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ABSTRACT

A Inflation FOP. U:I'Icss‘luirln 2:: AND EVAIUATIIIG

CRI'I‘ICIsM or PHILnsozmr IN Ll'l'E-ti’ATUEZEZ:

APE>LlCATTCII 03- (ran: AEETJFEILJ‘J Io
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By

Phyllis Jane Divita Needy

It is apparent to students of criticism tlst a consifisrsble

amount of controversy exists axons critics and aesthetzeicns ehcut the

function of criticism and the value of the various critical approaches.

One of the rest intriguing differences centers on the soucalled philo-

sophical and moral element in literary vorLs. while it was assumefl

for many ,enerations that literature is a emperior means of preSenti.g

philosOphical and moral truth; more recently theorists have challenged

this View with a variety of argvmants. Cesaequentlyg criticism re-

flects numerous asstmptio.s about the exact nature of the phllOSOphical

and moral element in literature, the desired critical -
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and the extent to which the critic‘s personal beli~fs are hrevr‘t to

bear on interpretatio uni evaluation.
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terminology, Specifically, the meanings of the phiJOSOphicel element

in literature, of artistic truth, and of belief as relates to art and

criticism. The second factor is awareness of the wejor aesthetic

theories that provide the basis for literary criticism. The third

factor is formulation of criteria for evaluating aesthetic theories.

and critical practice.

In Part II the method is applied to selected critical studies of

Thomas Hardy's philosOphy. The studies are categorized for analysis

and evaluation according to the aesthetic theories that underlie them,

with the major theoretical categories being Imitationism, Hedonism,

Expressionism, Transcendentalism, and Formalism-Organicism.

Among Hardy's imitationist critics, there is considerable re-

liance on essence imitation theory, a theory which values artistic

insights into the nature of reality as conveyed by literature's repre-

sentation of so-called essential reality. There are three major

trends among Hardy's essence imitation critics. In the first group

are critics who define essential reality, the aesthetic norm to be

represented, in accord with their personal beliefs and.who often equate

artistic insights to simple doctrinal messages based on these beliefs.

In the second group are imitationists who set Up an aesthetic norm for

Judging artistic insights that demands correSpnndence to Hardy's so-

called characteristic philosOphy. The value of the criticism in both

these grorps is limited by a narrow and subjective aesthetic

foundation. In the last group are critics nits a major interest in

exploring Hardy's insights into essential reality but whose norms re-

flect awareness that artistic insights are integrally connected to
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certain formal elements in literary works. The interpretations and

Judgments of this group are sometimes worthwhile and often outstand-

ing.

Hardy‘s hedonist critics interpret and judge his works on the

basis of the aesthetic pleasure they evoke. I designate two eate-

gories of hedonist criticism. In the first group are critics who

define aesthetic pleasure in terms of single, Specific kinds of

emotional reSponses. The criticism in this group fails to enrich our

understanding of Hardy's philos0phy since it is dictated by an ex-

tremely narrow definition of aesthetic pleasure. Represented in the

second group is a critic who defines aesthetic pleasure in fairly

expansive and complex terms. His aesthetic rationale, which permits

him to explore a variety of literary phenomena and effects, represents

an achievement for hedonistic criticism.

Hardy's expressionist critics reveal an interest in the communi-

cation of emotion or experience from the artist to the audience and

link aesthetic value to the success of the communication. The ten-

dencies are apparent in this category of critics. The first is to

concentrate on Hardy's intellectual and emotional background with the

major intention of demonstrating that the novelist held a sincere

belief in a particular vision of life that necessitated its expression

in his works and that the sincerity of the vision is the source of its

aesthetic value. The second approach is to attempt to measure the

success of the conmunicated experience and Judge the quality of the

experience. Both tendencies rely strongly on the critics' inpressions

and inferences and thus contribute very little to an understanding of

he philOsophy of Hardy’s works.
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Transcendentalism rarely constitutes the sole aesthetic basis of

criticism, but its criterion of artistic excellence often permeates

much critical commentary. That criterion places value on the capacity

of literature to allow for intuitive insight into the nature of

ultimate reality. An analysis is made of two critical studies that

reveal a transcendentalist tendency, namely, the assigning of aesthetic

value to purely anti—realistic literary structures, especially gro-

tesque, absurd, and alogical ones, as in themselves suggesting to the

imagination that ultimate realitKDis characterized by man's struggle

for meaning in a chaotic and absurd universe. These critics offer

enriching interpretations, but here is the possibility of distortion

of the literary work that may result from overvaluing certain kinds of

metaphorical structures as embodying in themselves insight into ulti-

mate reality.

Organicism serves as the aesthetic foundation for some of the

best available criticism of Hardy's philosophy. The basic theory

places value on the art object as a self-sufficient entity existing to

be experienced in and for itself, with aesthetic excellence depending

on the integration of all the work's various elements. The organicist

criticism of Hardy's phiIOSOphy may be placed into three groups--

mediocre, adequate, and outstanding. The mediocre criticism is

characterized by an explication of a sinrle literary element that fails

to suggest the precise or the significant function of that particular

element in the whole work. The adequate organicist criticise is

characterized by analyses and interpretations of philoSOphieal themes
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studies not only enrich our understanding of the philoSOphy of his

works but also enlarge our understanding of important aes hetic and

critical issues.

The designation of the problem to be investigated in the present

study, the explication of its background, and the evolution of the

method described for understanding and evaluating literary criticism

all serve to sharpen perception of the complexities involved in criti-

cism of the philos0phical element in literature. Analysis of the

Hardy criticism reveals that there are numerous kinds of responses

0 .

to this element. If we go to criticism for an understanding and

appreciation of the so-called philosoPhical aspect of a literary work,

then we may judge the value of the criticism according to the quality

of the aesthetic reSponse that it reveals. The present study preposes

to help modern readers and would-be critics recognize and understand

the various possible approaches to the phiIOSOphic element in

literature. This kind of awareness will indicate to them the nature

of their own reactions in a literary experience. It will enable them

to analyze a critical interpretation according to the quality of the

literary ekperience on which it is based and according to the efficacy

of the methods that it implies. It will suggest the value of striving

consciously to reach the richest stage of aesthetic experiencing. It

will clarify the importance of the critic's unique adaptation of a

theoretical system. Finally, it will demonstrate the importance and

inevitability of the relationship between aesthetics and criticism.
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{PRODUCTION

The nodern.age is often characterized as being Obsessed with

analysis, intrOSpection, and intellectualization. Having discarded

certain moral and philosoPhical absolutes so relied upon by other eras,

we feel compelled to analyze actives for individual.and collective acts

and beliefs and attempt to Justifiy them4on the basis of their intrin»

sic merits. The practice of contemporary art criticism follows the

pattern of the modern temper: critics are self-conscious about their

activity, eSpecially its theoretical basis; they want to understand

what they are doing as critics and.why; and they want to convince their

audience of the correctness of their critical stance. The attitude of

self-consciousness among critics has come about from their study of

the history of criticism, from exposure to numerous modes of criticism,

and from the confusion resulting from diverse and.often conflicting

critical Judgments. The knowledgeable critic realizes that he cannot

assume that his audience holds any common.or shared notions about the

nature and value of art. Consequently, he must understand the purpose

and rationale of his criticism in order to instruct and persuade his

readers.

The preoccupation with theoretical issues has resulted in a con»

siderable arount of controversy anong critics and eestheticians about

the function of criticism and the value of the various critical ap—

proaches. R. 8. Crane points up the dilenms facing students of
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criticism: "What are we to say, for example, when poetry is viewed

by one group of critics as imitation and by other groups, Opposed to

the first but differing sharply among themselves, as expression, as

communication, as language peculiarly marked by ambiguity or paradox,

as symbolic action, as myth, or as imaginative 'prehension.of the

world'?"1 Wayne Booth expresses similar awareness of the controversy

among critics of fiction as he deals with the basic question as to

whether fiction should be Judged according to the standards of real-

ism, formalism, or symbolism.2

One of the most intriguing differences among critics centers on

the philosOphical and moral element in literary works. The history

of literary criticism records a variety of ways in which this element

has been approached. For example, it was assumed for many generations

that literature was a superior means of presenting philosophical and

moral truth: readers could attain improved minds and refined con-

sciences via the pleasant avenue of literature. And the main function

of criticism was to aid the reader in his quest by interpreting the

truths contained in literary works. The critic was likely to rely on

his personal beliefs about life in performing his critical task, but

his beliefs were probably in accord with the basic philoSOphical and

moral assumptions of the western world. more recently theorists have

asserted that the value of literature does not reside in its philo~

sephical and more]. implications, that criticism must deal strictly

with the qualities unique to literary art, and that these qualities

may be elucidated best if the critic's personal phiIOSOphical beliefs

are not directly involved in his critical effort. But the controversy

over this issue has by no means been resolved. The exact nature of
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the phllOSOphical and moral element in literature, the desired critical

approach to it, and the extent to which the critic's personal beliefs

are brought to bear on interpretation and evaluation--all of these

issues are still Open to debate among both critics and aestheticians.

It was with these three controversial issues in mind that I under-

took the present study. In its final form, it proposes gg2_method for

evaluating criticism of the philosophical and moral element in litera-

ture and it offers an application of the method to a specific group of

critical endeavors. There were, however, several preliminary steps

that led to formulation of the final tOpic.

, In thinking about the various approaches to the phiIOSOphical

aspect of literature,3 I felt that an excellent example of the diversi-

ty of method could be found in the criticism of Thomas Hardy's so-

called philosOphy. This body of material, I knew, was characterized

by a variety of critical Opinion and method. After the briefest

exposure to the conflicting interpretations of the nature and signifi-

cance of Hardy's philOSOphy, I set for myself two goals: to explore

means of accounting for the variety of critical Opinion and to attempt

an evaluation of the relative merits of the criticism, The first step

in pursuit of the goals seemed obvious-~a careful consideration of

each critic's statements in order to determine the underlying as-

sumptions of his individual response. Close analysis revealed two

major types of assumptions that were relevant to the critic's response

to the phiIOSOphicel element of Hardy's novels: these assumptions

that the critic held about aesthetics and criticism and those as-

sumptions that constituted his own personal philDSOphy of life. I

concluded that in order to explain a critic‘s response to Hardy’s
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philosophy, it would be necessary to specify the critic's aesthetic

assumptions and to determine the influence of his personal philGSOphy

on his cowmentary. The next logical step was a study of major

aesthetic theories. rs investigation of theories provided support

fer a premise that is important to this entire thesis, namely, that

the extent to which a critic's personal beliefs enter into critical

interpretation and Judgment is related to the aesthetic assumptions

that he endorses. One may grossly illustrate the nature of the rev

lationship by saying that certain theories allow the critic to apply

his personal beliefs in criticalojudgment'while other theeries forbid

such a practice.

The procedures described above seemed adequate for the achieve-

ment of my first goal--accounting fer the variety of critical Opinion

of Hardy's philoSOphy. The diversity appeared to be due nainly to

differences in the critics' aesthetic rationales; an understanding of

the major theories of art would allow a categorizing of the criticism

according to aestletic basis; and this would facilitate understanding

of it. But the procedure that produced classification.of the criticism

could not lead to precise evaluation of it.

The necessity to evaluate the criticisnnof'Hardy's phiIOSOphy'be—

came the major challenge of my study. I had naturally had some

immediate, almost instinctive, reactions to certain critics which were

tantamount to evaluations. These, I felt, were of small value since

they'vere based on my own fragmented ideas about the preper functions

of art and criticism. At times I concluded that all critical effort

was a vain pursuit since there was apparently no essential agreement

among theorists or practitioners. Obviously, this kind of thinking
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would not produce meaningful assessments. I concluded that any

attempt to Judge criticism must be rooted in a knowledge of aesthetic

and critical theory, and that ultimately it would be necessary to

assess the various theories.

Confronting this issue led to a shift in my initial major goals.

The aSpect of the study which had large implications and which became

the major goal was the formulation of a method fer understanding and
 

assessing critical approaches to the philOSOphical element in litera-

ture; assessing the criticism of Hardy's philosophy'by means of the

method.would be a tg§t_of its usefulness, and thus a secondary goal.

In order to specify criteria for Judging criticism of the philo-

SOphical aspect of literature, I drew from several facets of my back-

ground knowledge of aesthetic and critical theory. It seemed necessary

to take into account the following: a definition.of the philos0phical

element in literature and its relation to other terms such as artistic

truth and.belicf; the basic tenets of major aesthetic theories,

especially the significance each accords to philosOphy in art; the

implications of the critic’s individual interpretation of aesthetic

theory; and finally, authoritative opinions on evaluating aesthetic

theories and critical practice. The criteria Obviously reflect my own

views about art, since they result from my general awareness of the

theoretical issues and from my selection of theorists and their per-

ceptive ideas. I'believe, however, that many others will find the

general method evolved in this study to be useful and acceptable.

It may appear that the criteria (presented in Chapter 3) are sug~

gestivc of the superiority of one aesthetic theory, Organicisn, to he
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exact; but this is not quite the case. Any relatively objective study

of aesthetic theory is likely to uncover the inherent weaknesses of

certain aesthetic rationales that would prohibit acceptance of them in

their pure or rest basic form. And no one is surprised by the fact

that certain contemporary theories of art purport to overcome the

limdtations of earlier theories and thus often seem contradictory to

them. These facts do not mean that we simply discard theories and

criticism that diverge from contemporary views. But one must ac-

knowledge that most of the theorizing about the relative merits of

aesthetic rationales has been done by contemporary aestheticians and

critics. I consider their views to be valuable because they command

a large perspective of the important theories of art and because their

Judgments seem wise and prudent in view of this perspective.

A.brief discussion of the organization of the thesis will serve

to introduce the major issues involved.

Part I is devoted to explicating the background flor establishing

the method. It deals with three topics: terminology, aesthetic

theories, and criteria.

Chapter 1 provides explanations of the various terms that relate

to the philos0phical element in literature. The first step in under-

standing the issue is to determine what aestheticians and critics mean

by philosophy in art and by other related terms such as truth,

knowledge, and belief. he one reads criticism, he becomes aware that

certain critical interpretations focus on the philosophical impli-

cations of the literary work regardless of whether the critic employs

the term philosophy. And it also becomes apparent that a major

covplicating factor in critical discussions of philosophical
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implications is the problem of beliefs-«both the critic's and those

contained in the work.

Chapter 2 presents explications of five major aesthetic theories:

Imitationism, Hedonism, Expressionism, Transcendentalism, and

Fbrmalism-Organicism. A.knowledge of theories is of utmost importance

in the attempt to understand and evaluate practical criticism. If one

has a basic knowledge of major aesthetic theories, he can identify,

upon close analysis of critical commentary, the underlying aesthetic

assumptions of the critic. While the critic may not explicitly state

his aesthetic rationale, "every assay of practical criticism inevita-

bly implies theoretical assrmnptions which belong to the province of

aesthetics."h Classification of practical criticism according to its

aesthetic basis facilitates our understanding of the critic's in-

tentions, which is the first step in evaluation. R. S. Crane believes

that we cannot Judge "fairly of either the meaning or the validity of

any critical statement" until we "first reconstruct the underlying and

often only partly explicit conceptual scheme in which the statement

appears."5 Furthernore, it is an understanding of the various

aesthetic theories that enables one to perceive their inherent weak-

nesses and strengths and to evolve criteria for evaluating them.

Chapter 3 sets forth Specific criteria for Judging aesthetic

theories and critical practice. The fermulation and use of specific

criteria are necessary if one exxeets his Judgments about a critic’s

aesthetic rationale and critical practice to be convincing to others.

I realize, however, that a precise set of criteria is especially

vulnerable to attack. For exanple, the reader may Judge that some

significant criterion has been neglected, or he nay prefer different
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terminology, or he may prefer the opinions of other authorities.

There nay be reasonable objections to my criteria, but I believe that

the value in actually fermulating and using a practicable set of

standards is sufficient to counteract its limitations.

Part II of the thesis presents the application of the method to

the criticism of Hardy's philOSOphy. Here the method is tested for

its adequacy. Hardy's critics provide excellent material fior demon-

strating the method since their criticism spans a period of time

adequate enough to encompass a variety of critical approaches, since

much of the criticism stresses the so-called.phi1030phy, and since the

value of Hardy's artistic achievement has often been disputed. Chap-

ter h presents an analysis of the imitationist criticism; Chapter 5,

an analysis of the hedonist, expressionist, and transcendentalist

criticism; and Chapter 6, an analysis of organicist criticism. The

method of classification and evaluation presented in this study allows

us to discriminate minute as well as large differences in the critical

approaches to Hardy's philQSOphy. It enables us to determine how the

critics' views of philosOphy in art relate to major aesthetic theories.

It allows us to detect the influence of personal beliefs on aesthetic

Judgment. And it enables us to assess the critic's individual inter-

pretation of his aesthetic rationale and his general critical pro-

cedure.

Part III presents a discussion of the conclusions and implications

of the thesis. The total procedure involved in the study clarifies

the theoretical and practical issues surrounding critical approaches

to the philosOphical aspect of literature. Mereovar, it appears that



9

other problem areas of criticism (besides approaches to philOSOphy in

literature) might be illuminated by a study of their basis in

aesthetic theory. The method proves adequate to the challenge pre-

sented by the Hardy criticism, and the results suggest that it has the

potential of facilitating understanding and evaluation of other bodies

of criticism devoted to phllOSOphy in literary works. Finally, the

problem and solution posited by the thesis point to the advantage of

a relatively objective appraisal of aesthetic theories and critical

methods and practice.
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l"Introduction, " Critics 3.73:1. Criticifl Ancient and Modern

(Chicago, 1952), p. 5.

 

2The Rhetoric of Fiction (Chicago, 1961), pgssim.
 

3A discussion of what critics mean when they refer to philosophy

in literature is presented in Chapter 1. Since the concept includes

various things, for example, moral, social, political, and theological

aspects, I have decided to employ the encompassing term philOSOphy to

refer to these elements in literature; the various aspects included are

suggested in Chapter 1. Fm'thermore, in the interest of simplifying

the discussion throughout the thesis, I refer to "Hardy’s philOSOphy"

and the "philosOphy of Hardy's novels" as though they were the same

thing. And in applying the method of analysis and evaluation to the

Hardy criticism, I have selected critical studies that deal mainly with

the philosophy of the novels. This selection is intended to eliminate

differences in interpretation and Judgment that may be specifically

related to genre differences, since some theorists believe that dif-

ferent genres demand different critical approaches.

i‘11srold Osborne, Aesthetifns and Criticism (Iondon, 1955), p. 6.

5Crane, p. 7.
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PART I

BACKGROUND FOR ESTABLISHII‘I‘G THE MCYHIOD

 



CHAPTER 1

TEId-mZOUJ-GY

The first step in clarifying the problems presented by critical

discussions of philosoPhy in literature is to determine what aesthe-

ticians and critics mean.by this element. As one explores both

explicit and implicit definitions, he becomes aware that the tepic of

philosoPhy in literature is related to other terms, the most important

being artistic truth and belief. The following discussions of the

philosOphical element in literature, of artistic truth, and of belief

will suggest the basic issues surrounding the criticism of philoSOphy

in literature and will indicate the pertinence of a knowledge of them

to fermulating a method of understanding and evaluating this kind of

criticism.

The fhilosophical Element_in_£iterature

From even the most casual reading of literary criticism, one im»

mediately becomes aware that the term philos0phy appears often in

discussions‘but that it is rarely defined or delimited to any great

extent. It is also quite freely interchanged with other undefined

terms such as truth, knowledge, and.wisdom. Critics secm.to assume

that the reader knows wist is meant by the philosophy conveyed by an

artist or a work of art. He must determine, to a reasonable extent,

the sc0pe of the seaming; involved and the variety of terms employed

12
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in critical discussions of philOSOphy. Although practical critics

seldom devote attention to defining terms, critics and aestheticians

in their theoretical endeavors have attempted to elucidate the mean-

ing of the philOSOphical aspect of literary works.

Theorists have occasionally defined art in terms of its perform-

ing the comprehensive functions of science and fermal phi1060phy. In

support of their definition, they argue that all three disciplines

serve similar functions since they all seek the nature of reality and

disclose new reality; only the manner of searching and the dimension

of reality explored are different.1 It is my impression, however,

that when practical critics discuss the philosophy conveyed by art,

they usually do not mean by it this large, integrative function that

is common to science, fermal philosophy, and art; critics usually have

in mind a more limited meaning.

Nernen.Foerster offers a critic's explanation of the differences

between "literary philosOphy and systematic philosOphy." He believes

that philosophy in art is conveyed by symbol and myth rather than by

logic. "It is the very nature of literary philoSOphy to be loose, to

be unsystematic, to be Open not closed, to be generous not exclusive,

to be suggestive not decisive.” He feels that "the informal philoso-

phies of our writer” generally distrust fixed systems and the power of

reason and logic to "exhaust the whole of reality." According to

Fberster, literature blends a love of beauty with a love of truth.

"Its subject is, essentially, the inner nature of man; it offers a

working phiIOSOphy of man, or that 'philOSOphy of wisdom? of which

Erasmus spoke." Foerster's statements suggest that the term philosOphy

is used in discussions of literature to denote truth or wisdom about
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the inner nature of man. 0r put in another way, writers are unsystem-

atic thinkers who think about and use everything in their art: "ex-

perience here and now, the traditions of literature and the arts,

history, science, religion, philosophy, all the concerns of man."2

Fearster thus seems to intend the meaning of philOSOphy in literature

to include anything about which the writer expresses ideas or thoughts.

Moreover, he views the philoSOphic aspect of literature as an indis-

pensable concern of the critic: "The literary critic is concerned

with the wisdom inherent in literature, with the Judgment of its

ethical soundness, the firmness and range of its imitation of life"

(pp. 7h-75).

Rene wellek and Austin warren express a view similar to Fberster's

and add further support to the idea that when critics refer to philoso-

phy in literature, they have in mind a rather large and loose tOpic.

According to Wellek and warren, many of the problems concerning

philosophy in art are brought about by the confusion of the functions

of the two disciplines. They feel that literature deals with many of

the same problems and themes which phiIOSOphy investigates but that

literature deals with them unsystematically and expresses not only

philoSOphical ideas but also emotional attitudes towards ideas and

solutions. They accept Rudolph Uhger's classification of philosophical

themes that literature may explore:

. . . the problem.of fate, by which he means the relation of

freedom and necessity, spirit and nature; the religious

"problem," including the interpretation of Christ, the attitude

toward sin and salvation; the problem of na’ure, which would

include such questions as the feeling for nature, but also

questions of myth and magic. Another group of problems Unger

calls the problem of man. It concerns questions of the concept
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of man, but also of man's relation to death, man's concept of

love; and finally there is a group of prdblems of society,

family, and state.3

From this listing of phi1080phical problems that literature may

be concerned with, it alnost.secms that the ideas or thoughts expressed

by the artist on nearly any subject that affects man may be termed

philo30phy. lbreover, the pure and social sciences to a great extent

also study these same issues confronting man so that one may say that

almost any field of knowledge that is part of either scientific or

philosophical inquiry may constitute intellectual content in art and

may thus be labeled philOSOphy or knowledge or wisdom by the critics.

Jehn Middleton Hurry expresses a similar Opinion while labeling philo-

sephical content simply "thought": " . . . the range of mental acts

in poetry is unlimited and . . . the element of distinguishable thought

can vary from a comprehensive preposition . . .i to the most tenuous

apprehension of a quality physical or spiritual, or both."h

M; H. Abrams adds further support to the view expressed above that

philOSOphy in art is perceived.by critics in rather broad terms.

Abrams sees a relationship between the philosophical implications of

literature and the element of "theme" as explained by contemporary

organic theory. He praises the recent tendency to preserve the

autonomy of the poem and yet to anchor it to the world and to the

"moral consciousness of the reader.§ One example of this tendency is

the widespread insistence that the poem's "structure of symbols,

inages, and meanings is governed by a 'theme.'" Abrams asserts that

"this 'theme' frequently turns out to be a moral or philoSOphical

commonplace which bears a startling likeness to the 'moral' or govern-

ing preposition, once postulated by the didactic theorists of the
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Renaissance and neoclassic ages."5 Thus, according to Abrams'

position, the general theme, moral, central meaning, or prOposition

expressed by the poem which emerges from the total poem may very well

be termed "philosophy" by the critics. This idea is also implied in

Abrams' discussion of the various rivals art has encountered from the

time of Plato, who decided that poetry could not compete with the

truth of philosophy. Since then, poetry has been on the defensive so

as to meet threats "from one or another enterprise claiming exclusive

access to the kind of truth poetry was supposed to pretend to:

philOSOphy, history, Christian theology, and morals, and, of course,

most important since the eighteenth century-~science (p. 3).

It thus appears that critics employ a very catholic approach when

it comes to determining what may be encompassed under the term

philosOphy in literature. Fberster suggests a sort of working philoso-

phy of man, a kind of wisdonn that one perceives in art. wellek and

warren specify a number of "philOSOphical themes" consisting of both

ideas and emotional attitudes toward ideas. In their list, the scope

of the ideas is broad; it includes the nature of man, the universe,

God, society, states, and the possible interrelationships among these.

Murry labels philosophical content simply thought, while Abrams asserts

that philos0phica1 and moral implications often constitute the basis

of what critics discuss as a work's theme. Since critics take such a

flexible approach to the so~called philosophical aspect of literature,

it is hardly possible to delineate any further the meaning of the term.

In order to study this literary component as it is treated by critics,

one :ust likewise rennin flexible so as to perceive when the critic is
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actually dealing with some of the philos0phical implications of a

literary work.

