind. Did not sensation, by
a constant repetition of certain sequences, and a recurring
exactitude of mathematical relations, keep our fancy clear and
fresh, we should fall into an imaginative lethargy. Idealization
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would degenciatc into iiulistiiu iiuss, A\n\, l)\ ilu- ilulling ol our

memory, \vc should ilrcam a woi Id daily more jjoor ;uid vague.
This process is periodic allv ohserxahle in the liistorv ol the

arts. The way in which the human hgure, lor insiante, is de-

picted, is an indication ol the way in whidi it is ap|)erceived.
The arts give back, ordy so iinuh ol natine as the human eye
has been able to master. The most primitive stage ol drawing
and scul|)ture jjresents man with his arms and legs, his ten

fingers and ten tcjcs, branching out into mid-air; the apjjercejj-
tion of the body has been e\idently jjractical and siKcessi\c,

and the artist sets clown \\hat he knows rather than aii\ ol the

particular perceptions ih.it con\eyecl that knowledge. Those per-

cejMions are merged and lost in the haste to reach the jjrac tic ally

iiselul concept ol the object. Hy a nai\e expression of the same

princij)le, we find in some Assyrian drawings the eye seen fiom

the front introduced into a face seen in profile, each element

being represented in that form in which it was most easily ob-

served and remembered. The de\elopment of Greek sculpture
furnishes a good example of the gradual j^enetration of nature

into the mind, of the slowly enriched apjjerception of the object.
The quasi-Egyptian stillness melts away, first from the bodies of

the minor figures, afterwards of those of the gods, and finally

the face is varied, and the hieratic smile almost disappears.^
Rut this progress has a near limit; once the most beautiful and

inclusive apperception reached, once the best form caught at its

best moment, the artist seems to have nothing more to do. To
reproduce the imperfections of individuals seems wrong, when

beauty, after all, is the thing desired. And the ideal, as caught

by the master's inspiration, is more beautiful than anything his

pupils can find for themselves in nature. From its summit, the

art therefore declines in one of two directions. It either becomes

academic, forsakes the study of nature, and degenerates into

empty convention, or else it becomes ignoble, forsakes beauty,
and sinks into a tasteless and unimaginative technique. The
latter was the course of sculpture in ancient times, the former,

with moments of reawakening, has been its dreadful fate among
the moderns.

This reawakening has come whenever there has been a return

to nature, for a new form of apperception and a new ideal. Of

1 In the ^£gina marbles the wounded and dying warriors still wear this

Buddha-like expression: their bodies, although conventional, show a great

progress in observation, compared with the impossible Athena in the centre

with her sacred feet in Egyptian profile and her owl-like visage.
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this return there is continual need in all the arts; without it our

apperceptions grow thin and w'orn, and subject to the sway of

tradition and fashion. We continue to judge about beauty, but

we give up looking for it. The remedy is to go back to the real-

ity, to study it patiently, to allow new aspects of it to work

upon the mind, sink into it, and beget there an imaginative

offspring after their own kind. Then a new art can appear,
which, having the same origin in admiration for nature which

the old art had, may hope to attain the same excellence in a

new direction.

In fact, one of the dangers to which a modern artist is exposed
is the seduction of his predecessors. The gropings of our muse,
the distracted experiments of our architecture, often arise from

the attraction of some historical school; we cannot work out our

own style because we are hampered by the beauties of so many
others. The result is an eclecticism, which, in spite of its great
historical and psychological interest, is without aesthetic unity or

permanent power to please. Thus the study of many schools of

art may become an obstacle to proficiency in any.

§ 38. Utility the principle of organization in nature. Util-

ity (or, as it is now called, adaptation, and natural selection)

organizes the material world into definite species and individ-

uals. Only certain aggregations of matter are in equilibrium
with the prevailing forces of the environment. Gravity, for

instance, is in itself a chaotic force; it pulls all particles indis-

criminately together without reference to the wholes into which

the human eye may have giouped them. But the result is not

chaos, because matter arranged in some ways is welded together

by the very tendency which disintegrates it when arranged in

other forms. These forms, selected by their congrtiity with

gravity, are therefore fixed in nature, and become types. Thus
the weight of the stones keeps the pyramid standing: here a

certain shape has become a guarantee of permanence in the

presence of a force in itself mechanical and undiscriminating. It

is the utility of the pyramidal form—its fitness to stand— that has

made it a type in building. The Egyptians merely repeated a

process that they might have observed going on of itself in

nature, who builds a pyramid in every hill, not indeed because

she wishes to, or because pyramids are in any way an object of

her action, but because she has no force which can easily dis-

lodge matter that finds itself in that shape.
Such an accidental stability of structure is, in this moving
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world, a sufficient piincijile ot jK'imanence and individuality.
The same nicdianical j)riiuij)I(s, in luoie (()ni|)Ii'\ applications,
insuie the j:)crsistencc ol animal iorms and pic\tiu an\ pci-
maneni deviation liom tliem. What is (ailed the priiuipic' <il

self-preservation, and the Im.il causes and suhsianlial loinis ol

the Aristotelian philosophy, are descriptions ol iIk ksuIi ol iliis

ojjcration. The tendency ol e\ervthing to maintain and jjropa-

gate its natme is simjily the inertia ol a stable ju\taj)osition of

elements, which are not enough disturbed by ordinary accidents

to lose their equilibrium: while the incidence of a too great dis-

turbance causes that disruption we call death, or that variation

of type, which, on accoimt of its incapacity to establish itself

permanently, we call abnormal. Nature thus organizes herself

into recognizable species; and the aesthetic eye, studying her

forms, tends, as we have already shown, to bring the type within

even narrower limits than do the external exigencies of life.

§ 39. The rf.i.ation of utii ity to beauty. This natural har-

mony between utility and beauty, when its origin is not under-

stood, is of course the subject of much perplexed and perplexing

theory. Sometimes we are told that utility is itself the essence

of beauty, that is, that our consciousness of the practical advan-

tages of certain forms is the ground of our aesthetic admiration

of them. The horse's legs are said to be beautifid because they
are fit to run, the eye because it is made to see, the house be-

cause it is convenient to live in. An amusing application—which

might pass for a reductio ad absurdum—oi this dense theory is

put by Xenophon into the mouth of Socrates. Comparing him-

self with a youth present at the same banquet, who was about to

receive the prize of beauty, Socrates declares himself more beau-

tiful and more worthy of the croAvn. For utility makes beauty,
and eyes bulging out from the head like his are the most advan-

tageous for seeing; nostrils wide and open to the air, like his,

most apjjropriate for smell; and a mouth large and voluminous,
like his, best fitted for both eating and kissing.^

Now since these things are, in fact, hideous, the theory that

shows they ought to be beautiful, is vain and ridiculous. But
that theory contains this truth: that had the utility of Socratic

features been so great that men of all other tyj^e must have

perished, Socrates would have been beautiful. He woidd have

represented the human type. The eye would have been then ac-

1 Symposium of Xenophon, V.
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customed to that form, the imagination would have taken it as

the basis of its refinements, and accentuated its naturally effective

points. The beautiful does not depend on the useful; it is

constituted by the imagination in ignorance and contempt of

practical advantage; but it is not independent of the necessary,

for the necessary must also be the habitual and consequently the

basis of the type, and of all its imaginative variations.

There are, moreover, at a late and derivative stage in our

aesthetic judgment, certain cases in which the knowledge of

fitness and utility enters into our sense of beauty. But it does so

very indirectly, rather by convincing us that we should tolerate

what practical conditions have imposed on an artist, by arousing
admiration of his ingenuity, or by suggesting the interesting

things themsehes with which the object is known to be con-

nected. Thus a cottage-chimney, stout and tall, with the smoke

floating from it, pleases because we fancy it to mean a hearth, a

rustic meal, and a comfortable family. But that is all extraneous

association. The most ordinary way in which utility affects us

is negatively; if we know a thing to be useless and fictitious, the

uncomfortable haunting sense of waste and trickery prevents all

enjoyment, and therefore banishes beauty. But this is also an

adventitious complication. The intrinsic value of a form is in

no way affected by it.

Opposed to this utilitarian theory stands the metaphysical
one that would make the beauty or intrinsic rightness of things

the source of their efficiency and of their power to survive. Taken

literally, as it is generally meant, this idea must, from our point
of view, appear preposterous. Beauty and rightness are relative

to our judgment and emotion; they in no sense exist in nature

or preside o\er her. She e\erywhere appears to move by me-

chanical law. The types of things exist by what, in relation to

our apj^robation, is mere chance, and it is our faculties that must

adapt themselves to our environment and not oin- environment

to our faculties. Such is the naturalistic point of view which we
have adopted.
To say, however, that beauty is in some sense the ground of

practical fitness, need not seem to us wholly unmeaning. The
fault of the Platonists who say things of this sort is seldom that

of emptiness. They have an intuition; they have sometimes a

strong sense of the facts of consciousness. But they turn their

discoveries into so many revelations, and the veil of the infinite

and absolute soon covers their little light of specific truth. Some-
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limes, after patient diggiiif^, the student comes upon the treasure

of some simple fact, some loinmoii expericiKc, beneath all their

mystery and unction. And so it may be in this case. If \vc make
allowances for the teiuiency to express experieiue in allej^ory

and myth, we shall see that the idea ol i)eauty and rationality

presiding over nature and guiding her, as it were, for their own

greater glory, is a projection and a writing large of a psycholog-
ical principle.
The miiul that perceives naiiue is the same that undcist.mds

and enjoys her; indeed, these three fimctions are really elements

of one process. There is therefore in the mere perceptibility of

a thing a certain prophecy of its beauty; if it were not on the

road to beauty, if it had no approach to fitness to our faculties

of perception, the ofjject would remain eternally imperceived.
The sense, therefore, that the whole world is made to be food

lor the soul; that beauty is not only its own, but all things' ex-

cuse for being; that imiversal aspiration towards perfection is

the key and secret of the world,— that sense is the poetical rever-

beration of a psychological fact—of the fact that our minil is

an organism tending to imity, to unconsciousness of what is re-

fractory to its action, and to assimilation and sympathetic trans-

formation of what is ke{)t within its sphere. The idea that nature

could be governed by an aspiration towards beauty is, therefore,

to be rejected as a confusion, but at the same time we must

confess that this confusion is founded on a consciousness of the

subjective relation between the perceptibility, rationality, and

beauty of things.

§ 40. Utility the principle of organization in the arts.

This subjective relation is, how^ever, exceedingly loose. Most

things that are perceivable are not perceived so distinctly as to

be intelligible, nor so delightfully as to be beautiful. If our eye
had infinite penetration, or om- imagination infinite elasticity,

this would not be the case; to see would then be to understand

and to enjoy. As it is, the degree of determination needed for

perception is much less than that needed for comprehension or

ideality. Hence there is room for hypothesis and for art. As

hypothesis organizes experiences imaginatively in ways in which

observation has not been able to do, so art organizes objects in

ways to which nature, perhaps, has never condescended.

The chief thing which the imitative arts add to nature is

permanence, the lack of which is the saddest defect of many
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natural beauties. The forces which determine natural forms,

therefore, determine also the forms of the imitative arts. But
the non-imitative arts supply organisms different in kind from
those which nature affords. If we seek the principle by which
these objects are organized, we shall generally find that it is

likewise utility. Architecture, for instance, has all its forms

suggested by practical demands. Use recjuires our buildings to

assume certain determinate forms; the mechanical properties of

our materials, the exigency of shelter, light, accessibility, econ-

omy, and convenience, dictate the arrangements of our build-

ings.

Houses and temples have an evolution like that of animals

and plants. Various forms arise by mechanical necessity, like the

cave, or the shelter of overhanging boughs. These are perpetuated

by a selection in which the needs and pleasures of man are the

environment to which the structure must be adapted. Deter-

minate forms thus establish themselves, and the eye becomes
accustomed to them. The line of use, by habit of apperception,
becomes the line of beauty. A striking example may be found in

the pediment of the Greek temple and the gable of the northern

house. The exigencies of climate determine these forms differ-

ently, but the eye in each case accepts what utility imposes. \V^e

admire height in one and breadth in the other, and we soon

find the steep pediment heavy and the low gable awkward and

mean.

It would be an error, however, to conclude that habit alone

establishes the right proportion in these various types of build-

ing. We have the same intrinsic elements to consider as in

natural forms. That is, besides the unity of type and correspond-
ence of parts which custom establishes, there are certain appeals
to more fimdamental susceptibilities of the human eye and

imagination. There is, for instance, the value of abstract form,

determined by the pleasantness and harmony of implicated
retinal or muscular tensions. Different structures contain or

suggest more or less of this kind of beauty, and in that propor-
tion may be called intrinsically better or worse. Thus artificial

forms may be arranged in a hierarchy like natural ones, by
reference to the absolute values of their contours and masses.

Herein lies the superiority of a Greek to a Chinese vase, or of

Gothic to Saracenic construction. Thus although every useful

form is capable of proportion and beauty, when once its type is

established, we cannot say that this beauty is always potentially
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equal; and an iron britlge, for instance, although it certainly

possesses anil daily acquires aesthetic interest, will
j)r()l);ihly

ne\er, on the average, ecjual a briilge ot stone.

§ 41. Form and ai)\ entitiols ornament. Beauty of form is

the last to be found or aihnired in artificial as in natural objects.
Time is needed to establish it, and training and nicety of per-

ception to enjoy it. Motion or colour is what first intciesis a

child in toys, as in animals; and the barbarian artist decorates

long before he designs. The cave and wigwam are daubed with

])aint, or hung with trophies, before any pleasure is taken m
their shape; and the ajjpeal to the detached senses, and to as-

sociations of wealth and luxury, jjrecedes by far the appeal to

the j)eicejiti\e harmonies of form. In music we observe the same

gradation; first, we appreciate its sensuous and sentimental

value; only with education can we enjoy its form. The plastic
arts begin, therefore, with adventitious ornament and with sym-
bolism. The aesthetic pleasure is in the richness of the material,

the profusion of the ornament, the significance of the shape—in

everything, rather than in the shape itself.

We have accordingly in works of art two independent sources

of effect. The first is the useful form, which generates the type,
and ultimately the beauty of form, when the type has been

idealized by emphasizing its intrinsically pleasing traits. The
second is the beauty of ornament, which comes from the excite-

ment of the senses, or of the imagination, by colour, or by pro-
fusion or delicacy of detail. Historically, the latter is first

developed, and applied to a form as yet merely useful. But the

very presence of ornament attracts contemplation; the attention

lavished on the object helps to fix its form in the mind, and to

make us discriminate the less from the more graceful. The two

kinds of beauty are then felt, and, yielding to that tendency to

unity which the mind always betrays, we begin to subordinate

and organize these two excellences. The ornament is distributed

so as to emphasize the aesthetic essence of the form; to idealize

it even more, by adding adventitious interests harmoniously to

the intrinsic interest of the lines of structure.

There is here a great field, of course, for variety of combina-
tion and compromise. Some artists are fascinated by the decora-

tion, and think of the structure merely as the background on
which it can be most advantageously displayed. Others, of more
austere taste, allow ornament only to emphasize the main lines

of the design, or to conceal such inharmonious elements as nature
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or utility may prevent them from eliminating.^ We may thus

oscillate between decorative and structural motives, and only in

one point, for each style, can we find the ideal equilibrium, in

which the greatest strength and lucidity is combined with the

greatest splendour.
A less subtle, but still very effective, combination is that hit

upon by many oriental and Gothic architects, and found, also,

by accident perhaps, in many buildings of the plateresque style;

the ornament and structure are both presented with extreme

emj)hasis, but locally divided; a vast rough wall, for instance,

represents the one, and a profusion of mad ornament huddled
around a central door or window represents the other.

Gothic architecture offers us in the pinnacle and flying but-

tress a striking example of the adoption of a mechanical feature,

and its transformation into an element of beauty. Nothing could

at first sight be more hopeless than the external half-arch prop-

ping the side of a pier, or the chimney-like weight of stones

pressing it down from above; but a courageous acceptance of

these necessities, and a submissive study of their form, revealed

a new and strange effect: the bewildering and stimulating intri-

cacy of masses suspended in mid-air; the profusion of line, variety

of surface, and picturesqueness of light and shade. It needed

but a little applied ornament judiciously distributed; a moulding
in the arches; a florid canopy and statue amid the buttresses; a

few grinning monsters leaning out of unexpected nooks; a leafy

1 It is a superstition to suppose that a refined taste would necessarily find

the actual and useful to be the perfect; to conceal structure is as legitimate
as to emphasize it, and for the same reason. We emphasize in the direction

of abstract beauty, in the direction of absolute pleasure; and we conceal or

eliminate in the same direction. The most exquisite Greek taste, for instance,

preferred to drape the lower part of the female figure, as in the \'enus of

Milo; also in men to shave the hair of the face and body, in order to main-
tain the purity and strength of the lines. In the one case we conceal struc-

ture, in the other we reveal it, modifying nature into greater sympathy
with our faculties of perception. For, after all, it must be remembered that

beauty, or pleasure to be given to the eye, is not a guiding principle in the

world of nature or in that of the practical arts. The beauty is in nature a

result of the functional adaptation of our senses and imagination to the

mechanical products of our environment. This adaptation is never complete,
and there is, accordingly, room for the fine arts, in which beauty is a result

of the intentional adaptation of mechanical forms to the functions which
our senses and imagination already have acquired. This watchful subser-

vience to our aesthetic demands is the essence of fine art. Nature is the basis,

but man is the goal.
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hudd'm^ of till' topmost |)iii!i.i(
Icm .i picKiii^ here and there ol

some liiilc j^allciy, pai.ipel, or mint into huework aKaiiisl

the sky—and tlie building became a j)oem, an iiiexhaustil)le

emotion. Add some passim^ doud casting; its mo\in^ shadow over

the pile, add the ciiclin^ ol birds al)oiil the towers, and yon liavc

an imforgetiable type of beauty; not perhaps the noblest, sanest,

or most enduring, but oiu' lor the existence ol whith the imagi-

nation is richer, and the world more interesting.

In this manner we accept the forms imposed upon us by

utility, and tiain ourselves to ajiperceive their potential beauty.

Familiarity breeds contempt only when it breeds inattention.

When the mind is absorbed and dominated by its perceptions,

it incorporates into them more and more of its own functional

values, and makes them ultimately beautiful and expressive.

Thus no language can be ugly to those who speak it well, no

religion unmeaning to those who have learned to pour their

life into its moukls.

Of coiuse these forms vary in intrinsic excellence; they are by
their sj^ecific character more or less fit and facile for the average

mind. But the man and the age are rare who can choose their

own path; we have generally only a choice between going ahead

in the direction already chosen, or halting and blocking the path
for others. The only kind of reform usually possible is reform

from within; a more intimate study and more intelligent use of

the traditional forms. Disaster follows rebellion against tradition

or against utility, which are the basis and root of our taste and

progress. But, within the given school, and as exponents of its

spirit, we can adapt and perfect our works, if haply we are better

inspired than our predecessors. For the better we know a given

thing, and the more we perceive its strong and weak points, the

more capable we are of idealizing it.

§ 42. Form in words. The main effect of language consists in

its meaning, in the ideas which it expresses. But no expression is

possible without a presentation, and this presentation must have

a form. This form of the instrument of expression is itself an

element of effect, although in practical life we may overlook it

in our haste to attend to the meaning it conveys. It is, moreover,

a condition of the kind of expression possible, and often deter-

mines the manner in which the object suggested shall be ap-

perceived. No word has the exact value of any other in the same
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or in another language.^ But the intrinsic effect of language does

not stop there. The single word is but a stage in the series of

formations which constitute language, and which preserve for

men the fruit of their experience, distilled and concentrated

into a symbol.
This formation begins with the elementary sounds themselves,

which have to be discriminated and combined to make recogniz-
able symbols. The evolution of these symbols goes on spon-

taneously, suggested by our tendency to utter all manner of

sounds, and preserved by the ease with which the ear discrim-

inates these sounds when made. Speech would be an absolute

and unrelated art, like music, were it not controlled by utility.

The sounds have indeed no resemblance to the objects they sym-
bolize; but before the system of sounds can represent the system
of objects, there has to be a correspondence in the groupings of

both. The structure of language, unlike that of music, thus

becomes a mirror of the structure of the world as presented to

the intelligence.

Grammar, philosophically studied, is akin to the deepest

metaphysics, because in revealing the constitution of speech, it

reveals the constitution of thought, and the hierarchy of those

categories by which we conceive the world. It is by virtue of this

parallel development that language has its function of expressing

experience with exactness, and the poet—to whom language is

an instrument of art—has to employ it also with a constant

reference to meaning and veracity; that is, he must be a master
of experience before he can become a true master of words.

Nevertheless, language is primarily a sort of music, and the

beautiful effects which it produces are due to its own structure,

giving, as it crystallizes in a new fashion, an unforeseen form to

experience.
Poets may be divided into two classes: the musicians and the

psychologists. The first are masters of significant language as

harmony; they know what notes to sound together and in

1 Not only are words untranslatable when the exact object has no name
in another language, as "home" or "mon ami," but even when the object
is the same, the attitude toward it, incorporated in one word, cannot be

rendered by another. Thus, to my sense, "bread" is as inadequate a trans-

lation of the human intensity of the Spanish "pan" as "Dios" is of the awful

mystery of the English "God." This latter word does not designate an ob-

ject at all, but a sentiment, a psychosis, not to say a whole chapter of reli-

gious history. English is remarkable for the intensity and variety of the

colour of its words. No language, I believe, has so many words specifically

poetic.
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succession; ihey (;iii pKuliitc, l)\ ihc marshalling of soinuls and

images, by the liigue ol passion ami tlu- sua]) ol wit, a ihousand

brilliant ellcds out ol old materials. TIk- (liccroni.in orator, the

ejiigrammatic, lyiii, aiul elegiac jjoets, gi\e exam]jies ol this art.

The psychologists, on the other hand, gain their elleci not by
the intrinsic mastery ol language, but by the closer adaptation of

it to things. Ihe dramatic poets naturalK liuiiish an illustration.

Hut ho\ve\er transpaient we may wish to make oui language,

ho\ve\er little we may call lor its intrinsic ellects, and direct

our attention exclusively to its expressiveness, we cannot a\oid

the limitations of our j^articidar medium. The character of the

tongue a man speaks, and the degree of his skill in speaking it,

must always coimt enormously in the aesthetic value of his com-

positions: no skill in obserxation, no depth of thought or feel-

ing, but is spoiled by a bad style and enhanced by a good one.

The diversities of tongues and their irreducible aesthetic values,

begins with the very sound of the letters, with the mode of ut-

terance, and the characteristic inflections of the voice; notice,

for instance, the effect of the French of these lines of Alfred de

Musset,

Jamais deux ycux plus doux n'ont du cicl Ic plus pur
Sonde la piofoudcur ct rcflcchi I'azur.

and compare with its flute-like and treble quality the breadth,

depth, and volume of the German in this inimitable stanza of

Goethe's:

Ueber alien Gipfeln
1st Ruh,
In alien Wipfeln

Spiirest du
Kaum einen Hauch;
Die \ogelein schweigen im Walde.

Warte nur, balde

Ruhest du audi.

Even if the same tune could be played on both these vocal

instruments, the difference in their timbre woidd make the \alue

of the melody entirely distinct in each case.