The general definition suggested above of philosophy in litera-

ture should enable us to recognize whether a critic is focussing on

the philosOphical aSpect of a literary work. And once it is apparent

that a philos0phical topic is explicitly or'implicitly under dis-

cussion, an important issue is whether the philosophical element peg,

g2 enters into critical Judgment. Some very important questions arise,

fbr example, those posed by Wellek and Warren: Is literature better

for being philosOphical? Is it to be Judged.by the value of the “

philosophy adopted or by the degree of insight shown into the philoso-

phy? Is it to be Judged by originality of philos0phical thinking or

adherence to a great traditional philosOphy? Is coherence and con-

sistency of philOSOphical endeavor to be a criterion of literary

criticism76 »

These questions are central to the purpose of this thesis. It is

obvious that much critical commentary deals with the philoSOphical

aspect of literature. But how is one to decide on the relevance and

worth of such criticism? In the case of Hardy, fer example, the

novelist's so-called philOSOphy seems to be responsible fer both

positive and negative critical appraisals. To make sense of the con-

flicting Opinions, a method is needed that will enable us to pinpoint

the aesthetic and personal assumptions that are involved in.the

critics' responses. By means of an awareness of the complex issues

involved in the philosOphical aspect of literature and by means of a

broad knowledge of aesthetic theories, it becomes possible to dis-

tinguish critical approaches to philosoPhy. And once these approaches
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are clearly understood, we may then select criteria with which to

evaluate them and ultimately the individual criticism which employs

them.

Artistic Truth
 

Any consideration of the relevance of philosophy in art must

include an explanation of several related terms, the most important of

which appears to be artistic truth. Critics often.use the term truth

when they deal with a topic that has philOSOphical implications. It

becomes evident that the expressions "truth in art" and "phiIOSOphy in

art" present essentially the same problems for critics and aesthe-

ticians. This fact is illustrated in the similarity between the

questions posed above by Wellek and Warren about philOSOphy in art and

the fellowing questions asked by hbrris‘weitz about truth claims in

art:

(1) does some or all art embody truth claims? (2) ought any

art to embody truth claims? (3) does the presence of truth

claims make a difference to our appreciation of those works

that have them? (h) ought the presence of truth claims to make

a difference in our appreciation of those works that contain

them‘Z7

The term truth as it relates to art appears often in the writings

of aestheticiens and critics. It is unfortunate, however, that many

who make statements about truth in art fail to define the term. ' In

such cases one can only derive the meaning intended from the context.

Recently, several aestheticians have attempted to separate and Catvf

gorize the various meanings conveyed.by the term truth as it appears

in aesthetic and critical stidies.8 And, as one might expect, in the

process of such categorization, the scholar ultimately rejects all of
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the "wrong" meanings assigned the term truth and sets up the correct

meaning that complements his particular theory of aesthetics. Ny'aim

in the initial presentation of definitions is not to pass final Judg-

ment on the worth or correctness of the definitions but to make clear

the basic definitions that have been and are used, to suggest their

values, and to discuss their relevance to uw'study'of the criticism of

philOSOphy in literature. Once we arrive at the meaning a critic

assigns explicitly or implicitly to a concept such as truth in art, it

is then possible to determine if that meaning is part of a systematic

and significant theory of aesthetics and if the critic is aligned

either in part or in total with that theory.

7 The first and vaguest usage of artistic truth to be considered is

truth as a laudatory term. This is the only meaning that one can de-

rive in certain discussions of art in which the term is loosely used

to convey the general greatness of the work.of art (Heyl, p. #5;

Hospers, p. lhh; Stolnitz, p. 307). Used in this sense, the term

artistic truth is unjustified and unrelated to any theory of aesthetics.

The second and a most important definition is that of truth as

scientific fact. It is important for three reasons: first, it serves

as the basic definition from'which discussions of artistic truth

usually proceed; second, the acceptance or rejection of this meaning

provides a basic tenet for certain theories of art; and third, there

are several key terms associated with this meaning. Heyl explains so-

called factual truth as a "broad 'scientific' approach to truth which

has for its chief criteria accuracy, testability, and pgblig_verifia-

bility" (p. 52+). Several aestheticians agree that when truth in art

is seen as truth to fact, what is actually meant is propositional
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truth, and the issue of prepositional truth involves the terms

knowledge and cognition.

Truth as propositional truth is the definition that many theo—

rists take to be the ordinary sense of the word. In this usual sense,

truth "is the property of straight-out factual assertions about the

world." Factual assertions or statements which may be proved as

either true or false are called propositions. It should be noted that
 

a proposition is always verbal and is true when its assertion corre-

sponds to the facts it describes (Stolnitz, pp. 305, 308-309). Truth

as prepositional truth thus conveys scientific facts or verifiable be-

liefs; and since bodies of such facts have been.organized into

different fields of knowledge, we may now explore definitions of

knowledge.

Eliseo Vivas considers the strict sense of the term knowledge to

be "that which can.be tested by positive methods because the thing

known is in some sense independent of the formulated knowledge and is

referred to by the latter." Vivas concedes that others may assign

different meanings to knowledge, but in his very basic definition

knowledge is equated with facts about the actual or real which exists

and.which is referred to by the language in.which the knowledge is

expressed. This position is supported by Monroe Beardsley, who be»

lieves hat the term truth should be kept connected with knowledge and

should involve a correspondence of something to reality. Further

implied in the position is the definition of the cognitive function of

language as the capacity to make either true or false statements and

to record and communicate knowledge.9 Consequently, the process of

knowing, that is, of gognitign, is in this case the scientific method.
'. .- 'vw
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If we accept the definitions presented thus far of truth, proposition,

and knowledge, we can summarize the position as follows: knowledge

is the subject matter of propositions, which may be tested for truth.

To give an example of the relation of this very basic concept of

truth and knowledge to aesthetics: if the truth that art conveys is

prepositional truth about verifiable facts, then a work of literature

may be labeled true if all of the statements within it are tested and

verified. Clearly this definition of artistic truth as prepositional

truth can refer only to surface or linguistic truth claims that may

appear in a work of art, that is, to the truth of statements within

it. And such a definition has little to do with literature and nothing

to do with other art forms, since the visual arts and music do not con-

tain prOpositions at all (Stolnitz, pp. 308-309; Heyl, p. 55). The

limitation of the definition of truth as prepositional truth is that

it excludes from.consideration the so—called "depth meanings" of art

which are somehow "expressed" but not necessarily "stated" as

assertions.10

The third definition of truth in art is truth as artistic sin-

cerity. In.brief, this position finds truth in art to be "any

genuinely held attitude whatsoever toward life," either intellectual

or emotional (Heyl, p. 58). .Another definition.of this sense of truth

is "the absence of any attempt on the part of the artist to work

effects upon the reader which do not‘work for himself" (Hospers, p.

in). Most critics agree that the quality of sincerity is highly

desirable in art, but there is disagreement as to the wisdom.of apply»

ing the label truth to the quality. Nonetheless, several aestheticians

seem to support this usage, for example, Benedetto Croce, W. T. Stace,
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and R. G. Collingwood; and it appears in practical criticism as well.

Stace feels that art embodies true intellectual concepts; but it

appears that "any number of apparently conflicting_concepts may be
 

egually true and that, therefore, all works of art are true which re-

flect any genuinely held attitude whatsoever towardlife." As fer

Collingwood, who closely follows the ideas of Croce, "it is the

genuineness of one's personal reactions, whether they are called intel-

lectual or emotional, which forms the primary content of truth and of

art" (Heyl, p. 58).

' A fourth sense in which the term truth is used in discussions of

art is that of artistic consistency. In this view truth refers to

such qualities as artistic probability, internal necessity, stylistic

excellence (Heyl, pp. 60-63), and coherence of effects and parts

(HoSpers, p. 2h2). This concept, which was first developed by

eighteenth-century theorists, is based on the analogy between the poet

and the Creator. "The poet . . . emulates God by creating a 'second

world' which is not an imitation of the real world, but a world of its

own kind, subject only to its own laws, and exhibiting not the truth of

correspondence, but only the truth of coherence, or purely internal

consistency."11 Although some contemporary theorists find this a vague

and imprecise meaning of artistic truth, especially since other terms

such as artistic probability, etc., uore adequately describe the

quality, others, mainly certain organicists, support this usage.

Harold 03borne, for example, states that "'internal consistency' not

conformity with the actual is the sole standard of 'aesthetic truth'

in literary art."12
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The final meaning of artistic truth is a complicated one and is

especially relevant to critical discussions of philOSOphy in litera-

ture. This definition is truth as artistic insight or revelation;

the insight or revelation has to do with depth meanings about the

world of human eXperience and reality. This meaning of artistic truth

differs from the previously discussed meaning of truth as propositional

knowledge in the sense that depth meanings are ”meanings of universal

seeps underneath relatively concrete meanings or ideas" and are usually

implied.13 In other words, the insights or revelations conveyed are

not necessarily expressed in thecform.of specific verbal assertions,

but they are felt to be somehow expressed or conveyed by the total art

object. In general, nost critics reject the notion that art conveys

propositional truth or knowledge, but they agree that a work embodies

depth meanings. Critics usually explain the function.by saying that

the work of art "says something," has "the character of revelation,”

offers "new insights, new observations, new interpretations, new ap-

praisals of a more or less familiar subject matter,” or that art

”rings true" or is "true to our experience.” Thus while eschewing the

position that art gives prepositional knowledge, critics and aesthe-

ticians usually accept the idea that art reveals depth meanings about

things, about reality (Heyl, pp. 65-67). This definition of artistic

truth has to do with knowledge, but obviously it is a kind of V

knowledge that departs from the usual definition of knowledge as the

subject matter of propositions capable of being true or false.

There are several ideas about the nature of truth as insight into

or revelation of depth meanings—~neenings which somehow inhere in tie

work of art, though not presented as ver a1 assertions. The various
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ideas on the subject may be placed on.a continuum, on one end of which

is mystical truth and on the other, something very close to scientific

truth as discussed previously. At the mystical end of the continuum,

artistic insight is seen as transcendental and unverifiable, while at

the scientific end, artistic insight is viewed as similar, if not

equivalent, to propositional knowledge.

In the first view, the mystical, artistic truth is intuitive or

imaginative; it transcends facts and deals with ultimate reality

(Heyl, p. 68). Thus works of art are true "by provoking affective

states which involve this non-cogceptual knowledge of reality"

(Osborne, p. 91). This bit of aesthetic theory is most commonly

associated with nineteenth-century Romanticism. For example, Schelling

viewed the imagination to be the organ of truth, and Coleridge claimed

that "all truth is a species of Revelation" (Heyl, p. 68). In general,

the mystical position implies the idea that a work of art can provide

a truer or more ideal form of knowledge than nature offers or than

science can infer from.nature. The foundation of the idea is the view

that nature mirrors imperfectly or even hides the world of real

essences (Osborne, p. 191).

Moving away from the mystical end of the continuum, we may ex-

plore another view of the knowledge and truth offered.by artistic

insight. This view is not at all mystical, but the rationale fer it

depends on extensions of philos0phieal concepts. Dorothy Welsh

rejects the idea that art provides either mystical or scientific

knowledge, and sets forth instead the view that art is ”the de-

, 1h '
lineatien of the poss1ble." Arguing in a philosophical context,
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she asserts that art pin"ent» tie alternative possible--" is is an

internally coherent or coupossible scheme presented as alternative to

the actual." This function of art affords definite "cognitive satis—

faction since insight regarding the possible is insight into reality

(p. 611). Art is therefore related to the ultimate object of philo~

sophieal inqui1ywhi.ch is rzslity. flhe real must be construed as

embracing the possible as well as the actual. "Consequently, an

interest in the possible for its own sake should be recognized as

philosophice.l ly Justifiab.le . . . . It is a question of a philosophic

comprehension of the real in its L;nifestation.as the intrinsically

interesting possible" (p. 618). In summary, this view holds that art

can express depth me:.nings about reality in the sense that the cog-

nitive content of art presc.nts alternatives to the actual and such

alternatives can convey insight into the actual.

A third opinion on the depth insights or revelations offered by

art may be placed closer to the scientific and of our continuum. The

basic distinction in this go . tion is that art conveys not titth abe3

things (as science does) but truth-tg_things. Thus art does not

present ver jiible prepositions, yet it is true-tg_human nature, and

we can veilfy th:ls truth "in our own further observations of people and

actions." Moreovee1, art is not only true-to action and character but

also to "the felt gushties of eXperienee in general." Art may e}, ess

truth-to bin:n ehr:star, situations, sequences of events, object.‘ in

the world, and all—pervading phenomena like light and massiveness;

even the things usually M1:ludcd unclar esthetL forms, do:ign structure,

rhythms balance, 'plfsi ‘e orc‘-st*'tien' can themselves be included

I!I u . .' ' 'T .r ' .. . . ‘ P" 'i 4- ‘ yq -.

under the prineiple Jkugmiwg pp. 1:3, i75, 19d). lumiafll of this
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sort of truth~£o_thc felt qualities of experience may be verified in

our subsequent contacts with reality.

Another view of artistic insight and revelation that pertains

specifically to fictional narrative should also be placed at the

scientific end of the continuum. This is the view that regards the

narrative method as a genuine mode of thought because of its close

affinity with history and because of its derivation from the medieval

and classical tradition of allegory. That tradition viewed allegory

as an important means of conveying and acquiring knowledge. To

clarify how allegory conveys knowledge, it is necessary to distinguish

between two traditional literary techniques: allegorical illustration

and representation. Allegorical illustration is the narrative ap~

proach that presents "selected aspects of the actual, essences refera-

ble for their meaning . . . to ethical and metaphysical truth."

Representation is the approach that presents aSpects of the actual for

their reference to historical, psychological, or sociological truth.15

The culture of the Middle Ages and the Renaissance, during which time

the great epics were written, accepted the view that narrative (mainly

characterized.by allegorical illustration) was a useful.node of thought

and a "genuine instrument of philosophical discovery” (p. 110).. It was

expected that great narrative works would express "fidelity to philo-

sOphical truth, which tended to mean the unique literary illustration

of commonplace ideas, 'truths too important to be new'" (p. 151).

This tradition appears to have continued to some extent even today

in our expectations for the novel, but is further complicated by the

fact that the novel seems to straddle the borderline between tra-

ditional illustration (which usually resulted in romance, with the
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main pursuit being beauty) and traditional representation (which

usually resulted in history, with the main pursuit being truth).

Scholcs and Kellogg feel that in Western culture these two traditions

unite in the concept of realism and Specifically in the novel (p. 58).

Therefore, because of the derivation of the novel as a genre, we have

large expectations of it. iany readers feel that its allegorical

aspects convey genuine knowledge about ethical and metaphysical truths

while its representative aspects convey knowledge about historical,

psychological, and sociological truths. Consequently, the potential

of the novel as purveyor of valid knowledge is perceived to be great.

The final view of artistic insight on the continuum from mystical

to Scientific truth is one that is often called the "proposition

theory." This theory hinges on an extension of the term proposition

previously defined as strictly verbal. In the present Sense, propo-

sitions are conceived of as expressible in any medium of communication.

PrOponents of the theory argue that the artistic media communicate and

that art offers a truth and knowledge nearly the same as that provided

by science. The basic assumption of the position is that even non-

verbal art objects are or contain prOpositions, that is, statements

capable of being true or false. The artist in his task closely resem-

bles the scientist, philOSOpher, unralist, and theologian. The

resemblance stems from the preoccupation of art "with what man accepts

as real."16 "The artist is preoccupied.with the same world of Ob-

Jective existence and the same human experience which concern the other

cognitive disciplines (Greene, p. 235). Consequently, the categories

of truth and falsity are applicable in our response to art, with the
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terms being used "in a manner conformable to connon.usage" (Greene,

p. hes).

let us further explore how the prOposition theory depends on an

extension of the term proposition. Greene, as a major proponent of

the view, explains: "In making pr0positions the locus of truth,

accordingly, I am conceiving of prOpositions much morebroadly than

they are commonly conceived on; I would include EXQEELproposition

about reality which can be expressed with precision in any medium of

communication, including the several artistic media" (Greene, p. #27).

In other words, Greene does not limit the meaning of proposition to

verbal assertion. In using the term preposition in this sense, Greene

wants to convey that art can provide depth meanings, not merely

surface statements, about the nature of human existence and reality

and that these weanings are subject to the categories of truth and

falsity.

As the discussion indicates, the final meaning of artistic truth

as artistic insight or revelation is a complicated one because the

insights are equated to depth meanings that somehow inhere in the total

work. Let us review definitions of the four previously discussed con-

cepts of artistic truth so as to clarify their difference from artistic

truth as insight and to suggest their significance in the critical

treatment of philOSOphy in literary works. -

(1) Truth as a laudatory term. When a critic uses truth as a

laudatory term, he generally uses it vaguely to suggest the

work's general greatness. This usage may be noted but is not

significant in a consideration of the theoretical issues sur-

rounding the :rjtical treatment of philosophy in literature.

(2) Truth as prOpositional truth. When a critic perceives

artistic truth as prepositional truth, he labels a literary
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work true only if all the statements within it are tested and

verified. Clearly this usage has nothing to do with the total

literary work. Yet critics have been known to extract specific

statements from literary works and examine them as if they were

propositions.

(3) Truth as artistic sincerity. When a critic defines artistic

truth as artistic sincerity, he equates it to the genuineness or

sincerity with which the artist expresses attitudes that he him-

self holds. This usage is important in the critical treatment

of philOSOphy in literature.

(h) Truth as artistic consistency. When a critic defines

artistic truth as artistic consistency, he equates it to the

integrity or inherent unity of the work. This usage is neither

common nor relevant since it essentially becomes a laudatory

term. To be more precise, the definition in this sense usually

appears in support of the critic's advocacy of a strictly

organicist interpretation, and the reasoning seems to be that

if a laudatory term such as truth is to be invoked, “it should

refer to the work's supreme consistency with itself, and not to

anything outside of it.

We may now consider how the fifth meaning of truth differs from the

above definitions.

(5) Truth as artistic insight or revelation. When a critic

refers to the truth of the artistic insights of a literary work,

he is suggesting that the whole work seems to say sonething, to

offer ideas, to make interpretations of things. This usage of

artistic truth is of major significance in a study of criticism

of philosophy in literature. For it is Specifically these so~

called artistic insights or revelations that critics treat on

under a variety of labels, for example, philosOphy, philOSOphical

theme, idea, thought, wisdom, knowledge, and truth. Net only is

this aspect of literature given different labels, but critics

also hold varying notions as to the nature of the truth of the

insights. As the earlier discussion of artistic insights indi-

cates, their nature has been explained in the following terms:

as mystical revelation, as alternatives to the actual, as

truth-tg_experience, as "genuine" representational and meta-

physical truth, and as scientific truth. This last definition

of truth has to do with knowledge obviously, but the kind of

knowledge implied departs from the usual definition of knowledge

as the subject matter of propositions capable of being proved

true or false.

The above eXplnnations introduce some of the complex issues in-

volved in the criticism of literary philos0phy. Some of these relate

to the critic's attitudes toward the philosophical element, and his
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attitudes mny be usually traced to his basic aesthetic rationale. The

most important issues are: the artist's sincerity, the complexities

involved in the concept of depth meanings or artistic insights, the

means by which they are etiodicd in the whole work, and their associ-

ation with such conpliceted labels as truth and knowledge. Because

the strict definitions of knowledge and truth are not really applica-

ble to artistic insights, they are often considered under the broad

category of belief. And this term introduces another complicating

factor in the critic's approach to the philosOphical aspect of litera-

ture.

~"~**-

It is first necessary to clarify what is meant by belief and how

it may be involved in the critic's response to a work of art. Belief

and diabelief have been defined as cognitive terms referring "not to

the properties of propositions but to psychological states of mind.

They distinguish respectively our acceptance or rejection of knowledge

claims" (Stolnitz, p. 330). Belief in this sense essentially denotes

"conceptual and intuitive convictions" (Heyl, p. 7h).

Henry Aiken distinguishes four Specific types of beliefs that

apply to art. First, there are .atural beliefs, which refer to our

convictions stout the natural world and about life values. Second,

there are cultural beliefs, which pertain to "the specific scientific,

philosOphical, or religious commitments which are characteristic of

u
only a particular culture or age. Third, there are generic aesthetic

beliefs, which have to do with the process of "framing" or maintaining
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an aesthetic attitude in the contemplation of representational art.

And fourth, there are specific aesthetic beliefs, which are held as

characteristic of given artists, forms, or schools of art.17

The first two types of belief--natural and cultural--are the ones

usually associated with the controversy about the artistic relevance

of belief. We may explore some of these views: first, the extreme

positions and second, the "compromise" positions. One Opinion is that

belief is totally irrelevant to aesthetic experience and Judgment.

According to this view, art may express beliefs, but aesthetic value

does not depend on them or on the critic's agreement with them. The

Critic simply holds his own views in abeyance and Judges the artistic

insights solely on the basis of the standards within the work of art

(Heyl, p. 7h; Stolnitz, p. 333). The other extreme opinion is that

the critic must share the beliefs presented in the work if he is to

experience and appraise it prOperly (Heyl, pp. 76-77). The compromise

positions that follow involve more compleX'views on the relevance of

belief in literature.

M; H. Abrams' position relates to Aiken's concept of cultural

beliefs. Abrams emphasizes the autonomy of the work of art and the

significance of its "inherent and terminal values," but he posits the

theory that the work of art "involves assumptions and beliefs and

sympathies with.which a large measure of concurrence is indispensa-

ble . . . . "18 He thinks of these constitutive beliefs as quite

broad enough to encompass the assumptions of various cultures: “As it

evolves, the poem makes constant call on a complex of beliefs which

are the product of ordinary human experience with life, peeple, love,

mutability, age, and art. These subsist less in propositional form
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than in the form of universalizcd attitudes, prOpensities, sentiments

and dispositions" (p. 16). Moreover, this complex of beliefs is

basic, pervasive, and essential to the total work since it inheres in

"the silent understructure of suppositions, norms, and beliefs which

has controlled the choice, conception, and management of the literary

subject" (p. xi). But if the poet fails to win our imaginative con-

sent to the pervading gthg§_of a work, it may assume the stature of an

assertion which the reader feels compelled to challenge. If the poet

is to avoid this occurrence, he must take seriously his "responsi-

bility to the beliefs and prepossessions of our cannon.experience,

common sense, and common moral consciousness" (p. 28). Abrams ac-

knowledges that what the term "common" encompasses is open to dispute;

nonetheless, he proscribes "positions so illiberal, or eccentric, or

perverse that they incite counterbeliefs which inhibit the ungrudging

'yes' that we grant to the masterpieces" (pp. 28-29).

Another view is that of Aiken, who argues that the process by

which we perceive beliefs in literature is cOgnitive as well as

emotional. He suggests the possibility that cagnitive cues are neces-

sary before certain emotional attitudes can.be developed in the

spectator. Aiken states that beliefs may exist on two levels--the

behavioral and the mental. 0n the behavioral level, beliefs "are

perhaps best conceived as expectancies or ideo-motor sets which dis-

pose us to act when, as, and if something is the case." There are

various degrees to which such beliefs may be aroused, and some degrees

may involve no action'wtstsoever. On the mental level, beliefs "mani-

fest themselves within tne field of consciousness primarily as 'felt

dcterndnation' . . . or as feelings of acceptance." The second kindwm
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mental beliefs—~pertain to reality; for example, when we say that a

work of art is real, we mean we have a pervasive, unbroken belief in

it.19

Aiken holds that it is quite natural in representational wor s

of art that we should invoke beliefs we have about the natural world;

moreover, the life values which relate so much to the emotional and

affective aspects of art rely greatly on natural beliefs and cognitive

processes, although they may not be formulated in terms of propo-

sitions. In the aesthetic experience, such beliefs may be aroused;

but since there arises no need fa; action or choice, the beliefs thus

serve an aesthetic function. The relevance of cultural beliefs is the

most disputed issue. The question posed is whether we can appreciate

the art of cultures other than our own since these may involve scien-

tific, philCSOphical, or religious commitments we no longer share.

Aiken argues that the proper question is not simply whether we can

appreciate the works of other cultures, "but rather in what degree and

on which levels of significance," and he acknowledges that levels of

significance for appreciation vary with belief (p. 309).

The final view offers another compromise position. It suggests

”that the critic should Judge the truth of the artistic insights on the

basis bgth_of the artist's stand and of his own." This approach in-

cludes first "feeling" a work of art and second, "thinking" the work

(Heyl, pp. 76-77). In the thinking stage, the critic may reject the

artist's beliefs if they do not correspond to his own or if they lack

coherence and credibility within the work's frame of reference

(Ste/3.12111, p . 331+ ) .
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All of the views on the relevance of belief in the aesthetic

experience and critical Judgment are important to an understanding of

the possible ways in.which a critic nay approach the philosophical

aSpect of literature. When critics discuss this t0pic, they are most

often dealing with the artistic insights or revelations which the work

conveys. And while these are often referred to as truth and knowledge,

these latter terms are not strictly applicable since artistic insights

are not verifiable as are prepositional truth and knowledge. Conse-

quently, the whole issue of philosophy in literature, whether it is

called the philosophic theme, the idea, the thought, the wisdonh or

the truth of a given work, comes under the broad category of belief.

And as such, we must consider the variety of ways in which the element

of belief may affect critical response and Judgment.

This chapter has presented a discussion of terminology pertinent

to the theoretical background that contributed to my evolving a method

of understanding and evaluating criticism of philosoPhy in literature.

The first section dealt with the term.philos0phy as used and intended

in critical discussions, with the major conclusion being that philo-

sephical implications are present in a variety of tepics explored by

critics. The second section dealt with artistic truth as relates to

the issue of philOSOphy, with the major conclusion being that the

definition of artistic truth as artistic insight is suggestive of

exactly the same topics that critics equate to phiIOSOphy in litera-

ture. The third section dealt with the term belief as designating the

category most applicable to the so~called philos0phy or artistic in-

sights of literature and pointed up the possible influences of belief

on aesthetic experience and Judgment.
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CHAITER 2

AESTHETIC THEORIES

The province of aesthetics is the elucidation of beauty or the

quality that is the "distinguishing feature of works of art" and the

prepounding of the principles which underlie aesthetic Judgments.1

Insofar as the Judgment of art ultimately derives from aesthetic as-

sumptions, there is an important relationship between.aesthetics and

the practice of criticism. One should not expect, however, to find a

precise relationship between the two disciplines, that is, to discover

critics consciously and consistently performing their work on the basis

of a set of definitions of art and criteria fer Judgment laid down by

a particular aesthetic theory. That practice is rarely found. In

fact, the lack of a precise relationship is viewed by Vivas as having

" . criticism is for the most part incoherentdisastrous results:

when one probes below the surface, because critics are either indif-

ferent to its critical foundations or militantly antagonistic to

efforts to strengthen its foundations."2 The incoherence may stem

from factors other than the complete absence of a foundation in aes-

thetic theory. It may be due to an inconsistent adherence to a theory,

to an irresponsible interrdngling of theories, to reliance on a partial

or oversimplified theoretical concept, or to an oversimplified inter-

pretation of a theory. A.major premise of the present study is that

one can determine the critic's underlying aesthetic assumptions from
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careful analysis of his criticism: "There can be no single Judgment

of practical criticism which does not involve doctrines of aesthetics"

(Osborne, p. 26). Determining a critic's aesthetic rationale is the

first step toward an understanding and evaluation.of his commentary.

Aestheticians have elucidated most of the major aesthetic theo-

ries in an attempt "to define beauty in the abstract, to express it

in the most general terms, to find a universal formula for it"

(Osborne, p. 29); but numerous critics have also attempted to work out

their own aesthetics, for example, Welter Pater, I. A. Richards, and

Murray Krieger. In discussing major aesthetic theories, I will in—

clude theories derived from both the phiIOSOphy of'aesthetics and from

theoretical criticism. Obviously, some theories will be more complex

or'nore thoroughly delineated than others; and some of the theories

emphasize one of the arts, for example, literature, whereas others aim

to encompass all the arts. my aim is to present the basic principles

of the theories, and to clarify these, I will include at least one

specific interpretation of each theory. -It is important to remember,

however, that the individual critic essentially adapts a basic aes-

thetic theory or theories to his purposes. Consequently, my discussion

will indicate some of the inherent limitations and strengths of the

different aesthetic rationales, but explicit evaluations will be made

in the analyses of the Hardy criticism, that is, in the context of the

critic's practical use of theories.

One other point about my classification of theories and use of

labels merits attention. I call each of the major categories included

in the discussion aesthetic theories as if they are all equal in repre—

senting total or complete systems on the nature of art, and I attempt
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to discover in or at least infer from each some answers to several

basic questions that relate to the issue of philOSOphy in literature.

But a serious problem exists since not every theory has been elabo-

rated to the extent of answering all questions relating to the function

and value of art and to the relevance of philosOphy or artistic truth

to aesthetic appreciation and appraisal. Several of the theories are

partial since "they refer to theories concerning the art object whereas

others apply to theories of the creation of art or the appreciation of

art." In other words, some of the theories merely apply "to different

views about the various constituehts of the aesthetic experience."3

Thus I am.aware that issue may be taken with my classification of

theories; however, I do show how the different theoretical categories

possess similarities or how one theory may grow into another simply by

means of an added refinement.

The five under theories to be explained are Imitationism, Hedon-

ism, Expressionism, Transcendentalism, and Formalism-Organicism. .

.Attention will be focused on how each theory accounts for the following

concepts: (1) the nature and value of art, (2) the definition of

artistic truth and its relevance to the philosOphical aspect of art,

(3) the criteria fer aesthetic appraisal, and (h) the specific rele-

vance of artistic truth and belief in criticism based on the theory.

Imitationism
 

It seems wise to initiate the explanation of aesthetic theories

with the basic theory of Imitationism. So important is this theory to

the history of Western aesthetics that Murray Krieger has noted: "One
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could simplify the history of literary theory until our own time (but

not altogether inaccurately) by characterizing it as the many paths

that have finally led to imitationism."h This historic emphasis on

imitation allows us to distinguish two very general approaches to aes-

thetic theory and criticism. These are the extrinsic and intrinsic

approaches to theory and criticism. The extrinsic approach assumes

that the work of art has reference to something outside the art object

and thus emphasizes the close relationship between the art object and

the particular facet outside of it that is, broadly speaking, being

imitated. The intrinsic approachgfinds the locus of the work of art

to be within the art object and thus emphasizes interpretation and

analysis of the art Object itself.5 (This approach is Opposite of

imitationisrn which essentially centers attention on some element out-

side of the art object.) The terms extrinsic and intrinsic are useful

as one means of making gross distinctions between types of theories

and modes of criticism deriving from them.

Imitationism includes any theory which assumes that art has

reference to some facet outside the art object and that it Should be

Judged against the norms of this external locus.6 The most important

interpretation of Imitationism is that art imitates reality. In other

words, so-called reality is seen as something outside the art object

which it imitates and which provides the norms fer aesthetic Judgment.

In classical theory Plato, rather than Aristotle, develoPed most

fully the basic definition of art as imitation of reality; his theory

has been termed "simple imitation. In Flato's definition art is

" . . . the attempt to copy reality with literal fidelity and to rro-J.) .'

"7
duce the illusion that your c0py is reality. In addition to the
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function of reproducing reality, another function of art is to give

pleasure. Aristotle, fully accepting a doctrine current in his day,

accounts for this function by explaining that man has an innate desire

for imitation and derives pleasure from it. A.final point about the

imitation theory of classical antiquity is that it also emphasized the

pragmatic function of art as evidenced in the criterion that art is

ultimately judged by its effect in influencing men to good and profita-

ble citizenship (Osborne, pp. 51-52).

In imitation theory, the "reality" that art imitates is a key term

and must be defined. Plato's theory of "simple imitation" emphasizes

O

”the faithful, literal duplication of the objects and events gg'ordi-
 

nary experience."8 Reality, or from Plato's point of view, actuality,
 

refers then to the physical objects and events of ordinary experience.

But it was because of the fact that art imitates actuality, or the

"sensible things, which are but the faint shadows of reality" that

Plato condemned art. His theory has significant implications for the

concept of truth in art. In "Art as Appearance" (The Republic), Plato

argues that since art is an imitation of appearance, not reality, "the

imitator .'. . is a long way off the truth . . . . " Such imitations

are "thrice renoved from the truth, and could easily be made without

any knowledge of the truth because they are appearances only and not

reality." Art, therefore, according to Plato, possesses only "an

inferior degree of truth."9 It is obvious that Plato's theory of art

as simple imitation is set forth in order to be rejected. But it has

been noted that although "simple imitation" of physical reality is a

theory that has been endorsed.hy alnost no philosophers, it can still

be found today as an underlying assumption of certain critical

 

 



statements (Stolnitz, p. 115).

There are other varieties of Imitationism that define "reality"

or the norm to be represented in terms, not merely of appearance, but

in terms of essence. "Imitation of essences" has been called "the

central and seminal concept of art throughout much of modern times"

(Stolnitz, pp. 120-121). It will become clear, however, that the

essence of reality may be conceived of as many things, even as simple

appearance, and that the conception depends on the particular philoso-

phy of reality that one endorses.

0

we may begin the discussion of essence imitation theory with

Aristotle and neo-classical theorists. In Aristotelian theory art

imitates essences or universals and does not merely c0py particulars;

art, then, presents a greater truth than the truth of particulars.

Pbetry is superior to history because poetry represents not the actual

but the typical, that is, "hypothetical events as they might well

happen."lo Nee-classical theorists similarly define essence of reality

as "general nature." Dr. Johnson writes in Rasselas:

The business of the poet is to examine, not the individual,

but the species; to remark general properties and large

appearances; he does not number the streaks of the tulip, or

describe the different shades in the verdure of the forest.

He is to exhibit in his portraits of nature such prominent and

striking features as recall the original to every mind; and

must neglect the minuter discriminations, which one may have

remarked, and another have neglected, for these characteristics

which are alike obvious to vigilance and carelessness.

(Osborne, p. 9h)

The problem associated with essence imitation theory is that

there are many beliefs about essential reality and these find their

authority in various sources; obviously, there are differences of

Opinion as to which concepts give a valid account of essential
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reality. In general, theorists have offered relativeLy few specific

definitions beyond so-called typical, universal, or transcendental

truth. It is quite common, however, for practical critics to set forth

or imply specific concepts about life and reality which they deem

essentially true and worthy of imitation in art. When a critic

singles out a concept of reality which he considers true, worthwhile,

and edifying and prescribes that art imitate this concept, we encounter

a fbrm.of essence-imitation that.mny be called "imitation of the

ideal."

o

Imitation of the ideal is one variety of essence thepry that

stresses not only the value and pleasure of imitation but also the

function of art to imitate a true and.worthy concept of essential

reality. The theory possesses a strongly pragmatic quality in its

position that art instructs by pleasing and that it cannot please un-

less it is moral, the morality being defined by the particular doctrine

held up as the ideal to be imitated. According to general ideal imi-

tation theory, the value of art and the criterion for Judgment depend

on how well the particular doctrine recommended (for example,

Christianity, la belle nature, Marxism, or any belief designated as

ideal) is represented in the work. The work may depict evil, as the

particular system defines it; but the forces of virtue, subject_to

doctrinal. definition, should always triumph (Stolnitz, pp. 128—129).

A correlative criterion is that the art object succeeds if it instructs

its audience in the sentiments and behaviors proper to the beliefs of

their system. Ideal imitation theory offers precise criteria for

artistic assessment: if one knows the ideal belief and the practices
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supported by the belief, he simply Judges by comparing the represen-

tation in the work of art to these externals. Nbreover, the concept

of artistic truth is readily defined: it is equated with the accurate

expression of the doctrine viewed as the ideal.

It is important at this point to understand that the major dis-

tinction I make between ideal imitation and essence imitation is a

matter of the emphasis of each. Ideal imitation theory is specifi-

cally aligned with a moral interest, an interest that must be largely

defined in terms of the critic's beliefs. The sc0pe of the doctrine

and the extent to which the critic perceives it as embodying absolute

truth may vary. Basic essence theory may be potentially aligned.with

other interests besides morality. Fer example, a critic may associate

a concept of essential reality with the artist or with specific quali-

ties in the work itself; that is, he may assign value to a certain

concept of reality conveyed if, for example, it represents the sincere

belief of the writer or if the nature of the work.requires and inte-

grates that particular concept. It appears to me that the strength of

essence imitation theory increases to the extent that the critic can

dissociate concepts of essentiality from single or narrow personal

beliefs.

The theory of essence imitation (especially the variety called

ideal imitation) contains numerous implications for the aspect of

criticism explored in this thesis. When a critic intends to comment

on the essential reality represented in a literary work, this is a

subject that has philosophical implications; he thus enters the realm

of dispute surrounding terms such as truth, knowledge, and belief

about the nature of Min and the universe. Because art does not deal
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with these topics in terms of prOpositional truth, we must conclude

that what the artist and critic are dealing with is belief. It is,

then, important to consider how the critic's beliefs about essential

reality may affect aesthetic judgment.

Before one can Judge if the art object represents universal or

essential reality, he must have knowledge or certain beliefs about

universals or essences, and this information he will have acquired by

other means than experiencing the work.of art. He has several

alternatives available to him for Judging the representation of

essences in the art object. He may Judge on the basis of his prior

knowledge and beliefs, in which case he may see value in.a variety of

beliefs, or he may set up one specific belief as the ideal to be repre-

sented. He may hold his own knowledge and beliefs in abeyance and

Judge the artistic insight into essential reality solely according to

standards inherent in the work itself; in this procedure, he is con-

cerned with the literary work as an independent entity whose aim and

structure create its own standards. Finally, he may Judge according

to his own and the work’s beliefs. It is easy to see how assessment

of artistic excellence nay be linked.with each critic's personal be-

liefs about essential reality. And if the critic does not make clear

the criteria for his assessment or the relevance of his own beliefs

to it, one must carefully analyze the critical commentary to discover

these factors.

The most important problem that arises in dealing with essence

theory is that of the knowledge and beliefs that one brings to the

aesthetic experience and against which he may judge the representation

of essences in the art object. I have noted that there are numerous
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concepts about the essential nature of man and reality. Tecanically,

most of us arrive at our conceptual knowledge of these concepts by

exposure to a particular cultural milieu and to various fields of in-

quiry or learning. Cultural concepts are so deeply rooted that one is

almost unaware of them, yet they greatly influence ideas about man and

reality. People also arrive at their differing views about the

essential nature of nan.and reality via specific fields of study, for

example, philOSOphy, theology, psychology, and economic, social, and

political science. Furthermore, some views of essential reality may

derive from a single aspect of a Specific field of study. Consequent-

ly, it should be emphasized that when one asserts that art represents

essentials or universals, he may have in mind a concept of essential

reality that is based on his deeply-rooted cultural.beliefs or on some

Specific field of knowledge or on a single aspect of the field, either

scientific or Speculative. ‘

Rene Wellek and Austin Warren in 233952.92 Literature discuss the

nature of the relationship between art and areas of knowledge that are

often said to constitute part of the content of art, especially of

literature.11 The nature of this relationship is important to the

understanding of the essence theory because of the critic's possible

dependence on a Specific bit of conceptual knowledge fOr his Judgment

of the work of art. For example, a critic might reject a work.because

it does not depict the "true" nature of man as based on principles of

modern psychology; for him the work has little value if it cannot

capture the essence of man's nature. Or a critic might reject a work

if it does not present an adequate view of the social reality, for it

fails to capture the essence of rnn as a social being; perhaps his
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beliefs about social reality stem from social, economic, or political

science. Or, finally, a critic might disparage a work of art because

its philosophical underpinnings are vague, inconsistent, or foolish;

once more the Judgment appears based on the critic's knowledge of

philOSOphical argument. It is important to note that in all of these

hypothetical examples of aesthetic Judgment, the criterion of some

sort of "artistic truth" is invoked, and the work is feund wanting in

depiction of some aspect of the true essence or universal nature of

man and reality.

What I wish to emphasize, finally, is that imitation of essential

reality, which is set forth as the norm in a most important interpre-

tation of imitation theory, is so broad a concept that potential defi-

nitions of it are practically limitless. It might be helpful simply

to list a few of the possible definitions that one encounters in the

history of literary criticism. They have been incorporated into

critical dicta at various times:

i1) Art should imitate general or typical "Nature."

2) Art should imitate observable particulars or scientific

fact.

(3) Art should imitate particulars as potentially embodying

the macrocosm.

(h) Art should imitate the truth of the great traditional

philOSOphies or great traditional art works.

25) Art should imitate the essential truth of Christianity.

6) Art should imitate the archetypal truth of man's

cumulative cultural history. V

(7) Art should imitate the truth of man's existential chaos.

In summary, the essence theory pronounces the function of art to

be the imitation of the essential nature of reality; the value of art

depends on the "true" and accurate representation of these essentials.

The complexity of making aesthetic Judg ants on the basis of essence

theory is apparent. There are numerous concepts about the essence of
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man's nature and of the universe. It is possible for a critic to

accept a variety of interpretations and apply these flexibly in his

analysis and Judgment of art. But it is also possible for a critic

to adept a single concept about the nature of reality, set this up as

the ideal on the basis of its absolute truth and.nnrality, and equate

its representation to artistic excellence. Another complicating

factor is that critics do not always explicitly acknowledge their

criteria of excellence or the relevance of personal.beliefs to them.

The nature of essence theory is such that the element of belief may

0

potentially play a large part in aesthetic Judgment.

An elaborate theory of art that has its feundation in essence

theory has been propounded by Theodore M. Greene, whose vision of the

nature of essential reality may be labeled rationalist-traditionalist.

Analysis of Greene's theory should elucidate the most important

aspects of essence theory and illustrate the implications for practical

criticism. Greene places great importance on the close resemblance of

the artist to the scientist, philos0pher, moralist, and theologian.

This resemblance stems from the preoccupation of art "with what man

accepts as'real."12 The only difference between the artist and the

scientist, philos0pher, moralist, or theologian is that the artist has

a distinctive approach and goal: he is concerned with.both the indi-

viduality and specificity of reality, and with its universal impli-

cations. But as for the subject.natter of art, it is not at all

distinctive: "The artist is preoccupied with the same world of

objective existence and the same human experiences which concern the

other cognitive disciplines" (p. 235). The significant points in
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Greene‘s theory are that the universal or essential nature of reality

that art deals with is the same as that studied by the cognitive

disciplines, and that the knowledge offered by the cognitive disci-

plines and by art is indeed sindlar.

Greene is known as one of the strongest proponents of the prepo-

sition theory of aesthetics, which holds that even non—verbal art

objects are or contain propositions, that is, statements capable of

being true or false. In Greene's words, "a work of art, defined as a

preposition or set of prOpositions, expressed in a distinctive com-

municatory medium may be as truecor false as a scientifically expressed

prOposition . . . , with the terms [true and falsg7’being used in a

manner conformable to common usage" (pp. h2h-h25). He rejects the

notion that prepositions are expressed only in and through a conceptual

medium and advocates the idea "that certain aspects of reality can be

apprehended and expressed most adequately and precisely in and through

the artistic media, and that what is thus apprehended and expressed

SE222£.be translated into a conceptual medium without vital loss"

(p. h27). Given this approach, the subject matter of art will be

highly significant. Greene believes that art must contain.§gmg subject

matter because art arises "from the artist's desire to express and

communicate to his fellows some pervasive human emotion, some insight

felt by him to have a wider relevancy, some interpretation of reality

other than the work of art itself in all its specificity" (p. 231).

Greene elaborates on the exact relationship between the artist's

presentation of reality and the concept of artistic truth; and he

concludes the following: that the truth of art is a genuine truth in
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the sense that it nay be verified, that the artist bears the responsi-

bility of presenting a true vision of reality, and that the truth of

art resides not in the form or medium but in the content. The artist

must comprehend his subject matter honestly and intelligently; if his

evaluations are to be relevant, the artist must genuinely understand

man's normative experiences and apprehend and interpret human values.

Thus the content, as defined above, constitutes the locus of artistic

truth (pp. hh3-hhh). And, one should note, that content derives from

the sane world of objective existence that other modes of cognition

are concerned with.

The essence theory of Greene possesses numerous implications fer

criticism that have to do with the philosophical aspects of literature,

the significance and truth of artistic content, and their relevance to

the final aesthetic assessment. He offers three specific exhortations

to critics. First, the critic has the responsibility to decide if the

artist has explored and treated his subject matter with as much depth

and breadth of vision as his point of view requires, and to point out

any deficiencies in this area (p. hSS). In other words, the critic

can require of the artist "that he explore gage major phase of reality

and huran experience from gg§g_relatively inclusive point of view, and

that this exploration be pursued with real imaginative power" (p. #71).

The second point for the critic to remember is that an historical sur-

vey of the greatest art reveals that the conveyance of the breadth and

depth of a true experience of reality has been achieved by the artist's

drawing on the "traditional philosophies of life, adding to them new

insights which other men could share, and giving them new interpre-

tation vhieh others could find enlightening and ennohlirg" (p. h7h).
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Thus if a work of art expresses a profound and inclusive view of some

aspect of reality as based on one or more of the great traditional

philosophies of the world, then the work possesses "artistic great-

ness.” The third requirement of the critic deals with the final

evaluation of the art object: the critic must not ignore the element

of ”artistic greatness" which, as explained above, depends mainly on

content, in favor of other so-called ”aesthetic" criteria (p. h77).

In summary, Greene's imitationist position involves fbur major

points: (1) the artist deals with the same objective reality as the

other cognitive disciplines;- (2) art is capable of being true or false,

in the ordinary sense of being verifiable by correspondence to reality;

(3) the truth of the artistic vision may be Judged by its breadth and

depth and‘by its foundation on.one of the great traditional philoso-

phies; and (h) the truth of its vision, which is equated with artistic

greatness, is the most important criterion fer aesthetic assessment.

One may characterize Greene's interpretation of essential reality as

rationalist-traditionalist; that is, he finds support flor it in the

cognitive disciplines and traditional philOSOphies. And it is mainly

this interpretation that he expects literature to represent.

This section has dealt with Imitationism, with extensive attention

being given to essence imitation theory and the variety of it that may

be called ideal imitation. This particular interpretation of Imi-

tationism‘has great relevance to an exploration of the critical treat-

ment of philosOphy in literature, since critical discussions of the

philosophical element are likely to be in context of the depth mean-

ings or insights expressed about the nature of reality. The discussion
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emphasized the numerous possible interpretations of essential reality

and the problems stemming from evaluation of art on such a basis. The

major limitation of the theory is due to the possible excessive in-

fluence of the critic's beliefs on aesthetic Judgment with the result

being a diversity of irreconcilable critical Opinion. The extent to

which imitationist critics are able to avoid this influence must be

determined by analysis of the individual criticism.

Hedonism

Hedonism in aesthetic theory has a long history; in ofact, we have

already touched on the pleasure principle in the foregoing discussion

of imitation theories. The first principle of the hedonist position

is that the function of art is to give pleasure, which is usually

equated.with a positive emotional reaction. For example, Ionginus

maintains that poetry should arouse passions and feelings and delight

the soul, and Dryden insists that poetry should act on the soul and

passions while it also performs its mimetic function. A.definition.of

aesthetic pleasure that was widely accepted by theorists from‘Winckel-

mm to Ruskin equates the pleasure of art to a state of calm and

placid mental repose in which the mind is elevated and the soul re-

freshed. This narrow view of aesthetic pleasure is no longer held by

modern theorists of Hedonism,'who include under the pleasure principle

the stimulating, arresting, or even disturbing qualities of great art;

moreover, some theorists have discriminated aesthetic pleasure as

distinct from pleasures in general. For example, Vernon Lee and C. J.

Ducasse believe that pleasure in the beautiful derives from the pure
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contemplation of an object without regard for its utility, for its

capacity to satisfy desires, or for its intellectual appeal; yet the

exact nature of this form of pleasure as pure contemplation remains so

unclear that certain critics have suggested that it should not be

labeled pleasure at all. Another concept of the nature of aesthetic

pleasure emphasizes the stable, long-lasting, or ever—renewing quality

of the delight we take in great art. According to the first principle

of Hedonism, then, the function of art is to please, yet we must bear

in mind that there is a variety of definitions of aesthetic pleasure

(Osborne, pp. 112-121;). .

. The second principle of Hedonism is that the value of art derives

from its capacity to please; but it is necessary to explore the exact

nature of the source of human values according to the hedonist position

before we can understand the specific manifestations of artistic

values. In the mechanistic view of the universe, on which hedonist

aesthetic theory is based, ”value cannot plausibly be located outside

of individuals within whom pleasures and pains generate" (Pepper, p.

36). According to the mechanistic world hypothesis, the only reality

is that which is located in physical space-time. Physical atomism is

basic to this hypothesis, and consequently " . . . the universe is

thus conceived as a huge aggregation or system of essentially separate

individuals" (Pepper, p. 37). Since man as a separate and autonomous

individual can know only his own responses, the locus of human values

must be placed within each individual. Pleasure aesthetics, therefore,

as based on the mechanistic view of the universe, finds the value of

art to reside in human consciousness (Pepper, pp. 39-h0). Ultimately,

then, the value of art will be determined by each individual according
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to his analysis of the pleasure it affords him and according to his

definition of pleasure. we may further note that there are two

aspects of value that the individual can determine: first the quali-

tative aspect, which relates to the nature of the immediate pleasure

or displeasure the art object arouses; and second, the quantitative

aspect, which relates to the amount and intensity of pleasure produced

(Pepper, p. hs). Because the concept of value is so individualistic

in Hedonism, it is not possible to discuss in any general way the

issues of artistic truth, aesthetic criteria, and types of criticism

deriving from the basic theory; instead it will be necessary to deal

with individual varieties of Hedonism and to discuss these issues as

they might arise for each specific theory. ‘

Two broad categories of hedonistic theory will be considered:

those stressing emotionalism and those stressing contemplation. In

the former category will appear the ideas of Pater and Santayana; in

the latter, the ideas of Ducasse, Bullough, Bell, and.Fry.

Walter Pater offers a thoroughly emotionalist theory of beauty

and criticism. For Pater, beauty is relative, just as are all other

qualities of human experience. Beautiful objects are those possessing

the power of producing "pleasurable sensations, each of a more or less

peculiar or unique kind."13 .As we experience these unique impressions

in increasing depth and variety, our education becomes complete. The

value of art is that it can give a quickened sense of life in that it

offers us experience for its own sake, and this attribute is desirable

in an unstable world of fleeting impressions. Art allows us, there-

fore, a kind of exquisite passion, "a quickened, multiplied conscious—

1h
ness" akin to wisdom.
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The critic's task, according to Pater, is not to attempt to

define beauty abstraetly, but rather to define it in the most concrete

terms, that is, in relation to a given object and himself. The critic

first has "to know his own impression as it really is, to discriminate

it, to realize it distinctly." He must determine what effect the

object has on him, whether it gives pleasure and of what sort, and

whether it modifies his nature. These are the issues that the critic

deals with, and they relate strictly to himself. To experience the

many varieties of beauty, the critic must possess "a certain kind of

temperament, the power of being deeply moved by the presence of

beautiful objects." If he experiences the artistic impressions

strongly and can discriminate and analyze them, he has succeeded in

the critical task. He has no reason to concern himself with the ab-

stract issue of beauty or its relation to truth or experience; these

latter issues are metaphysical and of no interest to the aesthetic

critic (Pater, ”Criticism and Personality,” pp. 12h-12S). ’

From Peter's aesthetic theory derives‘an extreme form of im-

pressionist criticism: the individual impression is all that matters;

the critic completes his task when he has analyzed his impression and

distinguished the quality in the art object that produced the

impression of beauty or pleasure fer himself; validation.of aesthetic

assessment is impossible; and artistic truth does not enter into the

critical process.