§ 43. SvNTACTiCAi. FORM. The known imj)ossibility of adequate
translation appears here at the basis of language. The other

diversities are superadded upon this diversity of sound. The

syntax is the next source of effect. What could be better than

Homer, or what worse than almost any translation of him? And
this holds e\en of languages so closely allied as the Indo-Euro-

pean, which, after all, have certain correspondences of syntax
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and inflection. If there could be a language with other parts of

speech than ours,—a language without nouns, for instance,—how
would that grasp of experience, that picture of the world, which
all our literature contains, be reproduced in it? Whatever beau-

ties that language might be susceptible of, none of the effects

produced on us, I will not say by poets, but even by nature it-

self, could be expressed in it.

Nor is such a language inconceivable. Instead of summarizing
all our experiences of a thing by one word, its name, we shoidd
have to recall by appropriate adjectives the various sensations

we had received from it; the objects we think of would be dis-

integrated, or, rather, would never have been unified. For "sun,"

they would say "high, yellow, dazzling, round, slowly moving,"
and the enumeration of these qualities (as we call them) , with-

out any suggestion of a unity at their source, might give a more
vivid and profound, if more cumbrous, representation of the

facts. But how could the machinery of such an imagination be

capable of repeating the effects of ours, when the objects to us

most obvious and real would be to those minds utterly inde-

scribable?

The same diversity appears in the languages we ordinarily
know, only in a lesser degree. The presence or absence of case-

endings in nouns and adjectives, their difference of gender, the

richness of inflections in the verbs, the frequency of particles
and conjunctions,—all these characteristics make one language
differ from another entirely in genius and capacity of expression.
Greek is probably the best of all languages in melody, richness,

elasticity, and simplicity; so much so, that in spite of its complex
inflections, when once a vocabulary is acquired, it is more easy
and natural for a modern than his ancestral Latin itself. Latin is

the stiffer tongue; it is by nature at once laconic and grandilo-

quent, and the exceptional condensation and transposition of

which it is capable make its effects entirely foreign to a modern,

scarcely inflected, tongue. Take, for instance, these lines of

Horace:

me tabula sacer

votiva paries indicat uvida

suspendisse polenti
vestimenta maris deo,

or these of Lucretius:

Jamque caput quassans grandis suspirat arator

Crebrius incassum magnum cecidisse laborem.



Form 107

What conglomerate plebeian speech of oui time could inter the

stately grandeur of these Lucretian words, e\ery one ol which is

noble, and wears the toga?

As a substitute for the inimitable interpenetration of the

words in the Horatian strophe, we might have the external

links of rhyme; and it seems, in fact, to be a justification of

rhyme, that besides contributing something to melody and to

the distribution of parts, it gi\es an artificial relationship to the

phrases between which it obtains, which, but for it, would run

away from one another in a rapid and irrevocable flux. In such

a form as the sonnet, for instance, we have, by dint of assonance,

a real unity forced upon the thought; for a sonnet in which the

thought is not distributed aj^propriately to the structure of the

verse, has no excuse for being a sonnet. By virtue of this inter-

relation of parts, the sonnet, the nou plus ultra of rhyme, is the

most classic of modern poetical forms: much more classic in

spirit than blank verse, which lacks almost entirely the power
of synthesizing the phrase, and making the unexpected seem

the inevitable.

This beauty gi\en to the ancients by the syntax of their lan-

guage, the moderns can only attain by the combination of their

rhymes. It is a bad substitute perhaps, but better than the total

absence of form, favoured by the atomic character of our words,

and the flat juxtajjosition of our clauses. The art which was

capable of making a gem of every prose sentence,—the art which,

carried, perhaps, to a pitch at which it became too conscious,

made the phrases of Tacitus a series of cameos,—that art is

inapplicable to our looser medium; we cannot give clay the

finish and nicety of marble. Our poetry and speech in general,

therefore, start out upon a lower level; the same effort will not,

with this instrument, attain the same beauty. If equal beauty is

ever attained, it comes from the wealth of suggestion, or the

refinement of sentiment. The art of words remains liopelessly

inferior. And what best proves this, is that when, as in our time,

a reawakening of the love of beauty has prompted a refinement

of our poetical language, we pass so soon into extra\agance,

obscurity, and affectation. Our modern languages are not sus-

ceptible of great formal beauty.

§ 44. Literary form. The plot. The forms of composition in

verse and prose which are practised in each language are further

organizations of words, and have formal values. The most exact-

ing of these forms and that which has been carried to the greatest



108 The Sense of Beauty

perfection is the drama; but it belongs to rhetoric and poetics to

investigate the nature of these effects, and we have here suf-

ficiently indicated the principle which underlies them. The plot,

which Aristotle makes, and very justly, the most important ele-

ment in the effect of a drama, is the formal element of the drama
as such: the ethos and sentiments are the expression, and the

versification, music, and stage settings are the materials. It is in

harmony with the romantic tendency of modern times that

modern dramatists—Shakespeare as well as Moliere, Calderon,

and the rest—excel in ethos rather than in plot; for it is the

evident characteristic of modern genius to study and enjoy

expression,—the suggestion of the not-given,—rather than form,

the harmony of the given.
Ethos is interesting mainly for the personal observations which

it summarizes and reveals, or for the appeal to one's own actual

or imaginative experience; it is portrait-painting, and enshrines

something we love independently of the charm which at this

moment and in this place it exercises over us. It appeals to our

affections; it does not form them. But the plot is the synthesis

of actions, and is a reproduction of those experiences from which

our notion of men and things is originally derived; for character

can never be observed in the world except as manifested in

action.

Indeed, it would be more fimdamentally accurate to say that

a character is a symbol and mental abbreviation for a peculiar
set of acts, than to say that acts are a manifestation of character.

For the acts are the data, and the character the inferred prin-

ciple, and a principle, in spite of its name, is never more than a

description a posteriori, and a summary of what is subsumed
under it. The plot, moreover, is what gives individuality to the

play, and exercises invention; it is, as Aristotle again says, the

most difficult portion of dramatic art, and that for which practice
and training are most indispensable. And this plot, giving by its

nature a certain picture of human experience, involves and sug-

gests the ethos of its actors.

What the great characterizers, like Shakespeare, do, is simply
to elaborate and develope (perhaps far beyond the necessities

of the plot) the suggestion of human individuality which that

plot contains. It is as if, having drawn from daily observation

some knowledge of the tempers of our friends, we represented
them saying and doing all manner of ultra-characteristic things,

and in an occasional soliloquy laying bare, even more clearly

than by any possible action, that character which their observed
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behaviour hail led us to ini|nue to ihein. This is an ingenious
and fascinating invention, aiul deliglits us with the clear dis-

co\ery of a hidden personality; but the serious and e(juable

development of a plot has a more stable worth in its greater

similarity to life, which allows us to see other men's minds

through the medium of events, and not events through the

medium of other men's minds.

§ 45. Character as an .csthetic form. We have just come

upon one of the unities most coveted in our literature, and most

valued by us when attained,—the portrait, the individuality, the

character. The construction of a plot we call invention, but that

of a character we dignify with the name of creation. It may
therefore not be amiss, in finishing our discussion of form, to

devote a few pages to the psychology of character-drawing. How
does the unity we call a character arise, how is it described, and

what is the basis of its effect?

We may set it down at once as evident that we have here a

case of the type: the similarities of various persons are amal-

gamated, their differences cancelled, and in the resulting percept
those traits emphasized which have particularly pleased or in-

terested us. This, in the abstract, may serve for a description of

the origin of an idea of character quite as well as of an idea of

physical form. But the different nature of the material—the fact

that a character is not a presentation to sense, but a rationalis-

tic synthesis of successive acts and feelings, not combinable into

any image—makes such a description much more unsatisfying in

this case than in that of material forms. We cannot understand

exactly how these summations and cancellings take place when
we are not dealing with a visible object. And we may even feel

that there is a wholeness and inwardness about the development
of certain ideal characters, that makes such a treatment of them

fundamentally false and artificial. The subjective element, the

spontaneous expression of our own passion and will, here counts

for so much, that the creation of an ideal character becomes a

new and peculiar problem.
There is, however, a way of conceiving and delineating char-

acter which still bears a close resemblance to the process by which

the imagination produces the type of any physical species. We
may gather, for instance, about the nucleus of a word, designating
some human condition or occupation, a number of detached

observations. We may keep a note-book in our memory, or even

in our pocket, with studious observations of the language, man-
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ners, dress, gesture, and history of the people we meet, classifying
our statistics under such heads as innkeepers, soldiers, house-

maids, governesses, adventuresses, Germans, Frenchmen, Italians,

Americans, actors, priests, and j)rofessors. And then, when occa-

sion offers, to describe, or to put into a book or a play, any one
of these types, all we have to do is to look over our notes, to

select according to the needs of the moment, and if we are

skilful in reproduction, to obtain by that means a life-like image
of the sort of person we wish to represent.

This process, which novelists and playwrights may go through
deliberately, we all carry on involuntarily. At every moment
experience is leaving in our minds some trait, some expression,
some image, which will remain there attached to the name of a

person, a class, or a nationality. Our likes and dislikes, our sum-

mary judgments on whole categories of men, are nothing but
the distinct survival of some such impression. These traits have

vivacity. If the picture they draw is one-sided and inadequate,
the sensation they recall may be vivid, and suggestive of many
other aspects of the thing. Thus the epithets in Homer, although
they are often far from describing the essence of the object—
yXavKWTTfi 'AOrjvr], evKvrjfuSe'; 'A;i^atot—seem to recall a sensation, and
to give vitality to the narrative. By bringing you, through one

sense, into the presence of the object, they give you that same
hint of further discovery, that same expectation of experience,
which we have at the sight of whatever we call real.

The graphic power of this method of observation and aggrega-
tion of characteristic traits is thus seen to be great. But it is

not by this method that the most famous or most living charac-

ters have been conceived. This method gives the average, or at

most the salient, points of the type, but the great characters of

poetry—a Hamlet, a Don Quixote, an Achilles—are no averages,

they are not even a collection of salient traits common to certain

classes of men. They seem to be persons; that is, their actions

and words seem to spring from the inward nature of an individual

soul. Goethe is reported to have said that he conceived the

character of his Gretchen entirely without observation of origi-
nals. And, indeed, he would probably not have found any. His
creation rather is the original to which we may occasionally
think we see some likeness in real maidens. It is the fiction here

that is the standard of naturalness. And on this, as on so many
occasions, we may repeat the saying that poetry is truer than

history. Perhaps no actual maid ever spoke and acted so natu-

rally as this imaginary one.
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II uc think, there is any paratlox in these assertions, we should

reflect that the stanihud ol naturahiess, iiuhvichiality, and tiuth

is in us. A real person seems to us to have character and (onsist-

enty when his bch.i\iour is such as to impress a defmite and

simple image upon our mind. In themsehes, if we could count

all their undiscovered springs of action, all men have character

and consistency alike: all are equally fit to be types. Hut their

characters are not ecpially intelligible to us, their behaviour is

not equally dcduciblc, and their motives not equally apjjrcciable.

Those who apjjeal most to us, either in themselves or by the

emphasis they borrow from their similarity to other individuals,

are those we remember and regard as the centres around which

variations oscillate. These men are natural: all others are more

or less eccentric.

§ 46. Ideal characters. The standard of naturalness being

thus subjective, and determined by the laws of our imagination,

we can understand why a spontaneous creation of the mind can

be more striking and living tlian any reality, or any abstraction

from realities. The artist can invent a form which, by its adiijj-

tation to the imagination, lodges there, and becomes a point

of reference for all observations, and a standard of naturalness

and beauty. A type may be introduced to the mind suddenly,

by the chance presentation of a form that by its intrinsic im-

pressiveness and imaginative coherence, acquires that pre-emi-

nence which custom, or the mutual reinforcement of converging

experiences, ordinarily gives to empirical percepts.

This method of originating types is what we ordinarily

describe as artistic creation. The name indicates the sudden-

ness, originality, and individuality of the conception thus at-

tained. What we call idealization is often a case of it. In

idealization proper, however, what happens is the elimination

of individual eccentricities; the result is abstract, and conse-

quently meagre. This meagreness is often felt to be a greater

disadvantage than the accidental and picturesque imperfection
of real individuals, and the artist therefore turns to the brute

fact, and studies and reproduces that with indiscriminate atten-

tion, rather than lose strength and individuality in the presenta-

tion of an insipid type. He seems forced to a choice between an

abstract beauty and an unlovely example.
But the great and masterful presentations of the ideal are

somehow neither the one nor the other. They present ideal

beauty with just that definiteness with which nature herself
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sometimes presents it. \Vhen we come in a crowd upon an incom-

parably beautiful face, we know it immediately as an embodi-

ment of the ideal; while it contains the type,—for if it did

not we should find it monstrous and grotesque,— it clothes that

type in a peculiar splendour of form, colour, and expression.
It has an individuality. And just so the imaginary figures of

poetry and plastic art may have an individuality given them

by the happy affinities of their elements in the imagination.

They are not idealizations, they are spontaneous variations,

which can arise in the mind quite as easily as in the world.

They spring up in

The wreathed trelhs of a working brain;

. . . With all the gardner fancy e'er could feign

Who, breeding flowers, will never breed the same.

Imagination, in a word, generates as well as abstracts; it ob-

serves, combines, and cancels; but it also dreams. Spontaneous
syntheses arise in it which are not mathematical averages of

the images it receives from sense; they are effects of diffused

excitements left in the brain by sensations. These excite-

ments vary constantly in their various renewals, and occa-

sionally take such a form that the soul is surprised by the

inward vision of an unexampled beauty. If this inward vision is

clear and steady, we have an aesthetic inspiration, a vocation to

create; and if we can also command the technique of an appro-

priate art, we shall hasten to embody that inspiration, and
realize an ideal. This ideal will be gradually recognized as

supremely beautiful for the same reason that the object, had it

been presented in the real world, would have been recognized as

supremely beautiful; because while embodying a known type
of form,—being, that is, a proper man, animal, or vegetable,—
it possessed in an extraordinary degree those direct charms which
most subjugate our attention.

Imaginary forms then differ in dignity and beauty not ac-

cording to their closeness to fact or type in nature, but according
to the ease with which the normal imagination rejModuces the

synthesis they contain. To add wings to a man has always been
a natural fancy; because man can easily imagine himself to

fly,

and the idea is delightful to him. The winged man is therefore

a form generally recognized as beautiful; although it can hap-

pen, as it did to Michael Angelo, that our apjjreciation of the

actual form of the human body shoidd be too keen and over-

mastering to allow us to relish even so charming and imagina-
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tive an extravagance. The centaur is another beautiful monster.

The imagination can easily follow the synthesis ol ilir ilream in

which horse ami man melted into one, and first gave the glorious

suggestion of their united vitality.

The same coiuliiion determines the woiih of imaginary per-

sonalities. From the gods to the characters of comedy, all are, in

projjortioii lo their beauty, natural and exhilarating exj)ressions
of possible human activity. We sometimes remoidd visible forms

into imaginary creatures; but our originality in this respect is

meagre comjKued with the profusion of images of action which

arise in us, both aslecj) and awake; we consianily cheam ol new

situations, extravagant adventures, and exaggerated jjassions.

Even our soberer thoughts are very much given to following the

possible fortunes of some enterprise, and foretasting the satis-

factions of love and ambition. The mind is therefore particularly
sensitive to pictures of action and character; we are easily in-

duced to follow the fortunes of any hero, and share his senti-

ments.

Our will, as Descartes said in a different context, is infinite,

while our intelligence is finite; we follow experience pretty

closely in our ideas of things, and even the furniture of fairy-

land bears a sad resemblance to that of earth; but there is no
limit to the elasticity of our passion; and we love to fancy
ourselves kings and beggars, saints and villains, young and old,

hapj)y and imhajjpy. 1 here seems to be a boundless capacity
of cle\eloj:)ment in each of us, which the circumstances of life

determine to a narrow channel; and we like to revenge ourselves

in our reveries for this imputed limitation, by classifying our-

selves with all that we are not, but might so easily have been.

"We are fidl of sympathy for every manifestation of life, however

imusual; and e\en the conception of infinite knowledge and

happiness—than which nothing could be more removed from our

condition or more unrealizable to our fancy—remains eternally

interesting to us.

The poet, therefore, who wishes to delineate a character need
not keep a note-book. There is a quicker road to the heart— if

he has the gift to find it. Probably his readers will not themselves

have kept notebooks, and his elaborate observations will only be

effective when he describes something which they also happen
to have noticed. The typical characters describable by the em-

pirical method are therefore few: the miser, the lover, the old

nurse, the ingenue, and the other types of traditional comedy.

Any greater specification would appeal only to a small audience
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for a short time, because the characteristics depicted would no

longer exist to be recognized. But whatever experience a poet's

hearers may have had, they are men. They w-ill have certain

imaginative capacities to conceive and admire those forms of

character and action which, although never actually found, are

felt by each man to express what he himself might and would
have been, had circumstances been more favourable.

The poet has only to study himself, and the art of expressing
his own ideals, to find that he has expressed those of other peo-

ple. He has but to enact in himself the part of each of his per-

sonages, and if he possesses that pliability and that definiteness

of imagination which together make genius, he may express for

his fellows those inward tendencies which in them have re-

mained painfully dumb. He will be hailed as master of the

human soul. He may know nothing of men, he may have almost

no experience; but his creations will pass for models of natural-

ness, and for types of humanity. Their names will be in every
one's mouth, and the lives of many generations will be enriched

by the vision, one might almost say by the friendship, of these

imaginary beings. They have individuality without having real-

ity, because individuality is a thing acquired in the mind by the

congeries of its impressions. They have power, also, because that

depends on the appropriateness of a stimulus to touch the springs
of reaction in the soul. And they of course have beauty, because

in them is embodied the greatest of our imaginative delights,—
that of giving body to our latent capacities, and of wandering,
without the strain and contradiction of actual existence, into all

forms of possible being.

§ 47. The religious imagination. The greatest of these crea-

tions have not been the work of any one man. They have been

the slow product of the pious and poetic imagination. Starting
from some personification of nature or some memory of a gieat
man, the popular and priestly tradition has refined and de-

veloped the ideal; it has made it an expression of men's aspira-
tion and a counterpart of their need. The devotion of each

tribe, shrine, and psalmist has added some attribute to the god
or some parable to his legend; and thus, around the kernel of

some original divine function, the imagination of a people has

gathered every possible expression of it, creating a complete and
beautiful personality, with its history, its character, and its gifts.

No poet has ever equalled the perfection or significance of these

religious creations. The greatest characters of fiction are unin-
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teresting and unreal compared with the conceptions of the gods;

so much so that men have bclie\c(l that their gotls have objective

reality.

The forms men sec in dreams nu^lit li.i\c been a icason loi be-

lieving in vague and dis(juieting ghosts; but the belief in in-

dividual and well-defmcd tlivinities, with which the visions ol the

dreams might be identified, is obviously due to the intrinsic co-

herence and im])rcssiveness of the coiueption of those deities.

The vision would never have suggested the legend anti attributes

of the got!; but when the hgure of the got! was once imagina-

tively conceived, and his name and aspect fixed in tlic imagina-

tion, ii woukl l)e easy to recogni/e him in any hallucination, or

to interpret any event as due to his power. 1 hese manifestations,

which constitute the evidence of his actual existence, can be

regarded as manifestations of him, rather than of a vague, un-

known power, only when the imagination already possesses a

vivid picture of him, and of his appropriate functions. This

picture is the work, of a sjwntaneous fancy.

No doubt, when the belief is once specified, and the special

and intelligible god is distinguished in the night and honor ol

the all-pervading natural jjower, the belief in his reality helps

to concentrate our attention on his nature, and thus to develope
and enrich our idea. The belief in the reality of an ideal per-

sonality brings about its further idealization. Had it ever oc-

curred to any Greek seer to attribute events to the influence of

Achilles, or to offer sacrifices to him in the heat of the enthusi-

asm kindled by the thought of his beauty and virtue, the legend

of Achilles, now become a god, would have grown and deepened;
it would have been moralized like the legend of Hercules, or

naturalized like that of Persephone, and what is now but a j)oetic

character of extraordinary force and sublimity would have be-

come the adored patron of generation after generation, and a

manifestation of the divine man.

Achilles would then have been as significant and unforgettable

a figure as Apollo or his sister, as Zeus, Athena, and the other

greater gods. If ever, while that phase of religion lasted, his char-

acter had been obscured and his features dinnned, he would have

been recreated by every new votary: poets would never have

tired of singing his praises, or sculptors of rendering his form.

When, after the hero had been the centre and subject of so much

imaginative labour, the belief in his reality lapsed, to be trans-

ferred to some other conception of cosmic jiower, he would have

remained an ideal of poetry and art, and a formative influence
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of all cultivated minds. This he is still, like all the great crea-

tions of avowed fiction, but he would have been immensely more
so, had belief in his reality kept the creative imagination con-

tinuously intent upon his nature.

The reader can hardly fail to see that all this applies with

equal force to the Christian conception of the sacred personal-
ities. Christ, the Virgin Mary, and the saints may have been

exactly what our imagination pictures them to be; that is

entirely possible; nor can I see that it is impossible that the con-

ceptions of other religions might themseh es have actual counter-

parts somewhere in the universe. That is a question of faith and

empirical evidence with which we are not here concerned. But
however descriptive of truth our conceptions may be, they have

evidently grown up in our minds by an inward process of de-

velopment. The materials of history and tradition have been

melted and recast by the devout imagination into those figures
in the presence of which our piety lives.

That is the reason why the reconstructed logical gods of the

metaphysicians are always an offence and a mockery to the re-

ligious consciousness. There is here, too, a bare possibility that

some one of these absolutes may be a representation of the

truth; but the method by which this representation is acquired
is violent and artificial; while the traditional conception of God
is the spontaneous embodiment of passionate contemplation and

long experience.
As the God of religion differs from that of metaphysics, so

does the Christ of tradition differ from that of our critical histo-

rians. Even if we took the literal narrative of the Gospels and

accepted it as all we could know of Christ, without allowing
ourselves any imaginative interpretation of the central figure, we
shoidd get an ideal of him, I will not say very different from that

of St. Francis or St. Theresa, but even from that of the English

prayer-book. The Christ men have loved and adored is an ideal

of their own hearts, the construction of an ever-present person-

ality, living and intimately understood, out of the fragments
of story and doctrine connected with a name. This subjective

image has inspired all the prayers, all the conversions, all the

penances, charities, and sacrifices, as well as half the art of the

Christian world.

The Virgin Mary, whose legend is so meagre, but whose power
over the Catholic imagination is so great, is an even clearer illus-

tration of this inward building up of an ideal form. Everything
is here spontaneous sympathetic expansion of two given events:
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the incarnation and the (rucifixion. The figure of the Virgin,

foinicl in these mighty scenes, is grachially chirified and de-

veloped, until we come to the thought on the one liand of

her freedom from original sin, and on the other to that of her

imiversal maierniiy. We thus attain the conception of one of the

noblest of conceivable roles and ol one of the most beautiful of

characters. It is a pity that a foolish iconodasm should so long

have clepri\tti the Protestant mind of the contemplation of this

ideal.