George Santayana is considered one of the most important of the

modern proponents of the hedonist aesthetic. Santayana approaches the

definition of beauty by calling it a species of value, any further
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understanding of which must be gained by exploring the nature of value.

values have no existence apart from.consciousness; they exist only

when a sentient being shows awareness of something to the extent of

assigning its worth. In the assigning of values, the aspect of con-

sciousness that Operates is not intellectual or rational but is

specifically emotional.“ For Santayana, values "spring from the

immediate and inexplicable reaction of vital impulse, and from the

irrational part of our nature.”16

Aware of the traditional rivalry between art and other fields of

inquiry, Santayana elaborates onothe nature and value of art by dis-

tinguishing it from science. The former provides entertainment by

neans of stimulation of the imagination and senses, Whereas the latter

provides truthful information. Truth, which Santayana feels is the

province of science, may enter into art only insofar as it subserves

the demand for entertainment (Singer, p. 39). '(Entertainment is

Santayana's term, for example: "Art is the response to the demand for

entertainment, fer the stimulation of our senses and imagination, and

truth enters into it only as it subserves these ends" [gantayana,

p. 2g72) Santayana deprecates the past practice of using reproduction

of fact and reality as a sole standard of aesthetic Judgment; this

quality may be aesthetically good but it is not all-sufficient,

especially since fact and reality may not always be artistically pleas-

ing or effective. anetheless, correctness of c0py, that is, repre-

sentation of fact and reality is "almost indispensable, because its

absence would cause a disappointment and dissatisfaction incompatible

with enjoyment" (Santayana, pp. 20-21).
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Artistic truth, then, for Santayana involves a correSpondence to

reality, the same verifiable reality that science deals with; truth

may be artistically important to the extent that it subserves the end

of pleasure. Santayana believes that truth is especially relevant to

the art of literature because the structure of language is a "mirror

of the structure of the world as presented to the intelligence.” .As

a result of this fact, ”language has its function of expressingex-

perience with exactness, and the poet--to whom language is an instru-

ment of art--has to employ it also with a constant reference to meaning

and veracity" (Santayana, pp. 168-169). .

I In hedonist aesthetics, one must ultimately consider the issue of

unpleasant truths in a work of art. Santayana first notes that if the

matter or experience of the work is unpleasant, the artistry must be

all the more powerful and arresting in order to compensate for the

element of displeasure. But there can be other compensations for un-

pleasantness in art, and one of these is our deep interest in truth:

”However unpleasant truth may prove, we long to know it . . . . We

covet truth, and to attain it, amid all accidents, is a supreme satis-

faction" (Bantayana, p. 230).

The fact that unpleasant truth need not distract from the pleasure

art affords stems from Santayana's concept of aesthetic elements. He

distinguishes three elements: :materials, which pertain to the

sensuous, e.g., sights and sounds; form, which is the "pattern or

arrangement of materials that molds them into something more than

primitive sensuous elements”; and expression, which has to do with the

cognitive aspect of experience, with the character of objects as
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derived from interpretation, Judgment, reminiscence, or even casual

revery (Singer, pp. 133-lhl). It is the element of expression that

artistic truth relates to, and unpleasant truths may be aesthetic

"insofar as they appear in enjoyable presentation and through the

mediation of formal and.material elements that are themselves aes-

thetic." One may summarize by saying that unpleasant truth may cause

sadness, but the vehicle of it offers delight (Singer, p. 1L3).

The next point for discussion is the relevance of‘artistic truth

in critical appraisal. Santayana remarked in late life that he felt

he had insisted too much in his early works on the relevance of fact

to poetry. He appears to equate fact with a truthful.understanding of

the world. Specifically, this aspect of his theory emphasizes the

function of expression (as one aesthetic element) to interpret our

immediate experience and "to formulate an.ontology or metaphysics that

‘will account for experience itself." He felt that philos0phica1

poetry that would investigate truth or reason upon it was possible and

desirable. Since the zigigg_of phiIOSOphy may be poetic and imagi-

native, philoSOphical poetry could provide not information‘but a con-

templative vision or insight into universal order, that is, "insights

of ultimate truth" (Singer, pp. 172-173). Thus insofar as philosophy

and truth are integral to the element of expression in art, the critic

must consider these cognitive components in his final aesthetic

appraisal. The work.of art possesses a variety of relations, and the

critic cannot limit his Judgment merely to one or another. In regard

to the possibility of universality of aesthetic application and Judg-

ment, Santayana feels it would be dogmatic to seek aesthetic agreement.
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The closest we can come to correct Judgment is to rely on ”the degree

and kind of satisfaction undergone by a discriminating critic" (Singer,

p- 195)-

In summary, Santayana's emotionalist aesthetic consists of the

following principles: the nature and value of art reside in its

ability to provide entertainment by means of stimulating the imagi-

nation and senses; the value of art inheres in the human consciousness,

specifically the emotional consciousness, and is manifested as pleasure;

artistic truth may be a componentgof’art but is subservient to the

basic function of entertainment; artistic truth as an expressive

element must be considered in aesthetic evaluation; and universality

of aesthetic evaluation is neither possible nor desirable.

Certain contemporary aesthetic theories have added refinements to

the basic hedonist position. Some of the ideas to be considered.belong

to theorists who themselves support Hedonism, whereas others come from

theorists who could be placed into different aesthetic categories.

One of the most important recent contributions is a normative theory

on the nature of aesthetic appreciation, normative in the sense that

it prescribes the pr0per attitude toward art as contemplation. Con-

templation is usually seen as an aesthetic emotion and as a type of

pleasure, thus its association with Hedonism.

C. J. Ducasse believes that art is essentially the embodiment of.

emotions and that we should therefbre attend to these emotions by means

of contemplation, which he defines as a savoring of the aesthetic

experience. If one is to give rein to the emotions aroused and savor

the experience itself, he must bypass classification or interpretation,
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for example, in favor of "'listening' for the feeling impact-~for the

emotional reverberations-~of the Object attended to.” There are,

however, certain elements in art that make achievement of this

pleasurable yet contemplative attitude difficult. ugliness, the dis-

gusting, and the demonic are among these elements since they give rise

to action rather than to contemplation.17 Ducasse's view of contem-

plation appears to be more a fermiof mild emotional indulgence some-

what reminiscent of Peter's approach than a form of pure contemplation.

Edward Bullough presents a theory of contemplation which supports

objectivity in the aesthetic experience. In.Bullough's theory,

objective contemplation is the unique pleasure that one derives from

art. A.disinterested, non-moral, detached, and contemplative attitude

which gives rise to "psychical distance" is necessary for prOper ap—

preciation. Bullough believes, however, that appreciation also

depends on participation in the emotions presented by the art object;

so indulgence in emotion is legitimate up to the point that psychical

distance begins to disappear (Weitz, p. 181). Like Ducasse, Bullough

offers a somewhat limited theory of contemplation.

The definition of aesthetic contemplation suggested by Clive Bell

and Roger Fry straddles the hedonist-formalist boundary. Yet'because

it involves what may be called unique aesthetic emotion, which is the

source of the pleasure that art gives, we will consider it at this

point. The distinguishing, essential feature of art that initiates

the aesthetic emotion is significant form (Weitz, p. 23). Significant

ferm results when the artist captures a vision of reality and renders

it into a formal art object (weitz, p. 7). The peculiar aesthetic
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emotion experienced "is a clue to the presence of significant form"

(Weitz, p. 3). It is a sort of symptom or indicator to be used as a

guage measuring the degree of beauty possessed.by the art Object. But

the concept of significant form that gives rise to the aesthetic

emotion remains a somewhat indefinable, mysterious prOperty of the

Object. Nonetheless, the peculiar aesthetic emotion serves to notify

us when we are in the presence of significant form (Osborne, p. 131).

Contemplation of the art object, according to Bell and Fry, is

the prOper aesthetic attitude, and it means pure appreciation. True

contemplation focuses attention on the significant form of the work

Of art; it involves transcendence of our ordinary experiences and

emotions; it is independent of any factual knowledge; it results in

an "exalted, rapturous, nonpractical, disinterested,pleasurable, con-

templative experience" (Weitz, p. 7). Bell and Fry have labeled this

unique experience that the spectator undergoes as a result of the

pure contemplation of art the aesthetic emotion. This is but one

aspect of their formalist aesthetic, yet it links them to hedonist

theory to the extent that emotion and pleasure are basic to the aes-

thetic experience. But‘because both the accompanying emotion and

pleasure are so uniquely defined, some theorists believe this approach .

to the art object essentially abandons the hedonistic criterion

(Osborne, p. 123).

Certain elements of Hedonism have been extremely pervasive in

practical criticism, and whenever critics appeal in their writings to

a criterion of pleasure, they are relying to some extent on a hedonist

aesthetic. In sunmury, Hedonism encompasses the following principles:
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the function of art is to please, either by arousing positive or

pleasant emotions, by stimulating sensations or sentiments, or by

providing a unique aesthetic emotion; the value of art resides in this

capacity, but the assignment of value rests exclusively with the indi-

vidual, though some hedonists believe that a certain amount of agree-

ment on aesthetic judgment is possible; impressionistic criticism

necessarily results from.Hedonism; artistic truth is not usually a

major factor in the assessment of value, though truth may‘be a con-

tributory element to the overall pleasure that the art object provides

if the individual so determines. '

.There is in Hedonism, as in Imitationism, a highly individualistic

component that may come to influence a critic's interpretation of the

philosOphical aspect of literature. Because the individual critic sab-

scribing to the hedonist aesthetic determines fbr himself what exactly

constitutes his pleasure in art, there are numerous attitudes that he

may take toward the philosophical aspect of a literary work. He will

regard it with reference to its power to produce pleasurable sensations

or emotions, but these factors are subject to individual interpre-

tation. FOr example, one critic may require that art evoke a wide

range of emotional response; another may favor a specific type of

emotion. And in relation to the range of emotion designated, the

critic may also link pleasure to certain preferred attitudes toward the

phiIOSOphical implications of literary works. Thus the major limi-

tation of the hedonist theory would appear to be the latitude s critic

is allowed in defining the nature of aesthetic pleasure and excellence.
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Expressionism
 

The general idea of art as "a mode of expression, as the language

of feeling and.enotion" is widespread and has a history that goes back

as far as the Renaissance (Osborne, p. 1&2). In at least one aspect,

Expressionism resembles Hedonism: both theories stress the signifi-

cance of emotion in the appreciation of art; but the two theories dis-

tinguish the function that the emotions serve. In hedonistic theory,

the aesthetic experience involves the arousal of emotion, while in

expressionistic theory, it is the communication of emotion from.artist

to audience that constitutes the core of aesthetic experience.

.Another difference is that Hedonism posits no specific theory of

artistic creation; the theory of Expressionism, on the other hand, en-

compasses hoth the origins and the effects of art.

There are three basic definitions of expression as the term

applies to aesthetic theory. The first meaning is that of self-

expression. Self-expression is usually associated with Romantic

theory; two of the related components include an intrinsic interest

in the personality and genius of the artist and the communication of

his unique emotional experiences, wisdom, or inspired insight. Ex-

pression as such is but one element in a basically transcendental

theory of art (Osborne, p. lhh; Stolnitz, pp. 161-162). The second

meaning is expression of tan emotion, a mood or an emotional situation."

This fOrm of expression is quite common in mimetic art of all ages.

In appreciating art of this nature, the audience becomes aware of,

observes, and may be moved by the emotion embodied in the art object

(Osborne, p. lhs). It is the third sense of expression that relates
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to modern Expressionism; in this usage the art object is said to be a

symbol of the artist's particular state of mind.or emotion, and the

symbol serves to communicate to the percipient and to create fer him

the same state of mind or emotion that the artist experienced (Osborne,

p. 11.6; Stolnitz, p. 167). The following discussion deals with three

proponents of modern Expressionism: Tolstoy, R. G. Collingwood,and

I. A" Richards.

Tolstoy advocates a basically expressionist theory of art. The

function and value of art lie in ts power to communicate the artist's

emotions and to afford emotional indulgence for the spectators, that

is, to allow them to share the emotions. The first criterion of

artistic judgment is based on the success of the communication, which

determines the success of the work's infectiousness. The second cri-

terion is based on the subject matter, which Tolstoy specifically

prescribes. Because of the great power of art to infect its spec-

tators, Tolstoy sees the aesthetic experience serving as a means for

uniting men in a religious humanitarianism. He emphasizes that the

artistic infectiousness must be of the prOper kind--the kind that moves

.men toward unity and blessedness. The subject matter must include

humanitarian feelings and move the spectators to benevolence (weitz,

pp- 172-173)- ‘

Tolstoy offers no specific views on artistic truth and its rele-

vance to aesthetic evaluation. Although sincerity on the part of the

artist is necessary because it serves to increase the degree of infec-

tiousness, he does not equate the quality of sincerity with truth.

One may, however, link Tolstoy's emphasis on religious subject natter
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with the concept of artistic truth as defined in ideal-imitation

theory. He states that the truly Christian spirit is the "true ideal

of our times," and that art tends toward it, although there is still

much decadent art that ignores this ideal. According to TOlstoy, this

religious perception "already unconsciously directs the life of man,"

and once it is consciously acknowledged, art will get on with its

humanizing function.18 One discovers in these statements the theory

of ideal-imitation in which artistic truth is equivalent to the repre-

sentation of some ideal doctrinecabout the nature of reality. we may

View Tblstoy's ideal doctrine of Christian humanismras the true

doctrine to be communicated, with successful communication.of it being

a criterion of artistic success, but Tolstoy does not himself make this

equation. It is impossible to identify any formal criteria for evalu-

ating artistic success in Telstoy's theory; in fact, he feels there is

no need for formal critical evaluation: art is good art merely if it

transmits itself to the people. The people will recognize immediately

what good art is, and it will influence their behavior and sentiments;

it is not for the expert critic to evaluate art CTolstoy, p. 133).

R. G. Collingwood.believes it a commonplace to define art in

terms of expression, Expression is the essence of art; specifically,

art is the expression of’enotion. The nature and function.of art are

closely related to its origin. The artist experiences an emotion

which he wishes to know and express, because to express it is to come

to know it himself. IMoreover, in his desire to express it, he wishes

not to arouse his audience but to make them understand how he feels;

he makes his emotions clear to the audience just as he does so for
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himself. The function of art should not be construed as the de-

scription of’enotion; description generalizes, whereas true expression

individualizes, and art should express a certain.enotion.not a general

one. Finally, there can be no limitation on the emotions art may

express; art expresses whatever is expressible.19

If it is a commonplace to say that the nature of art is ex-

pression, then it is just as much a commonplace to say that the value

of art resides in its expressive nature and effects. Expressionism

affects both the artist and the audience: it enables the artist to

solve the problem of expressing his particular emotion, and it enables

the audience not only to understand the artist's emotion but to

express their own emotion as well. In other words, the audience

experience the same emotions as the artist; but the audience do not

express them until the artist shows them'how via the art object (pp.

117-118). The value of art, then, lies in its capacity to produce

”sensuous-emotional cr.psychical experiences which, when raised from

impressions to ideas by the activity of the spectator's consciousness,

are transmuted into a total imaginative experience identical" with the

artist's experience. This is a rich, highly organized experience for

the percipient, for he becomes creator as well as spectator, since the

art object affords him the means of expression (p. 308).

Collingwood defines artistic truth in relation to his concept of

the imagination. The imagination as it manifests itself in artistic

creation is concerned neither with make-believe nor with possible

reality. The imaginative activity that results in.art evolves from

necessity. The work of art exists to express a given emotion; the
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expression of that given emotion necessitates the work of art, for

only it can express the emotion. Collingwood explains the exact

nature of artistic truth as follows:

If what an artist says on a given occasion is the only thing

which on that occasion he can say; and if the generative act

which produces that utterance is an act of consciousness, and

hence an act of thought; it follows that this utterance, so

far from being indifferent to the distinction between truth

and falsehood, is necessarily an attempt to state the truth.

So far as the utterance is a good work of art, it is true

utterance; its artistic merit and its truth are the same

things.

(p- 287)

To justify this account of artistic truth, Collingwood distinguiShes

two forms of thought: intellect and consciousness. Since intellect

is "concerned with the relations between things, . . . its truth is

a peculiar kind of truth, namely a relational truth," and we apprehend

it by arguing or inferring (p. 287). Consciousness, on the other hand,

is the level of experience at which "crude sensation" is converted

into imagination; "it is a level of thought which is not yet intel-

lect." The truth that consciousness gives is truthfulness about one's

emotions: ”A true consciousness is the confession to ourselves of our

feelings" (p. 216). Collingwood emphasizes that art is essentially

the pursuit of truth, not the truth of relations but the truth of

individual fact. The self-contained individualities that art discovers

exist for their concrete individuality and not fOr the sake of any

abstractions that the intellect may apprehend from them (p. 288).

Collingwood.believes that since art expresses the individual,

art is therefore "knowledge of the individual" (p. 289). Art expresses

knowledge of individual situations, and fOr ourselves as percipients,

the situation becomes our situation, and we are conscious only of our
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involvement in it. The artist too gains knowledge: he comes to know

his own emotion, he comes to know the world of language, which is the

medium of all art, and he comes to know the new world that he creates.

According to Collingwood, the aesthetic experience remains "a knowing

of oneself and of one's world, these two knowns and knowings being not

yet distinguished, so that the self is expressed in the world, the

world consisting of language whose meaning is that emotional experience

which constitutes the self, and the self consisting of emotions which

are known only as expressed in the language which is the world" (p.

292).

I y The final issue that relates to artistic truth and knowledge in

aesthetic experience is that of so-called intellectual subject matter.

Collingwood states that art works of a certain kind may contain intel-

lectual subject matter because they are expressing emotions of a

certain kind, that is, "emotions that can arise only as the emotional

charges upon intellectual activities" (p. 293). Intellectual emotions

are perhaps among the most important emotions that art expresses, since

man's emotions, to a great extent, spring from intellectual experiences

and apprehensions. The artist expresses human experience as thought

fused into emotion; he expresses how it feels to think in a certain

way. Collingwood views the philosophical poet as one who holds certain

ideas and who expresses how it feels to possess such ideas. Philo-

sophical poetry, then, expresses "the intellectual emotion attendant

upon thinking in a certain way" (p. 297).

We may now consider what bearing Collingwood's ideas on artistic

truth, knowledge, and intellectual subject matter have on aesthetic
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assessment. For Collingwood, one basic premise covers all issues

involved in Judging art: "The definition of any given kind of thing

is also the definition of a good thing of that kind: for a thing

that is good in its kind is only a thing which possesses the attri-

butes of that kind" (p. 280). The artist in trying to express a

given emotion succeeds if he expresses it and fails if he expresses

it badly. The artist will know whether or not he expresses the

emotion, since to express it is to become conscious of it. .A sincere,

true, uncorrupt consciousness onothe part of the artist leads to suc-

cess. Failure to become conscious of an emotion and thus express it

is due to a false or corrupt consciousness. The corrupt consciousness

disowns its feelings because the idea into which feelings are con-

verted proves alarming (p. 217). But corruptions of consciousness

are not total and final; the artist can compare his successes and

failures, and this comparison leads him to the criteria for true ex-

pression. New we may summarize the relationship of aesthetic assess-

ment to truth and knowledge: one does not Judge art on the basis of

these specific qualities; the qualities will automatically be present

if expression is successful. A consciousness that works successfully

in expression of emotion does provide truth and knowledge and facts

for the intellect, but only the truthful consciousness gives this be-

cause only it gives art prOper: "corruption of the consciousness is

the same thing as bad art" (pp. ash-285).

The critic as audience will Judge the work of art according to

the same criteria the artist uses. That is, the successful work will

enable the critic to have the same emotional experience as the artist;
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it will thus enable him to give truthful expression to the attendant

emotion; he must then ultimately assess the sincerity of the artist‘s

and of his own expression of the emotion. The artist in a sense

utters his own secrets, and if they are true, they are the secrets of

the audience as well, who automatically recognize them as such.

Collingwood's criterion for aesthetic evaluation is simply a

generalization based on his definition of art. The inherent limi-

tation of his theory is evident. To determine the genuineness of a

work of art on the basis of exact duplication of the audience's and

artist's expression of emotion is a difficult task. For such a Judg-

ment, the critic must rely on inferences and guesses about the artist's

emotion and on purely subjective impressions as to the nature of his

own emotion.

I. A" Richards endorses certain expressionist concepts in his

theory of literature. In Richards' view, the basic function of litera-

ture is "to excite valuable attitudes and emotions in the reader."

As the attitudes and emotions are aroused in the reader, they recreate

the author's attitudes and emotions. To be more specific, Richards

believes that "a satisfactory work of imaginative literature represents

a kind of psychological adjustment in the author which is valuable for

personality, and that the reader, if he knows how to read properly,

can have this adjustment communicated to him by reading the work."20

This concept of literature as a means of communicating emotional

experiences or attitudes from.one man to another is similar to

Collingwood's theory of the nature of art.
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The value of literature, according to Richards, lies in its

function of mediating actual experience and in the nature of the ex-

perience mediated. Although much of Richard's theory emphasizes the

effect which poetry has on the reader, he assumes that the desired

effect is for the reader to recreate the poet's experience. Fbr

example, in Science and Poetry (1926), Richards considers why the
 

poet selects the precise words which he uses in a given.poem.and

notes:

We can see still more clearly that thought is not the prime

factor if we consider for a moment not the experience of the

reader but that of the poet. Why does the poet use these words

and no others? Net because they stand for a series of thoughts

which in themselves are what he is concerned to communicate.

It is never what a poem says which matters, but what it is, The

poet is not writing as a scientist. He uses these words because

the interests which the situation calls into play combine to

bring them, Just in this form, into his consciousness as a means

of ordering, controlling, and consolidating_the whole experience.

The experience itself, the tide of impulses sweeping through

the mind, is the source and the sanction of the words. They

represent this experience itself, not any set of perceptiOns or

reflections, though often to a reader who approaches the poem

wrongly they will seem to be only a series of remarks about

other things. But to a suitable reader the words-~if they

actually Spring from experience and are not due to verbal habits,

to the desire to be effective, to factitious excogitation, to

imitation, to irrelevant contrivances, or to any other of the

failings which prevent most peeple from writing poetry-~the words

will reproduce in his mind a similar play of interests putting

him for the while into a similar situation and leading to the

same response.

 

In emphasizing the nature of the experience mediated, Richards

offers a more concrete standard of aesthetic Judgment than Collingwood.

Fer evaluating the communicated experience, Richards sets up a specific

ethical standard: "‘What is good.or valuable is . . . the exercise of

impulses and the satisfaction of their appentencies.'" That which is

valuable "'will satisfy an appetency without involving the frustration
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of some equal or more important appetency. Art works of the greatest
 

value are "'those which involve the widest and most comprehensive co-

ordination of activities and the least curtailment, conflict, star-

vation and restriction'" (Osborne, pp. 1h8-lh9). Art is therefore

valuable in making available an experience that allows fbr width and

breadth of stimulation and expression of a range of impulses, all

stabilized, however, by the organization and order of art.22

The term which Richards uses to denote the process of aesthetic

experiencing, that is, the experiencing of Beauty, is Synthaesthesis.

This experience moves us beyond the stage of coming in contact "with

the personality of the artist." He explains the process as follows:

As descriptive of an aesthetic state in which impulses are

experienced together, the word Synthaesthesis . . . covers

both equilibrium and harmony . . . . As we realise beauty

we become more fully ourselves the more our impulses are

engaged . . . . Our interest is not canalised in one direction

rather than another. It becomes ready instead to take any

direction we choose. This is the explanation of that detach-

ment so often mentioned in artistic experience. we become

impersonal or disinterested.2

According to Richards, the aesthetic experience has an educative value

not only because it allows us to establish "relations with personali-

ties not otherwise accessible" but also because the attitude of dis-

interestedness allows our individuality to become "differentiated or

isolated from the individualities of things around us."2h Finally,

the great value that attaches to the quality of equilibrium in aes-

thetic experience is "the fact that it brings into play all our

faculties"; in other words, "the ultimate value of equilibrium is that

it is better to be fully than partially alive."25
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Richards acknowledges that the experience which art affords is

apt to make us feel that we have achieved knowledge, insight, or

revelation; and while he seems sympathetic to Revelation Doctrines of

aesthetics, he reJects the terminology used in these doctrines to

describe the aesthetic experience. In Richard's own terminology, art

' exposes "more facets ofbrings into play "more of our personality,‘

the mind, " and allows us to be affected by "more aspects of things"

than is possible in "experiences of a more defined emotion." And be-

cause of this, intense responsiveness, we feel that we are seeing all

around things, seeing "them as they really are";26 this is the sort of

language man uses to describe the aesthetic experience because he wants

to convey the great value of such states of feeling. Nonetheless,

Richards argues, one should not confuse "the incitement of an attitude"

with "a statement of fact, " the latter being the definition we must

keep for the word knowledge.27

Richards is widely known for his explanation of the relationship

of truth to art. The basic premise of his position is that poetry

does not deal with truth. The truth or falsity of any poetic state-

ment is an irrelevant issue. Richards distinguishes between scientific

statement, ”where truth is ultimately a matter of verification as this

is understood in the laboratory" and pseudo-statement or "emotional

utterance, where 'truth' is primarily acceptability by some attitude,

and more remotely is the acceptability of this attitude itself

. . . . "28 Poetry may thus make pseudo-statements, but it does not

make scientific statements. The acceptance given the pseudo-statements

of poetry depends on the way the pseudo-statements affect our feelings
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and attitudes, but such acceptance must not be equated with the kind

of belief we accord to verified scientific statements; nor is this

latter kind of belief necessary for the arousal of attitudes, which is

the function of literature.29

Given Richards' views on the function and value of literature and

the relevance of truth and belief to literature, we may now ask what

the critic's function is. Is it ever possible that actual belief is

necessary for full and imaginative realization in the aesthetic experi-

ence? To answer the latter question, Richards distinguishes between

intellectual belief and emotional belief. Intellectual belief is con-

'cerned'with bringing all our ideas into an ordered system.as logical

and as perfect as possible; most poetry has no connection with intel-

lectual belief. Emotional belief is the acceptance or use of an idea

because it suits "interests, desires, feelings, attitudes, tendencies,

and what not";30 emotional.belief is what we either accord or deny to

poetry. .And the question of intellectual belief should not arise as

long as we are reading well.31 New we may answer the first question

posed: ‘what is the critic's function? The critic is to assess the

success with which the writer communicates his emotional experience

and the value of the communicated experience. The first task, the

"technicalt part of criticism» demands description of features of the

art obJect through which mediation takes place; the second task, the

"critical" part, deals with evaluation of the mediated experience ac-

cording to Richards' theory of the satisfaction of impulses and

appetencies (Osborne, p. 1&9). Richards accepts only one definition

of truth, that is truth as verifiable fact; and since poetry is not

concerned with truth as such, there is no criterion of assessment that
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relates to truth.

In sunmary, modern Expressionism emphasizes the communication of

emotion for the purpose of giving the percipient the experience of the

artist; the success of the art object is due to the success of the

eXpressive attempt. In Tolstoy's interpretation of the theory, success

is also due to communication of "prOper" feelings. According to

Collingwood, success is due to the work's capacity to communicate the

artist's true or genuine emotion, the communication of which results

from the necessity of the artist to express himself. ‘we Judge the

communication to be successful if we feel we are able to experience the

same emotion. Each percipient determines success on the basis of in-

ferences and guesses about the artist's emotion and his subjective

impressions as to the nature of his own experience with the art Object.

In Richards' explanation of the expressionist component of art, success

is due to the nature of the mediated experience, the value of which

depends on sore than its being the sincere expression of the artist.

The value of the experience is due to the breadth of stimulation and

expression it affords the reader, specifically its capacity to bring

into play a variety of faculties and impulses, all stabilized.by the

organization and order of the art object. As certain critics of Ex-

pressionism point out, the basic criterion as implied in Tolstoy‘s and

Collingwood's accounts is impractical since empirical verification of

the exact nature of the artist's and percipient's eXperiences is imp

possible; the criterion essentially invokes the sincerity of the

artist, a quality that can only be Judged impressionistically (Caberne,

pp. 152~153). Richards offers a much.more sophisticated criterion for
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evaluating the expressionistic component of art; it emphasizes that the

quality of the experience depends on the range of impulses contained by

the organization and order of the art obJect itself and the reader's

capacity to experience these.

Expressionist theory is suggestive of several possible critical

attitudes toward philoSOphy in literature. The most important one is

that the critic may discuss the phiIOSOphy of a literary work in terms

of the genuineness or sincerity of the artist's attitude toward the

philosophy. In this approach, the critic usually equates the truth of

the philOSOphy to the artist's sincerity. The critic mayvtake a narrow

view, as Tolstoy does, and equate the artistic success to the ex-

pression of prescribed kind of experience that illustrates an ideal

philos0phieal stance, e.g., Christian humanism. Or he may attempt to

Judge the qualitative value of the communicated experience according to

more complex and comprehensive standards (as Richards does), but such

standards are likely to reflect individual beliefs about art and

reality. All three approaches involve the potential excessive in-

fluence of the critic's personal impressions, and.possibly beliefs, on

aesthetic Judgment.

Transcendentalism
 

The transcendental aesthetic presupposes the basic expressionist

theory, but adds a new dimension to Expressionism. .According to

Expressionism, the work of art communicates the artist's emotion, and

the aesthetic experience results in the exact duplication of the

artist's emotion in the spectator. The dimension added.by
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transcendental theory is that the communicated experience further

mediates to the Spectator a knowledge of some sort of ultimate reality.

Since the theory deals principally with a very specific aspect of

art--its capacity to convey knowledge of a transcendent reality-~the

basic idea of Transcendentalism may be easily grafted onto other

theories (Osborne, pp. 189, 200). And the history of aesthetics wit-

nesses the theory's sometime alliance with Imitationism, Emotionalism,

Formalism, and Organicism, as well as with Expressionism. Although

the transcendental aesthetic has a long history, deriving from Platonic

philoSOphy and filtering into nearly every romantic movement since its

inception, I will discuss only a few modern applications of the theory.

we may first consider a general explanation of the nature and

value of art according to Transcendentalism. Art is viewed as a means

of providing man with experiences that may lead to his directg in-

tuitive knowledge of ultimate and transcendent reality. In this capa-

city inheres the unique value of art. ‘Within this theory of the

function of art are contained ideas on both the origin and appreciation

of art. The processes may be described as follows. The artist is able

(sometimes or always), by means of an affective state toward a natural

obJect or toward the whole cosmos, to apprehend a reality beyond

appearances. This affective state brings him direct, intuitive_

knowledge of essences, a form of lmowledge that makes no claim to be

rational, logical, or conceptual. By embodying his emotion and its

concomitant intuitive knowledge in the art work, the artist thus cone

veys to the spectator the same experience and the same knowledge. There

is implied in the theory the idea that a work of art can provide a
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truer or more ideal form of knowledge than nature offers or than

science can infer from nature. The foundation for this idea is the

mystical view that nature mirrors imperfectly or even hides the world

of real essences (Caberne, pp. 189-191).

According to transcendental aesthetics, then, it is possible for

a work of art to offer insight, via concrete and sensuous forms, into

the most basic principles of reality, nature, man, and the relation-

ship among these entities. .An interpretation of transcendentalist

aesthetics which has been influential is that of William Wordsworth,

but it is desirable to place his interpretation in the whole context

of what is possible in transcendentalist aesthetics. In other words,

there are in transcendentalist theories, as in imitationist theories,

key concepts to be defined such as man, nature, and reality. In

general, Nerdsworth's conception of all three involved Optimism, order,

purpose, and unity. Accordingly, the poet, with an imaginative

potential essentially congruent with nature and reality, could embody

in his works intuitive insight into the unity of all things. But there

are other interpretations of what may be called transcendentalist aes-

thetics in which nature, reality, and man may be conceived in terms

other than.wordsworth's. Yet such interpretations still hold that the

imagination is capable of grasping a knowledge of ultimate reality and

of embodying that knowledge into artistic structure.

French Symbolism.presents an example of the application of

transcendental aesthetics. Baudelaire believed that the artist’s

function is to attain mystical insight into a reality beyond the world

of appearances and sensations. By means of intuition, one can come to
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know the true relation between natural objects and supernatural

reality: natural objects are but symbols of transcendental reality.

Nbrwver, a variety of different symbols may actually correspond to

the "same sublime forms of ideal reality, " but conventional vision

and knowledge are blind to this relationship. The artist must pierce

through the ordinary mode of seeing and knowing; he does so by means

of his own intuition and by means of his unconventional use of symbols,

thus disturbing the drab, logical way of viewing reality. Rimbaud

added to Baudelaire's theory the idea that the poet must actually

"violently disturb the normal equilibrium of the senses, forcing them

to a paroxysmrof excess transcending their normal.powers." Finally,

mllarme made a very important contribution to Symbolist theory; in his

view the poem itself is no longer merely an instrument of communication,

but is the actual source of the mystical experience for‘both poet and

reader (Osborne, p. 195).

At least one of the aims of the Surrealist aesthetic has its basis

in Transcendentalism; that aim is the apprehension of a hidden, supra-

mundane reality which can.be achieved.only by completely freeing the

subconscious mind from the confines of intelligence and reason. Pro-

ponents of this aim'believe that insight into some sort of ”over-

reality" is possible through the uncontrolled unconscious. The empha-

sis on the unconscious often results in the widespread use of dream

elements, absurdity, and incoherence in art and the use of automatism

in artistic creation. The preponents of Surrealism consider it neither

a movement nor a direction but "a permanent state of the soul."32

Accordirgly, nature, man, and reality are defined in terms of man's
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inner or psychological reality; for example, dream.elements are

capecially valued for their capacity to "cast light upon our true

internal reality" and to "reveal new aspects of a wider external

reality" (Matthews, p. 65). The ultimate goal is "the future reso-

lution of those apparently contradictory states, dream and reality,

in a sort of absolute reality," which is called surreality (Natthews,

p. 67). The belief is that transcendental Surreality would eventual-

ly illumine and regenerate the soul of desperate humanity; (OSborne,

pp. 198-199). In other words, a kind of redeeming knowledge would

become available through the artistic apprehension.of true reality,

end this knowledge could enable man to save himself from the banality

of uninspired conventional actuality.

C. Day lewis presents a version of transcendental aesthetics in

‘which he specifically emphasizes artistic truth. Subscribing to the

general transcendental view of the nature and value of art, Lewis be-

lieves that the vehicle by which the art object conveys intuition is

the metaphor in its widest sense. The philoSOphical.basis of this

concept is that everything in the universe is a microcosm, and it is

the poet's function to convey the unity of all things and persuade us

of the truth of this doctrine. Although the truth of poetry is not

verifiable, it is nonetheless convincing because of its "emotional

logic." One comes to feel the truth of the mystical unity and oneness

of life (Osborne, p. 195). The emotional conviction that accompanies

such an experience is so strong that logical reasoning or scientific

verification is not needed. In fact, it is actually the unverifiable

element that convinces: " . . . there are such things as unverifiable
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truths and it is the unverifiable element in poetry which carries the

conviction of truth" (Osborne, p. 203).

I have noted that the transcendental theory of aesthetics is

often combined with other aesthetic theories. The reason is that

numerous aestheticians, critics, and schools of art point to the value

Of art as revelation of some form of ultimate or superterrestrial

reality; acquisition of intuitive knowledge of this sort is felt to be

a great achievement since it usually makes man aware Of the truth of

the relationship of all elements in the universe, and this is the

highest truth. In practical criticism, one often finds the transcen-

‘dental aesthetic permeating the entire commentary or casually emerging

in concluding remarks. Although the critic may invoke criteria Of

artistic excellence belonging to other theories, he is also appealing

to the transcendental criterion if he praises the work for its com-

‘munication and revelation Of an ultimate reality or for a truth

superior to ordinary scientific truth. The transcendental standard of

excellence is specifically "the extent to which the spectator achieves

--or feels that he achieves-Ea revelation of ultimate Reality through

contemplation of the work of art" (Osborne, 1). 201). '

Transcendentalist theory is significant in a study of the various

ways in which critics interpret and Judge the philOSOphical element in

literature. It is important to note that most versions Of transcen-

dentalist theory emphasize the symbolic or metaphorical aspects Of

art, even, for example, he whole poem itself as constituting a meta-

phor. According to the theory, it is basically through metaphor that

an intuitive knowledge of ultimate reality is mediated to the reader.

When a critic attempts to discuss this knowledge, his commentary will
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likely have the same philOSOphical implications of any discussion that

deals with artistic knowledge, truth, or insights. The implications

stem from the fact that all these topics involve beliefs.

Although transcendentalist theory focuses on specific elements

within the work itself, namely, symbol and metaphor, a large element

of subjectivity is involved in interpreting the transcendent knowledge.

When the critic Judges the artistic value of the so-called intuitive

truth or knowledge conveyed, there is a possibility that his personal

beliefs may exert an extreme influence on his appraisal. Because

transcendentalism is rarely used as the sole aesthetic basis for criti-

cism, the success with which a critic uses this theory will depend on

his other aesthetic assumptions.

Formlism—Organicism

The formlist theory prOper is strictly a twentieth-century

phenomenon, and is the main source of the concept of the art obJect as

a self-contained, autotelic entity, a concept that is germane not only

to Formalism but also to twentieth-century organic theory. It seems

wise in considering Formalism and Organicism to envision the theories

on a continuum, with Organicism adding some refinements and extensions

to the basic formalist approach. The following discussion will deal

with the early fornalist theory of Clive Bell, the pure organicist

theory of Harold Osborne, and the somewhat mystical organic theory of

Murray Krieger.

Formalism offers a theory of art that is a complete antithesis to

Imitationism. lbst of the basic tenets of Fomalism can best be
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introduced by contrasting it to imitation theory. First, in formalist

aesthetics, it is the work of art, in and of itself, to which the

spectator must direct his attention; there is to be no shifting back

and fbrth, as in imitation theory, from the art object to reality to

determine the correctness with which the object cOpies reality.

Another difference is in the way Formalism defines the nature of the

work of art: it is self-sufficient and independent of human experi-

ence, and contemplation of it requires nothing from life, neither

knowledge, ideas, or emotions. In general, fermalist theories define

fine art as the organization of the elements distinctive of any par-

ticular artistic medium into a formal pattern that is aesthetically

valuable. A final difference is that formalist aesthetics identifies

the distinguishing quality of works of art as "significant form"; and

to experience significant form, one concentrates only on fOrmal re-

lations, not on any associated ideas or emotions that the object repre-

sented.nay'give rise to (Stolnitz, pp. l3h-lh2).

In the aesthetic theory of Clive Bell, there are three basic

premises that have an important bearing on his total position. First,

Bell derives his views from'his experience with the visual.arts.

Second, he believes that "the starting-point for all systems of aes-

thetics must be the personal experience of a peculiar emotion”;33 this

emotion is unique in that it is the aesthetic emotion and is experi-

enced only in the presence of aesthetic objects. Third, any system of

aesthetics has to be based on subjective not objective truth; yet this

assertion, Bell believes, does not deny the possibility of general

validity; validity in a system of aesthetics can be achieved once it

is determined what quality is common to objects that evoke the
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aesthetic emotion.

.According to Bell, the quality common to all objects that evoke

the aesthetic emotion is "significant form"; this quality is the sipg.

gu§_ngp of art and therefore defines the nature of art. Bell's

definition of significant form proves to be somewhat circular: he

states that significant form refers to the ferms and relation of forms

that are aesthetically moving; he then adds that significant form

refers to a "combination of lines and colours (counting black and white

as colours) that moves me aesthetically" (pp. 8, 12). From.these

statements, it is clear that the nature of art as significant form is

defined in terms of the aesthetic experience: art is whatever moves

one to experience the aesthetic emotion. Bell attempts to clarify the

nature of significant form‘by contrasting it to the characteristic

quality of "Descriptive Painting,” a category referring to "painting

in which forms are used not as objects of emotion but as means of sug-

gesting emotion or conveying information" (pp. 16-17). Descriptive

painting cannot be considered art because it suggests emotions rather

than‘being the object of aesthetic emotion. Bell believes that art

attaining to exact representation and technical cunning necessarily

loses formal significance. Where representation is valuable, it is

valuable as form. Representation as representation and all the

emotions and ideas from life deriving from it are irrelevant to art.

An inclination toward the emotions of life, either in artist or per-

cipient, reveals a defective sensibility (pp. 20-29).

It follows from the definition of significant form as the charac-

teristic of aesthetic objects that the value of art resides in the art
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object itself, in significant form, and in its capacity to evoke the

aesthetic emotion. The aesthetic emotion provides a thrill and exal-

tation close to ecstasy since it affords the percipient the Opportunity

to experience pure ferms as ends in themselves. This experience only

art gives, fbr only in aesthetic appreciation can one see the object

for itself instead of seeing it as a means to other ends (pp. h9-53).

The basic value of art, then, is that it adds something to our emotion-

al lives, and that addition comes not from life but from pure form.

According to Bell, the reason for our being so profoundly moved by

certain combinations of lines and colors remains essentially:mysterious.

But_he suggests a metaphysical.hypothesis that provides a suitable

answer for himself. He believes that "artists can express in combi-

nations of lines and colours an emotion felt for reality which reveals

itself through line and colour" and that significant form is essentially

a means to a sense of ultimate reality (p. 5%).

we may now consider whether artistic truth has any relevance in

Bell's formalist theory. If significant form.in.a work of art communi-

cates the artist's vision of reality and this vision is of the thing in

itself, rather than of its practical attributes, then the aesthetic

emotion aroused in the percipient enables him to have the same vision

of ultimate reality that the artist had. It is in this context that

the element of truth enters Bell's theory of art, for the argument

implies that the aesthetic vision is a truer vision than the practical.

There is in this view a mystical or revelatory quality similar to what

one finds in transcendental theory. But there appears to be a

difference: the ultimate reality revealed, according to Bell, has
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little or nothing to do with the human scene; it is a reality above

and beyond human concerns and relations. Bell states:

But if an object considered as an end in itself moves us more

profoundly (i.e., has greater significance) than the same

object considered as a means to practical ends or as a thing

related to human interests-~and this undoubtedly is the case-—

we can only suppose that when we consider anything as an end

in itself we become aware of that in it which is of greater

moment than any qualities it may have acquired from.keeping

company with human.beings. Instead of recognizing its acci-

dental and conditioned importance, we become aware of its

essential reality, of the God in everything, of the universal

in the particular, of the all-pervading rhythm.

(p- 69)

Now, Bell's approach is very close to pure Platonismh whereas most

modern transcendental aesthetic theories find the ultimate and mystical

truth revealed by art to be somehow associated with man, his nature,

and his relationship to the universe. For Bell, the arrogance of

humanity contaminates the aesthetic experience and interferes with

attainment of the ultimate truth of the individual significance of the

thing in itself (p. 70). It appears that truth in the sense of most of

its common aesthetic meanings has little relevance in.Bell's formalist

theory; truth is relevant only as the revelation of the ultimate

reality as perceived through contemplation.of Significant form.

The final issues to be considered in Bell's theory are the function

of the critic and the criteria for aesthetic assessment. The function

of criticism is "to be continually pointing out those parts, the sum,

or rather the combination of which unite to produce significant form."

By pointing to these elements, the critic attempts to help the viewer,

feel the work for himself, helps him to receive the aesthetic emotion,

and thus enables him to recognize for himself the work of art. The
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critic must therefore strive to affect the aesthetic experience of the

percipient (p. 9).

How, Specifically, is the critic to go about his task? He must,

as any spectator, begin with his own aesthetic experience; ultimately

he determines whether or not it moves him aesthetically. Bell clari-

fies this approach: "Having made that discovery he can go on to

criticise in detail; but the beginning of all aesthetic Judgment and

all criticism is emotion" (p. 232). In regard to specific criteria

that may enable the critic to know when he is in the presence of

significant form, Bell offers only brief and generalized remarks:

simplification is essential to all art; realism means detail and is

thus the antithesis of art; technical swagger is irrelevant; the

representative or cognitive element has value only as it contributes

to the perception of formal relationships; design, which is organi-

zation of individual forms into a significant whole, provokes the pro-

foundest emotions (pp. 220-231).

In mnarizing Bell's formalist theory, one need say little. It

is evident that the total theory revolves around a single equation:

significant form, as the nature, value, and criterion.of art, is that

which gives rise to the aesthetic emotion.

Organicism can easily be seen as an expanded version of Normalism.

In fact, Harold Gaborne, in his organic theory of beauty as con-

figuration, professes to provide for some of the inadequacies of

Fbrmalism. He attempts to isolate and elaborate on the characteristics

of structures possessing form and to give a satisfactory reason for the

great value we place on formal beauty.
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Osborne sets forth a definition of art that he considers to be a

{gal definition, that is, a definition identifying the basic prOperty

of art, the quality in virtue of which works are classified and

assessed as art. Such a definition disregards all qualities possessed

by some but not all.works of art. According to Osborne, a work of art

is a thing made; it is autotelic, or self-sufficient, and it exists to

3h
be experienced for what it is in itself. Specifically, a work of

art is . . . a perduring potentiality for the actualization of a

specific set of perceptions. Actualization takes place when a compe-

tent person experiences the art object (p. 23%).

n The unique quality in virtue of which objects are classified.as

art and which constitutes their artistic excellence is beauty of con-

figuration or organic unity. Organic unity is "a configuration such

that the configuration itself is prior in awareness to its component

parts and their relations according to discursive and additive princi-

ples." The exact process of perceiving organic fOrm is all-important

to OSborne's definition. A construct that is perceived as an.organic

unity is apprehended ”synOptically"; that is, it is perceived as a

"single complex whole of multifarious and intricately related parts;

it is not apprehended discursively by summation of a series of rapid

but discrete particular apprehensions of the parts and their relations"

(p. 228). It is possible to look at a given visual field synOptically

only if the field is structured so as to allow it to enter into aware-

ness in a single act, in other words, if the relations of the parts to

each other and to the whole are such as to give it organic unity.

. . . The degree in which any work of art can.be seen in this way is
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the degree of its beauty" (p. 2h7). In aesthetic perception all

attention must'be focused on the art object; all other ordinary and

practical interests are excluded. It bears repeating that not only is

the quality of organic unity or beauty in configuration the guage of

artistic excellence; it also defines the nature of art.

Osborne locates the value of art in the synoptic apprehension of

an art object. Synoptic apprehension demands ”a heightening and

tautening of awareness--visual, aural, or intellective far beyond the

normal needs of practical life," and only art can provide the material

that will make this experience possible. The experience is valuable

since it causes a "heightening of consciousness" and an "enhancement

of mental vitality." Osborne believes that we attach supreme human

value to any process that thus activates the higher human faculties

(p. 228).

The aesthetic excellence of a work of art is to be assessed on the

basis of only one criterion--its organic unity; and the process by

which this task is carried out is called configurational criticism.

Configurational criticism begins with the actualization of a work of

art. Achieving synOptic vision is a difficult and rare accompliShment,

but it is the ideal toward which the critic must strive and toward

which he must guide his readers. There are three ways in which the

critic may fulfill his function: he may attempt to grasp the essential

character of the aesthetic whole and describe his Observation.1m—

pressionistically or "suggestively"; he may deal with form as an

essential to the total configuration of the work of art; and he may

discuss and il.uminate details so as to allow a clearer perception of
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parts and their relations to the whole (pp. ssh-258). Validity of

aesthetic judgment is possible only if the work is ideally organized.

Osborne states:

. . . any two ideally competent observers will actualize the

same work of art when looking at the same picture or hearing

the same music only provided that the work of art is itself

ideally well organized and without any intrinsic indefinite-

ness or imprecision . . . . This definiteness or compactness

of organization which allows only one competent actualization

is the quality often Spoken of as "organic fOrm" and is the

nearest anyone has yet come to a definition of beauty in works

of art.

(p. 238)

OSborne makes some specific comments in regard to literary art

and gives considerable attention to problems of evaluation arising from

the importance of meaning in literature. All of his remarks are based

on the premise hat in literature the beauty of'neanings is more imp

portant and.nore contributory to literary excellence than the beauty of

words. A major principle relating to the nature of literary art is

that the beauty of rhythm is ultimately a "quality possessed by

sequences of words as bearers of meaningS” (p. 263). A.second principle

deals with the arrangement of word sequences into units of coherent

meaning. Because literature has content, there must‘be coherence of

organization of that content, but coherence is not to be construed as

strictly logical.

Assessment of craftsmanship is an aspect of criticism that presents

a difficult task, but it is legitimate so long as it relates artistry

to organic configuration. OSborne suggests two standards for assessing

craftsmanship. First, the work must possess "prggisign, a conjunction

of verbal conciscness and univocacy of unit meaning" (p. 275). By
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conciseness, Osborne means the absence of redundancy, not only in.word
 

choice but in conceptual and ideational content. ggizgg§3y_is a

property of units of meaning that possess one and only one meaning;

the meaning may be complex or profound, but the one full meaning of

the sequence must be univocal. The second standard for assessing

craftsmanship is that successful art conceals the artistry: attention

should not be called to the craftsmanship to the extent that there is

a lapse of awareness of the organized configuration. The third

standard relates to the use of word sound fbr the enhancement of mean-

ing: this quality is known as rhythm.and does not exist independently

of meaning. Rhythm.contributes to the peculiar state of suggestibility

that seems necessary for prOper aesthetic appreciation, and is a power-

ful element for the actual structuring of meanings into organic wholes

since it requires varying degrees of attention to various units of

meaning (pp. 268-280).

Osborne deals specifically with the relationship of truth in

literature to aesthetic Judgment. In no sense is the meaning of

literature something that can be abstracted from the work; meaning as

applied to art is unique to the art object; it cannot be expressed in

any other way or in any other words. Ideas occurring in poetic con-

text are affected by alogical influences reacting on them from all the

other elements of the poem. While it is possible to isolate the ideas

from their context, to paraphrase them, the paraphrase is something

other than the ideas in the context of the poem. The excellence of the

poem resides in its organic unity, not in any quality belonging to the

separate constituents, not, for example, in the truth, originality, or
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profundity of ideas (pp. 296-297). Analysis of qualities inherent to

literary ideas is not the function of true literary criticism: "The

sociological assessment of literary content, the estimation of the

truth or the validity of what literature 'says' has no part or parcel

in the aesthetic criticism of literature as a node of fine art" (p.

300). If one wishes to assess the value of the wisdomior morality of

literature, he should realize he is dealing with a utility-value, not

with its value as a work of art.

Osborne feels that what art often evokes that appears to be

knowledge is actually new attitudes of mind toward old or familiar

experiences. The poet, for example, can induce a state of mind that

causes us to place great value on a certain aSpect of experience. But

the poet does not convey new experience, except in the sense that he

creates a new object for experience, that is, the poem, ‘When a poet

is praised for wisdom» what is probably meant is that he has induced

in us new attitudes of mind toward the doctrines of philosophy, science,

or religion. Osborne concludes that evoking such attitudes may be the

ultimate practical wisdom,‘which can.be defined as an "awareness in

experience of what it is like to adept" a particular attitude. "It is

a legitimate function of poetry but not, let it be said, the essence

of what poetry is" (p. 188).

In considering the relevance of poetic wisdom to the final aes-

thetic evaluation, Osborne laments the fact that critics continue to

praise art for its truth to human nature and insight into man's life

and destiny. He stresses the fact that the wisdom of art is not

equivalent to philosophical truth or scientific knowledge. While
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critics and spectators may extract from art this so-called wisdom and

use it for their own purposes, to do so is to use art for a utility

function which may be perfOrmed by other things that are not works of

art and by mediocre or bad art. Consequently, the value of any

utility function of art must never be invoked in the assessment of

artistic excellence (pp. 97, 312-313). .. .

Osborne sets forth a theory that may be called pure Organicism.