Perhaps it is a sign ot the average imaginative dulness or fa-

tigue of certain races and epochs that they so readily abandon

these supreme creations. For, if we are hojjeful, why should we
not believe that the best we can fancy is also the truest; and

if we are distrustful in general of our prophetic gifts, why
should we cling only to the most mean and formless of our

illusions? From the beginning to the end of our perceptive and

imaginative activity, we are synthesizing the material of experi-

ence into unities the independent reality of which is beyond

proof, nay, beyond the jjossibility of a shadow of evidence. And

yet the life of intelligence, like the joy of contemplation, lies

entirely in the formation and inter-relation of these unities.

This activity yields us all the objects with which we can deal,

and endows them with the finer and more intimate part of their

beauty. The most perfect of these forms, judged by its affinity

to our powers and its stability in the presence of our experience,

is the one with which we should be content; no other kind of

veracity could add to its value.

The greatest feats of synthesis which the human mind has yet

accomplished will, indeed, be probably surpassed and all ideals

yet formed be superseded, because they were not based upon

enough experience, or did not fit that experience with adequate

precision. It is also possible that changes in the character of the

facts, or in the powers of intelligence, should necessitate a con-

tinual reconstruction of our world. But unless human nature

suffers an inconceivable change, the chief intellectual and aes-

thetic value of our ideas will always come from the creative

action of the imagination.





PART I\'

EXPRESSION

§ 48. Expression defined. We have found in the beauty of ma-

terial and form the objectifitation of certain pleasures connected

with the process of direct perception, with the formation, in the

one case of a sensation, or quality, in the other of a synthesis of

sensations or qualities. But the human consciousness is not a

perfectly clear mirror, with distinct boiuidaries and clear-cut

images, determinate in number and exhaustively perceived. Our

ideas half emerge for a moment from the dim continuum of

vital feeling and diffused sense, and are hardly fixed before they

are changed and transformed, by the shifting of attention and

the perception of new relations, into ideas of really dillercnt

objects. This fluidity of the mind would make reflection impos-

sible, did we not fix in words and other symbols certain abstract

contents; we thus become capable of recognizing in one percep-

tion the repetition of another, and of recognizing in certain re-

currences of impressions a persistent object. This discrimination

and classification of the contents of consciousness is the work of

perception and understanding, and the pleasures that accompany
these activities make the beauty of the sensible world.

But our hold upon our thoughts extends even further. We not

only construct visible unities and recognizable types, but remain

aware of their affinities to what is not at the time perceived;

that is, we find in them a certain tendency and quality, not

original to them, a meaning and a tone, which upon investiga-

tion we shall see to have been the proper characteristics of other

objects and feelings, associated with them once in our experience.

The hushed reverberations of these associated feelings continue

in the brain, and by modifying our present reaction, colour the

image upon which our attention is fixed. The quality thus ac-

quired by objects through association is what we call their

expression. Whereas in form or material there is one object with

its emotional effect, in expression there are two, and the emo-

tional effect belongs to the character of the second or suggested

119
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one. Expression may thus make beautiful by suggestion things in

themselves indifferent, or it may come to heighten the beauty
which they already possess.

Exjiression is not always distinguishable in consciousness from

the value of material or form, because we do not always have a

distinguishable memory of the related idea which the expressive-
ness implies. When we have such a memory, as at the sight of

some once frequented garden, we clearly and spontaneously at-

tribute our emotion to the memory and not to the present fact

which it beautifies. The revival of a pleasure and its embodiment
in a present object which in itself might have been indifferent, is

here patent and acknowledged.
The distinctness of the analysis may indeed be so gieat as to

prevent the synthesis; we may so entirely pass to the suggested

object, that our pleasure will be embodied in the memory of

that, while the suggestive sensation will be overlooked, and the

expressiveness of the present object will fail to make it beautiful.

Thus the mementos of a lost friend do not become beautiful by
virtue of the sentimental associations which may make them

precious. The value is confined to the images of the memory;
they are too clear to let any of that value escape and diffuse

itself over the rest of our consciousness, and beautify the objects
which we actually behold. We say explicitly: 1 value this trifle

for its associations. And so long as this division continues, the

worth of the thing is not for us aesthetic.

But a little dimming of our memory will often make it so.

Let the images of the past fade, let them remain simply as a halo

and suggestion of happiness hanging about a scene; then this

scene, however empty and uninteresting in itself, will have a

deep and intimate charm; we shall be pleased by its very vul-

garity. We shall not confess so readily that we value the place
for its associations; we shall rather say: I am fond of this land-

scape; it has for me an ineffable attraction. The treasures of the

memory have been melted and dissolved, and are now gilding
the object that supplants them; they are giving this object ex-

pression.

Expression then differs from material or formal value only as

habit differs from instinct—in its origin. Physiologically, they are

both pleasurable radiations of a given stimulus; mentally, they
are both values incorporated in an object. But an observer, look-

ing at the mind historically, sees in the one case the survival of

an experience, in the other the reaction of an innate disposition.
This experience, moreover, is generally rememberable, and then
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the extrinsic source ot ilif (liaiin which exjjression gives becomes

evident even to the consciousness in which it arises. A word, for

instance, is often beautiful simply by virtue of its meaning and

associations; but sometimes this expressive beauty is added to a

musical quality in the world itself. In all expression we may thus

distinguish two terms: the first is the object actually presented,
the word, the image, the expressive thing; the second is the ob-

ject suggested, the further thought, emotion, or image evoked,

the thing exj)ressed.

These lie together in the mind, and their union constitutes

expression. If the value lies wholly in the first term, we have no

beauty of expression. The decorative inscriptions in Saracenic

monuments can have no beauty of expression for one who does

not read Arabic; their charm is wholly one of material and form.

Or if they have any expression, it is by virtue of such thoughts as

they might suggest, as, for instance, of the piety and oriental

sententiousness of the builders and of the aloofness from us of

all their world. And even these suggestions, being a wandering
of our fancy rather than a study of the object, would fail to

arouse a pleasure which would be incorj)orated in the present

image. The scroll would remain without expression, although
its presence might have suggested to us interesting visions of

other things. The two terms would be too independent, and the

intrinsic values of each would remain distinct from that of the

other. There would be no visible expressiveness, although there

might have been discursive suggestions.

Indeed, if expression were constituted by the external relation

of object with object, everything would be expressive equally,

indeterminately, and universally. The flower in the crannied

wall would exjjress the same thing as the bust of Caesar or the

Critique of Pure Reason. What constitutes the indixidual ex-

pressiveness of these things is the circle of thoughts allied to

each in a given mind; my words, for instance, express the

thoughts which they actually arouse in the reader; they may
express more to one man than to another, and to me they may
have expressed more or less than to you. My thoughts remain

unexpressed, if my words do not arouse them in you, and very

likely your greater wisdom will find in what 1 say the manifesta-

tion of a thousand jjrinciples of which I never dreamed. Expres-
sion depends upon the union of two terms, one of which must

be furnished by the imagination; and a mind cannot furnish

what it does not possess. The exj^ressiveness of ever)'thing ac-

cordingly increases with the intelligence of the observer.
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But for expression to be an element of beauty, it must, of

course, fulfil another condition. I may see the relations of an ob-

ject, I may understand it perfectly, and may nevertheless regard
it with entire indifference. If the pleasure fails, the very sub-

stance and protoplasm of beauty is wanting. Nor, as we have

seen, is even the pleasure enough; for I may receive a letter full

of the most joyous news, but neither the paper, nor the writing,
nor the style, need seem beautiful to me. Not until I confound
the impressions, and suffuse the symbols themselves with the emo-
tions they arouse, and find joy and sweetness in the very words
I hear, will the expressiveness constitute a beauty; as when they

sing, Gloria in excehis Deo.

The value of the second term must be incorporated in the

first; for the beauty of expression is as inherent in the object as

that of material or form, only it accrues to that object not from
the bare act of perception, but from the association with it of

further processes, due to the existence of former impressions.
We may conveniently use the word "expressiveness" to mean
all the capacity of suggestion possessed by a thing, and the

word "expression" for the aesthetic modification which that

expressiveness may cause in it. Expressiveness is thus the power
given by experience to any image to call up others in the mind;
and this expressiveness becomes an aesthetic value, that is, be-

comes expression, when the value involved in the associations

thus awakened are incorporated in the present object.

§ 49. The associative process. The purest case in which an

expressive value could arise might seem to be that in which both
terms were indifferent in themselves, and what pleased was the

activity of relating them. We have such a phenomenon in

mathematics, and in any riddle, puzzle, or play with symbols.
But such pleasures fall without the aesthetic field in the absence
of any objectification; they are pleasures of exercise, and the

objects involved are not regarded as the substances in which
those values inhere. We think of more or less interesting prob-
lems or calculations, but it never occurs to the mathematician to

establish a hierarchy of forms according to their beauty. Only by
a metaphor could he say that {a -\- b)-

= a^
-\- 2ab -f b- was a

more beautiful formula than 2 -|- 2 =: 4. Yet in proportion as

such conceptions become definite and objective in the mind, they

approach aesthetic values, and the use of aesthetic epithets in

describing them becomes more constant and literal.

The beauties of abstract music are but one step beyond such
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mathematical relations—they are those relations presented in a

sensible form, and constituting an imaginable object. liiit, as we
see clearly in this last case, when the relation and iuk the terms

constitute the object, we have, it there is beauty at all, a beauty
of form, not of exjjression; for the more mathematical the charm
of music is, the more form and the less expression do we see in

it. In fact, the sense of relation is here the essence of the object
itself, and the activity of passing from term to term, far from

taking us beyond our presentation to something extrinsic, con-

stitutes that presentation. The pleasure of this relational activity
is therefore the pleasure of conceiving a determined form, and

nothing could be more thoroughly a formal beauty.
And we may here insist upon a point of fundamental impor-

tance; namely, that the process of association enters consciousness

as directly, and produces as simple a sensation, as any process in

any organ. The pleasures and pains of cerebration, the delight
and the fatigue of it, are felt exactly like bodily impressions;

they have the same directness, although not the same localiza-

tion. Their seat is not open to our daily observation, and there-

fore we leave them disembodied, and fancy they are peculiarly

spiritual and intimate to the soul. Or we try to think that they
flow by some logical necessity from the essences of objects si-

multaneously in our mind. We involve ourselves in endless

perplexities in trying to deduce excellence and beauty, unity
and necessity, from the describable qualities of things; we repeat
the rationalistic fiction of turning the notions which we abstract

from the observation of facts into the powers that give those

facts character and being.
\Ve have, for instance, in the presence of two images a sense

of their incongruity; and we say that the character of the images
causes this emotion; whereas in dreams we constantly have the

most rapid transformations and patent contradictions w^ithout

any sense of incongruity at all; because the brain is dozing and
the necessary shock and mental inhibition are avoided. Add this

stimulation, and the incongruity returns. Had such a shock

never been felt, we should not know what incongruity meant; no
more than without eyes we shoidd know the meaning of blue

or yellow.
In saying this, we are not really leaning upon physiological

theory. The appeal to our knowledge of the brain facilitates

the conception of the immediacy of our feelings of relation; but

the immediacy woidd be apparent to a sharp introspection. W'e
do not need to think of the eye or skin to feel that light and
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heat are ultimate data; no more do we need to think of cerebral

excitements to see that right and left, before and after, good and

bad, one and two, like antl inilike, are irreducible feelings. The

categories are senses without organs, or with organs unknown.

Just as the discrimination of our feelings of colour and sound

might never have been distinct and constant, had we not come

upon the organs that seem to convey and control them; so per-

haps our classification of oiu' inner sensations will never be

settled until their respective organs are discovered; for psychol-

ogy has always been physiological, without knowing it. But this

truth remains—quite apart from physical conceptions, not to

speak of metaphysical materialism—that whatever the historical

conditions of any state of mind may be said to be, it exists, when
it does exist, immediately and absolutely; each of its distinguish-
able parts might conceivably have been absent from it; and its

character, as well as its existence, is a mere datum of sense.

The pleasure that belongs to the consciousness of relations is

therefore as immediate as any other; indeed, our emotional con-

sciousness is always single, but we treat it as a residtant of many
and even of conflicting feelings because we look at it historically
with a view to comprehending it, and distribute it into as many
factors as we find objects or causes to which to attribute it. The

pleasure of association is an immediate feeling, which we ac-

count for by its relation to a feeling in the past, or to cerebral

structure modified by a former experience; just as memory itself,

which we explain by a reference to the past, is a peculiar compli-
cation of present consciousness.

§ 50. Kinds of value in the second term. These reflections

may make less surprising to us what is the most striking fact

about the philosophy of expression; namely, that the value ac-

quired by the expressive thing is often of an entirely different

kind from that which the thing expressed possesses. The expres-
sion of physical pleasure, of passion, or even of pain, may con-

stitute beauty and please the beholder. Thus the value of the

second tenn may be physical, or practical, or even negative; and
it may be transmuted, as it passes to the first term, into a value

at once positive and aesthetic. The transformation of practical
values into aesthetic has often been noted, and has even led to

the theory that beauty is utility seen at arm's length; a jjremoni-
tion of pleasure and prosperity, much as smell is a premonition
of taste. The transformation of negative values into positive has

naturally attracted even more attention, and given rise to various
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theories of the comic, tragic, aiul suljliinc. For these three species
of ii'sthflic ^()<)(l seem to please us by the su^^csijou of e\il: and
the prol)lcin arises how a iniiul can be made happier by having

suggestions of uuhappiiiess stiired within il; an unhappiness it

cannot understand without in some degree sharing in it. We
must now turn to the analysis of this cjuestion.
The expressiveness of a smile is not diseoxered exactly through

association of images. The child smiles (without knowing it)

when he feels j>leasure; and the nurse smiles back; his own

pleasure is associated with her conduct, and her smile is there-

fore expressive of pleasure. The fact of his pleasure at her smile

is the ground of his instinctive belief in her pleasure in it. For

this reason the circumstances expressive of happiness are not

those that are fa\our.ible to it in reality, but those that are

congruous with it in idea. 1 he green of spring, tiie blcjom ol

youth, the variability of childhood, the splendour of wealth and

beauty, all these are symbols of happiness, not because they have

been known to accompany it in fact,—for they do not, any more
than their opposites,—but because they j^roduce an image and
echo of it in us aesthetically. We believe those things to be happy
which it makes us happy to think of or to see; the belief in the

blessedness of the supreme being itself has no other foundation.

Our joy in the thought of omniscience makes us attribute joy
to the possession of it, which it would in fact perhaps be very
far from in\ol\ ing or e\en allowing.
The expressiveness of forms has a value as a sign of the life

that actually inhabits those forms only when they resemble our
own body; it is then probable that similar conditions of body
involve, in them and in us, similar emotions; and we shoidd not

long continue to regard as the expression of pleasure an attitude

that we know, by experience in our own person, to accompany
pain. Children, indeed, may innocently torture animals, not hav-

ing enough sense of analog}' to be stopped by the painful sug-

gestions of their writhings; and, although in a rough way we
soon correct these crying misinterpretations by a better classifi-

cation of experience, we nevertheless remain essentially subject
to the same error. We cannot escape it, because the method
which involves it is the only one that justifies belief in objective
consciousness at all. Analogy of bodies helps us to distribute and

classify the life we conceive about us; but what leads us to con-

ceive it is the direct association of our own feeling with images
of things, an association which precedes any clear representation
of our own gestures and attitude. I know that smiles mean
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pleasure before I have caught myself smiling in the glass; they
mean pleasure because they give it.

Since these aesthetic effects include some of the most moving
and profound beauties, philosophers have not been slow to turn

the unanalyzed paradox of their fonnation into a principle, and
to explain by it the presence and necessity of evil. As in the

tragic and the sublime, they have thought, the sufferings and

dangers to which a hero is exposed seem to add to his virtue

and dignity, and to our sacred joy in the contemplation of him,
so the sundry evils of life may be elements in the transcendent

glory of the whole. And once fired by this thought, those who

pretend to justify the ways of God to man have, naturally, not

stopped to consider whether so edifying a phenomenon was not

a hasty illusion. They have, indeed, detested any attempt to ex-

plain it rationally, as tending to obscure one of the moral laws

of the universe. In venturing, therefore, to repeat such an at-

tempt, we should not be too sanguine of success; for we have to

encounter not only the intrinsic difficulties of the problem, but
also a wide-spread and arrogant metaphysical prejudice.

For the sake of greater clearness we may begin by classifying
the values that can enter into expression; we shall then be better

able to judge by what combinations of them various well-known
effects and emotions are produced. The intrinsic value of the

first term can be entirely neglected, since it does not contribute

to expression. It does, however, contribute greatly to the beauty
of the expressive object. The first term is the source of stimula-

tion, and the acuteness and pleasantness of this determine to a

great extent the character and sweep of the associations that will

be aroused. Very often the pleasantness of the medium will

counterbalance the disagreeableness of the import, and expres-
sions, in themselves hideous or inappropriate, may be excused
for the sake of the object that conveys them. A beautiful voice

will redeem a vulgar song, a beautiful colour and texture an

unmeaning composition. Beauty in the first term—beauty of

sound, rhythm, and image—will make any thought whatever

poetic, while no thought whatever can be so without that im-

mediate beauty of presentation.^
1
Curiously enough, common speech here reverses our use of terms, be-

cause it looks at the matter from the practical instead of from the ajsthetic

point of view, regarding (very unpsychologically) the thought as the source
of the image, not the image as the source of the thought. People call the
words the expression of the thought: whereas for the observer, the hearer

(and generally for the speaker, too), the words are the datum and the

thought is their expressiveness
—that which they suggest.
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§ 51. ylvsTiu ik; \AirK in mik skcom) iikm. lliai ilic iiolilc

associations ol any oljjcct should cinbcllish tli.ii oljjcd is very

comj)rehensible. Homer liiiiiishes us with a j^ood illusiraiion of

the (onstaiit cinploMneiit ol this ellett. I he fiist iciiii, one need

hardlv say. lea\es with him little lo be desiietl. The \erse is

beautilid. Sounds, images, and composition consj)ire to stimulate

and delight. This innnediate beauty is sometimes used to dothe

things terrible and sad: tliere is no dearth ol ilic ni^it in

Homer. But the tendency ol his poetry is nevertheless to idl the

outskirts of oin' consc iousncss with the trooping images of things
no less fair and noble than the \erse itself. The heroes are vir-

tuous. There is none of importance who is not admirable in his

way. The palaces, the arms, the horses, the sacrifices, are always
excellent. The women are always stately and beautifid. The

ancestry and the history of every one are honourable and good.
The whole Homeric world is clean, clear, beautilid, and piovi-

dential, and no small part of the perennial chann of the ])oet

is that he thus immerses us in an atmosphere of beauty; a beauty
not concentrated and reserved for some extraordinary sentiment,

action, or jierson, but permeating the whole and colouring the

common world of soldiers and sailors, war and craft, with a mar-

vellous freshness and inward glow. There is nothing in the

associations of life in this world or in another to contradict or

disturb our delight. .Ml is beautifid, and beautiful through and

through.

Something of this c|uality meets us in all simple and idyllic

compositions. There is, for instance, a j)opidar demand that

stories and comedies should "end well." The hero and heroine

must be yoimg and handsome; luiless they die,—which is another

matter,—they must not in the end be
j:)oor. The landscape in the

play must be beautiful; the dresses pretty; the plot without serious

mishap. A pervasive presentation of pleasure must give warmth
and ideality to the whole. In the proprieties of social life we
find the same principle; we study to make our surroundings,

manner, and conversation suggest nothing but what is pleasing.
\Vc hide the ugly and disagreeable portion of our lives, and do

not allow the least hint of it to come to light upon festive and

public occasions, \\henever, in a word, a thoroughly pleasing
effect is foimd, it is found by the expression, as well as presenta-
tion, of what is in itself pleasing—and when this effect is to be

produced artificially, we attain it by the suppression of all ex-

pression that is not suggestive of something good.
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If our consciousness were exclusively aesthetic, this kind of ex-

pression would be the only one allowed in art or prized in

nature. We should avoid as a shock or an insipidity, the sug-

gestion of anything not intrinsically beautiful. As there would
be no values not aesthetic, om- pleasure could never be heightened

by any other kind of interest. But as contemplation is actually
a luxury in our lives, and things interest us chiefly on passionate
and practical grounds, the accumulation of values too ex-

clusively aesthetic produces in our minds an effect of closeness

and artificiality. So selective a diet cloys, and our palate, ac-

customed to much daily vinegar and salt, is surfeited by such

unmixed sweet.

Instead we prefer to see through the medium of art—through
the beautiful first term of our expression—the miscellaneous

world which is so well known to us—perhaps so dear, and at any
rate so inevitable, an object. We are more thankful for this

presentation of the unlovely truth in a lovely form, than for the

like presentation of an abstract beauty; what is lost in the purity
of the pleasure is gained in the stimulation of our attention, and
in the relief of viewing with aesthetic detachment the same

things that in practical life hold tyrannous dominion over our

soids. The beauty that is associated only with other beauty is

therefore a sort of aesthetic dainty; it leads the fancy through a

fairyland of lovely forms, where we must forget the common

objects of our interest. The charm of such an idealization is im-

deniable; but the other important elements of our memory and
will cannot long be banished. Thoughts of labour, ambition,

lust, anger, confusion, sorrow, and death must needs mix with

our contemplation and lend their various expressions to the ob-

jects with which in experience they are so closely allied. Hence
the incorporation in the beautifid of values of other sorts, and
the comparative rareness in natme or art of expressions the

second term of which has only aesthetic value.

§ 52. Practical value in the same. More important and fre-

quent is the case of the expression of utility. This is foimd when-
ever the second term is the idea of something of practical

advantage to us, the premonition of which brings satisfaction;

and this satisfaction promjjts an approval of the presented ob-

ject. The tone of our consciousness is raised by the foretaste of

a success; and this heightened pleasme is objectified in the

present image, since the associated image to which the satisfac-
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lion properly belongs often fails to become distinct. \\ c do not

conceive clearly what this jjractical advantage will be-; but the

vague sense that an advantage is there, that something desirable

has been done, accompanies the j^resentation, ;md gives it ex-

pression.
The case that most resembles that of which we have been just

speaking, is perhaps tli;it in which the second term is a piece of

interesting information, a theory, or other intellectual datum.
Our interest in facts and theories, when not aesthetic, is of

course practical; it consists in their connexion with our interests,

and in the ser\ice they can render us in the execution of our

designs. Intellectual values are utilitarian in their origin but

aesthetic in their form, since the advantage of knowledge is often

lost sight of, and ideas are prized for their own sake. Curiosity
can become a disinterested passion, and yield intimate and im-

mediate satisfaction like any other impulse.
\\'hen we have before us, for instance, a fine map, in which

the line of coast, now rocky, now sandy, is clearly indicated, to-

gether with the windings of the rivers, the elevations of the land,

and the distribution of the population, we have the simultaneous

suggestion of so many facts, the sense of mastery over so much

reality, that we gaze at it with delight, and need no practical
motive to keep us studying it, perhaps for hours together. A
map is not naturally thought of as an aesthetic object; it is too

exclusively expressive. The first term is passed over as a mere

symbol, and the mind is filled either ^\•ith imaginations of the

landscape the country would really offer, or with thoughts about

its history and inhabitants. These circumstances jjrevent the

ready objectification of our pleasure in the map itself. And yet,

let the tints of it be a little subtle, let the lines be a little deli-

cate, and the masses of land and sea somewhat balanced, and

we really have a beautiful thing; a thing the charm of which

consists almost entirely in its meaning, but which nevertheless

pleases us in the same way as a picture or a graphic symbol

might please. Give the symbol a little intrinsic worth of form,

line, and colour, and it attracts like a magnet all the values of

the things it is known to symbolize. It becomes beautiful in its

expressiveness.