I use the term "pure" for two reasons: because he remains close to

the fermalist position in diminishing the value of the existential or

naturalistic content of art and because he purports to provide a real

definition of art in terms of a single, unique quality by which it is

classified and assessed. That quality is organic form and is defined

essentially by the process through which it is perceived. One per-

ceives organic ferm synOptically; that is, the whole complex and its

related parts enter awareness in a single act, not by'a sunnative or

discursive process. The perception of organic form as the aesthetic

experience constitutes the value of art in that only this experience

demands and affords activation of the higher human faculties. In

criticism organic unity must be the sole criterion of aesthetic evalu-

ation. Because of the great importance of meaning in literature,

critics have made the error of abstracting ideas from literary works,

labeling them knowledge or truth, and assessing the works on the basis

of these abstracted qualities. According to Gaborne, the meaning of a

literary work cannot be abstracted from the work itself, nor can mean-

ing be equated with truth or knowledge. Critics may more correctly

call the abstracted ideas or new attitudes towards ideas wisdom, but

to do so and to assign a value to the wisdom apart from the aesthetic
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experience is to use art for a utility function, and art is never to

be evaluated on the basis of utility functions.

Murray Krieger believes that many preponents of Organicism

essentially limit their theories to a kind of Formalism in the sense

that they fail to account fOr the relationship between art and ex-

istence; they simply assert that art reflects only its own internal

relations and nothing of the world or life. An example of this sort

of pure Organicism is the theory of Harold Osborne, who believes that

art neither imitates life nor offers any knowledge of life; the poetic

experience is uniquely self—sufficient and independent of life.

Krieger feels that mature organicists cannot accept this view, and he

attempts to add a new dimension to pure organic theory. Krieger's

theory will be discussed in detail since it deals specifically with

issues relevant to the criticismtof philosophy in literature: the

existential content of art, its treatment as the philosophical element

in art, its truth and falsity, and its relevance to artistic assess-

ment.

The central issue in Krieger's theory pertains to the relationship

of literature to life. To clarify the issue, Krieger sets ferth the

problem in terms of metaphor. There are three ways in which to view

the language of poems as functioning. The first is as a window to the

world; in this sense the literary work "reveals the full existential

density of life as lived in all its desperate unresolvable tensions";

the work "is Justified in relating itself directly to the world of

experience." The second way poetic language functions is as an enclosed

set of mirrors; in this sense, the literary work is "a self—sufficient

aesthetic system of intramural relations anong symbols that together
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strive toward a oneness that contains its reader by compelling upon

him a unified response that inhibits an escape to the world"; the

work's Justification is in its "creating itself as a separate self-

sustaining world of terminal values." These first two propositions

appear to be contradictory, but Krieger presents the third way in

which poetic language functions, and this proposition combines the

first two functions and reconciles the contradiction inherent to them.

In the third way the same set of mirrors becomes a window again by

miraculous means; in this sense, the literary work "is able miraculous-

ly to satisfy both prOpositions at once, being at once totally thematic

and totally aesthetic, answerable to itself only by being answerable

to the outside world."35 This third position, Krieger believes, moves

beyond formalist Organicism.as supported by many of the New Critics.

Only this position attempts "to get through the poem’s closed context

back to history and existence" (p. 3).

Krieger Justifies his position by appealing to a miracle to

account for the complexity of the poetic experience. He begins his

account by dealing with the way the aesthetic experience works. In

our initial confrontation.with a literary work, we are aware of all

sorts of information external to the work-~psychological, biographical,

technical, ideological, and historical; we treat the language of the

poem as we do any other language, that is, referentially. But we must

get beyond this stage if we are really to have a poetic experience.

In the second stage, we become able to apprehend the poem by means of

awareness of its intramural relations; we become aware of the elements

as transforming themzslves into new meanings determined only by the

self-sustaining aesthetic system that is the poem (pp. 29-30). Krieger
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believes that we must accept the ordinary dimensions of language as

sign, that is, its semantic, syntactic, and logical dimensions; but

then we must also lose these as they come to function within a unique

symbolic system that becomes its own sign. He once more invokes

metaphor to clarify the process, except at this point, it is a miracu-

lous metaphor--the metaphor that is central to the Christian faith.

In the aesthetic experience, the elements of the poem as the word (as

discrete signs) become the body of the world (its own autotelic aes-

thetic symbol). Krieger then asserts that once this happens, the world

itself is changed forever, in the sense that the world will be affected

by the poem because the poem does relate somehow to existence and not

Just to itself. This miracle is what Organicismtought to assert, fbr

this is the actual way poetry seems to work. The appeal to miracle is

necessary because the complexity of the aesthetic experience forces it

on us (192» 36-39)-

To further explain how the poem can at once be both totally

thematic and totally aesthetic, Krieger delineates the relationship be-

tween literature and life and history. There is bound to be some

imitative role to literature since history exists befbre literature,

but the history that initially enters literature is history as existen-

tial force; it is "the living, felt, pulsing history ’of breathing men

and not the static formulae of ideology." This raw, existential form

of history constitutes the first of three possible phases in the de-

veloping relation of historical meaning to language and poetry. The

first phase, the existential, includes the potential meanings and

values of a culture, which remain unanalyzed, uninstitutionalized, and

probably not even understood. The second phase, the aesthetic-thematic,
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presents "these neanings and values as they are graSped ig_and thggugh_

the total intramural structure of the poem» as the mirror—window,

though they can never appear thus elsewhere." The third phase, the

prOpositional, sets forth "these meanings and values as they are ex-

tracted from the work to enter culture by being translated and thinned

for use (p. 59). In the poetic process, the poet initially imitates

the preeonceptual existential phase of history. The aesthetic-thematic

phase is the poem itself; it both creates and discovers within its

independent world the existence it initially imitated; only the poem

makes perceptible what is being imitated since awareness of raw

existence is not possible (pp. 6h-65).

‘ The relationship of the poem's aesthetic success to its exis-

tential context is an important issue in all aesthetic theories. Pure

Organicism denies that there is any relationship: fer example, OSborne

holds that aesthetic success is strictly dependent on.beauty in con-

figuration or organic form. But Krieger, in what he terms mature

Organicism, finds the relationship between aesthetic success and exis-

tential context to be so complex that only appeal to miracle can

Justify it. ~ ‘

According to Krieger, the poem must first earn its success as

mirror, that is, as its own self-sufficient symbolic system; this

achievement automatically assures success as mirror-window, that is,

as a node of Opening up a view of the world unavailable by any other

means. If the poem succeeds within its self—enclosed walls of meaning,

a transformation of the initial material of raw existence takes place.

It seems that producing "this unnistic experience of the symbol" would

somehow cut the poem off from the initial experience. But the poem as



98

unique monistie symbol actually provides us with the "un-self~conscious

immediacy of primitive language experience, . . . discourse that dedi-

cates itself to disrupting the normal dualism which a culture finds

in its Platonized [discursive] discourse" and that "forces us to

respond to it as its own entity" (p. 20h). Thus the aesthetically

successful poem is a primary form of discourse equivalent to our

primary way of knowing. And it is this primary way of knowing that

modern sophisticated discourse does not consider to be knowledge at

all. The exact nature of this knowledge of culture is difficult to

define, but is neither prOpositional nor transcendental, nor is it

something our sophisticated language can give. It offers a primitive

grasp of existential awareness; it enables us to confront the ”im-

manent here-mess of existence" before "'existent' prepositional

strategies ideologize, institutionalize, and devitalize them" (p. 205).

Thus far we have been Speaking of the success of the poem as‘a 7

mirror and as mirror-window, that is, "the poem as a reflection of the

existential in the aesthetic mode." We have yet to relate this power

of poetry to culture, to determine the exact relationship of the aes~

thetic and the existential. If the poem is both the bearer and the

creator of a cultural wisdom; if the raw materials of existence achieve

their creation only in and through poetry, how do we Judge the accuracy

or fidelity of the imitation? To measure the poem's "insistent"

reality against any prepositional translation would be a post-poetic

transaction and would destroy the authenticity of the poem. Krieger

concludes that " . . . we cannot identify what the work ends by being

an imitation of since it must be the creator as well as the bearer of
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its vision so that only it can lead us to its object of imitation"

(pp. 206-207). Because the union between the poetic and existential

contexts is central, the only criteria to be invoked fer assessing

the poem's success are those deriving from the organistic approach.

Specifically, Krieger advocates the application of "thematics," de-

fined as "the study of the experiential reflection of that work's aes-

thetic complexity. Thematics thus conceived is as much beyond

'phiIOSOphy'--and in the same way beyond 'philosophy'--as, in pure

poetics, an organic, contextually responsible form is beyond a logi-

cally consistent system" (p. 207). o

This method of assessment can lead to objective aesthetic Judg-

ment about the poem as an autonomous entity; but the question remain-

ing is how aesthetic success assures "the accuracy of its historical

and anthropological vision." How can aesthetic complexity automati-

cally lead to existential complexity and authenticity? And the only

answer to this question is to resort to the original metaphorical

miracle. ‘Krieger believes this question is the same as: how do the

enclosed mirrors become enchanted windows? It is this insoluble

complexity of the poetic experience that demands an appeal to miracle

(p. 208).

Tb further explain how the miracle works, Krieger elaborates on

the nature of the central union between the aesthetic and existential

contexts: they are essentially equated because of the extremity of

both realms--the aesthetic and the existential. The poet is actually

dedicated to extremity in the sense that he reduces one sort of

experience to another: he reduces normal, pre—poetic, messy experience

into the extreme, delimited narrow experience of total metaphor; in



100

other words, he reduces the broad, mixed (and thus extreme) experience

of life to the pure, self-contained experience that is art. These are

the two realms of extremity that become poetically equated, yet in a

sense, they always remain polarized (p. 209). What the latter state-

ment means is that even as we experience the poem as total metaphor,

even as the elements are transformed into a dramatic whole, their

separateness still "asserts itself to our rational, less totally com-

mitted selves" (p. 210). In other words, the extension of metaphor

to the ultimate equation of tenor and vehicle is seen as miracle, but

"the miracle can be asserted as miracle only by continually recogniz-

ing its impossibility, by continually acknowledging the intransigence

of the materials and Oppositions being mastered, though they are never

destroyed." Thus what actually happens in the poetic experience de-

mands that we view it as a miracle, and specifically as an incarnation,

since all the discrete, intransigent elements are transfermed into a

pure and unified form that compels the percipient to experience and

accept it as a new creation even as it urges awareness of its former

discrete elements (p. 211).

Krieger feels that his account of the poetic experience can

correct the over-emphasis made by several aesthetic theories on unity,

especially unity of meaning, as a criterion of assessment. The simul-

taneous assertion and denial inherent to the aesthetic experience

should lead to an emphasis on divergent meanings, ambiguity, variety,

and the centrifugal thrust of a work within the boundaries of its

organic nature (p. 212).
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In considering the ultimate question of the truth of aesthetic

experience, Krieger states that its extremities are not asserted to

be true but are asserted to be miracle. And this answer seems to

point to "the need of our experience to be visioned this way if we are

to order it, to understand it in its immediate purity of implication."

One cannot assert this pure immediate vision.pr0positionally since it-

would appear a gross oversimplification. Yet we demand to see ex-

perience via this unique vision, fbr it offers a more‘brute, a more

immediate, a more primitive confrontation with experience than

sephisticated, discursive language will allow. It "allows us to see

‘what an historical moment, in the privacy of hidden, personal inward-

ness has, in its most daring creations, in the total metaphors of its

single, reduced moments of vision, dared make of its world" (p. 21h).

Providing man with such a vision is the great value of poetry.

The meaning of the oneness of the poetic context and of the

existential context of cultural forces should now be clear: it is

this unity that Justifies the application of "thematics" as the method

fbr assessing poetri. The task is to distinguish between "the fully

incarnating metaphor and lesser attempts at metaphor that fall short

of the fully contextual.poem." Krieger briefly mentions two means

for detecting the failures. First, the total metaphor fails if there

remains a duality between tenor and vehicle. Second, it fails if its

rhetorical form remains logical, singleaminded, respectful of contra-

dictions, and concerned w th maintaining identities. Such form can

never achieve the truly incarnatirg metaphor that both polarizes and

equates its elenents in the same act (p. 215).
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The organic theory of Murray Krieger purports to go beyond some

of the more formalistic organic theories. The basic premise of the

theory is that the nature of poetic language allows it to function

both aesthetically and thematically. It is the nature of poetry to

present an aesthetic-thematic grasp of history; poetry both creates

and discovers the unformulated here-ness of existence. There is a

significant relationship between aesthetic success and existential

content. Aesthetic success is equated to authenticity of existential

context, because experiencing the nonistic symbol that is the poem

actually affords us with a primary, almost primitive mode of exis-

tential awareness and knowledge. Because of this inherent unity of

aesthetic and thematic elements, the only criteria necessary for Judg-

ing poetry are those deriving from organic theory. Specifically,

Krieger advocates application of "thematics," which is "the study of

the experiential tensions which, dramatically entangled in the literary

work, become an existential reflection of that work's aesthetic com-

plexity." The means by which aesthetic complexity automatically

produces existential complexity is essentially miraculous. To assess

the poem in all its aSpects, one need only determine whether it suc-

ceeds as a totally incarnated metaphor.

we may now consider some of the implications of Formalism-

Organicism for a study of the critical approach to phiIOBOphy in

literature. If a critic adepts the formalist position, he is not

likely to deal with the philOSOphical aspect of literature as explained

in the present study. According to Fermilism, art is valued for its

significant form, defined as that which evokes the aesthe+ic emotion,
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the arousal of which serves to indicate the presence of significant

form. The theory specifically denies the formal relevance of such

human concerns as expressing insight into man's nature and reality.

If a critic adopts the position of pure Organicism, he may

acknowledge that some readers find a kind of philOSOphical knowledge

or wisdom in art, but it is not the function of aesthetic criticism

to be concerned with this literary element. This element serves a

utility function, and aesthetic value must never be Judged according

to a utility function. The excellence of art resides in its organic

unity, not in any quality belonging to the separate constituents.

Pure organic theory, in its derivation from Formalism, essentially

aims to diminish the importance of the so-called philosophical a8pect

of literature and in so doing suggests that this aspect is simply

another artistic constituent, one having no special value and present-

ing no unique problems.

If a critic adapts an interpretation of what has been labeled

nature Organicism, he is apt to see more complexity than the formal-

ists in the philosOphical element in literature and its role in the

aesthetic experience. He will view the existential element of litera-

ture (which would include philoSOphy) as not merely another of many

constituents but as a constituent of approximately equal value to the

total aesthetic nature of the literary work, though its existential

nature is ultimately enconpassed by its aesthetic nature. It is in

this sense that Krieger asserts that literature is able to be totally

thematic and totally aesthetic at the same time. While accepting the

concept of the art object as a self—sufficient entity to be Judged
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according to its organic unity, this position essentially takes us

through the closed context of the literary work back to history and

existence. Thus the mature organicist critic will approach the philo-

sephical element in the context of the whole work; he will view the

work as both bearing and creating its vision, which he may ultimately

comment on in terms of certain phi1050phical generalizations. But he

will perceive that there is a unique value in the alnost primitive

grasp of the "immanent here-ness of existence" that literature gives.

This does not mean to say that the unique value is equivalent to truth;

however, man needs the existential vision as reflected in.the aesthetic

complexity of art.

There are several noteworthy characteristics of the organicist

approach to the philosOphical element in literature. Ideally, the

problems associated with the influence of personal belief on critical

Judgment should not arise. Because the literary work contains within

it all that is needed for a percipient to experience it, the critic

need not bring any specific conceptual knowledge or belief to the

experience; that is, his own beliefs should not enter into the aes-

thetic experience. If there appears the possibility that personal be-

liefs may influence the aesthetic experience and Judgment, the critic

should consciously hold his own beliefs in abeyance and Judge the

existential elements (including philosophy) solely on the basis of the

standards within the work, that is, in context of total aesthetic

structure. Some theorists believe that in actual practice this degree

of obJectivity is neither possible nor desirable. In any event,

organic theory purports to reduce greatly the extent to which a
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critic's beliefs may influence his aesthetic Judgments. One other

implication of the theory merits attention: the philosophical aspect

of literature is not likely to be valued excessively in and for

itself. Because the organicist is interested in the total work of

art, his treatment of this element will be balanced by attention to a

variety of other literary components. Yet in mature Organicismb the

treatment of philosOphy as part of the existential content of the work

may very well be suggestive of its unique value.

The background knowledge ofomaJor aesthetic theories that this

chapter has provided serves two important functions in the method

offered herein for understanding and evaluating the criticism of phi-

1080phy in literature. First, it provides a means of classifying

practical criticism according to the critic's aims and procedures, and

classification greatly facilitates conprehension of different interpre-

tations and Judgments. And second, theoretical knowledge makes

possible the selection of Specific criteria for assessing aesthetic

theories and critical practice, and these standards allow evaluation

of the individual criticism.
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CHAPTER 3

carmm FOR EVALUATING Assni'snc

‘I'HEORIES AND CRITICAL PRACTICE

In becoming familiar with the basic tenets of the five.maJor

aesthetic theories that provide the rationale for much practical

criticism, we acquire a means of classifying criticism. oWith this

information, it is possible tO'analyze a piece of critical commentary

and label it according to its major aesthetic foundation, that is,

Imitationism, Hedonism, Expressionism, Transcendentalism, Formalism-

Organicism, or a combination of these. But classification according

to theoretical.basis constitutes merely the first step in understand-

ing and evaluating the work of a given critic. It is an important

step, of course, as Richard Mekeon notes, in so far as "such identi-

fication may indicate the appr0priate criterion and thereby contribute

to both me understanding and the Judgment of his [the critic's

statements."1 Ultimately, it is necessary to derive specific criteria

fbr assessing the value of the aesthetic theories and for assessing

the manner and method by which the individual critic carries out his

task. Guidelines for evaluating theories and critical practice have

been offered by numerous contemporary theorists and critics, and the

following delineation of criteria is based on selected authoritative

Opinions. The guidelines are by no means comprehensive or exhaustive,
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and there is no attempt to include the views of every major con-

temporary theorist. NOnetheless, the standards set forth prove ade-

quate for the establishment of gpg_method fer Judging aesthetic

theories and their adaptation into actual critical practice.

Criteria_fg£ Evaluating Aesthetic Theories
 

Evaluating aesthetic theories and the critical systems deriving

from them is a task that requires not only an academic knowledge of

major theories but also a large measure of common sense. Exposure to

the variety of aesthetic theories serves to convince us that no one

theory is going to provide any real, true, or final definition of art.

'Morris Weitz sets forth the Opinion that since art cannot be a closed

concept, a definitive "theory of it is logically impossible and not

merely factually difficult. "2 This relativist position is not meant

to suggest that aesthetic theories are irrelevant in aiding our under-

standing of art. On the contrary, knowledge of the many theories

should cause us "to deal generously with the traditional theories of

art." Although individual theories may fail if we take them literally,

their function and value are their "serious and argued-fer recommen-

dations to concentrate on certain criteria of excellence in art (Weitz,

p. 156). Weitz believes that each theory argues for attention to some

element of art previously neglected or perverted. This view provides

the most basic (and obvious) criterion for Judging aesthetic theories;

namely, the theory has some value if it directs attention to any

feature that seems to be a significant prOperty of art works. And

common sense certainly suggests that each of the five maior theoriesAug
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discussed above does Just that. But this obvious criterion for Judg-

ing theories and systems of criticism deriving from them is very _

general. It merely prevents our throwing out at the beginning any one

or all of the systems as worthless. It is necessary to delineate more

specific criteria.

Some theorists believe that although it is wise to recognize the

plurality of distinct aesthetic concepts, one must eventually appraise

the comparative worth or efficacy of the critical conceptual systems,

in other words, the aesthetic bases of criticism. R. S. Crane argues

that any system.has its characteristic limitations and strengths and

that their source lies in the Eggp§_and flexibility of the analytical

apparatus. These two qualities belong to systems that permit "a

reasonably many-sided or comprehensive discussion of literary

phenomena."3 Crane's position essentially points up the need to make

Judgments about partial and comprehensive concepts of art and suggests

a maJor criterion for evaluating aesthetic theories and critical sys-

tems: one can value the theory whose scope and comprehensiveness

allow critical attention tg_ggvariety of artistic phenomena.
 

There is only one other Specific standard fer Judging aesthetic

and critical systems that I intend to designate; it is related to the

first criterion and may even be considered a variation of it. .Aesthe-

ticians have often classified theories according to their maJor

emphasis. For example, William Righter offers the following classifi-

cation: "'uniquely aesthetic' theories," which refer to qualities in

things and "'naturalistic' theories," which are usually concerned with

the whole of our eXperience.h Righter indicates that theories
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stressing either one or the other aspects of artu-the aesthetic or

the naturalistic--imply oversimplified criteria which ignore "both

the individual character of the works themselves, and the entire

history of critical practice" (Righter, p. 20). In elaborating on a

standard for evaluating theories, Righter discusses certain accounts

of art that stress "particular historical or moralistic points of

view," and he notes that for many readers historical and moralistic

criteria of art suggest only a naturalistic emphasis and are thus

perceived as interests alien to the aesthetic values of literature.

Disagreeing with this view, Righter detects a paradox in'the nature of

art. The paradox is simply that while moralistic and historical

criteria do seem foreign to literary art, yet in another sense they do

not (Righter, p. 29). Herman Foerster holds a similar position. He

labels the two kinds of inherent values as ethical and aesthetic and

concludes that the two are interdependent and blended.5

The naturalistic-aesthetic dichotomy has been previously suggested

in the discussion of aesthetic theories in Chapter 2, though in some-

what different terms. The word formal is most often used interchangea-

‘bly'with aesthetic, and there are several synonyms for the natural-

istic aSpects of art, fer example, the experiential, existential, life,

imitative, or ethical element. (Compare the terms used.hy Righter

and Fberstcr with those used by Krieger and Gaborne.)

Regardless of which set of terms is used, many critics have noted

as a basic difference in aesthetic theories the degree of emphasis .

given to either the naturalistic or the aesthetic components of art.

These classifications are important in my attempt to evaluate theories
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and critical systems. The aspect of criticism that I am concerned

with, philOSOphy in literature, may be considered as one of the

naturalistic components of literature, since it involves the whole of

human experience. In evaluating theories and critical practice, it

is important to determine the value assigned to the element of phi—

1030phy and the general account of both naturalistic and aesthetic

components. Thus the second maJor criterion for Judging aesthetic and

critical systems may be posited: one can value the theory that allows
 

  

fer a natural, balanced, reconciled, gr_expansive vision gf_the s97

J

called naturalistic and aesthetic components 9§_art.
O

 

NU delineation of the two maJor criteria for Judging the efficacy

of aesthetic and critical systems represents an attitude of compromise

that is dictated by our actual experience with literary works. The

first places value on the breadth, comprehensiveness and complexity of

the conceptual system that allows criticism about a variety of

artistic features. The second places value on recognition of the

relationship between life values and purely aesthetic values. These

standards suggest a balanced, integrated position.on aesthetic theo-

ries that finds support in many sources. For example, R. P. Blackmur

warns against criticism "governed by an ig§§_fixg, a really exagger-

ated heresy, when a notion of genuine but small scope is taken

literally as of universal application."6 And M. H. Abrams, in talking

of the validity of critical theories, refers to the "scepe, precision,

and coherence of the insights" that a given theory yields "into single

works of art and the adequacy with which it accounts fer diverse kinds

7‘ 5.... . .

of art. 7 In Canabi21D8 the worth of a critical system test
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possesses breadth and comprehensiveness, I do not mean to suggest that

the critic employing a somewhat narrow theoretical framework may not

arrive at valuable insights. The value of relevant critical insights

that emerge from concentration on a given element can hardly be

questioned as long as they involve appreciation of the literary work

as art and not as something else.

No attempt is made at this point to evaluate the five major aes-

thetic theories discussed in Chapter 2. Since my purpose is to

demonstrate a method for understgnding and Judging the efficacy of

practical criticism, I will judge theories in the context of a body

of practical criticism, specifically, in the context of what the Hardy

critics, employing and interpreting given aesthetic rationales, are

able to accomplish. The value of criticism depends not only on the

strengths and weaknesses of a basic aesthetic faundation‘but also on

the critic's interpretation of the theory and his general critical

procedure.

Qriteria for Evaluating Individual Critical Practice

In determining some standards of critical practice, I would first

like to explore the nature of the critic's reaponsibility to his

audience. The critic performs several roles: he acts ”as an indi-

vidual reaponding to the work, as interpreter to an audience, and

finally as Judge."8 Because of his role as interpreter and Judge, his

Opinions and their basis are subject to evaluation by his audience.

The ideal critic knows and lets his audience know what his aesthetic

Principle" and standards are, how and why they are valid and
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applicable to the work under consideration, and whether any possible

distortion mly result from application of them. In other words, both

the critic and his readers should know "what he is not considering,

but what should be considered in any total criticism" (Stauffer, p. 23).

This standard implies the critic's awareness of other possible ap-

proaches to the art object. To restate the first criterion of good

critical practice: the critic knows and makes 1_.1_s_m 9!; his. ges-

thetic principles, their values, and their limitations.

.A second standard of ideal critical practice requires that the

critic adhere to his critical system and work to achieve precision in

his interpretation and Judgment of the work and its various elements

(Stauffer, p. 21;). The first part of this statement should not be

interpreted as limiting the critic's methodology; it merely limits him

to the methodology that derives from his rationale. And the critical

precision referred to is largely the result of the critic's use of

convincing evidence from the art Object itself in support of his

general aesthetic principles, which he initially Justifies as applica-

ble to the work being considered. We may restate the second criterion

of good critical practice: the gritic adheres tg_his critical system
 
 

and strives for precision in_his interpretation and Judgment.g§_the
 

messa-

The second criterion is not meant to imply that criticism is mere-

ly a matter of stating abstract aesthetic principles and citing details

from the art object in support of them. Criticism is obviously a more

complex process than this. The critic must, in a sense, convey or con-

struct the work of art, and his success at this task.besamss, in fact,
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a test of the value of his critical method and of his unique critical

talent. Ebrgaret Macdonald suggests that critical Judgments are more

like verdicts than true or false statements; she believes that the

Judge himself must contribute something in order to Justify the ver-

dict:

To Justify such a verdict is not to give several criteria

as "reasons" but to "convey" the work as a pianist might

"show" the value of a sonata by playing it. Critical talk

about a work is, as it were, a construction of it by some-

one at a particular time, in a certain social context.

Thus criticism does not, and cannot, have the impersonal

character and strict rules,;applicable independently of

time and place, apprOpriate to science and mathematics.9

On the basis of Miss Macdonald's view of criticism, I would.posit a

third criterion for evaluating critical practice: the critic must
 

somehow_construct 9£_convey the work of art s2 §§_tg bring it_into
  

 

31X1§.22 significant focus. This procedure may relate to any number

of factors-«to the unique way in which the critic handles his aes-

thetic rationale, to his perception of the work's relationship to the

asPects of time, place, or audience, or to the way in which the critic

conveys that his criticism involves an individual's response to a work

of art. It is with the third criterion that one begins to perceive

the actual complexity of the critical process and the concomitant com-

plexity of evaluating it.

At this point it is necessary to face the problenaof'establish-

ing a standard for Judging the factors that constitute the individu~

ality and uniqueness of the critic's talent. Although I may not

succeed in determining a precise criterion, it is most important to

acknowledge and examine the factor of individuality in a critic's

achievement. I have discussed the various theories that a critic
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might use as his aesthetic rationale. One should realize, however,

that a critic's adOption of a particular aesthetic theory or theories

implies not only his peculiar sensitivity to art but also a thorough

view of life, " . . . fOr what the critic is at bottom always dis-

cussing is the viability of art, what feelings it sanctions, what

10 Commonlogic it shows, what relations these have to life at large."

sense forces us to acknowledge that underneath the critic's Judgment

about what makes the good in art (that 18, his adOption of an aes-

thetic rationale) is another Judgment, namely, that about certain

”phiIOSOphic criteria of what makes the good in life" (Greene, p. 6).

in the last analysis, it appears that the critic is telling us what

value the work of art has fer human life, and this value reflects his

own Opinion of life itself. Ultimately, criticism must ”come from an

individual psyche and an individual bent." This discussion leads to

the fourth and final criterion for Judging critical practice: though

 

acknowledging the element g£_personal opinion in_critical statements,
 
 

one may still expect from the critic Judiciousness, consistency, and
 

integrity (Greene, pp. 200-201).

These qualities are of maJor importance when one becomes aware of

the possible excessive influence of the critic's personal beliefs on

his interpretation and Judgment of the philos0phical element in litera-

ture. The decision as to whether a critic possesses these somewhat

nebulous qualities will likewise depend in part upon the Judge's

personal Opinion. But I believe that critical Judiciousness, con-

sistency, and integrity are also measured in varying degrees by all of

the standards presented above. And it is precisely in the interest of



117

minimizing as much as possible the effects of personal bias that I

have attempted to delineate specific criteria. For example, it seems

that the quality of Judiciousness includes a kind of wisdom and

sephistication that derive from the critic's awareness of the com-

plexity of literary works and of the variety of critical.responses to

them. Consistency is indicative of the critic's grasp of his theo-

retical principles and of his skill in applying them logically and

convincingly to the work itself. Integrity is suggested in all three

of the criteria of good criticalcpractice. It relates to the critic's

recognition of what is really involved in his re3ponse, to his inflormp

ing the audience of the bases of his re5ponse, and to his demonstration

that his critical response enhances appreciation and understanding of

the work while doing no violence to its nature.

Conclusion
 

when we read critical commentary on the philOSOphical aspect of

a literary work, we want to be able to decide quickly what the commen-

tary is worth. We desire criticism that will aid and enrich our

understanding of the work's philosophical implications. The discrimi-

nating reader realizes that he must examine the basic assumptions of

the criticism. He looks fer an aesthetic rationale that does Justice

to the complexities of literary art and for a critical procedure that

reflects the critic's Judiciousness, consistency, and integrity. The

specific criteria designated allow us to determine the degree to which

criticism meets these two broad standards. Since they constitute the

evaluative aspect of the method proposed in the present study, it
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might be helpful to restate them.

Criteria for evaluating aesthetic theories.

(1)

(2)

One can value the theory whose sc0pe and comprehensiveness

allow critical attention to a variety of artistic phenomena.

One can value the theory that allows for a natural,

balanced, reconciled, or expansive vision of the so-called

naturalistic and aesthetic components of art.

Criteria for evaluating_general critical practice.

(1)

(2)

(3)

(k)

The critic knows and makes us aware of his aesthetic

principles, their values, and their limitations.

The critic adheres to his critical system and strives

for precision in his interpretation and Judgment of the

work of art. 0

The critic must somehow construct or convey the work.of

art so as to bring it into vivid or significant focus.

Though acknowledging the element of personal Opinion in

critical statements, one may still expect from the critic

Judiciousness, consistency, and integrity.
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PART II

APPLICATION OF THE WHOD TO THE CRITICISM

OF THE PHIIDSOPHY OF THOMAS HARDY'S NOVELS



CHAPTER h

IMITATIONIST CRITICISM OF HARDY'S PHILOSOPHY

.As one might expect, there is an abundance of criticism on.the

philos0phy of Hardy's novels that may be classified as imitationist.

And.nost of the commentary relates specifically to essence imitation

theory. According to this theory, the critic values a work of art for

its representation of essential reality or some aspect of it. In I

practice, the critic may egplore or egplain the concept of essential

reality that the work conveys, but he may also and often does evaluate

the work on the basis of its presentation of reality's essence. There

are numerous problems associated with the use of essence imitation

theory for evaluating literary works. I will mention several that

'will be illustrated and clarified in the ensuing discussion of the

Hardy criticism.

First, it is necessary to explain how the essence-imitationist

criterion of artistic excellence is related to the philosoPhical

element in literature. As indicated in the discussion of terminology,

philos0phy in literature is often equated to artistic insight into the

nature of man's reality, which consists of a variety of aspects.

Artistic insight into reality, whether it is called philQSOphy, vision,

wisdom, truth, etc., must be considered as gpg_of the naturalistic

elements of art. The essence imitation critics eXpect that represen-

tation of essential reality will provide a kind of artistic insight

121
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or truth; thus they value this literary element highly. Moreover,

the critics in this category often perceive representation of

essential reality in terms of a doctrine or message. We may, then,

designate two characteristics that enter into evaluation of the theory:

the tendency to emphasize a single naturalistic element and the tenden-

cy to perceive the work's vision of essential reality in terms of

doctrinal statement or message. In view of these characteristics

alone, essence imitation theory as an aesthetic foundation appears

from the outset to have serious limitations. These are due _t_o_ defin-
 

ing the aesthetic norm in terms of a narrow interpretation 93 _a_ single
 

naturalistic component _a_: art. In Judging individual criticism, it

will be important to note the extent to which the imitationist critic

can expand this basic aesthetic norm.

Another limitation of essence imitation theory is associated

 

with the problem of belief. Because essential reality is such _a_ broad

concept and because there is a variety of theories about its natureJ
 

it is ultimately the critic's prerogative to designate the nature 9;;
 

essential reality' that constitutes his norm for literature to £3313-

gept; and it is likely that his designation will depend 93; personal

beliefs. The norm of essential reality may therefore be defined

narrowly or broadly, foolishly or wisely. In Judging individual

criticism, it will be important to note the nature of the critic's

definition of essential reality as an aesthetic norm: Specifically,

the extent to which the critic prescribes a single view of reality as

the ideal doctrine to be represented, the extent to which a critic

acknowledges that ntuuerous aspects of reality .may be represented, and
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the extent to which a critic is able to perceive imitation of

essential reality in terms (other than doctrine) that may reduce the

influence of personal belief.

There are six major characteristics of the imitationist criticism

of Hardy's philosophy. First, the imitationist approach is most

common among Hardy's early critics (from 1890 to 19h0), but examples

of it still appear after the early period and even in the present

decade. Second, the imitationist critics usually perceive the philo-

soPhical element as "Hardy's philoSOphy" and employ the term phiLOSOphy

rather broadly to designate the novelist's views and attitudes about

Providence, the universe, the nature of man, his relation to the uni-

verse, his possibilities, and his destiny; moreover, they use the term

to refer to specific ideas or theories about human conduct and re-

lationships, social systems, religion, and ethics. Third, they are

particularly concerned with doctrinal labels for the philoSOphy, such

as, determinism, pessimism, Optimism, naturalism, meliorism,

Christianity, modernism, humanism, and existentialism. Fourth, the

imitationist critics arrive at numerous and conflicting interpretations

of the phiIOSOphy which often enter into their Judgments about Hardy's

artistic achievement. Fifth, it appears that the basic assumption of

essence imitation theory is responsible for much of the widely di-

vergent interpretation and appraisal, since critics may subscribe to

any number of concepts of essential reality and employ these as aes-

thetic criteria. With the critic's personal beliefs largely determin-

ing which concept is true and worthy of imitation in literature, one

can hardly expect much critical agreement. The sixth and final
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characteristic of the imitationist criticism of Hardy's philOSOphy is

that the relative value of the criticism increases to the extent that

critics abandon ideal doctrines as the sole criterion of artistic

excellence, and to the extent that a concept of essential reality is

explored and Judged in literature in the context of other literary

constituents.

The following discussion includes classification and appraisal of

selected essence imitation criticism of Hardy's philOSOphy. In making

appraisals, I have considered two things: the general strengths and

weaknesses of the imitationist approach in view of the criteria desig-

nated for evaluating aesthetic theories, and the critic's adaptation

of theory and his critical practice in view of the criteria designated

for evaluating individual critical procedure. NV'classification of

the criticism is also indicative of appraisal, with the most adequate

examples being discussed last. The groups are: first, criticism‘based

on ideal doctrines defined in various ways and possessing varying de-

grees of value; second, criticism based on concepts of essential

reality defined partly in terms of the author's unique vision; and

third, criticism'based on concepts of essential reality defined partly

in terms of certain aesthetic or formal components in the literary work

itself.

We may first consider the Hardy criticism that is based on ideal

imitation theory. It is not difficult to see immediately the inadequa-

cy of the theory, since the critical approach required by it greatly
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reduces the actual complexity of the aesthetic experience. The

critic focuses attention mainly on one naturalistic element-~the in-

sight conveyed by the work as reducible to phiIQSOphical doctrine or

message. He further reduces the scepe of his interest by prescribing

a single doctrine as the ideal which is worthy of representation and

which makes for artistic value. The designation of the ideal doctrine

is a matter of the critic's personal beliefs about the nature of

reality, and thus aesthetic Judgment is often based solely on the

critic's personal beliefs.

In general, the value of such criticism is usually negligible,

although in certain cases it may possess interest for various reasons.

It may, for example, give some indication of the history of critical

taste, or it may furnish biographical data about literary figures

writing this kind of criticism. But these interests are not really

pertinent to evaluation of the criticism and its aesthetic basis. The

purpose is to determine how meaningful and convincing the criticism is

as a means of facilitating and enriching our appreciation of Hardy's

novels. And for reasons that will.become clear in the discussion,

ideal imitation generally constitutes a most inadequate approach to

literature. nonetheless, there are degrees of inadequacy, and I intend

to explore these. In fact, it will prove extremely important to note

the specific elements in certain examples of imitationist criticism

that add to their relative value. It is important because these very

elements are often related to aspects of other aesthetic theories or

are characteristics of good critical practice as suggested in Chapter

1
J.
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The totally inadequate ideal imitation criticism results from the

narrowness or idiosyncratic nature of the doctrine in combination with

the critic's lack of awareness of his ideal or the possible need fer

Justifying it beyond the ground of personal preference due to the

pleasure, solace, or inapiration that it affords. This latter

characteristic is indicative of poor critical procedure, since the

good critic fulfills the reSponsibility to know and Justify his aes-

thetic basis.

Several of Hardy's early critics set forth a preference for an

extremely narrow ideal doctrine for no other reason thancthat it

pleases them. Their ideal doctrines include "Optimism," free will,

the hOpe for a good life, the nobility of mania life, stoical humanism,

and Christian morality.

The anonymous critic who wrote "Thomas Hardy-~0ptimist or Pessi-

l
mist," which appeared in Current Literature presents no comprehensive
 

views on the philos0phies of Optimism and pessimism‘but merely defines

them in terms of two writers. He defines Optimism as the View of life

that stresses the good (exemplified by R, I" Stevenson) and pessimism

as the view that stresses the bad (exemplified by Hardy). The critic

announces his preference fbr optimism, which he proceeds to define

even more narrowly as the belief that "life is fer the adventurous"

(p. 103). On the basis of this preferred ideal doctrine, he finds

Hardy lacking in the Spirit of adventure and particularly regrets his

passive characters. In a similar approach, Joyce Kilmer in his

"Introduction" to Thg_Mhyor_9§_Casterbridge2 Judges Hardy's works
 

against his preferred ideal doctrine of free will. Kilmer initially
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seems to suggest that the concept of free will is not only true and

noble but that it also Offers "tremendous dramatic possibilities",

(p. xiv), yet he does not pursue or support these arguments. Instead,

he ultimately expresses favor for the use of free will in fiction.be-

cause it Offers a happier view of life than Hardy's and because he

assumes that any writer would want happiness and success for his

created characters. He states that Hardy, in Th§_yfiyg£, lets his

philOSOphy guide him.to "changing his purposes, forcing him to deal

harshly, sometimes, with characters whom a writer must come to love as

a father his children. was not Matthew [£137 Henchard's rehabili-

tation to be complete, and the tale to end with a prosperous reunited

family? Probably, but Thomas Hardy . . . had his monstrous theory to

reckon with" (p. xiv). Kilmer offers no evidence for his ability to

discern Hardy's "purposes" in the novel. The only rationale for the

Opinion is Kilmer's own belief in and preference for the doctrine of

free will, his assumption that a writer would naturally believe in the

doctrine, and his suggestion that if free will Operates in a novel,

it can result in happiness and success for the characters.

The practical values of solace and inSpiration Often appear to be

the reason behind a critic's preference for a narrowly-defined ideal

doctrine, which, when applied in literary Judgment, results in mean-

ingless and inadequate criticism. Fbr example, Patrick Braybrooke3

finds Hardy's novels to be deficient as works Of art because their

philOSOphy might cause deepair since the author fails to formulate

for the characters "any elaborate plans for their bettermen " (p. 39).

.A similar concern is expressed by John H. Fbwler in The Novels gf_
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222EE§.§EE§X2 an English Association pamphlet.h Fbwler is troubled

by the possibility that a wave of pessimism may pass over the new

generation if readers look to Hardy as a great teacher. He suggests

that we go to our greatest artists fer "an uplifting and inSpiring

vision of life"; he subsequently announces his preference for the

hOpeful view or life and death and the belief in the nobility of man

that was expressed by the great Victorians (pp. 17-18). Fbwler finds

some specific qualities to admire in Hardy, but they also relate to

his ideal doctrine that stresses inspiration. For example, he praises

Hardy's strong characters, in particular Oak, venn,‘Winterbourne, and

JOhn Loveday, as "characters who exalt our Opinion Of human nature by

the depth and unselfishness of their love" (p. 16).

One should note that the use of an inspirational ideal doctrine

as the maJor criterion for Judging literature is not limited to

Hardy's early or minor critics. An eminent Hardy scholar, Carl Weber,

employs the ideal-imitationist approach as late as 1939. In "Virtue

5
fromeessex: Thomas Hardy," ‘Weber's dOctrine consists of a rather

broadly defined stoical humanism, a doctrine that he finds exemplified

in Hardy's works. Consequently, he values Hardy as a writer to whom

the modern reader can turn for solace; fer, he argues, even in despair,

the novelist found life intensely interesting. "In expressing this

attitude, Hardy stands ready to serve as a moral leader for thousands

Of modern greping minds" (p. 218). Weber's concluding remarks further

indicate the inspirational function Of the doctrine that he extracts

from Hardy's works: "Thomas Hardy is one of the great spiritual

leaders of the modern world and from him, they may draw virtue who
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read him aright" (p. 222). Heber's essay has little value as literary

criticism. He, like many Of Hardy's early critics, approaches the

novels with the expectation Of finding his ideal doctrine represented

and extracting a solacing or inspirational message.

The final category Of totally inadequate ideal imitation criti-

cism is characterized by the critic's lack Of real awareness that he

is using an ideal doctrine as the maJor criterion for literary evalu-

ation. H. C. Duffin's Thomas Hardy: A Study g§_the Hessex Nbvelg,
  

the POems, and "The Dynasts" falls into this group. The most disturb-
  

ing thing about the book is that the critic attempts to pay lip

service to certain aesthetic criteria when, in fact, he evaluates

Hardy on the basis of a rather narrow moralism deriving from Christian

ethics and from support of the EIEEE§.2E23 In other words, careful

analysis reveals that a narrow ideal doctrine constitutes the maJor

aesthetic criterion, yet Duffin is either unconscious of its Operation,

or he attempts to camouflage it. In any event, the weakness of his

aesthetic foundation is compounded by a most inadequate critical pro-

cedure. For example, he notes that the governing idea of a novel need

not be moral, although "if the moral tendency is also there, we may

count it for gain, provided always that it is merely latent in the

material that is used, so that it does not hinder the all-important

aesthetic function" (p. 98). But in spite of this statement, Duffin

never clarifies the so-called ”aesthetic function," and none of his

maJor Judgments of Hardy's art reflects any aesthetic basis.

The exact components of Duffin's ideal doctrine become apparent

only in Specific comments about Hardy's works. The critic does express
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a preference for presentation of a "lofty conception of human nature,"

but in most cases, his ideal is only implied. For example, of m

§§12£_he states that its outlook is so gray that its truth might be

totally denied (pp. 18h-l90). And in regard to the behavior of some

of Hardy's characters, he notes that the "gentle moralists had a

case!” in being shocked (p. 20h). Duffin appears greatly distressed

by Sue's opinion that legal marriage is vulgar, and he asserts that

marriage has value in discouraging the "obvious evil of promiscuous

unions" (p. 2&9). From numerous comments such as these one can surmise

Duffinis ideal doctrine.

The confusion that characterizes Duffin's critical procedure re-

sults in a number of contradictory Judgments about Hardy. The contra-

dictions reveal the critic's uncertainty either about his theory fer

Judging art or about Hardy's works in particular or perhaps about both.

He obviously approaches a work of art with the expectation of seeing

his ideal doctrine represented, and to the extent that Hardy's works

illustrate his ideal, he evaluates them highly, but he also notes when

they fail to depict the ideal. He seems satisfied to pick and choose

within Hardy's novels, accepting those parts that confOrm to the ideal

and rejecting those parts that violate it. For example, finding

certain passages in gggg_relating to marriage and divorce to be ob-

Jectionable, Duffin remarks that " . . . it will be desirable to

separate these out" (p. 2h5). He further exemplifies the "pick and

choose” approach to art in the discussion of Hardy's pessimism:

" . . . what he thought about things found its way into his work, but

without disturbing its artistic shape." Since the critic never deals

with artistic shape or form, one can only assume that form is equal
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to adequate expression of ideas illustrating the ideal doctrine.

Another example of Duffin's uncertainty about his aesthetic rationale

is revealed in his comments on the immoral behavior of some of Hardy's

characters. He notes that one is Justifiably shocked by their behavior,

but he concludes that compared to the "abnormal sex-obsession that

floods the fiction of today," Hardy's men and women do not behave so

badly after all (p. 20h). '

The general inadequacy of Duffin's study of Hardy is a serious

matter in a full-length work of criticism. The critic's implicit ideal

doctrine, which emphasizes a rather narrow moralism‘basedoon

Christianity and the statug_gug, emerges as the maJor criterion for

Judging the works. The value of his criticism is even further reduced

by the critic's lack of awareness of his actual aesthetic basis and.by

the resulting inconsistency in his Judgments. For example, he is re-

luctant to state explicitly the many negative Opinions of Hardy's_art

which he seems to arrive at in applying his criterion, and he does not

attempt a meaningful reconciliation of his negative and positive re-

sponses. He essentially says that one can find some valuable teachings

in Hardy, which may be separated from the unacceptable elements.

The foregoing examples of criticism illustrate the most unaccepta-

ble kinds of ideal imitation criticism. When a critic attempts to

evaluate literature on the basis of an extremely narrow ideal doctrine,

when he assumes no reader will question his criterion and thus sees no

need to Justify it beyond the fact that it pleases or inspires him, and

when he appears unaware that he is using a certain doctrine for

artistic essessmznt, one can only conclude that the resulting criticism
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will be unsatisfactory. That is, it could not possibly facilitate

and enrich our understanding of Hardy's novels.

Some degree of value must be accorded to the critics who are

aware of their use of an ideal doctrine in Judging Hardy's works and

who often Specifically defend the value and apprOpriateness of the

ideal. This characteristic reflects the critic's reaponsibility to

his readers to know and support his aesthetic rationale. This one

quality, however, is not likely to counteract the extremely narrow

interpretations usually produced by ideal imitation theory. .In this

group, the critics attempt to support their doctrines, but their de-

fenses are, as one might expect, grounded in.personal belief. In all

ideal imitation criticism one is struck by the wide divergence of

critical Judgment, and the reasons for this should be obvious: as

long as critics single out philOSOphy as the maJor literary element

and then use a belief regarding any aSpect of life as the maJor

criterion of literary excellence, there is bound to be much divergence

of Opinion.

In the case of Hardy's critics, we will look at two basic groups--

critics who evaluate Hardy's philOSOphy negatively and critics who

evaluate it positively. But within these groups philOSOphy or ideal

doctrine is conceived of in various terms, fer example, social,

cultural, religious-theological, and religious-ethical. In view of the

many possible avenues by which one may arrive at an ideal doctrine and

its ultimate grounding in the critic's preferred.beliefs, it is not

difficult to understand why there is little critical agreement.
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Among the criticism presenting a negative reaponse to Hardy's

philOSOphy is Mrs. M; O. W. Oliphant's essay titled "The AntieMarriage

League."7 Mrs. Oliphant is very much aware of her ideal doctrine and

attempts to Justify it. It pertains exclusively to certain attitudes

towards and beliefs about marriage and human relationships which she

values for the support and stability they afford society as a whole.

Thus her Justification for her ideal, which is primarily social, is

ultimately a matter of preferred beliefs. First, she acknowledges the

great power of art and states that it should be directed toward ex-

pressing ideals that will contribute to the we114being of society; and

second, she states that literature should uphold the traditional con-

cept of the institution of marriage, which, in fact, represents "that

faithful union of Two upon which pure and progressive society is built"

(p. lhl).

Another of Hardy's early critics, P. T. Forsyth8 concludes that

the novelist fails in the tragic node since he does not show the

struggle of moral souls and since he does not include the fact of

Christian revelation in his novels. FOrsyth's ideal doctrine initially

seems to be based on the authority of man's total cultural reality;

that is, he argues that writers should recognize all of the facts of

our culture and these include the following: the fact of Jesus Christ,

the great historic and creative tradition, classic theology and

classic Scripture, as well as the scientific and modern treatment of

these. However, he drOps this initial rationale for his criticism and

ultimately sets forth as his ideal the Christian doctrine of re-

demption, which he defends on the basis of its truth, its handling of
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a deep problem and providing a high solution, and its making possible

communion, c00peration, and life itself (pp. h63-h66). Although ,

Fersyth originally sought to defend the presentation of Christianity

in literature on the basis of its being part of Western culture, he

finally supports it on the basis of a religious-theological belief to

which he subscribes. In other words, the initial defense was based on

certain facts of our culture, whereas the final defense must be placed

in the category of belief.

Several other critics present negative Judgments of Hardy's phi-

losOphy on the basis of specific religious-theological doctrines, with

the primary defense of the ideal being its absolute truth, a defense

that obviously belongs in the realm‘of‘belief. In some cases the ideal

doctrine is relatively general or simple: fer example,‘w. J. Dawson9

finds Hardy's vision of life to be far too narrow and microscOpic be-

cause in Dawson's rationale, an adequate view of man must include

"man's authentic relations with infinity" and life's "vital good, its

moral base, its hidden hepe" (pp. 229-231). Dom David Knowles,

writing in the Dublin Revieg,1o sets forth his religious ideal in terms
 

of its direct relationship to aesthetics. According to Knowles, the

immoral person or the atheist cannot be a post, for the poetic view of

life is equivalent to a certain kind of vision. The "poet sees God's

work, Being, in the form of beauty" (p. 209). And the poetic vision

assumes "that man's action is ruled by himself, has an assigned purpose

which makes virtue a better thing than vice, and stretches forward

beyond our vision to something beyond death; it assumes also that

beauty, harneny, and love are real and valuable wherever they are found

in the universe, and that in and for themselves" (p. 216). Khowles'
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final word of caution regarding the application of his religious-

aesthetic ideal doctrine is that the critic must not sacrifice "all

reverence for religious or ethical truth" to the concept of artistic

beauty (pp. 209-210). ‘When critics attempt to support religious-

theological doctrines on the basis of their absolute truth, we are not

dealing with any kind of truth that can be verified. Consequently,

their defense is essentially a matter of belief.

Robert Shafer is another critic who attempts "a study of Mr.

Hardy's interpretation of life" and finds it seriously deficient.

Shafer's title, Christianity_and Naturalism}1 indicates the ideal and
 

anti-ideal doctrines to be evaluated in literature. The critic's

Justification for his negative Opinion.of Hardy is:mainly presented in

terms of an attack on what he considers the prendses of the Natural-

istic school of fiction. He argues that it is surprising that Hardy

would have placed so much faith in the so-called scientific method of

the naturalistic approach, which, in fact, involves selection end con-

trol. Nbreover, he emphatically denies that there is artistic value

merely in the honest rendering of an individual man's experience.