Hardly different from this example is that of travel or of

reading; for in these employments we get many aesthetic pleas-

ures, the origin of which is in the satisfaction of curiosity and

intelligence. AVhen we say admiringly of anything that it is
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characteristic, that it embodies a whole period or a whole man,
we are absorbed by the pleasant sense that it otters innumerable
avenues of approach to interesting and important things. The less

we are able to specify what these are, the more beautiful will

the object be that expresses them. For if we could specify them,
the felt value would disintegrate, and distribute itself among the
ideas of the suggested things, leaving the expressive object bare
of all interest, like the letters of a printed page.
The courtiers of Philip the Second probably did not regard his

rooms at the Escurial as particularly interesting, but simply as

small, ugly, and damp. The character which we find in them
and which makes us regard them as eminently expressive of

whatever was sinister in the man, probably did not strike them.

They knew the king, and had before them words, gestures, and
acts enough in which to read his character. But all these living
facts are wanting to our experience; and it is the suggestion of
them in their unrealizable vagueness that fills the apartments of

the monarch with such pungent expression. It is not otherwise
with all emphatic expressiveness—moonlight and castle moats,
minarets and cypresses, camels filing through the desert—such

images get their character from the strong but misty atmosphere
of sentiment and adventure which clings about them. The profit
of travel, and the extraordinary charm of all visible relics of

antiquity, consists in the acquisition of images in which to focus
a mass of discursive knowledge, not otherwise felt together. Such

images are concrete symbols of much latent experience, and the

deep roots of association give them the same hold upon our at-

tention which might be secured by a fortunate form or splendid
material.

§ 53. Cost as an element of effect. There is one considera-
tion which often adds much to the interest with which we view
an object, but which we might be virtuously inclined not to

admit among aesthetic values. I mean cost. Cost is practical value

expressed in abstract terms, and from the price of anything we
can often infer what relation it has to the desires and efforts of

mankind. There is no reason why cost, or the circumstances
which are its basis, should not, like other practical values,

heighten the tone of consciousness, and add to the pleasure with
which we view an object. In fact, such is our daily experience;
for great as is the sensuous beauty of gems, their rarity and price
adds an expression of distinction to them, which they would
never have if they were cheap.
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The circunistaiuc that makes ilic aj>j)ieciation of cost often

iinicsihctic is the abstiactness of that cjuality. 1 lie price of an

object is an alp;cbrai( symbol, it is a totnentional term, in-

ventetl to facilitate our ojjerations, which remains arid and

immcaninp; if we stop with it and forget to translate it again at

the iiul into its concrete ecjuixalent. The commercial mind
dwells in that intermediate lindx) of symbolized \alues; the

calc ulaioi s senses are mnliled by his intellect and by his habit

of abbre\iated thinking. His mental process is a reckoning that

loses sight of its original \alues, and is over without reaching

any concrete image. Therefore the knowledge of cost, when

expressed in terms of money, is incapable of contributing to

aesthetic effect, but the reason is not so much that the suggested
value is not xsthetic, as that no real \alue is suggested at all. No
object of any kind is presented to the mind by the numerical

expression. If we reinterpret our price, however, and translate it

back into the facts which constitute it, into the materials em-

ployed, their original place and quality, and the labour and art

which transformed them into the present thing, then we add to

the aesthetic value of the object, by the exjjression which we
find in it, not of its price in money, but of its human cost. We
have now the consciousness of the real values which it represents,
and these values, sympathetically present to the fancy, increase

our present interest and admiration.

I believe economists count among the elements of the \alue

of an object the rarity of its material, the labour of its manu-
facture, and the distance from which it is brought. Now all

these qualities, if attended to in themselves, appeal greatly to

the imagination. We have a natural interest in what is rare and
affects us with unusual sensations. What comes from a far coun-

try carries our thoughts there, and gains by the wealth and pic-

turesqueness of its associations. And that on which human labour

has been spent, especially if it was a labour of love, and is ap-

parent in the product, has one of the deepest possible claims to

admiration. So that the standard of cost, the most vulgar of all

standards, is such only when it remains empty and abstract. Let

the thoughts wander back and consider the elements of value,

and our appreciation, from being verbal and commercial, be-

comes poetic and real.

We have in this one more example of the manner in which

practical values, when suggested by and incorporated in any

object, contribute to its beauty. Our sense of what lies behind,

unlovely though that background may be, gives interest and
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jjoignancy to that which is j)rcsent; our attention and wonder
are engaged, and a new meaning and importance is added to

such intrinsic beauty as the presentation may possess.

i;
54. The expression of economy and fitness. The same

j^rinciple exphiins the effect of evident cleanliness, security,

economy, and comfort. This Dutch charm hardly needs explana-
tion; we are conscious of the domesticity and neatness which

pleases us in it. There are few things more utterly discomforting
to oiu" minds than waste: it is a sort of pungent extract and

quintessence of folly. The visible manifestation of it is there-

fore very offensive; and that of its absence very reassuring. The
force of our approval of practical fitness and economy in things
rises into an appreciation that is half-aesthetic, and which be-

comes wholly so when the fit form becomes fixed in a type, to

the lines of which we are accustomed; so that the practical

necessity of the form is heightened and concentrated into the

aesthetic propriety of it.

The much-praised expression of function and truth in archi-

tectural works reduces itself to this principle. The useful con-

trivance at first appeals to our practical approval; while we
admire its ingenuity, we cannot fail to become gradually accus-

tomed to its presence, and to register with attentive pleasure
the relation of its parts. Utility, as we have pointed out in its

place, is thus the guiding principle in the determination of

forms.

The recurring observation of the utility, economy, and fitness

of the traditional arrangement in buildings or other products
of art, re-enforces this formal expectation with a reflective ap-

proval. We are accustomed, for instance, to sloping roofs; the

fact that they were necessary has made them familiar, and
the fact that they are familiar has made them objects of study and
of artistic enjoyment. If at any moment, however, the notion of

condemning them passes through the mind,— if we have visions

of the balustrade against the sky,—we revert to our homely
image with kindly loyalty, when we remember the long months
of rain and snow, and the comfortless leaks to be avoided. The

thought of a glaring, practical unfitness is enough to spoil our

pleasure in any form, however beautiful intrinsically, while the

sense of practical fitness is enough to reconcile us to the most

awkward and rude contrivances.

This principle is, indeed, not a fundamental, but an auxiliary

one; the expression of utility modifies effect, but does not con-
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stitiite it. TIktc would be ;i kind ol sii|>erstitious haste in the

notion that what iston\enient and economical is necessarily and

by mirade bcaiititul. The uses and habits ol one phue and

society recjiiire works which aie or may easily become intrinsically

beantilid; the uses and habits of another make these beautilul

works impossible. The beauty has a material and formal basis

that we have already studied; no fitness ol design will make a

buildinj^ of ten ccjual storeys as beautifid as a pa\ ilion or a finely

proportioned tower: no utility will make a steamboat as beau-

tifid as a sailing vessel. But the forms once estaljlished, with

their various intrinsic characters, the fitness we know to exist in

them will lend them some added charm, or their imfitness will

dis(juiet us, and haunt us like a conscientious cjualm. The other

inteiests of our lives here mingle with the purely aesthetic, to

enrich or to embitter it.

If Sybaris is so sad a name to the memory—and who is without

some Sybaris of his own?— if the image of it is so tormenting and
in the end so disgusting, this is not because we no longer think

its marbles bright, its fountains cool, its athletes strong, or its

roses fragiant; but because, mingled with all these supreme beau-

ties, there is the ubiquitous shade of Nemesis, the sense of a

vacant will and a suicidal inhumanity. The intolerableness of

this moral condition poisons the beauty which continues to be

felt. If this beauty did not exist, and was not still desired, the

tragedy would disappear and Jehovah woidd be deprived of the

worth of his victim. The sternness of moral forces lies precisely
in this, that the sacrifices morality imposes upon us are real, that

the things it renders impossible are still precious.
We are accustomed to think of prudence as estranging us only

from low and ignoble things; we forget that utility and the need
of system in our li\es is a bar also to the free flights of the spirit..

The highest instincts tend to disorganization as much as the

lowest, since order and benefit is what practical morality every-
where insists upon, while sanctity and genius are as rebellious as

vice. The constant demands of the heart and the belly can allow

man only an incidental indulgence in the pleasures of the eye
and the understanding. For this reason, utility keeps close watch
over beauty, lest in her wilfulness and riot she should offend

against our practical needs and ultimate hapjjiness. And when
the conscience is keen, this vigilance of the practical imagination
o\er the speculative ceases to ajjpear as an eventual and external

check. The least suspicion of luxury, waste, impurity, or cruelty
is then a signal for alarm and insurrection. That which emits
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this sapor hcereticiis becomes so initially horrible, that naturally
no beauty can ever be discovered in it; the senses and imagina-
tion are in that case inhibited by the conscience.

For this reason, the doctrine that beauty is essentially nothing
but the expression of moral or practical good appeals to persons
of predominant moral sensitiveness, not only because they wish

it were the truth, but because it largely describes the experience
of their own minds, somewhat warped in this particular. It will

further be observed that the moralists are much more able to

condemn than to appreciate the effects of the arts. Their taste

is delicate without being keen, for the principle on which they

judge is one which really operates to control and extend aesthetic

effects; it is a source of expression and of certain nuances of

satisfaction; but it is foreign to the stronger and more primitive
aesthetic values to which the same persons are comparatively
blind.

§ 55. The authority of morals over ^esthetics. The extent

to which aesthetic goods should be sacrificed is, of course, a moral

question; for the function of practical reason is to compare,
combine, and harmonize all our interests, with a view to attain-

ing the greatest satisfactions of which our nature is capable. We
must expect, therefore, that virtue should place the same re-

straint upon all our passions—not from superstitious aversion

to any one need, but from an equal concern for them all. The
consideration to be given to om- aesthetic pleasures will dej^end

upon their greater or less influence upon our happiness; and as

this influence varies in difl^erent ages and countries, and with
different individuals, it will be right to let aesthetic demands
count for more or for less in the organization of life.

We may, indeed, according to our personal sympathies, prefer
one type of creature to another. We may love the martial, or the

angelic, or the political temperament. We may delight to find in

others that balance of susceptibilities and enthtisiasms which we
feel in our own breast. But no moral precept can require one

species or individual to change its nature in order to resemble

another, since such a requirement can have no power or author-

ity over those on whom we would impose it. All that morality
can require is the inward harmony of each life: and if we still

abhor the thought of a jjossible being who should be happy
without love, or knowledge, or beauty, the aversion we feel is

not moral but instinctive, not rational but human. \\'hat re\olts

us is not the want of excellence in that other creature, but his
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want of affinity to ourselves. Could we survey the whole universe,

we ini^hi indeed assign to each species a moral dij^nity jiropor-
tionate to its general beneficeiue and inward ui-allh: l)nt such

an alisolute standard, il it exists, is incoinniunitahle to us; and
we are reduced to judging ol the excellence of every nature by
its relation lo ilic human.

All these mailers, however, belong to the sphere of ethics, nor
should we gi\e them here even a j^assing notice, but lor the influ-

ence which moral ideas exert o\er ;csihciic judgments. (Jur sense

of practical benefit not only determines the moral \ alue of beauty,
but sometimes even its existence as an aesthetic good. Especially
in the right selection of effects, these considerations have weight.
Forms in themselves jileasing may become disagreeable when the

jjractical interests then uppermost in the mind cannot, without

\iolence, yield a place to them. Thus too much eloquence in a

diplomatic document, or in a familiar letter, or in a prayer, is

an offence not only against practical sense, but also against taste.

The occasion has tuned us to a certain key of sentiment, and

depri\cd us of the power to resjiond to other stimuli.

If things of moment are before us, we cannot siojj to play with

symbols and figures of speech. We cannot attend to them with

pleasure, and therefore they lose the beauty they might else-

where have had. They are offensive, not in themselves,—for

nothing is intrinsically ugly,—but by virtue of our present de-

mand for something different. A jjrison as gay as a bazaar, a

church as dumb as a prison, offend by their failure to sujjport

by their aesthetic quality the moral emotion with which we ap-

proach them. The arts must study their occasions; they must
stand modestly aside until they can slip in fitly into the inter-

stices of life. This is the consequence of the superficial stratum

on which they flourish; their roots, as we have seen, are not

deep in the world, and they appear only as unstable, superadded
activities, employments of our freedom, after the work of life is

done and the terror of it is allayed. They must, therefore, fit

their forms, like parasites, to the stouter growths to which they

cling.

Herein lies the greatest difficulty and nicety of art. It must not

only create things abstractly beautiful, but it must conciliate all

the competitors these may have to the attention of the world, and
must know how to insinuate their charms among the objects of

our passion. But this subserviency and enforced humility of

beauty is not without its virtue and reward. If the aesthetic habit

lie under the necessity of respecting and observing our passions,
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it possesses the privilege of soothing our griefs. There is no
situation so terrible that it may not be relieved by the momen-
tary pause of the mind to contemplate it aesthetically.

Grief itself becomes in this way not wholly pain; a sweetness

is added to it by our reflection. The saddest scenes may lose their

bitterness in their beauty. This ministration makes, as it were,
the piety of the Muses, who succour their mother, Life, and

repay her for their nurture by the comfort of their continual

presence. The aesthetic world is limited in its scope; it must
submit to the control of the organizing reason, and not trespass

upon more useful and holy ground. The garden must not en-

croach upon the corn-fields; but the eye of the gardener may
transform the corn-fields themselves by dint of loving observa-

tion into a garden of a soberer kind. By finding grandeur in

our disasters, and merriment in our mishaps, the aesthetic sense

thus mollifies both, and consoles us for the frequent impossibility
of a serious and perfect beauty.

§ 56. Negative values in the second term. All subjects, even
the most repellent, w^hen the circumstances of life thrust them
before us, can thus be observed with curiosity and treated with
art. The calling forth of these aesthetic functions softens the

violence of our sympathetic reaction. If death, for instance, did
not exist and did not thrust itself upon our thoughts with pain-
ful importunity, art would never have been called upon to

soften and dignify it, by presenting it in beautiful forms and

surrounding it with consoling associations. Art does not seek out
the pathetic, the tragic, and the absurd; it is life that has im-

posed them upon our attention, and enlisted art in their service,

to make the contemplation of them, since it is inevitable, at

least as tolerable as possible.
The agieeableness of the presentation is thus mixed with the

horror of the thing; and the result is that while we are saddened

by the truth we are delighted by the vehicle that conveys it to us.

The mixture of these emotions constitutes the peculiar flavour

and poignancy of pathos. But because unlovely objects and feel-

ings are often so familiar as to be indifferent or so momentous
as to be alone in the mind, we are led into the confusion of

supposing that beauty depends upon them for its aesthetic value;
whereas the truth is that only by the addition of positive beau-
ties can these e\il experiences be made agreeable to contempla-
tion.

There is, in reality, no such paradox in the tragic, comic, and
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sublime, as has been soinciiincs sii|jposeil. We arc not pleased by
viriuc of the suggested evils, but in sjiite of them; anil if ever

the charm of tlie beauiilul presentation sinks so low, or the

vi\iclness of the represented evil rises so high, that the bal-

ance is in la\()ui ol pain, at that \ery moment the whole

object becomes horrible, passes out ol the domain ol an, and

can be jirstified oidy by its scientific or moral uses. As an a.stlieiic

value it is destroyed; it ceases to be a benefit; and the aiuhor of

it, if he were not made harndess by the neglect that nuist soon

overtake him, would ha\e to be jnmished as a malefactor who
adds to thebinclen of mortal life. For the sad. ilie ridicidous, the

grotesque, and the terrible, unless they become aesthetic goods,
remain moral e\ils.

We lia\e, therefore, lo stud) the various aesthetic, intellectual,

and moral compensations by which the mind can be brought to

contemjjlate with pleasure a thing which, if experienced alone,

woidd be the cause of pain. There is, to be sine, a way of avoid-

ing this incjuiry. We might assert that since all moderate excite-

ment is jjleasant, there is nothing strange in the fact that the

representation of e\il should please; for the experience is evil

by \irtue of the pain it gives; but it gives pain only when felt

with great intensity. Observed from afar, it is a pleasing im-

pression; it is vivid enough to interest, but not acute enough to

wound. This simple exj^lanation is possible in all those cases

where assthetic elfect is gained by the inhibition of sympathy.
The term "evil" is often a conventional epithet; a conffagra-

tion may be called an evil, because it usually involves loss and

suffering; but if, without caring for a loss and suffering w'e do

not share, we are delighted by the blaze, and still say that what

pleases us is an evil, we are using this word as a conventional aj)-

pellation, not as the mark of a felt value. \Ve are not pleased

by an evil; Ave are pleased by a vi\id and exciting sensation,

which is a good, l)ut which has for objective cause an event which

may indeed be an evil to others, but about the consequences of

which we are not thinking at all. There is, in this sense, nothing
in all nature, perhaps, which is not an evil; nothing which is not

unfavourable to some interest, and does not involve some infini-

tesimal or ultimate suffering in the universe of life.

But when we are ignorant or thoughtless, this suffering is to

us as if it did not exist. The pleasures of drinking and walking
are not tragic to us, because we may be poisoning some bacillus

or crushing some wonn. To an omniscient intelligence such

acts may be tragic by virtue of the insight into their relations to
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conflicting impulses; but unless these impulses are present to the

same mind, there is no consciousness of tragedy. The child that,

without understanding of the calamity, should watch a ship-
wreck from the shore, would have a simple emotion of pleasure
as from a jumping jack; what passes for tragic interest is often

nothing but this. If he understood the event, but was entirely
without sympathy, he would have the aesthetic emotion of the

careless tyrant, to whom the notion of suffering is no hindrance
to the enjoyment of the lyre. If the temper of his tyranny were

purposely cruel, he might add to that aesthetic delight the luxury
of Schadcrjfreiide; but the pathos and horror of the sight could

only appeal to a man who realized and shared the sufferings he
beheld.

A great deal of brutal tragedy has been endured in the world
because the rudeness of the representation, or of the public, or of

both, did not allow a really sympathetic reaction to arise. We all

smile when Punch beats Judy in the puppet show. The treatment
and not the subject is what makes a tragedy. A parody of Hamlet
or of King Lear would not be a tragedy; and these tragedies
themselves are not wholly such, but by the strain of wit and
nonsense they contain are, as it were, occasional parodies on
themselves. By treating a tragic subject bombastically or satiri-

cally we can turn it into an amusement for the public; they will

not feel the griefs which we have been careful to harden them

against by arousing in them contrary emotions. A work, nomi-

nally a work of art, may also appeal to non-aesthetic feelings by
its political bias, brutality, or obscenity. But if an effect of true

pathos is sought, the sympathy of the observer must be aroused;
we must awaken in him the emotion we describe. The intensity
of the impression must not be so slight that its painful quality
is not felt; for it is this very sense of pain, mingling with the

aesthetic excitement of the spectacle, that gives it a tragic or

pathetic colouring.
We cannot therefore rest in the assertion that the slighter de-

gree of excitement is pleasant, when a greater degree of the same
would be disagreeable; for that principle does not express the es-

sence of the matter, which is that we must be aware of the evil,

and conscious of it as such, absorbed more or less in the expe-
rience of the sufferer, and consequently suffering ourselves, before

we can experience the essence of tragic emotion. This emotion
must therefore be complex; it must contain an element of pain
overbalanced by an element of pleasure; in our delight there

must be a distinguishable touch of shrinking and sonow; for it is
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this coiilliii and reiuliiig of our will, iliis (asdnatioti In uliai is

iiuiiiisically terrible or sad. that gives these turbid feelings their

depth and pungency.

§ 57. I.MI.IE.NCK OI IHl. IIRSI llkM IN 1111. I'll ASI.NG KXPRES-

sioN OF FAIL. A Striking proof of the compound nature of tragic

effects can be given by a simple experiment. Remove from any
drama—say from Othello—ihe charm of the medium of presenta-
tion; reduce the tragedy to a mere accoimt of the fads and of

the words sj)()kcn. su(h as our newspapers almost daily (oniain;

and the tragic dignity and beauty is entirely lost. Nothing re-

mains but a disheartening item of human folly, which may still

excite curiosity, but which will rather defile than jjurify the

mind that considers it. A French poet has said:

II n'cst de vulgaire chagrin

Que cclui d'unc Smc vulgaire.

The counterpart of this maxim is ecjually true. There is no noble

sorrow except in a noble mind, because what is noble is the

reaction upon the sorrow, the attitude of the man in its presence,
the hinguage in which he clothes it, the associations with which

he surrounds it, and the fine affections and impulses which shine

through it. Only by suffusing some sinister experience with this

moral light, as a poet may do who carries that light within him,
can we raise misfortune into tragedy and make it better for us to

remember our lives than to forget them.

There are times, although rare, when men are noble in the

very moment of passion: when that passion is not unqualified,
but already mastered by reflection and levelled with truth. 1 hen

the experience is itself the tragedy, and no poet is needed to

make it beautiful in representation, since the sufferer has been

an artist himself, and has moulded what he has endured. But

usually these two stages have to be successive: first we suffer,

afterwards we sing. An inter\al is necessary to make feeling

presentable, and subjugate it to that form in which alone it is

beautiful.

This form appeals to us in itself, and without its aid no sub-

ject-matter could become an aesthetic object. The more terrible

the experience described, the more powerful must the art be

which is to transform it. For this reason prose and literalness

are more tolerable in comedy than in tragedy; any violent pas-

sion, any overwhelming pain, if it is not to make us think of a

demonstration in pathology, and bring back the smell of ether.
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must be rendered in the most exalted style. Metre, rhyme,
melody, the widest flights of allusion, the highest reaches of

fancy, are there in place. For these enable the mind swept by
the deepest cosmic harmonies, to endure and absorb the shrill

notes which woidd be intolerable in a poorer setting.
The sensuous harmony of words, and still more the effects of

rhythm, are indispensable at this height of emotion. Evolution-
ists have said that violent emotion naturally expresses itself in

rhythm. That is hardly an empirical observation, nor can the

expressiveness of rhythms be made definite enough to bear speci-
fic association with complex feelings. But the suspension and
rush of sound and movement have in themselves a strong effect;

we cannot undergo them without profound excitement; and this,

like martial music, nerves us to courage and, by a sort of intoxi-

cation, bears us along amid scenes which might otherwise be

sickening. The vile effect of literal and disjointed renderings of

suffering, whether in writing or acting, proves how necessary is

the musical quality to tragedy—a fact Aristotle long ago set forth.

The afflatus of rhythm, even if it be the pomp of the Alexan-

drine, sublimates the passion, and clarifies its mutterings into

poetry. This breadth and rationality are necessary to art, which
is not skill merely, but skill in the service of beauty.

§ 58. Mixture of other expressions, including that of
TRUTH. To the value of these sensuous and formal elements must
be added the continual suggestion of beautiful and happy things,
which no tragedy is sombre enough to exclude. Even if we do not

go so far as to intersperse comic scenes and phrases into a pa-
thetic subject,—a rude device, since the comic passages themselves

need that purifying which they are meant to effect,—we must at

least relieve our theme with pleasing associations. For this reason

we have palaces for our scene, rank, beauty, and virtue in our

heroes, nobility in their passions and in their fate, and altogether
a sort of glorification of life without which tragedy would lose

both in depth of pathos—since things so precious are destroyed—
and in subtlety of charm, since things so precious are manifested.

Indeed, one of the chief charms that tragedies have is the

suggestion of what they might have been if they had not been

tragedies. The happiness which glimmers through them, the

hopes, loves, and ambitions of which it is made, these things
fascinate us, and win our sympathy; so that we are all the more

willing to suffer with our heroes, even if we are at the same
time all the more sensitive to their suffering. Too wicked a
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character or too unrelieved a situation revolts us loi tins icason.

We do not find enough expression of good to make us endure
the expression of the evil.

A curious exception to this rule, which, however, admirably
illustrates the luudanicntal piincij^le ol it, is where by the ili\er-

sity of evils representeil the mind is relieved from painful absorp-
tion in any of them. There is a scene in ^ifig Lear, where the

honor of the storm is made to brood over at least four miseries,

that of the king, of the fool, of Edgar in his real jjerson, and of

Edgar in his assumed character. The vividness of each of these

portrayals, with its dillerent note of pathos, keejjs the mind
detached and free, forces it to compare and reflect, and thereby
to universalize the spectacle. Yet even here, the beautiful effect

is not secured without some touches of good. How much is not

gained by the dumb fidelity of the fool, and by the sublime

humanity of Lear, when he says, "Art cold? There is a part of

me is sorry for thee yet."

Yet all these compensations would probably be unavailing but

for another which the saddest things often have,—the compensa-
tion of being true. Our practical and intellectual nature is

deeply interested in truth. \\'hat describes fact appeals to us for

that reason; it has an inalienable interest. However unpleasant
truth may prove, we long to know it, partly perhaps because

experience has shown us the prudence of this kind of intellectual

courage, and chiefly because the consciousness of ignorance and
the dread of the imknown is more tormenting than any possible

discovery. A primitive instinct makes us turn the eyes full on

any object that appears in tlie dim borderland of our field of

vision—and this all the more quickly, the more terrible that ob-

ject threatens to be.

This physical thirst for seeing has its intellectual extension.

\\'e covet truth, and to attain it, amid all accidents, is a supreme
satisfaction. Now this satisfaction the representation of evil can

also afford. \\'hether we hear the account of some personal acci-

dent, or listen to the symbolic representation of the inherent

tragedy of life, we crave the same knowledge; the desire for

truth makes us welcome eagerly whatever comes in its name.

To be sure, the relief of such instruction does not of itself con-

stitute an aesthetic pleasure: the other conditions of beauty re-

main to be fulfilled. But the satisfaction of so imperious an

intellectual instinct insures our willing attention to the tragic

object, and strengthens the hold which any beauties it may pos-
sess will take upon us. An intellectual value stands ready to be
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transmuted into an aesthetic one, if once its discursiveness is

lost, and it is left hanging about the object as a vague sense of

dignity and meaning.
To this must be added the specific pleasure of recognition,

one of the keenest we have, and the sentimental one of nursing
our own griefs and dignifying them by assimilation to a less

inglorious representation of them. Here we have truth on a small

scale: conformity in the fiction to incidents of our personal ex-

perience. Such correspondences are the basis of much popular ap-

preciation of trivial and undigested works that appeal to some

momentary phase of life or feeling, and disappear with it. They
have the value of personal stimidants only; they never achieve

beauty. Like the souvenirs of last season's gayeties, or the diary
of an early love, they are often hideous in themselves in propor-
tion as they are redolent with personal associations. But how-

ever hopelessly mere history or confession may fail to constitute

a work of art, a work of art that has an historical warrant, either

literal or symbolical, gains the support of that vivid interest we
have in facts. And many tragedies and farces, that to a mind
without experience of this sublunary world might seem mon-
strous and disgusting fictions, may come to be forgiven and even

perhaps preferred over all else, when they are foimd to be a

sketch from life.

Truth is thus the excuse which ugliness has for being. Many
people, in whom the pursuit of knowledge and the indulgence in

sentiment have left no room for the cultivation of the aesthetic

sense, look in art rather for this expression of fact or of passion
than for the revelation of beauty. They accordingly produce
and admire works without intrinsic value. They employ the

procedure of the fine arts without an eye to what can give pleas-
ure in the effect. They invoke rather the a priori interest which
men are expected to have in the subject-matter, or in the theories

and moral implied in the presentation of it. Instead of using the

allurements of art to inspire wisdom, they require an apprecia-
tion of wisdom to make us endure their lack of art.

Of course, the instruments of the arts are public property
and any one is free to turn them to new uses. It would be an

interesting development of civilization if they should now be

employed only as methods of recording scientific ideas and per-
sonal confessions. But the experiment has not succeeded and
can hardly succeed. There are other simpler, clearer, and more

satisfying ways of expounding truth. A man who is really a stu-

dent of history or philosophy will never rest with the vague and



Expression H3

partial oracles of jjociry, not to speak of the inariidilate sugges-
tions of the plastic arts. l^Ie will ;ii once make for the principles
which art cannot cxj)rcss, cvcmi il it (an enibodv ilu-in, and
when those principles are attained, the works of art, if they had
no other value than that of suggesting them, w-ill lapse iioin

his mind. Forms uill gi\e place to formulas as hieroglyjjiiics have

gi\en jilace to the letters of the alphaiict.

If, on the other hand, the j^rimary interest is really in beauty,
and only the tonfusion of a moral re\olution has obscured for

a while the \isi(}n of the ideal, then as the mind regains its

mastery over the world, and digests its new experience, the

imagination will again l)e liberated, and create its forms by its

inward affinities, leaving all the weary burden, archaeological,

psychologic al. and ethical, to those whose business is not to de-

light, iiut the sudden inundation of science and sentiment which
has made the mind of the nineteenth century so confused, by

overloading us with materials and breaking up our habits of

ajjperception and our ideals, has led to an exclusive sense of the

value of expressi\eness, until this has been almost identified with

beauty. This exaggeration can best prove how the expression of

truth may enter into the play of aesthetic forces, and give a value

to representations which, but for it, would be repulsive.

§ 59. The liberation of self. Hitherto we have been consid-

ering those elements of a pathetic presentation which may miti-

gate our symjiathetic emotion, and make it on the whole

agreeable. These consist in the intrinsic beauties of the medium
of presentation, and in the concomitant manifestation of various

goods, notably of truth. The mixture of these values is perhaps
all we have in mildly jjathetic works, in the presence of which
we are tolerably aware of a sort of balance and compensation
of emotions. The sorrow and the beauty, the hopelessness and
the consolation, mingle and merge into a kind of joy which has

its poignancy, indeed, but which is far too passive and peniten-
tial to contain the louder and sublimer of our tragic moods. In

these there is a wholeness, a strength, and a rapture, which still

demands an explanation.
^Vhere this explanation is to be found may be guessed from

the following circumstance. The pathetic is a quality of the

object, at once lovable and sad, which we accept and allow to

flow in upon the soul; but the heroic is an attitude of the will,

by which the voices of the outer world are silenced, and a

moral energy, flowing from within, is made to trimnph over
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them. If we fail, therefore, to disco\er, by analysis of the ob-

ject, anything which could make it sublime, we must not be

surprised at our failure. We must remember that the object is

always but a portion of our consciousness: that portion which
has enough coherence and articulation to be recognized as per-
manent and projected into the outer world. But consciousness

remains one, in spite of this diversification of its content, and
the object is not really independent, but is in constant relation

to the rest of the mind, in the midst of which it swims like

a bubble on a dark surface of water.

The aesthetic effect of objects is always due to the total emo-
tional value of the consciousness in which they exist. We merely
attribute this value to the object by a projection which is the

ground of the apparent objectivity of beauty. Sometimes this

value may be inherent in the process by which the object itself

is perceived; then we have sensuous and formal beauty; sometimes
the value may be due to the incipient formation of other ideas,
w^hich the perception of this object evokes; then we have beauty
of expression. But among the ideas with which every object has
relation there is one vaguest, most comprehensive, and most

powerful one, namely, the idea of self. The impulses, memories,

principles, and energies which we designate by that word baffle

enumeration; indeed, they constantly fade and change into one
another; and whether the self is anything, everything, or noth-

ing depends on the aspect of it which we momentarily fix, and

especially on the definite object with which we contrast it.

Now, it is the essential privilege of beauty to so synthesize and

bring to a focus the various impulses of the self, so to suspend
them to a single image, that a great peace falls upon that per-
turbed kingdom. In the experience of these momentary har-

monies we have the basis of the enjoyment of beauty, and of all

its mystical meanings. But there are always two methods of

securing harmony: one is to unify all the given elements, and
another is to reject and expunge all the elements that refuse to

be unified. Unity by inclusion gives us the beautiful; unity by
exclusion, opposition, and isolation gives us the sublime. Both
are pleasures: but the pleasure of the one is warm, passive,
and pervasive; that of the other cold, imperious, and keen. The
one identifies us with the world, the other raises us above it.

There can be no difficulty in understanding how the expres-
sion of evil in the object may be the occasion of this heroic re-

action of the soul. In the first place, the evil may be felt; but
at the same time the sense that, gieat as it may be in itself,
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it caniujt toiith us, may stimulate extraorclinarih the loiiscious

ness of our own wholeness. Ihis is the sublimity which Lucretius

calls "sweet" in the lamous lines in which he so justly analyzes

it. We are not pleased because another suffers an evil, but be-

cause, seeing it is an e\il, we see at the same time our own

immunity from it. We might soften the jjiciure a little, and per-

haps make the princi|ile even clearer by so doing. The shipwreck
observed from the shore does not leave us wholly inmioved; we

suffer, also, and if possible, would help. So, too, the .spectacle

of the erring world must sadden the philosopher even in the

Acropolis of his wisilom; he would, if it might Ijc, descend from

his meditation and teach. But those movements of sympathy are

quickly inhibited by despair of success; impossibility of action is

a great condition of the sublime. If we could count the stars,

we should not weej) before them. While we think we can change
the drama of history, and of our own lives, we are not awed

by our destiny. But when the evil is irreparable, when our life

is lived, a strong spirit has the sublime resource of standing at

bay and of surveying almost from the other world the vicissitudes

of this.

The more intimate to himself the tragedy he is able to look

back upon with calmness, the more sublime that calmness is,

and the more divine the ecstasy in which he achieves it. For the

more of the accidental vesture of life we are able to strip our-

selves of, the more naked and simple is the surviving spirit; the

more comjilete its superiority and unity, and, consequently, the

more unqualified its joy. There remains little in us, then, but

that intellectual essence, which several great philosophers have

called eternal and identified with the Divinity.

A single illustration may help to fix these principles in the

mind. When Othello has discovered his fatal error, and is re-

solved to lake his own life, he stops his groaning, and addresses

the ambassadors of Venice thus:

Speak of me as I am: nothing extenuate,

Nor set down aught in malice: then, must you speak
Of one that loved, not wisely, but too well;

Of one not easily jealous, but, being wrought,

Perplexed in the extreme: of one whose hand,

Like the base Indian, threw a pearl away
Richer than all his tribe; of one whose subdued eyes,

Albeit unused to the melting mood.

Drop tears as fast as the .Arabian trees

Their medicinal gum. Set you down this:

•And say, besides, that in .AlepfK) once
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When a malignant and a turbaned Turk
Beat a \enetian, and traduced the state,

I took by the throat the circumcised dog,
And smote him, thus.

There is a kind of criticism that would see in all these allu-

sions, figures of speech, and wandering reflections, an unnatural

rendering of suicide. The man, we might be told, should have

muttered a few broken phrases, and killed himself without

this pomp of declamation, like the jealous husbands in the

daily papers. But the conventions of the tragic stage are more

favourable to psychological truth than the conventions of real

life. If we may trust the imagination (and in imagination lies,

as we have seen, the test of propriety), this is what Othello

would ha\e felt. If he had not expressed it, his dumbness would

have been due to external hindrances, not to the failure in

his mind of just such complex and rhetorical thoughts as the

poet has put into his mouth. The height of passion is naturally

complex and rhetorical. Love makes us poets, and the approach
of death should make us philosophers. ^Vhen a man knows that

his life is over, he can look back upon it from a universal stand-

point. He has nothing more to live for, but if the energ)' of his

mind remains unimpaired, he will still wish to live, and, being
cut off from his personal ambitions, he will impute to himself

a kind of vicarious immortality by identifying himself with what

is eternal. He speaks of himself as he is, or rather as he was.

He sums himself up, and points to his achievement. This I

have been, says he, this I have done.

This comprehensi\e and impartial view, this synthesis and

objectification of experience, constitutes the liberation of the soul

and the essence of sublimity. That the hero attains it at the end

consoles us, as it consoles him, for his hideous misfortunes. Our

pity and terror are indeed purged; we go away knowing that,

however tangled the net may be in which we feel ourselves

caught, there is liberation beyond, and an ultimate peace.

§ 60. The sublime independent of the expression of evil. So

natural is the relation between the vivid conception of great

evils, and that self-assertion of the soul which gives the emotion

of the sublime, that the sublime is often thought to depend upon
the terror which these conceived evils inspire. To be sure, that

terror would have to be inhibited and subdued, otherwise we

should have a passion too acute to be incorporated in any
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object; the sublime would not appear as an aesthetic quality in

things, but remain merely an emotional state in the subject. But

this subdued and objectified terror is what is commonly regarded
as the essence of the sublime, and so great an authority as

Aristotle would seem to countenance some such definition. The
usual cause of the sublime is here confused, howe\er, with the

sublime itself. The suggestion of terror makes us withdraw into

ourselves: there with the supervening consciousness of safety

or indifference comes a rebound, and we have that emotion of

detachment and liberation in which the sublime really consists.

Thoughts and actions arc properly sublime, and visible things

only by analogy and suggestion when they induce a certain

moral emotion; whereas beauty belongs properly to sensible

things, and can be predicated of moral facts only by a figure

of rhetoric. \\'hat we objectify in beauty is a sensation. What
we objectify in the sublime is an act. This act is necessarily

pleasant, for if it were not the sublime would be a bad quality
and one we should rather never encounter in the world. The

glorious joy of self-assertion in the face of an uncontrollable

world is indeed so deep and entire, that it furnishes just that

transcendent element of worth for which we were looking when
we tried to understand how the expression of pain could some-

times please. It can please, not in itself, but because it is bal-

anced and annulled by positive pleasures, especially by this

final and victorious one of detachment. If the expression of

e\ il seems necessary to the sublime, it is so only as a condition of

this moral reaction.

We are commonly too much engrossed in objects and too little

centred in ourselves and our inalienable will, to see the sub-

limity of a pleasing prospect. We are then enticed and flattered,

and won over to a commerce with these external goods, and

the consummation of our happiness would lie in the perfect com-

prehension and enjoyment of their nature. This is the office

of art and love: and its partial fulfilment is seen in every per-

ception of beauty. But when we are checked in this sympathetic
endea\our after unity and comprehension; when we come upon
a great evil or an irreconcilable power, we are driven to seek

our happiness by the shorter and heroic road; then we recognize

the hopeless foreignness of what lies before us, and stiffen our-

selves against it. ^Ve thus for the first time reach the sense of our

possible separation from our world, and of our abstract stability;

and with this comes the sublime.

But although experience of evil is the commonest approach
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to this attitude of mind, and we commonly become philosophers

only after despairing of instinctive happiness, yet there is

nothing impossible in the attainment of detachment by other

channels. The immense is sublime as well as the terrible; and
mere infinity of the object, like its hostile nature, can have
the effect of making the mind recoil upon itself. Infinity, like

hostility, removes us from things, and makes us conscious of

our independence. The simultaneous view of many things, in-

numerable attractions felt together, produce equilibrium and

indifference, as effectually as the exclusion of all. If we may
call the liberation of the self by the consciousness of evil in the

world, the Stoic sublime, we may assert that there is also an

Epicurean sublime, which consists in liberation by equipoise.

Any wide survey is sublime in that fashion. Each detail may be
beautiful. We may even be ready with a passionate response to

its appeal. We may think we covet every sort of pleasure, and
lean to every kind of vigorous, impulsive life. But let an infinite

panorama be suddenly unfolded; the will is instantly paralyzed,
and the heart choked. It is impossible to desire everything at

once, and when all is offered and approved, it is impossible to

choose everything. In this suspense, the mind soars into a kind
of heaven, benevolent but unmoved.

This is the attitude of all minds to which breadth of interest

or length of years has brought balance and dignity. The sacer-

dotal quality of old age comes from this same sympathy in

disinterestedness. Old men full of hurry and passion appear as

fools, because we understand that their experience has not left

enough mark upon their brain to qualify with the memory of

other goods any object that may be now presented. We cannot

venerate any one in whom appreciation is not divorced from
desire. And this elevation and detachment of the heart need not

follow upon any great disappointment; it is finest and sweetest

where it is the gradual fruit of many affections now merged
and mellowed into a natural piety. Indeed, we are able to frame
our idea of the Deity on no other model.

When the pantheists try to conceive all the parts of nature as

forming a single being, which shall contain them all and yet have

absolute unity, they find themselves soon denying the existence

of the world they are trying to deify; for nature, reduced to the

unity it would assume in an omniscient mind, is no longer
nature, but something simple and impossible, the exact opposite
of the real world. Such an opposition would constitute the liber-

ation of the divine mind from nature, and its existence as a
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self-conscious individual. The ellort alter a)m|)rehensi\eness ol

view reduces things to unity, bui this unity stands out in opposi-

tion to the manifold phenomena which it transcends, anil rejects

as unreal.

Now this destruction ol natuie, which the metaphysicians
since Parmenides have so often repeated (nature nevertheless

surviving still),
is but a theoretical counterpart and hypostasis

of what hajjjjcns in every man's conscience when the comjirehen-
siveness of his experience lifts him into thought, into abstraction.

The sense of the sublime is essentially mystical: it is the tran-

scending of distinct jxMcejition in favour of a feeling of unity

and volume. So in the moral sphere, we have the mutual can-

celling of the passions in the breast that includes them all, and

their final subsidence beneath the glance that comprehends
them. This is the Epicurean ajjproach to detachment and pcr-

fection; it leads by systematic acceptance of instinct to the same

goal which the stoic and the ascetic reach by systematic rejection

of instinct. It is thus possible to be moved to that self-enfran-

chisement which constitutes the sublime, even when the object

contains no expression of evil.

This conclusion supports that part of our definition of beauty
which declares that the values beauty contains are all positive;

a definition which we should have hacl to change if we had found

that the sublime depended upon the suggestion of evil for its

effect. But the sublime is not the ugly, as some descriptions of

it might lead us to suppose; it is the supremely, the intoxicatingly

beautifid. It is the pleasure of contemplation reaching such an

intensity that it begins to lose its objectivity, and to declare

itself, what it always fundamentally was, an inward passion of

the soul. For while in the beautiful we find the perfection of

life by sinking into the object, in the sublime we find a purer
and more inalienable perfection by defying the object alto-

gether. The surprised enlargement of vision, the sudden escape

from our ordinary interests and the identification of ourselves

with something permanent and superhuman, something much
more abstract and inalienable than our changing personality,

all this carries us away from the blurred objects before us, and

raises us into a sort of ecstasy.

In the trite examples of the sublime, where we speak of the

vast mass, strength, and durability of objects, or of their sinister

aspect, as if we were moved by them on account of our own

danger, we seem to miss the point. For the suggestion of our

own danger would produce a touch of fear; it would be a prac-
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tical passion, or if it could by chance be objectified enough to be-

come assthetic, it would merely make the object hateful and re-

pulsive, like a mangled corpse. The object is sublime when we

forget our danger, when we escape from ourselves altogether, and

live as it were in the object itself, energizing in imitation of its

movement, and saying, "Be thou me, impetuous one!" This pas-

sage into the object, to live its life, is indeed a characteristic of all

perfect contemplation. But when in thus translating ourselves we
rise and play a higher personage, feeling the exhilaration of a

life freer and wilder than our own, then the experience is one of

sublimity. The emotion comes not from the situation we observe,

but from the powers we conceive; we fail to sympathize with the

struggling sailors because we sympathize too much with the wind

and waves. And this mystical cruelty can extend even to our-

selves; we can so feel the fascination of the cosmic forces that

engulf us as to take a fierce joy in the thought of our own
destruction. We can identify ourselves with the abstractest essence

of reality, and, raised to that height, despise the human accidents

of our own nature. Lord, we say, though thou slay me, yet will

I trust in thee. The sense of suffering disappears in the sense of

life and the imagination overwhelms the understanding.

§ 61. The comic. Something analogous takes place in the

other spheres where an aesthetic value seems to arise out of sug-

gestions of evil, in the comic, namely, and the grotesque. But

here the translation of our sympathies is partial, and we are

carried away from ourselves only to become smaller. The larger

humanity, which cannot be absorbed, remains ready to contradict

the absurdity of our fiction. The excellence of comedy lies in the

invitation to wander along some by-path of the fancy, among
scenes not essentially impossible, but not to be actually enacted

bv us on account of the fixed circumstances of our lives. If the

picture is agreeable, we allow ourselves to dream it true. We
forget its relations; we forbid the eye to wander beyond the

frame of the stage, or the conventions of the fiction. We indulge
an illusion which deepens our sense of the essential pleasantness
of things.

So far, there is nothing in comedy that is not delightful, ex-

cept, perhaps, the moment when it is over. But fiction, like all

error or abstraction, is necessarily unstable; and the awakening
is not always reserved for the disheartening moment at the end.

Everywhere, when we are dealing with pretension or mistake, we
come upon sudden and \ivid contradictions; changes of view.
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transformations of ajjpcrcejJtion which are extremely stimuhitiii^

to the imafijination. We have spoken of one of these: when the

sudden dissolution of our (oininon habits ol thought lilts us

into a mystical contemplation. Idled with the sense ol the sub-

lime; when the transformation is back to connnon sense and

reality, and away from some fiction, we have a very dilferent

emotion. We feel cheated, relieved, abashed, or amused, in pro-

portion as our sympathy attaches more to the j)oint ol \iew

smrendered or to that attained.

The disintej2;iation of mental forms and their redintegration
is the life of the imaginaticMi. It is a spiritual process of birth

and death. luitriticjn ;iiid generation. The strongest emotions

accompany these changes, and vary infinitely with their varia-

tions. .Ml the qualities of discourse, wit, elocjuence, cogency,

absurdity, are feelings incidental to this process, and involved

in the juxtapositions, tensions, and resolutions of our ideas.

Doubtless the last explanation of these things would be cerebral;

but we are as yet confined to verbal descriptions and classifica-

tions of them, which are always more or less arbitrary.
The most conspicuous headings under w^hich comic effects

are gathered are perhajis incongruity and degiadation. liut

clearly it cannot be the logical essence of incongruity or degrada-
tion that constitutes the comic; for then contradiction and
deterioration woidd always amuse. Amusement is a much more

directly physical thing. \Ve may be amused without any idea at

all, as when we are tickled, or laugh in sympathy with others by
a contagious imitation of their gestures. We may be amused by
the mere repetition of a thing at first not amusing. There must
therefore be some nervous excitement on which the feeling of

amusement directly depends, although this excitement may
most often coincide with a sudden transition to an incongruous
or meaner image. Nor can we suppose that particular ideational

excitement to be entirely dissimilar to all others; wit is often

hardly distinguishable from brilliancy, as humour from pathos.
We must, therefore, be satisfied with saying vaguely that the

process of ideation invokes \arious feelings of movement and

relation,—feelings capable of infinite gradation and complexity,
and ranging from sublimity to tedium and from pathos to un-

controllable merriment.

Certain crude and obvious cases of the comic seem to consist

of little more than a shock of surprise: a pun is a sort of jack-

in-the-box, popjMug from nowhere into our plodding thoughts.
The liveliness of the interruption, and its futility, often please;
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dulce est dcsipere in loco; and yet those who must enckire the

society of inveterate jokers know how intolerable this sort of

scintillation can become. There is something inherently vulgar
about it; perhaps because our train of thought cannot be very

entertaining in itself when we are so glad to break in u])on it

with irrelevant nullities. The same undertone of disgust mingles
with other amusing surprises, as when a dignified personage slips

and falls, or some disguise is thrown oft, or those things are

mentioned and described which convention ignores. The novelty
and tiie freedom please, yet the shock often outlasts the pleasure,
and we have cause to wish we had been stimulated by something
which did not involve this degradation. So, also, the impossibil-

ity in plausibility which tickles the fancy in Irish bulls, and in

wild exaggerations, leaves an uncomfortable impression, a cer-

tain aftertaste of foolishness.

The reason will be apparent if we stop to analyze the situa-

tion. We have a prosaic background of common sense and every-

day reality; upon this background an unexpected idea suddenly

impinges. But the thing is a futility. The comic accident falsifies

the natine before us, starts a wrong analogy in the mind, a sug-

gestion that cannot be carried out. In a word, we are in the

presence of an absurdity; and man, being a rational animal, can

like absurdity no better than he can like hunger or cold. A pinch
of either may not be so bad, and he will endure it merrily

enough if you repay him with abundance of warm victuals; so,

too, he will play with all kinds of nonsense for the sake of

laughter and good fellowship and the tickling of his fancy with

a sort of caricature of thought. But the qualm remains, and the

pleasure is never perfect. The same exhilaration might have

come without the falsification, just as repose follows more swiftly

after pleasant than after painful exertions.

Fun is a good thing, but only when it spoils nothing better.

The best place for absurdity is in the midst of what is already
absurd—then we have the play of fancy without the sense of

ineptitude. Things amuse us in the mouth of a fool that would
not amuse us in that of a gentleman; a fact which shows how
little incongruity and degradation have to do with oiu" pleasure
in the comic. In fact, there is a kind of congruity and method
even in fooling. The incongruous and the degraded displease us

even there, as by their natine they must at all times. The shock

which they bring may sometimes be the occasion of a subsequent

pleasure, by attracting oiu" attention, or by stimulating passions,
such as scorn, or cruelty, or self-satisfaction (for there is a good
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cIl-iiI ot malice in oui Iom' oI liim; l)ui ilu- iiuoiij^i iiiiy and

degradation, as muIi, .i1\s.i\s icm.iin im])kMs.nii. I he plc.isiue

comes lioiii ilu- in\sai(l laiJDnality and movement ol tlie litlion,

not iioiii lis iiuonsi^ttiu \ with an\thini^ el^e. I lure ate a ureal

many iojjs\-tiirvy woilds jKJssible to oin tanty, into which we

like to dro|) at times. We enjoy the stimulation and the shaking

ujj ol our wits. It is like getting into a new jjostuif, or hearing
a new song.
Nonsense is good only because common sense is so limited.

For reason, alter all, is one comention picked out of a thousand.

We love exjjansion, not disordei, and when we attain freedom

without incongruity we have a nuuli greater and a miuli piiK i

delight. The excellence of wit can disjjense with absurdity. For

on the same jjrosaic background ol common sense, a novelty

might ha\e appeared that was not absurd, that stimulated the

attention cjuite as much as the ridiculous, without so baflling

the intelligence. This purer and more thoroughly delightlul
amuscnicm conies from what we call \\\i.

^ 62. ^\'lT. ^Vit also depends upon transformation and substi-

tution of ideas. It has been said to consist in quick association

by similarity. The substitution must here be valid, howe\er, and

the similarity real, though imforeseen. Unexpected justness
makes wit, as sudden incongruity makes jjleasant foolishness. It

is characteristic of wit to penetrate into hidden depths of things,

to pick out there some telling circumstance or relation, by noting
which the whole object appears in a new and clearer light.

^Vit often seems malicious because analysis in discovering com-

mon traits and uni\crsal principles assimilates things at the

poles of being; it can apply to cookery the formidas of theology,
and find in the human heart a case of the fulcrum and lever. We
commonly keej) the dcjjartmenls of experience distinct; we think

the different jjrinciples hold in each and that the dignity of

spirit is inconsistent with the explanation of it by physical anal-

ogy, and the meanness of matter unworthy of being an illustra-

tion of moral truths. Love must not be classed under physical

cravings, nor faith under hyj^notization. W'hen, therefore, an

original mind o\erleaps these boundaries, and recasts its cate-

gories, mixing up our old classifications, we feel that the values

of things are also confused. But these depended uj^on a deej^er

relation, upon their response to human needs and aspirations.
All that can be changed by the exercise of intelligence is oin-

sense of the iniity and homogeneity of the world. We may come
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to hold an object of thought in less isolated respect, and another

in less hasty derision; but the pleasures we derive from all, or

our total happiness and wonder, will hardly be diminished. For

this reason the malicious or destructive character of intelligence
must not be regarded as fundamental. Wit belittles one thing
and dignifies another; and its comparisons are as often flattering
as ironical.

The same process of mind that we observed in wit gives rise

to those effects we call charming, brilliant, or inspired. When
Shakespeare says,

Come and kiss me, sweet and twenty.
Youth's a stuff will not endure,

the fancy of the phrase consists in a happy substitution, a merry

way of saying something both true and tender. And where could

we find a more exquisite charm? So, to take a weightier example,
when St. Augustine says the virtues of the pagans were splendid
vices, we have—at least if we catch the full meaning—a pungent
assimilation of contrary things, by force of a powerful principle;
a triumph of theory, the boldness of which can only be matched

by its consistency. In fact, a phrase could not be more brilliant,

or better condense one theology and two civilizations. The Latin

mind is particularly capable of this sort of excellence. Tacitus

alone could furnish a hundred examples. It goes with the power
of satirical and bitter eloquence, a sort of scornful rudeness of

intelligence, that makes for the core of a passion or of a charac-

ter, and affixes to it a more or less scandalous label. For in our

analytical zeal it is often possible to condense and abstract too

much. Reality is more fluid and elusive than reason, and has,

as it were, more dimensions than are known even to the latest

geometry. Hence the understanding, when not suffused with

some glow of sympathetic emotion or some touch of mysticism,

gives but a dry, crude image of the world. The quality of wit

inspires more admiration than confidence. It is a merit we should

miss little in any one we love.

The same principle, however, can have more sentimental em-

bodiments. When our substitutions are brought on by the ex-

citement of generous emotion, we call wit inspiration. There is

the same finding of new analogies, and likening of disparate

things; there is the same transformation of our appercejition. But

the brilliancy is here not only penetrating, but also exalting.

For instance:
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Peace, peace, he is not deati, he dolh not sUep,
He hatli awakeiuil from the dream of hfe;

Tis wc that wrapped in stormy visions keep
With phantoms an iiiiprolitable strife.

There is here paradox, aiul paradox justified by reiki lion.

The poet aiialy/es, and analyzes without resei\e. The (heain, the

storm, the phantoms, and the imj>ro(itableness could easily make
a satirical j)iciuif. l>iu the mood is transmuted; the mind takes

an upuaril Iht^ht. with a sense oi liberation Irom the convention

it dissoKes, anil of treer motion in the vaguenc>s beyond. The

disintegration of our ideal here leads to mysticism, and because

of this ellort towards transcendence, the brilliancy becomes

sublime.

i;
63. HiMoiR. A dillerent mood can give a different direc-

tion to the same processes. The sympathy by which we reproduce
the feeling of another, is always very much opposed to the

aesthetic attitude to which the whole world is merely a stimulus

to our sensibility. In the tragic, we have seen how the symjjatheiic

feeling, by which suffering is appreciated and shared, has to be

overlaid by many incidental aesthetic pleasures, if the resulting

effect is to be on the whole good. ^Ve have also seen how the

only way in which the ridiculous can be kept within the sphere
of the aesthetically good is abstracting it from its relations, and

treating it as an independent and curious stimulus; we should

stop laughing and begin to be annoyed if we tried to make sense

out of our alDsurdity. The less sympathy we have with men the

more exquisite is our enjoyment of their folly: satirical delight

is closely akin to cruelty. Defect and mishap stimulate our fancy,

as blood and tortures excite in us the passions of the beast of

prey. The more this inhuman attitude yields to sympathy and

reason, the less are folly and error capable of amusing us. It

would therefore seem impossible that we should be pleased by
the foibles or absurdities of those we love. And in fact we never

enjoy seeing our own persons in a satirical light, or any one else

for whom we really feel affection. Even in farces, the hero and

heroine are seldom made ridiculous, because that would jar

upon the sympathy with which we are expected to regard them.

Nevertheless, the essence of what we call humour is that amusing
weaknesses should be combined with an amicable humanity.
\Vhether it be in the way of ingenuity, or oddity, or drollery, the

humorous person must have an absurd side, or be placed in an

absurd situation. Yet this comic aspect, at which we ought to

wince, seems to endear the character all the more. This is a
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parallel case to that of tragedy, where the depth ol the woe we

sympathize with seems to add to our satisfaction. And the ex-

planation of the paradox is the same. ^Ve do not enjoy the

expression of evil, but only the pleasant excitements that come
with it; namely, the physical stimtilus and the expression of

good. In tragedy, the misfortimes help to give the impression of

truth, and to bring out the noble cjualities of the hero, but are in

themselves depressing, so much so that over-sensitive people
cannot enjoy the beauty of the representation. So also in humour,
the painful suggestions are felt as such, and need to be over-

balanced by agreeable elements. These come from both direc-

tions, from the aesthetic and the sympathetic reaction. On the

one hand there is the sensuous and merely perceptive stimula-

tion, the novelty, the movement, the vivacity of the spectacle.
On the other hand, there is the luxury of imaginative sympathy,
the mental assimilation of another congenial experience, the

expansion into another life.

The juxtaposition of these two pleasures produces just that

tension and complication in ^\hich the humorous consists. We
are satirical, and we are friendly at the same time. The conscious-

ness of the friendship gives a regretful and tender touch to the

satire, and the sting of the satire makes the friendship a trifle

humble and sad. Don Quixote is mad; he is old, useless, and

ridiculous, but he is the soul of honour, and in all his laughable
adventures we follow him like the ghost of our better selves.

We enjoy his discomfitines too much to wish he had been a

perfect Amadis; and we have besides a shrewd suspicion that he
is the only kind of Amadis there can ever be in this world. At
the same time it does us good to see the courage of his idealism,

the ingenuity of his wit, and the simplicity of his goodness. But
how shall we reconcile our sympathy with his dream and our

perception of its absurdity? The situation is contradictory. We
are drawn to some different point of view, from which the

comedy may no longer seem so amusing. As humour becomes

deep and really different from satire, it changes into pathos, and

passes out of the sphere of the comic altogether. The mischances

that were to amuse us as scoffers now grieve us as men, and the

value of the representation depends on the touches of beauty
and seriousness with which it is adorned.

§ 64. The grotesque. Something analogous to humour can

appear in plastic forms, when we call it the giotesque. This is an

interesting effect produced by such a transformation of an ideal
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type as cxaggcraics one ot iis tUiiuiiis oi coiiibiiics it wiili (jilici

types. The real excellcrKe of this, like that of all fution, con-

sists in re-creation: m the loi ni.iiion ol .1 thiiii; uhuli ii.innc has

not, hui nii<;hi (on(ei\ably h;i\e oliered. We call (liese inxentions

(oniie anil j^rotescpie when we arc eonsidi-i ing tluii (li\(i^(tue

from the natural rather than their inward j)ossibility. lint the

latter eonstiiiites their real charm; and the more we study and

develojje them, the better we inidersland it. The incongruity

with the conventional type then disaj)[)ears, and what was impos-
sible and ridicidous at first takes its place among recognized

ideals. The centaur and the satyr are no longer grotesque; the

type is acccjiied. Ami tlie grotesqueness of an individual has es-

sentially the same nature. If we like the inward harmony, the

characteristic balance of his features, we are able to disengage

this individual from the class into which we were trying to force

him; we can forget the exjjectation which he was going to disap-

point. The ugliness then disappears, and only the reassertion of

the old habit ami demand can make us regard him as in any

way extravagant.
\Vhat appears as grotesque may be intrinsically inferior or

superior to the normal. That is a question of its abstract material

and form. But until the new object impresses its form on our

imagination, so that we can giasp its unity and proportion, it

appears to us as a jumble and distortion of other forms. If this

confusion is absolute, the object is simply null; it does not exist

aesthetically, except by virtue of materials. But if the confusion is

not absolute, and we have an inkling of the unity and character

in the midst of the strangeness of the form, then we have the

grotesque. It is the half-formed, the perplexed, and the sug-

gestively monstrous.

The analogy to the comic is very close, as we can readily con-

ceive that it should be. In the comic we have this same juxta-

position of a new and an old idea, and if the new is not futile

and really inconceivable, it may in time establish itself in the

mind, and cease to be ludicrous. Good wit is novel truth, as the

good grotesque is novel beauty. But there are natural conditions

of organization, and we must not mistake every mutilation for

the creation of a new form. The tendency of nature to establish

well-marked species of animals shows what various combinations

are most stable in the face of physical forces, and there is a fitness

also for survival in the mind, which is determined by the re-

lation of any form to our fixed method of perception. New

things are therefore generally bad because, as has been well said,
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they are incapable of becoming old. A thousand originalities are

produced by defect of faculty, for one that is {produced by
genius. For in the pursuit of beauty, as in that of truth, an in-

finite number of paths lead to failure, and only one to success.

§ 65. The possibility of finite perfection. If these observa-
tions have any accuracy, they confirm this important truth,-
that no assthetic value is really founded on the experience or the

suggestion of evil. This conclusion will doubtless seem the more
interesting if we think of its possible extension to the field of
ethics and of the implied vindication of the ideals of moral per-
fection as something essentially definable and attainable. But
without insisting on an analogy to ethics, which might be mis-

leading, we may hasten to state the principle which emerges
from our analysis of expression. Expressiveness may be found in

any one thing that suggests another, or draws from association
with that other any of its emotional colouring. There may,
therefore, of course, be an expressiveness of evil; but this expres-
siveness will not have any aesthetic value. The description or

suggestion of suffering may have a worth as science or discipline,
but can never in itself enhance any beauty. Tragedy and comedy
please in spite of this expressiveness and not by virtue of it; and
except for the pleasures they give, they have no place among the
fine arts. Nor have they, in such a case, any place in human life

at all; unless they are instruments of some practical purpose
and serve to preach a moral, or achieve a bad notoriety. For

ugly things can attract attention, although they cannot keep it;

and the scandal of a new horror may secure a certain vulgar
admiration which follows whatever is momentarily conspicuous,
and which is attained ever by crime. Such admiration, however,
has nothing aesthetic about it, and is only made possible by the
bluntness of our sense of beauty.
The effect of the pathetic and comic is therefore ne\er pure;

since the expression of some evil is mixed up with those elements

by which the whole appeals to us. These elements we have seen
to be the truth of the presentation, which involves the pleasures
of recognition and comprehension, the beauty of the medium,
and the concomitant expression of things intrinsically good. To
these sources all the aesthetic value of comic and tragic is due;
and the sympathetic emotion which arises from the spectacle of
evil must never be allowed to overpower these pleasures of con-

templation, else the entire object becomes distasteful and loses its

excuse for being. Too exclusive a relish for the comic and
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pathetic is atcortlingly a sign of bad taste and of comparative
insensibility to beautv.

This situation has generally been appreciated in the practice
of the arts, where ellect is jK-rpetiially stiulicd: but the greatest

care has not always succeetled in avoiding the dangers of the

pathetic, and history is full of failures due to bombast, carica-

ture, and immitigated horror. In all these- the ellort to be ex-

pressive has transgressed the conditions of pleasing effect. For the

creative and imitative impidse is indiscriminate. It does not con-

sider the e\cniual beautv of the effect, but onlv tlic blind in-

stinct of self-expression, f fence an untrained ami not naiuially
sensitive mind cannot tlistinguish or jjroduce anything good.
This critical incapacity has always been a cause of failure and a

just ground for ridicule: but it remained for some thinkers of

our time—a time of little art and much undisciplined j)roduction
—to erect this abuse into a princijjle and declare that the essence

of beauty is to express the artist and not to delight the world.

lUit the conditions of effect, and the possibility of pleasing, are

the only criterion of what is capable and worthy of expression.
Art exists and has value by its adaptation to these universal

conditions of beauty.

Nothing but the good of life enters into the texture of the

beautiful. \\'hat charms us in the comic, what stirs us in the sub-

lime and touches us in the pathetic, is a glimpse of some good;

imperfection has value only as an incipient perfection. Could
the labours and sufferings of life be reduced, and a better

harmony between man and nature be established, nothing would
be lost to the arts: for the pure and ultimate value of the comic

is discovery, of the pathetic, love, of the sublime, exaltation;

and these would still subsist. Indeed, they would all be increased;

and it has ever been, accordingly, in the happiest and most

prosperous moments of humanity, when the mind and the world

were knit into a brief embrace, that natural beauty has been

best perceived, and art has won its triumphs. But it sometimes

happens, in moments less propitious, that the soul is subdued
to what it works in, and loses its power of idealization and

hope. By a pathetic and superstitious self-depreciation, we then

punish ourselves for the imperfection of nature. Awed by the

magnitude of a reality that we can no longer conceive as free

from evil, we try to assert that its evil also is a good; and we

poison the very essence of the good to make its extension imi-

versal. We confuse the causal connexion of those things in na-

ture which we call good or evil by an adventitious denomination,
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with the logical opposition between good and evil themselves;

because one generation makes room for another, we say death

is necessary to life; and because the causes of sorrow and joy are

so mingled in this world, we cannot conceive how, in a better

world, they might be disentangled.
This incapacity of the imagination to reconstruct the condi-

tions of life and build the frame of things nearer to the heart's

desire is very fatal to a steady loyalty to what is noble and fine.

We surrender ourselves to a kind of miscellaneous appreciation,
without standard or goal; and calling every vexatious apparition

by the name of beauty, we become incapable of discriminating
its excellence or feeling its value. We need to clarify our ideals,

and enliven our vision of perfection. No atheism is so terrible

as the absence of an ultimate ideal, nor could any failure

of power be more contrary to human nature than the failure of

moral imagination, or more incompatible with healthy life. For

we have faculties, and habits, and impulses. These are the basis

of our demands. And these demands, although variable, consti-

tute an ever-present intrinsic standard of value by which we feel

and judge. The ideal is immanent in them; for the ideal means
that environment in which our faculties woidd find their freest

employment, and their most congenial world. Perfection would
be nothing but life under those conditions. Accordingly our
consciousness of the ideal becomes distinct in proportion as we
advance in virtue and in proportion to the vigour and definiteness

with which our faculties work. When the vital harmony is com-

plete, when the act is pure, faith in perfection passes into vision.

That man is unhappy indeed, who in all his life has had no

glimpse of perfection, who in the ecstasy of love, or in the de-

light of contemplation, has never been able to say: It is attained.

Such moments of insj^iration are the source of the arts, which
have no higher function than to renew them.

A work of art is indeed a monument to such a moment, the

memorial to such a vision; and its charm varies with its power of

recalling us from the distractions of common life to the joy of a

more natural and perfect activity.

§ 66. The stability of the ideal. The perfection thus revealed

is relative to our nature and faculties; if it were not, it could have

no value for us. It is revealed to us in brief moments, but it is

not for that reason an unstable or fantastic thing. Human atten-

tion inevitably flickers; we survey things in succession, and our
acts of synthesis and our realization of fact are only occasional.
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This is the tcmiic ol all om possessions; we au- iioi nniiiicr-

rupiedly conscious ol ouiselves, oui physical iii\ iioiiiiiciii, oiii

ruling passions, or oui ileepcst (on\i(iion. What wonder, ilun,

that we are not constanilv (onscious ol that perlettion which
is the inipliiit ideal ol all our prelerentes and desires? We \iew

it onlv ill p. 11 Is, as ])assion or jJiKt-ption successively directs oui

attention to its \arious elements. Some ol us never try to ion-

ceive it in its totalitv. Vet our whole lile is an act of worship
to this unknown di\iniiy; e\ ei v hcaitlclt praver is ollercd beloic

one or anoilier ol its images.
Mils ideal ot jjerfection varies, indeed, but oiih witli ilic \aria-

tions oi our nature of whidi it is the coiniterjiart and entelechy.
There is perhaj^s no more frivolous notion than that to wiiich

Schopenhauer has gi\en a new currency, tliat a good, once at-

tained, lo.ses all its \alue. Ihe instability ot oui attention, the

need of rest and repair in our organs, makes a round of objects

necessary to oui minds: but we turn lioin a beautiful thing, as

from a truth or a friend, only to return incessantly, and with

increasing ajjprec iation. Nor do we lose all the benefit of our
achie\ements in the inter\als between our \i\id realizations of

what we have gained. The tone of the mind is jjermanently
raised: and we live with that general sense of steadfastness and

resource, which is jjerhajjs the kernel of hajjjiiness. Knowledge,
affection, religion, and beauty are not less constant influences

in a man's life because his consciousness of them is intermittent.

Even when absent, they fdl the chambers of the mind with a

kind of fragrance. They have a continual efficacy, as well as a

perennial worth.

There are, indeed, other objects of desire that if attained

leave nothing but restlessness and dissatisfaction behind them.

These are the objects pursued by fools. That such objects ever

attract us is a proof of the disorganization of our nature,

which drives us in contrary directions and is at war with itself.

It we had attained anything like steadiness of thought or fixity

of character, if we knew ourselves, we shoidd know also our
inalienable satisfactions. To say that all goods become worthless

in possession is either a j)iece of superficial satire that intention-

ally denies the normal in order to make the abnormal seem more

shocking, or else it is a confession of frivolity, a confession that,

as an idiot never learns to distinguish reality amid the phantasms
of his brain, so we have never learned to distinguish true goods
amid our extravagances of whim and passion. That true

goods exist is nevertheless a fact of moral experience. "A thing of
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beauty is a joy for ever"; a great affection, a clear thought, a

profound and well-tried faith, are eternal possessions. And this

is not merely a fact, to be asserted upon the authority of those

who know it by experience. It is a psychological necessity. While
we retain the same senses, we must get the same impressions
from the same objects; while we keep our instincts and passions,
we must pursue the same goods; while we have the same powers
of imagination, we must experience the same delight in their

exercise. Age brings about, of course, variation in all these

particulars, and the suscej^tibility of two individuals is never

exactly similar. But the eventual decay of our personal energies
does not destroy the natural value of objects, so long as the same
will embodies itself in other minds, and human nature sub-

sists in the world. The sun is not now unreal because each one
of us in succession, and all of us in the end, must close our

eyes upon it; and yet the sun exists for us only because we per-
ceive it. The ideal has the same conditions of being, but has this

advantage over the sun, that we cannot know if its light is ever

destined to fail us.

There is then a broad foundation of identity in our nature,

by virtue of which we live in a common world, and have an art

and a religion in common. That the ideal should be constant

within these limits is as inevitable as that it should vary be-

yond them. And so long as we exist and recognize ourselves

individually as persons or collectively as human, we must

recognize also our immanent ideal, the realization of which
would constitute perfection for us. That ideal cannot be de-

stroyed except in proportion as we ourselves perish. An absolute

perfection, independent of human nature and its variations, may
interest the metaphysician; but the artist and the man will be
satisfied with a perfection that is inseparable from the conscious-

ness of mankind, since it is at once the natural vision of the

imagination, and the rational goal of the will.

§ 67. Conclusion. We have now studied the sense of beauty in

what seem to be its fundamental manifestations, and in some of the

more striking complications which it undergoes. In sur\eying so

broad a field we stand in need of some classification and sub-

division; and we have chosen the familiar one of matter, form,
and expression, as least likely to lead us into needless artificiality.

But artificiality there must always be in the discursive descrip-
tion of anything given in consciousness. Psychology attempts
what is perhaps impossible, namely, the anatomy of life. Mind is

a fluid; the lights and shadows that flicker through it have no
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real bouiularics, and no possihilitN ol jjennancncc. C)iir whole
classification ol iiuiii.il lads is borrowed from iIk

])li\si(.il (oii

ditions or expressions ol them. The very senses are disiinj^uishcd
because of the readiness with whidi wc (an isolate thcii oiiu-r or-

gans, lileas can be identified only by idenlilying their objects.

Feelings are recogni/etl i)y their outer expression, and when we

try to recall an emotion, we must do .so by recalling the circum-

stances in which it occinred.

In distinguishing, then, in our sense of beauty, an apprecia-
tion ol sensible material, one of abstract form, and another of

associated \alues, we have been merely following the established

method of psychology, the only one by which it is possible to

analyze the mind. We have distinguished the elements of the

object, and treated the feeling as if it were composed of corre-

sponding parts. The worlds of nature and fancy, which are the

object of a.'sthetic feeling, can be cli\ided into jjarts in space and
time. We can then distinguish the material of things from the

various forms it may successively assume; we can distinguish,

also, the earlier and the later impressions made by the same

object; and we can ascertain the coexistence of one impression
with another, or with the memory of others. But aesthetic feel-

ing itself has no parts, and this physiolog)' of its causes is not

a description of its proper nature.

Beauty as we feel it is something indescribable: what it is or

what it means can never be said. By appealing to experiment
and memory we can show that this feeling varies as certain

things vary in the objecti\e conditions; that it varies with the

frequency, for instance, with which a form has been presented,
or with the associates which that form has had in the past. This
will justify a description of the feeling as composed of the vari-

ous contributions of these objects. But the feeling itself knows

nothing of composition nor contributions. It is an affection of the

soul, a consciousness of joy and security, a pang, a dream, a pure
pleasure. It suffuses an object without telling why; nor has it any
need to ask the question. It justifies itself and the vision it

gilds; nor is there any meaning in seeking for a cause of it,

in this inward sense. Beauty exists for the same reason that the

object which is beautiful exists, or the world in which that object
lies, or we that look upon both. It is an experience: there is

nothing more to say about it. Indeed, if we look at things

teleologically, and as they ultimately justify themselves to the

heart, beauty is of all things what least calls for explanation.
For matter and space and time and principles of reason and of

evolution, all are ultimately brute, unaccountable data. We may
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describe what actually is, but it might have been otherwise, and

the mystery of its being is as baffling and dark as ever.

But we,—the minds that ask all questions and judge of the

validity of all answers,—we are not ourselves independent of this

world in which we live. We sprang from it, and our relations

in it determine all our instincts and satisfactions. This final

questioning and sense of mystery is an unsatisfied craving which

nature has her way of stilling. Now we only ask for reasons when
we are surprised. If we had no expectations we should have no

surprises. And what gives us expectation is the sjjontaneous di-

rection of our thought, determined by the structure of our brain

and the effects of our experience. If our spontaneous thoughts
came to run in harmony with the course of nature, if our expecta-
tions were then continually fulfilled, the sense of mystery would
vanish. We should be incapable of asking why the world existed

or had such a nature, just as we are now little inclined to ask

why anything is right, but mightily disinclined to give up
asking why anything is wrong.
This satisfaction of our reason, due to the harmony between

our nature and our experience, is partially realized already. The
sense of beauty is its realization. When our senses and imagi-
nation find what they crave, when the world so shapes itself

or so moulds the mind that the correspondence between them is

perfect, then perception is pleasure, and existence needs no

apology. The duality which is the condition of conflict disap-

pears. There is no inward standard different from the outward

fact with which that outward fact may be compared. A unifica-

tion of this kind is the goal of our intelligence and of our affec-

tion, quite as much as of our aesthetic sense; but we have in

those departments fewer examples of success. In the heat of

speculation or of love there may come moments of equal per-

fection, but they are very unstable. The reason and the heart

remain deeply unsatisfied. But the eye finds in nature, and in

some supreme achievements of art, constant and fuller satisfac-

tion. For the eye is quick, and seems to have been more docile to

the education of life than the heart or the reason of man, and

able sooner to adapt itself to the reality. Beauty therefore seems

to be the clearest manifestation of perfection, and the best evi-

dence of its possibility. If perfection is, as it should be, the

ultimate justification of being, we may understand the ground
of the moral dignity of beauty. Beauty is a pledge of the possible

conformity between the soul and nature, and consequently a

ground of faith in the supremacy of the good.
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theories, metaphysics, aesthetics, morality. "Rare originality . . . brings a new rigour into

philosophical argument." Philosophical Quarterly. New corrected second edition. Index, vii

+ 301pp. 53/8 X 8 T516 Paperbound $1.75

INTRODUCTION TO SYMBOLIC LOGIC, S. Langer. No special knowledge of math required —
probably the clearest book ever written on symbolic logic, suitable for the layman, general
scientist, and philosopher. You start with simple symbols and advance to a knowledge of

the Boole-Schroeder and Russell-Whitehead systems. Forms, logical structure, classes, the
calculus of propositions, logic of the syllogism, etc., are all covered. "One of the clearest
and simplest introductions," MATHEMATICS GAZETTE. Second enlarged, revised edition. 368pp.
53/8 X 8. 8164 Paperbound $1.75

LANGUAGE, TRUTH AND LOGIC, A. J. Ayer. A clear, careful analysis of the basic ideas of

Logical Positivism. Building on the work of Schlick, Russell, Carnap, and the Viennese School,
Mr. Ayer develops a detailed exposition of the nature of philosophy, science, and metaphysics;
the Self and the World; logic and common sense, and other philosophic concepts. An aid to

clarity of thought as well as the first full-length development of Logical Positivism in English.
Introduction by Bertrand Russell. Index. 160pp. 53/8 x 8. TIO Paperbound $1.25

ESSAYS IN EXPERIMENTAL LOGIC, J. Dewey. Based upon the theory that knowledge implies a

judgment which in turn implies an inquiry, these papers consider the inquiry stage in terms
of: the relationship of thought and subject matter, antecedents of thought, data and mean-

ings. 3 papers examine Bertrand Russell's thought, while 2 others discuss pragmatism and a

final essay presents a new theory of the logic of values. Index, viii + 444pp. 53/8 x 8.

T73 Paperbound $1.95

TRAGIC SENSE OF LIFE, M. de Unamuno. The acknowledged masterpiece of one of Spain's
most influential thinkers. Between the despair at the inevitable death of man and all his

works and the desire for something better, Unamuno finds that "saving incertitude" that

alone can console us. This dynamic appraisal of man's faith in God and in himself has been
called "a masterpiece" by the ENCYCLOPAEDIA BRITANNICA. xxx + 332pp. 53/8 x 8.

T257 Paperbound $2.00

HISTORY OF DOGMA, A. Harnack. Adolph Harnack, who died in 1930, was perhaps the greatest
Church historian of all time. In this epoch-making history, which has never been surpassed
in comprehensiveness and wealth of learning, he traces the development of the authoritative
Christian doctrinal system from its first crystallization in the 4th century down through the
Reformation, including also a brief survey of the later developments through the Infallibility
decree of 1870. He reveals the enormous influence of Greek thought on the early Fathers,
and discusses such topics as the Apologists, the great councils, Manichaeism, the historical

position of Augustine, the medieval opposition to indulgences, the rise of Protestantism, the
relations of Luther's doctrines with modern tendencies of thought, and much more. "Monu-
mental work; still the most valuable history of dogma . . . luminous analysis of the prob-
lems . . . abounds in suggestion and stimulus and can be neglected by no one who desires
to understand the history of thought in this most important field," Dutcher's Guide to Histori-
cal Literature. Translated by Neil Buchanan. Index. Unabridged reprint in 4 volumes. Vol I:

Beginnings to the Gnostics and Marcion. Vol II & III; 2nd century to the 4th century Fathers.
Vol IV & V: 4th century Councils to the Carlovmgian Renaissance. Vol VI & VII: Period of

Clugny (c. 1000) to the Reformation, and after. Total of cii + 2407pp. 53/8 x 8.

T904 Vol I Paperbound $2.50
T905 Vol II & III Paperbound $2.50
T906 Vol IV & V Paperbound $2.50
T907 Vol VI & VII Paperbound $2.50

The set $10.00

THE GUIDE FOR THE PERPLEXED, Malmonldes. One of the great philosophical works of all

time and a necessity for everyone interested in the philosophy of the Middle Ages in the
Jewish, Christian, and Moslem traditions. Maimonides develops a common meeting-point for the
Old Testament and the Aristotelian thought which pervaded the medieval world. His ideas and
methods predate such scholastics as Aquinas and Scotus and throw light on the entire

problem of philosophy or science vs. religion. 2nd revised edition. Complete unabridged
Friedlander translation. 55 page introduction to Maimonides's life, period, etc., with an

important summary of the GUIDE. Index, lix + 414pp. 53/8 x 8. T351 Paperbound $2.00
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Americana

THE EYES OF DISCOVERY, J. Bakeless. A vivid reconstruction of how unspoiled America

appeared to the first white men. Authentic and enlightening accounts of Hudson's landing
in New York, Coronado's trek through the Southwest; scores of explorers, settlers, trappers,

soldiers. America's pristine flora, fauna, and Indians in every region and state in fresh and
unusual new aspects. "A fascinating view of what the land was like before the first highway
went through," Time. 68 contemporary illustrations, 39 newly added in this edition. Index.

Bibliography, x + 500pp. 5^-b x 8. T761 Paperbound $2.00

AUDUBON AND HIS JOURNALS, J. J. Audubon. A collection of fascinating accounts of Europe and

America in the early 1800's through Audubon's own eyes. Includes the Missouri River Journals—an eventful trip through America's untouched heartland, the Labrador Journals, the European
Journals, the famous ."Episodes", and other rare Audubon material, including the descriptive

chapters from the original letterpress edition of the "Ornithological Studies", omitted in all

later editions. Indispensable for ornithologists, naturalists, and all lovers of Americana and
adventure 70-page biography by Audubon's granddaughter. 38 illustrations. Index. Total of

n06pp. 5% x 8. T675 Vol I Paperbound 52.25
T676 Vol II Paperbound $2.25

The set $4.50

TRAVELS OF WILLIAM BARTRAM, edited by Mark Van Doren. The first inexpensive Illustrated

edition of one of the 18th century's most delightful books is an excellent source of first-hand

material on American geography, anthropology, and natural history. Many descriptions of early
Indian tribes are our only source of information on them prior to the infiltration of the white
man. "The mind of a scientist with the soul of a poet," John Livingston Lowes. 13 original
illustrations and maps. Edited with an introduction by Mark Van Doren. 448pp. 5% x 8.

T13 Paperbound $2.00

GARRETS AND PRETENDERS: A HISTORY OF BOHEMIANISM IN AMERICA, A. Parry. The colorful

and fantastic history of American Bohemianism from Poe to Kerouac. This is the only

complete record of hoboes, cranks, starving poets, and suicides. Here are Pfaff, Whitman,
Crane, Bierce, Pound, and many others. New chapters by the author and by H. T. Moore bring
this thorough and well-documented history down to the Beatniks. "An excellent account,"
N. Y. Times. Scores of cartoons, drawings, and caricatures. Bibliography. Index, xxviii +
421pp. 5% X 8V8. T708 Paperbound $1.95

THE EXPLORATION OF THE COLORADO RIVER AND ITS CANYONS. J. W. Powell. The thrilling first-

hand account of the expedition that filled in the last white space on the map of the United

States. Rapids, famine, hostile Indians, and mutiny are among the perils encountered as the

unknown Colorado Valley reveals its secrets. This is the only uncut version of Major Powell's

classic of exploration that has been printed in the last 60 years. Includes later reflections

and subsequent expedition. 250 illustrations, new map. 400pp. SVe x SVs.
T94 Paperbound $2.00

THE JOURNAL OF HENRY D. THOREAU, Edited by Bradford Torrey and Francis H. Allen. Henry
Thoreau is not only one of the most important figures in American literature and social

thought; his voluminous journals (from which his books emerged as selections and crystalliza-

tions) constitute both the longest, most sensitive record of personal internal development
and a most penetrating description of a historical moment in American culture. This present
set, which was first issued in fourteen volumes, contains Thoreau's entire journals from
1837 to 1862, with the exception of the lost years which were found only recently. We are

reissuing it, complete and unabridged, with a new introduction by Walter Harding, Secretary
of the Thoreau Society. Fourteen volumes reissued in two volumes. Foreword by Henry Seidel

Canby. Total of 1888pp. 83/8 x 12'/*. T312-3 Two volume set, Clothbound $20.00

GAMES AND SONGS OF AMERICAN CHILDREN, collected by William Wells Newell. A remarkable
collection of 190 games with songs that accompany many of them; cross references to show
similarities, differences among them; variations; musical notation for 38 songs. Textual dis-

cussions show relations with folk-drama and other aspects of folk tradition. Grouped into

categories for ready comparative study: Love-games, histories, playing at work, human life,

bird and beast, mythology, guesslng-games, etc. New introduction covers relations of songs
and dances to timeless heritage of folklore, biographical sketch of Newell, other pertinent
data. A good source of inspiration for those in charge of groups of children and a valuable
reference for anthropologists, sociologists, psychiatrists. Introduction by Carl Withers. New
Indexes of first lines, games. 5% x 3V2. xil -I- 242pp. T354 Paperbound $1.75
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GARDNER'S PHOTOGRAPHIC SKETCH BOOK OF THE CIVIL WAR, Alexander Gardner. The first

published collection of Civil War photographs, by one of the two or three most famous

photographers of the era, outstandingly reproduced from the original positives. Scenes of

crucial battles: Appomattox, Manassas, Mechanicsville, Bull Run, Yorktown, Fredericksburg,
etc. Gettysburg immediately after retirement of forces. Battle ruins at Richmond, Petersburg,
Gaines'Mill. Prisons, arsenals, a slave pen, fortifications, headquarters, pontoon bridges,

soldiers, a field hospital. A unique glimpse into the realities of one of the bloodiest wars
in history, with an introductory text to each picture by Gardner himself. Until this edition,

there were only five known copies in libraries, and fewer in private hands, one of which sold

at auction in 1952 for $425. Introduction by E. F. Bleiler. 100 full page 7 x 10 photographs
(original size). 224pp. 8V2 x 10%. T476 Clothbound $6.00

A BIBLIOGRAPHY OF NORTH AMERICAN FOLKLORE AND FOLKSONG, Charles Haywood, Ph.D.

The only book that brings together bibliographic information on so wide a range of folklore

material. Lists practically everything published about American folksongs, ballads, dances,
folk beliefs and practices, popular music, tales, similar material—more than 35,000 titles

of books, articles, periodicals, monographs, music publications, phonograph records. Each

entry complete v/ith author, title, date and place of publication, arranger and performer of

particular examples of folk music, many with Dr. Haywood's valuable criticism, evaluation.

Volume I, "The American People," is complete listing of general and regional studies, titles

of tales and songs of Negro and non-English speaking groups and v/here to find them.
Occupational Bibliography including sections listing sources of information, folk material on

cowboys, riverboat men, 49ers, American characters like Mike Fink. Frankie and Johnnie,
John Henry, many more. Volume II, "The American Indian," tells where to find information
on dances, myths, songs, ritual of more than 250 tribes in U.S., Canada. A monumental
product of 10 years' labor, carefully classified for easy use. "All students of this subject
. . . will find themselves in debt to Professor Haywood," Stith Thompson, in American

Anthropologist. "... a most useful and excellent work," Duncan Emrich, Chief Folklore

Section, Library of Congress, in "Notes." Corrected, enlarged republication of 1951 edition.

New Preface. New index of composers, arrangers, performers. General index of more than

15,000 items. Two volumes. Total of 1301pp. BVe x 91/4. T797-798 Clothbound $12.50

INCIDENTS OF TRAVEL IN YUCATAN, John L. Stephens. One of first white men to penetrate
interior of Yucatan tells the thrilling story of his discoveries of 44 cities, remains of

once-pov/erful Maya civilization. Compelling text combines narrative power with historical

significance as it takes you through heat, dust, storms of Yucatan; native festivals with
brutal bull fights; great ruined temples atop man-made mounds. Countless idols, sculptures,
tombs, examples of Mayan taste for rich ornamentation, from gateways to personal trinkets,

accurately illustrated, discussed in text. Will appeal to those interested in ancient civiliza-

tions, and those who like stories of exploration, discovery, adventure. Republication 0'

last (1843) edition. 124 illustrations by English artist, F. Catherwood. Appendix on Mayan
architecture, chronology. Tv/o volume set. Total of xxviii + 927pp.

Vol I T926 Paperbound $2.00
Vol II T927 Paperbound $2.00

The set $4.00

A GENIUS IN THE FAMILY, Hiram Percy Maxim. Sir Hiram Stevens Maxim was known to the

public as the inventive genius who created the Maxim gun, automatic sprinkler, and a

heavier-than-air plane that got off the ground in 1894. Here, his son reminisces—this is by
no means a formal biography—about the exciting and often downright scandalous private
life of his brilliant, eccentric father. A warm and winning portrait of a prankish, mis-

chievous, impious personality, a genuine character. The style is fresh and direct, the

effect is unadulterated pleasure. "A book of charm and lasting humor . . . belongs on the

'must read' list of all fathers," New York Times. "A truly gorgeous affair," New Statesman
and Nation. 17 illustrations, 16 specially for this edition, viii + 108pp. 5% x 8V2.

T948 Paperbound $1.00

HORSELESS CARRIAGE DAYS, Hiram P. Maxim. The best account of an important technological
revolution by one of its leading figures. The delightful and rewarding story of the author's

experiments with the exact combustibility of gasoline, stopping and starting mechanisms,
carriage design, and engines. Captures remarkably well the flavor of an age of scoffers and
rival inventors not above sabotage; of noisy, uncontrollable gasoline vehicles and incredible

mobile steam kettles. ". . . historic information and light humor are combined to furnish

highly entertaining reading," New York Times. 56 photographs, 12 specially for this edition,

xi + 175pp. 53/8 x 8V2. T964 Paperbound $1.35

BODY, BOOTS AND BRITCHES: FOLKTALES, BALLADS AND SPEECH FROM COUNTRY NEW YORK,
Harold W. Thompson, A unique collection, discussion of songs, stories, anecdotes, proverbs
handed dOAn orally from Scotch-Irish grandfathers, German nurse-maids, Negro workmen,
gathered from all over Upper New York State. Tall tales by and about lumbermen and

pirates, canalers and injun-fighters, tragic and comic ballads, scores of sayings and

proverbs all tied together by an informative, delightful narrative by former president of

New York Historical Society. "... a sparkling homespun tapestry that every lover of

Americana v/ill want to have around the house," Carl Carmer, New York Times. Republication
of 1939 edition. 20 line-drawings. Index. Appendix (Sources of material, bibliography). 530pp.
5% x 8V2. T411 Paperbound $2.00
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Dover Classical Records
Now available directly to the public exclusively from Dover: top-quality recordings of fine

classical music for only $2 per record! Almost all were released by major record companies
to sell for $5 and $6. These recordings were issued under our imprint only after they had

passed a severe critical test. We insisted upon:

First-rate music that Is enjoyable, musically important and culturally significant.

First-rate performances, where the artists have earned out the composer's intentions,
in which the music is alive, vigorous, played with understanding and sensitivity.

First-rate sound—clear, sonorous, fully balanced, crackle-free, whir-free.

Have in your home music by major composers, performed by such gifted musicians as Eisner,

Gitlis. Wijhrer. Beveridge Webster, the Barchet Quartet, Gimpel, etc. Enthusiastically received

when first released, many of these performances are definitive. The records are not

seconds or remainders, but brand new pressings made on pure vinyl from carefully chosen
master tapes. "All purpose" 12" monaural SS"-^ rpm records, they play equally well on hi-fi

and stereo equipment. Fine music for discriminating music lovers, superlatively played,

flawlessly recorded: there is no better way to build your library of recorded classical music
at remarkable savings. There are no strings; this is not a come-on, not a club, forcing you to

buy records you may not want m order to get a few at a lower price. Buy whatever records

you want in any quantity, and never pay more than $2 each. Your obligation ends with your
First purchase. And that's when ours begins. Dover's money-back guarantee allows you to

return any record for any reason, even if you don't like the music, for a full, immediate
refund—no questions asked.

MOZART: STRING QUARTETS: IN A (K. 464) AND C ("DISSONANT") (K. 465), Barchet Quartet.

The final two of the famous Haydn Quartets, high-points m the history of music. The A

Major was accepted with delight by Mozart's contemporaries, but the C Major, with its

dissonant opening, aroused strong protest. Today, of course, the remarkable resolutions of the

dissonances are recognized as major musical achievements. "Beautiful warm playing,"
MUSICAL AMERICA. "Two of Mozart's loveliest quartets in a distinguished performance,"
REV. OF RECORDED MUSIC. (Playing time 58 mins.) HCR 5200 $2.00

MOZART: STRING QUARTETS: IN G (K. 80), D (K. 156), and C (K. 157), Barchet Quartet. The

early chamber music of Mozart receives unfortunately little attention. First-rate music of

the Italian school. It contains all the lightness and charm that belongs only to the youthful
Mozart. This is currently the only separate source for the composer's work of this period.

"Excellent," HIGH FIDELITY. "Filled with sunshine and youthful joy; played with verve,

recorded sound live and brilliant," CHRISTIAN SCI. MONITOR, (playing time 51 mIns.)
HCR 5201 $2.00

MOZART: SERENADES: -9 IN D ( "POSTHORN") (K. 320), =6 IN D ("SERENATA NOHURNA")
(K. 239), Pro Musica Orch. of Stuttgart, under Edouard van Remoortel. For Mozart, the

serenade was a highly effective form, since he could bring to it the Immediacy and intimacy

of chamber music as well as the free fantasy of larger group music. Both these serenades

are distinguished by a playful, mischievous quality, a spirit perfectly captured in this fine

performance. "A triumph, polished playing from the orchestra." HI Fl MUSIC AT HOME.
•Sound is rich and resonant, fidelity is wonderful," REV. OF RECORDED MUSIC. (Playing time

51 mins.) NCR 5202 $2.00

MOZART: DIVERTIMENTO FOR VIOLIN, VIOLA AND CELLO IN E FLAT (K. 563); ADAGIO AND
FUGUE IN F MINOR (K. 404a), Kehr Trio. The divertimento is one of Mozart's most beloved

pieces, called by Einstein "the finest and most perfect trio ever heard." It is difficult to

Imagine a music lover who will not be delighted by it. This is the only recording of the

lesser known Adagio and Fugue, written in 1782 and influenced by Bach's Well-Tempered
Clavichord. "Extremely beautiful recording, strongly recommended," THE OBSERVER. "Superior

to rival editions," HIGH FIDELITY. (Playing time 51 mins.) HCR 5203 $2.00

SCHUMANN: KREISLERIANA (OPUS 16) AND FANTASIA IN C (OPUS 17), Vlado Perlemuter, Piano.

The vigorous Romantic imagination and the remarkable emotional qualities of Schumann's

piano music raise It to a special eminence In 19th-century creativity. Both these pieces are

rooted to the composer's tortuous romance with his future wife, Clara, and both receive bril-

liant treatment at the hands of Vlado Perlemuter, Paris Conservatory, proclaimed by Alfred

Cortot "not only a great virtuoso but also a great musician." "The best Kreislerlana to

date," BILLBOARD. (Playing time 55 mins.) HCR 5204 $2.00
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SCHUMANN: TRIOS it^ IN MINOR (OPUS 63) AND r3 IN G MINOR (OPUS 110), Trio di Bol-

zano. The fiery, romantic, melodic Trio ;rl and the dramatic, seldom heard Trio #3 are both

movmgly played by a fine chamber ensemble. No one personified Romanticism to the general
public of the 1840's more than did Robert Schumann, and among his most romantic works
are these trios for cello, violin and piano. "Ensemble and overall interpretation leave little

to be desired," HIGH FIDELITY. "An especially understanding performance," REV. OF RE-
CORDED MUSIC. (Playing time 54 mins.) HCR 5205 ?2.00

SCHUBERT: QUINTET IN A ("TROUT") (OPUS 114), AND NOCTURNE IN E FLAT (OPUS 148),
Friedrich Wiihrer, Piano and Barchet Quartet. If there is a single piece of chamber music
that is a universal favorite, it is probably Schubert's "Trout" Quintet. Delightful melody,
harmonic resources, musical exuberance are its characteristics. The Nocturne (played by
Wijhrer, Barchet, and Reimann) is an exquisite piece with a deceptively simple theme and

harmony. "The best Trout on the market—WiJhrer is a fine Viennese-style Schubertian, and his

spirit infects the Barchets," ATLANTIC MONTHLY. "Exquisitely recorded," ETUDE. (Playing
time 44 mins.) HCR 5206 $2.00

SCHUBERT: PIANO SONATAS IN C MINOR AND B (OPUS 147), Friedrich Wiihrer. Schubert's

sonatas retain the structure of the classical form, but delight listeners with romantic free-

dom and a special melodic richness. The C Minor, one of the Three Grand Sonatas, is a

product of the composer's maturity. The 8 Major was not published until 15 years after his

death. "Remarkable interpretation, reproduction of the first rank," DISQUES. "A superb

pianist for music like this, musicianship, sweep, power, and an ability to integrate Schubert's

measures such as few pianists have had since Schnabel," Harold Schonberg. (Playing time

49 mins.) HCR 5207 $2.00

STRAVINSKY: VIOLIN CONCERTO IN D, Wry Gitlis, Cologne Orchestra; DUO CONCERTANTE,

Ivry Gitlis, Violin, Charlotte Zelka, Piano, Cologne Orchestra; JEU DE CARTES, Bamberg Sym-

phony, under Hollreiser. Igor Stravinsky is probably the most important composer of this

century, and these three works are among the most significant of his neoclassical period of

the 30's. The Violin Concerto is one of the few modern classics. Jeu de Cartes, a ballet

score, bubbles with gaiety, color and melodiousness. "Imaginatively played and beautifully

recorded," E. T. Canby, HARPERS MAGAZINE. "Gitlis is excellent, Hollreiser beautifully

worked out," HIGH FIDELITY. (Playing time 55 mins.) HCR 5208 $2.00

GEMINIANI: SIX CONCERTI GROSSI, OPUS 3, Helma Eisner, Harpsichord, Barchet Quartet, Pro

Musica Orch. of Stuttgart, under Reinhardt. Francesco Geminiani (1687-1762) has been redis-

covered in the same musical exploration that revealed Scarlatti, Vivaldi, and Corelli. In

form he is more sophisticated than the earlier Italians, but his music delights modern

listeners with its combination of contrapuntal techniques and the full harmonies and rich

melodies charcteristic of Italian music. This is the only recording of the six 1733 concerti:

D Major B Flat Minor, E Minor, G Minor, E Minor (bis), and D Minor. "I warmly recommend

it spacious, magnificent, I enjoyed every bar," C. Cudworth, RECORD NEWS. "Works of real

charm, recorded with understanding and style," ETUDE. (Playing time 52 mins.)
HCR 5209 $2.00

MODERN PIANO SONATAS: BARTOK: SONATA FOR PIANO; BLOCH: SONATA FOR PIANO (1935);

PROKOFIEV, PIANO SONATA ^7 IN B FUT ("STALINGRAD"); STRAVINSKY: PIANO SONATA

(1924), Istvan N^das, Piano. Shows some of the major forces and directions in modern piano

music: Stravinsky's crisp austerity; Bartok's fusion of Hungarian folk motives; incisive di-

verse rhythms, and driving power; Bloch's distinctive emotional vigor; Prokofiev's brilliance

and melodic beauty couched in pre-Romantic forms. "A most interesting documentation of

the contemporary piano sonata. Nadas is a very good pianist." HIGH FIDELITY. (Playing time

59 mins.)
HCR 5215 $2.00

VIVALDI: CONCERTI FOR FLUTE, VIOLIN, BASSOON, AND HARPSICHORD: :sr8 IN G MINOR, s:21

IN F, #27 IN D, #7 IN D; SONATA :^^ IN A MINOR, Gastone Tassinari, Renato Giangrandi,

Giorgio Semprini, Arlette Eggmann. More than any other Baroque composer, Vivaldi moved

the concerto grosso closer to the solo concert we deem standard today. In these concerti he

wrote virtuosi music for the solo instruments, allowing each to introduce new material or

expand on musical ideas, creating tone colors unusual even for Vivaldi. As a result, this

record displays a new area of his genius, offering some of his most brilliant music. Per-

formed by a top-rank European group. (Playing time 45 mins.) HCR 5216 $2.00

LiJBECK: CANTATAS: HILF OEINEM VOLK; GOTT, WIE DEIN NAME, Stuttgart Choral Society,

Swabian Symphony Orch.; PRELUDES AND FUGUES IN C MINOR AND IN E, Eva Hdlderlin,

Organ. Vincent Lijbeck (1654-1740), contemporary of Bach and Buxtehude, was one of the

great figures of the 18th-century North German school. These examples of LiJbeck's few

surviving works indicate his power and brilliance. Voice and instrument lines in the cantatas

are strongly reminiscent of the organ: the preludes and fugues show the influence of Bach

and Buxtehude. This is the only recording of the superb cantatas. Text and translation included.

"Outstanding record," E. T. Canby, SAT. REVIEW. "Holderlin's playing is exceptional," AM.

RECORD REVIEW. "Will make [Lubeck] many new friends," Philip Miller. (Playing time 37

mins.) HCR 5217 $2.00
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DONIZEHI, BETLY (LA CAPANNA SVIZ2ERA). Soloists of Compagnla del Teatro dell'Opera
Comica di Roma, Societa del Quartetto, Rome, Chorus and Orch. betly, a delightful one-act
opera written in 1836, is similar in style and story to one of Doni/etti's better-Known operas,
L'Ellsir. Betly is lighthearted and farcical, with bright melodies and a freshness character-
istic of the best of Donizetti. Libretto (English and Italian) included. "The chief honors go to

Angela Tuccari who sings the title role, and the record is worth having for her alone," M.

Payment, GRAMOPHONE REC. REVIEW. "The interpretation ... Is excellent . . . This is a

charming record which we recommend to lovers of little-Known worKs," DISQUES.
HCR 5218 $2.00

ROSSINI: L'OCCASIONE FA IL LADRO (IL CAMBIO DELLA VALIGIA), Soloists of Compagnia del
Teatro dell'Opera Comica di Roma, Societa del Quartetto. Rome, Chorus and Orch. A charm-
ing one-act opera buffa, this is one of the first worKs of Rossim s maturity, and it is filled
with the wit, gaiety and sparKle that maKe his comic operas second only to Mozart's. LiKe
other Rossini worKs, L'Occasione maKes use of the theme of impersonation and attendant
amusing confusions. This is the only recording of this important buffa. Full libretto (English
and Italian) included. "A major rebirth, a stylish performance ... the Roman recording
engineers have outdone themselves," H. Weinstock, SAT. REVIEW. (Playing time 53 mms )

HCR 5219 J2.00

OOWLANO: "FIRST BOOKE OF AYRES," Pro Musica Antiqua of Brussels, Safford Cape, Director.

This is the first recording to include all 22 of the songs of this great collection, written

by John Dowland, one of the most important writers of songs of 16th and 17fh century Eng-
land. The participation of the Brussels Pro Musica under Saftord Cape insures scholarly ac-

curacy and musical artistry. "Powerfully expressive and very beautiful," B. Haggin. "The

musicianly singers . . . never fall below an impressive standard," Philip Miller. Text included.

(Playing time 51 mins.) HCR 5220 >2.00

FRENCH CHANSONS AND DANCES OF THE 16TH CENTURY, Pro Musica Antiqua of Brussels.

Safford Cape, Director. A remarkable selection of 26 three- or four-part chansons and de-

lightful dances from the French Golden Age— by such composers as Orlando Lasso. Crecquil-

lon, Claude Gervaise, etc. Text and translation included. "Delightful, well-varied with respect
to mood and to vocal and instrumental color," HIGH FIDELITY. "Performed with . . . dis-

crimination and musical taste, full of melodic distinction and harmonic resource," Irvmg
Kolodin. (Playing time 39 mins.) HCR 5221 52.00

GALUPPI: CONCERTI A QUATRO: ;r1 IN G MINOR, z:2 IN G, :;r3 IN 0, ;r4 IN C MINOR, ~5 IN

E FLAT, AND —6 IN B FLAT, Biffoli Quartet. During Baldassare Galuppi's lifetime, his instru-

mental music was widely renowned, and his contemporaries Mozart and Haydn thought

highly of his work. These 6 concerti reflect his great ability; and they are among the most

interesting compositions of the period. They are remarkable for their unusual combinations

of timbres and for emotional elements that were only then beginning to be introduced into

music. Performed by the well-known Biffoli Quartet, this is the only record devoted exclu-

sively to Galuppi. (Playing time 47 mins.) HCR 5222 $2.00

HAYDN: DIVERTIMENTI FOR WIND BAND, IN C; IN F; DIVERTIMENTO A NOVE STROMENTI IN C
FOR STRINGS AND WIND INSTRUMENTS, reconstructed by H. C. Robbins Landon, performed by
members of Vienna State Opera Orch.; MOZART DIVERTIMENTI IN C, III (K. 187) AND IV

(K. 188), Salzburg Wind Ensemble. Robbms Landon discovered Haydn manuscripts in a Bene-
dictine monastery in Lower Austria, edited them and restored their original instrumentation
The result is this magnificent record. Two little-known divertimenti by Mozart—of great charm
and appeal—are also included. None of this music is available elsewhere (Playing time 58

mins.) HCR 5223 $2.00

PURCELL: TRIO SONATAS FROM "SONATAS OF FOUR PARTS" (1697): r9 IN F ("GOLDEN"), rr7

IN C, -1 IN B MINOR, ::10 IN D, :r4 IN D MINOR, -2 IN E FLAT, AND :r8 IN G MINOR,
Giorgio Ciompi, and Werner Torkanowsky, Violins, Geo. Koutzen, Cello, and Herman Chessid,

Harpsichord. These posthumously-published sonatas show Purcell at his most advanced and
mature. They are certainly among the finest musical examples of pre-modern chamber music.

Those not familiar with his instrumental music are well-advised to hear these outstanding

pieces. "Performance sounds excellent," Harold Schonberg. "Some of the most noble and

touching music known to anyone," AMERICAN RECORD GUIDE. (Playing time 58 mins.)
HCR 5224 $2.00

BARTOK: VIOLIN CONCERTO; SONATA FOR UNACCOMPANIED VIOLIN, Ivry GItlis, Pro Musica
of Vienna, under Hornstein. Both these works are outstanding examples of Bartok's final

period, and they show his powers at their fullest. The Violin Concerto is, in the opinion of

many authorities, Bartok's finest work, and the Sonata, his last work, is "a masterpiece"
(F. Sackville West). "Wonderful, finest performance of both Bartok works I have ever heard,"
GRAMOPHONE. "Gitlis makes such potent and musical sense out of these works that I suspect
many general music lovers (not otherwise in sympathy with modern music) will discover to

their amazement that they like it. Exceptionally good sound," AUDITOR. (Playing time 54

mins.) HCR 5211 $2.00
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101 PATCHWORK PATTERNS, Ruby Short McKim. With no more ability than the fundamentals
of ordinary sewing, you will learn to make over 100 beautiful quilts: flowers, rainbows, Irish

chains, fish and bird designs, leaf designs, unusual geometric patterns, many others. Cutting
designs carefully diagrammed and described, suggestions for materials, yardage estimates,
step-by-step instructions, plus entertaining stories of origins of quilt names, other folklore.

Revised 1962. 101 full-sized patterns. 140 illustrations. Index. 128pp. 7% x 103/4.

T773 Paperbound $1.85

ESSENTIAL GRAMMAR SERIES
By concentrating on the essential core of material that constitutes the semantically most
important forms and areas of a language and by stressing explanation (often brmging parallel

English forms into the discussion) rather than rote memory, this new series of grammar
books is among the handiest language aids ever devised. Designed by linguists and teachers
for adults with limited learning objectives and learning time, these books omit nothing im-

portant, yet they teach more usable language material and do it more quickly and permanently
than any other self-study material. Clear and rigidly economical, they concentrate upon im-

mediately usable language material, logically organized so that related material is always
presented together. Any reader of typical capability can use them to refresh his grasp of

language, to supplement self-study language records or conventional grammars used in

schools, or to begin language study on his own. Now available:

ESSENTIAL GERMAN GRAMMAR, Dr. Guy Stern & E. F. Bleiler. Index. Glossary of terms. 128pp.
53/8 X 8. T422 Paperbound $1.00

ESSENTIAL FRENCH GRAMMAR, Dr. Seymour Resnick. Index. Cognate list. Glossary. 159pp.
53/8 X 8. T419 Paperbound $1.00

ESSENTIAL ITALIAN GRAMMAR, Or. Olga Ragusa. Index. Glossary. 111pp. 53/3 x 8.

T779 Paperbound $1.00

ESSENTIAL SPANISH GRAMMAR, Dr. Seymour Resnick. Index. 50-page cognate list. Glossary.

138pp. 53/8 x 8. T780 Paperbound $1.00

PHILOSOPHIES OF MUSIC HISTORY: A Study of General Histories of Music, 1600-1960, Warren
D. Allen. Unquestionably one of the most significant documents yet to appear in musicology,
this thorough survey covers the entire field of historical research in music. An influential

masterpiece of scholarship, it includes early music histories; theories on the ethos of

music; lexicons, dictionaries and encyclopedias of music; musical historiography through the

centuries; philosophies of music history; scores of related topics. Copiously documented.
New preface brings work up to 1950. Index. 317-item bibliography. 9 illustrations; 3 full-page

plates. 53/8 X 8V2. xxxiv + 382pp. T282 Paperbound $2.00

MR. DOOLEY ON IVRYTHING AND IVRYBODY, Finley Peter Dunne. The largest collection in

print of hilarious utterances by the irrepressible Irishman of Archey Street, one of the most
vital characters in American fiction. Gathered from the half dozen books that appeared during
the height of Mr. Dooley's popularity, these 102 pieces are all unaltered and uncut, and

they are all remarkably fresh and pertinent even today. Selected and edited by Robert
Hutchinson. 53/8 x 8V2. xii 4- 244p. T626 Paperbound $1.00

TREATISE ON PHYSIOLOGICAL OPTICS, Hermann von Helmholtz. Despite new investigations, this

important work will probably remain preeminent. Contains everything known about physiological

optics up to 1925, covering scores of topics under the general headings of dioptrics of the

eye, sensations of vision, and perecptions of vision. Von Helmholtz's voluminous data are all

included, as are extensive supplementary matter incorporated into the third German edition,

new material prepared for 1925 English edition, and copious textual annotations by J. P. C.

Southall. The most exhaustive treatise ever prepared on the subject, it has behind it a list

of contributors that will never again be duplicated. Translated and edited by J. P. C. Southall.

Bibliography. Indexes. 312 illustrations. 3 volumes bound as 2. Total of 1749pp. 53/8 x 8.

S15-16 Two volume set, Clothbound $15.00

THE ARTISTIC ANATOMY OF TREES, Rex Vicat Cole. Even the novice with but an elementary
knowledge of drawing and none of the structure of trees can learn to draw, paint trees from
this systematic, lucid instruction book. Copiously illustrated with the author's own sketches,

diagrams, and 50 paintings from the early Renaissance to today, it covers composition; struc-

ture of twigs, boughs, buds, branch systems; outline forms of major species; how leaf is set

on twig; flowers and fruit and their arrangement; etc. 500 illustrations. Bibliography. Indexes.

347pp. 53/8 X 8. T1016 Clothbound $4.50
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GEOMETRY OF FOUR DIMENSIONS, H. P. Manning. Unique in English as a clear, concise intro-

duction to this fascinating subject. Treatment is primarily synthetic and Euclidean, although
hyperpianes and hyperspheres at infinity are considered by non-Euclidean forms Historical

introduction and foundations of 4-dimenslonal geometry; perpendicularity; simple angles;

angles of planes; higher order; symmetry; order, motion; hyperpyramids, hypercones, hyper-

spheres; figures with parallel elements; volume, hypervolume in space; regular polyhedroids.
Glossary of terms. 74 illustrations, ix + 348pp. 5^b x 8. S182 Paperbound )2.00

PAPER FOLDING FOR BEGINNERS, W. 0. Murray and F. J. RIgney. A delightful introduction to

the varied and entertaining Japanese art of origami (paper folding), with a full, crystal-clear
text that anticipates every difficulty; over 275 clearly labeled diagrams of all important stages
in creation. You get results at each stage, since complex figures are logically developed from

simpler ones. 43 different pieces are explained: sailboats, frogs, roosters, etc. 6 photographic
plates. 279 diagrams. 9Spp. 5% x 84«. T713 Paperbound $1.00

SATELLITES AND SCIENTIFIC RESEARCH, D. King-Hele. An up-to-the-minute non-technical ac-

count of the man-made satellites and the discoveries they have yielded up to September of

1961. Brings together information hitherto published only in hard-to-get scientific journals. In-

cludes the life history of a typical satellite, methods of tracking, new information on the

shape of the earth, zones of radiation, etc. Over 60 diagrams and 6 photographs. Mathemati-
cal appendix. Bibliography of over 100 items. Index, xil + 180pp. 51b x 8V2.

T703 Paperbound $2.00

LOUIS PASTEUR, S. J. Holmes. A brief, very clear, and warmly understanding biography of the

great French scientist by a former Professor of Zoology in the University of California. Traces
his home life, the fortunate effects of his education, his early researches and first theses, and
his constant struggle with superstition and institutionalism in his work on microorganisms,
fermentation, anthrax, rabies, etc. New preface by the author. 159pp. 5% x 8.

T197 Paperbound $1.00

THE ENJOYMENT OF CHESS PROBLEMS, K. S. Howard. A classic treatise on this minor art by
an internationally recognized autt

the everyday chess player as wel

on 3- and 4-move problems; a cl._, ... -. — . _ ,-

one-volume contribution originating solely In the U.S.A.," Alain White. 200 diagrams. Index.

Solutions, vili + 212pp. 5% x 8. T742 Paperbound $1.25

SAM LOYD AND HIS CHESS PROBLEMS. Alain C. White. Loyd was (for all practical purposes)
the father of the American chess problem and his prot6g§ and successor presents here the

diamonds of his production, chess problems embodying a whimsy and bizarre fancy entirely

unique. More than 725 in all, ranging from two-move to extremely elaborate five-movers,

including Loyd's contributions to chess oddities—problems in which pieces are arranged to

form initials, figures, other by-paths of chess problem found nowhere else. Classified accord-

ing to major concept, with full text analyzing problems, containing selections from Loyd's
own writings. A classic to challenge your ingenuity, increase your skill. Corrected republica-
tion of 1913 edition. Over 750 diagrams and illustrations. 744 problems with solutions.

471pp. 5% X 8V2. T928 Paperbound $2.25

FABLES IN SLANG & MORE FABLES IN SLANG, George Ade. 2 complete books of major
American humorist In pungent colloquial tradition of Twain, Billings. 1st reprinting in over

30 years includes "The Two Mandolin Players and the Willing Performer," "The Base Ball

Fan Who Took the Only Known Cure," "The Slim Girl Who Tried to Keep a Date that was
Never Made," 42 other tales of eccentric, perverse, but always funny characters. "Touch
of genius," H. L. Mencken. New introduction by E. F. Bleiler. 86 illus. 208pp. 5% x 8.

T533 Paperbound $1.00

lOBLEMS, K. S. Howard. A classic treatise on this minor art by
authority that gives a basic knowledge of terms and themes for

well as the problem fan: 7 chapters on the two-mover; 7 more
a chapter on selfmates; and much more. "The most important
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It is remarkably appropriate that this work on aesthetics should

have been written by George Santayaiia, who is probably the most

brilliant philosophic writer and the philosopher with the strongest
sense of beauty since Plato. It is not a dry metaphysical treatise, as

works on aesthetics so often are, but is itself a fascinating document;
as much a revelation of the beauty of language as of the concept
of beauty.

This iniabridged reproduction of the 1896 edition of lectures de-

livered at Harvard College is a study of "why, when, and how beauty

appears, what conditions an object must fulfill to be beaiuiful, what
elements of our nature make us sensible of beauty, and what the

relation is between the constitution of the object and the excite-

ment of our susceptibility."

Santayana first analyzes the nature of beauty, finding it irrational,

"pleasure regarded as the quality of a thing." He then proceeds to

the materials of beauty, showing that all human functions can con-

tribute: love, social instincts, senses, etc. Beauty of form is then

analyzed, and finally the author discusses the expression of beauty.
Literature, religion, values, evil, wit, humor, and the possibility of

finite perfection are all examined. Presentation throughout the work
is concrete and easy to follow, with examples drawn from art, his-

tory, anthropology, psychology, and similar areas.

Unaltered, unabridged republication. Index, ix
-{-' 168pp. 5% x 8'/2.

T238 Paperbound $1.00
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We have made every effort to make this the best book possible. Our

paper is opaque, with minimal show-through; it will not discolor or

become brittle with age. Pages are sewn in signatines, in the method

traditionally used for the best books, and will not drop out, as often

happens with paperbacks held together with glue. Books open flat

for easy reference. The binding will not crack or split. This is

a permanent book.