Shafer concludes, like some of the previously mentioned critics, that

Christianity presents us with the true significance of man's eXperience

in life, which includes his freedom, life's higher values, and the

reality of eternity (pp. 279-280).

The foregoing examples illustrate the critic's conscious use of

an ideal doctrine as an aesthetic norm, and all of the resulting evalu-

ations of Hardy's works are basically negative; we may now explore

some positive appraisals of lardy by critics who set forth different

ideal doctrines for Judging literature. These critics also support
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their ideal beliefs in terms of their social or religious implications,

but they arrive at far different Judgments. In surveying the cone

flicting aesthetic Judgments, one begins to see the extreme limitation

of the use of an ideal doctrine as a criterion for assessing art, since

the aesthetic criterion is essentially equivalent to the critic's

preferred beliefs.

.Among the positive reaponses to Hardy's philOSOphy is that of

"12 Williams ' ideal‘Duane Williams in "The Teaching of Thomas Hardy.

doctrine, which he finds so well represented in Hardy, consists of

several elements: a new "saner morality" and a version.of reality--

both of which are based on social conscience, denocracy, and the

findings of science. Using these beliefs as an aesthetic norm,

‘Williams praises Hardy's criticism«of outmoded moral codes, which "do

not further ethical deve10pments," and which are, indeed, "survivals

of degenerate states . . . and therefore retrograde and harmful" (p.

253). He interprets Jude to be one of the "intellectual proletariat"

that will reconstruct modern political institutions (pp. 257-258).

Herbert L. Stewart13 also gives considerable attention to Hardy's

"teachings." Stewart's ideal encompasses the theologicaleethical

truth that there exist within man certain ethical and moral criteria

which, despite the cosmic order, remain as "eternal verities."

Stewart concludes that although Hardy does not present in his novels

the highest ideal, which is a "trust in the Good" as the only possible

clue for solving the problem of conscience and fate, his novels do

contain the paradox of the "clear-cut cosmic theory" and "a fierce

uoral protest." The critic thus accords some value to Hardy's repre-

senting simply the riddle or paradox of life-~minus solutions
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(pp. 593-595). The final positive evaluation L .rdy's philos0phy in

this category is that of E. S. Bates,1h whose ideal belief is "heroic

I

Optimism,' an Optimism‘based on neither submission to a Supreme Per-

fection nor on ignorance. Bates Justifies heroic Optimism as the

rationalist's approach to man's ethical life; he attributes great sig-

nificance to man's acts, a significance which results in a sense of

reSponsibility rendering ethical activity possible (p. h77). The

critic argues that the struggles of Hardy's characters represent not

only a Justifiable pessimism, which is experienced by many rational

persons, but also "a worthy humanity, true to itself, unconquered.by

destiny, sanctified by love" (pp. h8h-h85).

It should be apparent why there is great divergence of critical

Opinion when ideal doctrines are used as the main criterion for aes-

thetic assessment. First, the critic singles out one aspect of art--

the so-called naturalistic--and further limits this aspect to the sort

of philosOphical message one can derive from the literary work.

Second, in determining what shall be the standard of aesthetic excel--

lence, that is, what philOSOphical message or ideal doctrine should

be conveyed, the critic has many aSpects of reality to choose from,

as based on various kinds of authority. The problem, of course, is

that both decisions are strictly a matter of the critic's personal

beliefs. For example, both his. Oliphant and Duane Williams are con-

cerned with an aspect of social reality, Specifically marriage and

human relationships. But Hrs. Oliphant's views are based on tra-

ditional attitudes, whereas Williams' ideas are supported‘by more

"modern" theories. Ie see a similar situation in the case of ideal
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religious or theological doctrines. Forsyth, Knowles, and Shafer

primarily defend their religious beliefs on the basis Of absolute

truth or traditional authority, whereas Stewart and Bates make a

strong appeal to the truth of modern rationalism, What is actually

the central factor in these critical Opinions is belief and its re-

lation to aesthetic Judgment. In all cases the critics allow a belief

to become the criterion for determining artistic excellence; and,

naturally, because there is a limitless number Of kinds Of‘beliefs

that may be brought to bear on literary evaluation, one cannot expect

much agreement in criticism Of this sort. a

Occasionally we encounter among the Hardy critics some who employ

what is Obviously an ideal doctrine, but who seenlto write criticism

that contributes to our appreciation Of Hardy's works. Again, to

mention this fact is not to defend.what is still an extremely limiting

approach to literature. The precise qualities in this criticism that

lead to a higher evaluation Of it than is accorded to the previous

examples are related to the critic's individual procedure and sensi-

tivity. We may explore how these factors affect the quality of ideal

imitation criticism. First, the critic explains and defends his ideal

in such a way that one is convinced that it is at least somewhat appro-

priate for the given literary work. Perhaps we are convinced because

the beliefs involved possess a breadth and depth that give themla kind

of naturalistic relevance. In other words, although the ideal involves

beliefs, they are beliefs that experience with life, in a sense, veri-

fies.15 The second quality exhibited by the critics in this group

pertains to their adoptness in constructing the literary work in terms
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of the ideal doctrine. Thus, I believe these critics succeed to some

extent in justifying their doctrines and in conveying their relevance

to the artistic insights contained in Hardy's novels.

In looking at much of the Hardy criticism, especially that deal-

ing with the general philosOphy of the works or the vision of reality

eXprcssed, we have explored two basic Judgments: first, Hardy's

vision is seen as deficient because it fails in depicting the truth to

man's situation or to man’s reality; and second, Hardy's vision is seen

as the source of the greatness of his works because it is true to

reality. In these examples, reality was perceived in.a variety of ways

and the nature of truth was ultimately dependent on belief. Further-

more, we have detected a trend in these two categories of critical

Judgment. The critics who find Hardy's vision deficient nearly always

hold as an aesthetic criterion an ideal doctrine of reality that is

based on tradition, while the critics who mainly offer praise of Hardy's

phiIOSOphy hold ideal doctrines of reality that are "modern" or "revo-

lutionary." The following critics to be discussed fit into the same

broad categories, but their increased adequacy relates both to the

Specific terms in which their ideal doctrines embody "truth to man's

reality" and to their more sOphisticated critical practice.

Lionel Johnson's Tie. A__£_t_ of 1132.12023 @116 is a most important

study based on a traditionalist ideal doctrine. Jehnson's aesthetic

ideal is not simply the doctrine of Christianity, though Christianity

is part of it; it might be more accurately described as traditional

humanism. In explaining and defending humanism as a criterion of

artistic excellence, he cites its basis in both artistic tradition and
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in man's experience with life. The assumption behind Jehnson's cri-

terion is that there must be a measure of truth in the humanistic

doctrine or else it would not be so pervasive in our literary tra-

dition. Analysis of the critic's commentary reveals the truth to be

the kind of truth—tg_man's experience that is verifiable by his con-

tacts with life.17 Explained in this way, Johnson's ideal of humanism

seems to possess relevance to both the naturalistic and aesthetic

elements in Hardy's novels, and is somewhat removed from the realm of

absolute truth, a category totally dependent on belief.

In an introductory chapter titled "Critical Preliminaries,"

Jehnson succinctly sets forth his aesthetic rationale, although the

exact nature of his ideal doctrine emerges from comments made through-

out the entire book. He believes that the value and power of litera-

ture reside in its "occupation with the whole mind of man" (p. 1).

More Specifically, "Life in contact with the passions and with the

emotions of men" gives rise to the origins of literature (p. 2).

Johnson seems to equate the humanity (a naturalistic element) that one

looks for in literature to a kind of primeval immediacy of life. For

example, noting that when literature loses its humanity it loses its

beauty, he explains this position as follows:

Emotions become entangled.with the consciousness of them:

and after-thoughts or impressions, labored analysis or

facile presentation, usurp the place of that older work-

manship, which followed nature under the guidance of art.

(no 3)

Johnson thus makes two points about his humanistic ideal: first, that

humanism reflects the immediacy and naturalness of man's passions and

emotions, and second, that the "broad and high traditions of
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literature" have captured these qualities and can serve as an aes-

thetic model (p. h). Johnson further clarifies the humanistic

tradition in his designation of two standards by which to Judge art:

ancient greatness and prOper conscience. Finally, he states that the

purpose of art is to derive the "interior virtue, the informing truth"

from the "conflict and the turnoil of life" (p. 13). The difficulty

with Johnson's concept of humanism arises from his attempt to—pre-

scribe art's "informing truth."

For a more complete definition of Johnson's ideal doctrine, we

must look to the final chapter, "Sincerity in.Art." It is here that

the moralistic aspect of his humanist doctrine appears. The critic

argues that art cannot be separated from morality and that man's

morality basically stems from a faith in divine Justice, which provides

him with ethical principles by which to live. Jehnson sees man's

faith in divine Justice evidenced in the general beliefs of classical

Greece, but he sees this faith more thoroughly exemplified in

Christianity and its ethics (pp. 256, 260). Tb smmrarize, Johnson's

basic humanistic tradition places considerable value on the experi»

ential element of truth-tg_man's existence, and this aspect, employed

as an aesthetic norm, allows the critic to make some enriching inter-

pretations of Hardy. But the moralistic aSpect of his humanistic

criterion leads to overvaluing of a moral message and is responsible

fer some of the constricted interpretations.

When Johnson applies the moralistic sapect of humanism as a cri-

terion for assessing Hardy's novels, some very negative evaluations

result. For example, he regrets the pervasive "note of revolt," for
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great literature has always expressed "the sanity, the measure, the

harmony of the world" (p. 23h). It is on the basis of this Specific

norm that the critic obJects to Tess, He denounces the novel's in-

sinuated argument of vindicating the ways of man to God (p. 236), and

seems almost regretful of having to scrutinize "the argument of so

pitcous a story" (p. 2h6). He views Tg§§;as "an indictment of

'Justice,' human and divine" but notes that without Hardy's commentary,

one would arrive at a different moral--in other words, the moral at-

tendant upon acceptance of Tess‘s real guilt (p. 2M6). Johnson

believes it possible and valuable to read the novel apart from au-

thorial commentary. If this is done, Tess appears, not as a wholly

irreSponsible victim but as one who had some choices; he suggests that

she could have, for example, followed the course of self-renunciation

as did.Nhggie Tulliver in turning to Thomas a Kempis (pp. 267-268).

He is critical of Hardy's inconsistent handling of Nature, but his

main obJection to Tess is that God is blamed (p. 2h8). This fact de-

nies human conscience and faith in divine Justice. Johnson appears

outraged.by Hardy's "deseanting upon the fact, that man.and woman in

'nature' are not the same, as man and woman in 'soeiety.'" At this

point, the critic invokes the ideals of the Christian ethic, noting

that though it may be austere, it represents the way to honorable life

(pp. 258-260). Johnson further objects to Eggs because of Hardy's

treating women with a "curious lack of dignity" (p. 25h), and because

of his making Tess, who is a sinner, appear attractive. The critic

sincerely doubts "the wisdom or morality of drawing fictitious

rtraits of noble-minded and interesting sinners, by way of teaching
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us to feel for the sinner" (p. 262). He acknowledges that Hardy does

not condone corruption, yet he finds it hard "to sympathize with much

of his sentiment upon man's position in Nature" (p. 270).

When Jehnson applies his initially stated humanistic ideal

(encompassing both naturalistic and aesthetic elements), we encounter

more positive evaluations of Hardy's achievement. Fbr example, he

praises the simple truth conveyed in the bare facts of The geturn 92_

the native. The truly unequivocal praise goes to Hardy's creation of
 

Wessex and its country folk for its wealth of human nature, and its

variety of life. thnson concludes that "we can hardly refuse our

praise to a writer of so much power" regardless of the truth and

rationality of his philOSOphy (p. 27h). meeover, he reluctantly con-

cedes that some of Hardy's views represent partial truths that are

part of the great humanist tradition. when Hardy dwells on "the dust

and ashes of things, the cruelty of lust, and the fragility of love,"

he presents some "old and very grave truths"; and after all, JOhnson

notes, one must recognize in literary tradition the element of

"reasonable sadness" (pp. 27h-275). One must not infer from this last

remark that Johnson accords moral truth to Hardy's views; his moral-

istic criterion forbids this. ‘We see its Operation in the critic's

acknowledged difficulty in evaluating Hardy's delineation of character.

The difficulty stems from the character's "relation to certain views

of life" and from "the method of their presentation, which follows upon

an honest holding of these views" (p. 187). The only acceptance that

Johnson can allow in this sepect of Hardy's art is an imaginative one:

the conflicts between souls and the forces of the world "are of
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sufficient validity in the region of imaginative thought, to fill a

story with the breath of life." But when he Judges the moral truth

of Hardy's "sentiments about the meaning of the unconscious universe,

or of conscious mankind," Johnson can only say that these sentiments

may represent the "gag friends of Truth" not truth itself (pp. 191-

192).

Johnson's study of Hardy prOposes as a standard for Judging art

the great humanistic tradition in literature, which, according to the

critic's initial explanation, includes the experiential quality of

life and its reflection in great literary works, which can thereby

serve as an aesthetic model. This tradition embodies a concept of

essential reality that is broad and true in the sense of being true-tg_

life's experiences. But the humanist tradition is eventually circum-

scribed by Johnson's designation of another truth, an absolute moral

truth that hinges upon the human conscience as derived from faith in

divine Justice. This morality is obviously an important part of the

great tradition of Western art, but in perceiving it as an absolute

truth and invoking its pragmatic value in providing the way to an

honorable life, Johnson reverts to a doctrinal interpretation of Hardy.

Though he comments on the formal and experiential aspects of Hardy's

novels, it is the doctrinal interpretation that leaves the strongest

impression.

‘We may now consider some of Hardy's critics who have Judged the

philOSOphy of the novels against certain modernist ideal doctrines and

determine how the critics' conceptions of the truth of man's reality

and their individual critical approaches influence Judgment of their

critical achievement.
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Arnold Kettle18 praises the novel as a genre because he associ-

ates its deveIOpnent with man's attempt to win his freedom from

feudalism. According to the critic, the genre of romance imposed "a

static, idealist moral code upon the actual movement and complexity

of human behaviour" (I, p. 35), whereas the novel emerged from the

bourgeois writers of eighteenth-century England, for whom it "was,

above all, a means of taking stock of the new society. A medium which

could express a realistic and obJective curiosity about man and his

world, this was what they were after" (I, p. 37).

Kettle seems to take the position that the novel is supremely

suited to express genuine truth, Specifically, a kind of historical

truth. His position reminds one of Scholes and Kellogg's account of

the nature of the artistic truth that is offered by fiction.19

Analysis of Kettle's commentary reveals an ideal doctrine empha-

sizing a revolutionary version of social and economic history which

represents the truth of man’s struggle to free himself from domination

by either feudalistic or capitalistic elements. In defining his ideal

doctrine in this way, Kettle points to certain aspects of man's

reality which are verifiable in history, and he relates representation

of this aSpeCt of reality to a Specific literary genre. His ideal

doctrine appears, therefore, to be anchored to historical reality and

to a Specific literary form. In his initial defense of his aesthetic

rationale, the critic convinces us that his doctrine has some degree of

apprOpriateness to some of Hardy's novels.

Kettle sets forth the Opinion that in Tg§§_and gggg_Hardy has

created tragedy which "bitterly and poignantly captures a central truth
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of the era in which he lived" (II, p. 10).. In his criticism of Eggs,

he states that the novel "has the quality of a social document . . . .

The thesis is that in the course of the nineteenth century the disinte-

gration of the peasantry-~a process which had its roots deep in the

past--had reached its final and tragic stage" (II, p. h9). It becomes

evident from Kettle's criticism that Eggs ise tragedy because the

subject of the novel-~the destruction of a proud and noble peasantry--

was a tragic occurrence. The critic very pointedly rejects other

interpretations of 2333; "It is important for a number of reasons to

emphasize that Tess g§_the D'Urbervilles is a moral fable, that it is
 

the expression of a generalized human situation in history and neither

(what it is generally assumed to be) a purely personal tragedy nor

(what Hardy appears to have intended) a philosophic comment on Life in

general and the fate of woman in particular" (II, p. 53). Kettle

makes this point because he believes that most of the novel's flaws

stem from Hardy's inadequate phiIOSOphical ideas, whereas its strengths

are due to his "social understanding" and "the moving story of the

peasant Tess" (II, p. 61). In his pointed rejection of any other

interpretation of Eggs, one sees the typical result of most ideal imi-

tation criticism: namely, reducing the complexity of a literary work

to a single message or doctrine.

.A similarly'nodern or revolutionary ideal doctrine (at least for

the early twentieth century) emerges as the major aesthetic criterion

in D. H. Lawrence's "Study of Thomas Hardy."20 Iawrence devotes con-

siderable effort to explaining his ideal doctrine. Because its prineiu

ples include certain broad aspects of man and nature, many pe0ple will
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accept that it contains some degree of truth about the essence of

reality. Again this kind of truth can only be defined as that which

experience with life seems to verify. There might always be some

peOple whose experience with life does not verify Lawrence's vision

of man's nature; but it is worth noting that beliefs are involved in

determining what one's experience with life will be in that a person's

beliefs influence what aspects of life he is able to perceive and

participate in.

Lawrence's view of essential reality may best be explained in

terms‘of two principles of life, their meaning, and the degree of

unity and conflict associated with them. Lawrence envisions all of

life in terms of the principles of Law and Love, and both individual

and absolute truth is found in the perfect union of the principles.

(One should note at this point that Lawrence perceives his doctrine

as bearing absolute truth, while I suggested above that the experience

of many peOple would support that it contains some degree of truth

about man and nature.) The meanings of the principles may be demon-

strated by listing the various qualities that Lawrence assigns to each

of them. The principle of Law is equated to the great primeval

principle of earth, to the womb, the flesh, the senses, the feelings,

the soul; it is also called the Female principle. The principle of

Love is equated to Spirit, mind, consciousness, and knowledge; it is

also called the Vale principle. Iawrence explains truth according to

his vision of reality:

What we call the truth is, in actual experience, that momen~

tary state when in living the union between the male and the

resale is consummated. This consummation may be also physical,
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between the male body and the female body. But it,nmy be

only spiritual, between the male and female spirit.

(p. h6o)

In literature, Iawrence considers our main interest to be in the

truth of the individual man. The next aSpect of’lawrence's theory

relates to the degree to which nan can achieve truth in actual life

and the nature of its manifestations. He believes that men and.women

find their culmination or their truth in their relationship with each

other, that is, in love. Love marks fer the male his highest point of

activity, and for the female, her arrival at her intensest self.

Tbtal consummation is other than Just physical--it is infinite and

eternal. Through the union, man finds the "axle for his motion, " and

woman finds the "hub for her stability" (p. hh7). In their total

union exist all the qualities usually attributed to God--Eternality,

Infinity, Immutability. But total union is rarely achieved, mainly

because man finds his pure, non-practical, non-utilitarian culmination

to be hindered.by a force that is over-emphasized.by society or the

community. That force is self-preservation which manifests itself in

work, practical action, business, money, and social convention. It is

this ferce that keeps man from‘bringing himself to his own.being, his

own fullness, his own blossoming, a state which is valuable in and of

itself (pp. h02oh08).

we may now determine the Specific value and function.of art

according to Lawrence's theory. First, there is in all art "testinony

to the wonderful dual marriage, the true consummation" of the princi-

ples of law and Love, or Female and Male (p. M75). He notes that most

art depicts the antimony'between the flesh and the Spirit and that
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moralists will insist on either one principle or the other. He feels

that art must go beyond such specific concepts of morality:

But if it be really a work of art, it must contain the

essential criticism on the morality to which it adheres.

And hence the antinomy, hence the conflict necessary to

every tragic conception. The degree to which the system

of morality, or the metaphysic, of any work of art is sub-

nutted to criticism within the work of art makes the lasting

value and satisfaction of that work.

(no h76)

Lawrence explains the nature of artistic form as "a revelation of the

two principles of Love and Law in a state of conflict, yet reconciled"

(p. h77). The difficulty associated with the netsphysic of a work.of

art is that the artist may have allowed his personal metaphysic to

overpower the artistic form (p. M79). There are various degrees of ar-

tistic excellence, but the supreme art, which yet remains to be done,

demonstrates the reconciliation.between the principles of Law and Love

(p- 516)-

Lawrence is particularly successful in conveying how application

of his ideal doctrine illuminates our understanding of Hardy's

characters. He detects in the actions of many of Hardy's characters

a desire to break out of society and out of convention; they seem to

blossom» to explode, "independently, absurdly, without mental knowledge

or acquiescence"; nonetheless, they cannot totally free themselves from

the self-preservation scheme on which the community is modeled.

Iawrence concludes that it is Hardy's tragedy and the theme of the

Wessex novels to present man as willful, passionate, and desirous of

breaking out of society's stifling conventions, and.yet to show his

alienation and ultimate destruction resulting from his inability to
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survive without society. He feels that Hardy's version of tragedy is

inferior to that of SOphocles and ShakeSpeare because he portrays man

transgressing a purely human morality, a mechanical social system.

SOphocles and ShakeSpeare show their heroes "destroyed by their own

conflicting passions"; the transgression is within the individual

soul. Iawrence regrets that Hardy always presents his characters as

having "an inevitable, unconquerable adhesion to the community." "It

is, in wessex, that the individual succumbs to what is in its shallow-

est, public Opinion, in its deepest, the human compact by which we

live together, to form a community" (pp. h39-hh0). In interpreting

the significance of Hardy's presentation, Lawrence asserts that accord-

ing to the novelist's metaphysic, "there is no reconciliation between

love and the law"; Hardy cannot understand the principle of Law and

consequently relegates it to nothingness, to blind confusion; he must

destroy all who represent the "old Primeval Law, the great Law of the

womb, the primeval Female principle" (pp. h80-h82).

General Opinion about Lawrence's study exemplifies eSpecially

well the fact that evaluation of what is obviously ideal imitationist

criticism may depend to some extent on the exact nature of the ideal

doctrine and on the critic's peculiar sensitivity in applying it to

the literary work. The essay on Hardy has been regarded with great

interest since its publication and respected for its insights into

certain of Hardy's works. Part of the reason for the interest and

praise, I believe, derives from the fact that Lawrence's account of

the essential principles of life emphasize certain basic, indiSputable

components of man's nature that are verifiable in life experiences
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(assuming that one's beliefs do not blind him to this aspect of life).

The life experiences of many modern readers eSpecially corroborate -

the views on sexuality, individual fulfillment, and society's con-

stricting influences. .Moreover, Iawrence is adept in constructing

fbr us a meaningful interpretation of Hardy's novels in terms of his

doctrine. anetheless, many of his Judgments reflect the extreme

narrowness of interpretation so common in ideal imitation criticism,

and in these cases highly personal beliefs about the absolute truth

of the doctrine control aesthetic Judgments.

It is now possible to consider the implications of my Judgments .

of Jehnson's, Kettle's, and Lawrence's criticism. Jehnson favors

representation of the broad humanistic tradition of literature which

includes the morality dictated by the Christian conscience. Among the

modernists, Kettle demands prOper representation of man's historical

struggle to liberate himself, while Iawrence sees the greatest art

depicting the ultimate reconciliation between the ferces of Law and

love, a reconciliation resulting in the individual's achieving fulfill-

ment. I believe that the ideal doctrines of these critics are such

that the average person's experience in life verifies that they possess

some degree of truth-tg_man's nature and reality. For this reason,

many of their individual interpretations enrich our understanding of

the philosophical implications of Hardy's novels. But when these

critics perceive their doctrines in terms of their absolute truth,

their responses to Hardy's novels are subsequently greatly limited.

A.critic’s belief in the absolute aesthetic relevance of his ideal

doctrine inevitably results in the narrowing of aesthetic reaponse, the
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distortion of the work of art, and conflicting critical interpre-

tations and Judgments.

The foregoing discussion has dealt with ideal imitation criticism

possessing varying degrees of adequacy. Ideal imitation is the label

applied to critics who Specify a single concept of reality as embody-

ing truth, see nnral value in the doctrine, demand representation of

it in literature, and perceive artistic excellence mainly in terms of

deriving the prOper phiIOSOphical message. ‘we encountered doctrines

that were both narrow and broad in sc0pe. ‘we also noted the extent to

which they were defended simply in terms of the critic's;beliefs and

the extent to which they were defended in terms of certain cultural

and historical facts or in terms of their truth-Egyman's experience.

These factors, in conjunction with the critic's individual procedure

and sensitivity, enter into my appraisal of this group of criticism.

One must conclude that ideal imitation theory as an aesthetic rationale

constitutes a narrow approach to literature, regardless of the defi-

nition of doctrine and the critic's skills.

II

The next major group of criticism to be considered reflects con-

cern with a concept of essential reality, but that concept is seen to

be worth explaining and evaluating precisely because it is the writer's

unique view of things. Specifically, the critic feels that the writer

possesses a vision of essential reality and that it is worthwhile to

explore the vision as it appears in his works. This approach in

essence imitation criticism would seem to represent an improvement over
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the ideal imitation rationale for two reasons. First, the critic

appears to focus on another aSpect of literature besides its capacity

to convey an appggpriatg_philos0phical message. There is acknowledge-

ment that each writer conveys his own View of reality and that each

one possesses value. Thus the critic is potentially able to see aes-

thetic value in many accounts of reality. The second reason is that

critical Judgment will apparently be separated from the critic's

personal.beliefs since he prescribes no apprOpriate doctrine. In

other words, critics in this category appear to have expanded their

idea of literature so as to include its so-called expressionistic ele-

ment, an element unique to the writer and possessing value regardless

of whether it supports the critic's own‘beliefs.

The approach described above will remind the reader of certain

basic assumptions in the expressionistic theory of art, but I want to

distinguish between the true expressionist attitude and the imitation-

ist approach that deals with the writer's views about reality. The

expressionist critic is interested in the unique quality of each

writer's vision and in the elements that produce the vision and neces-

sitate its expression; moreover, he is mainly concerned with the

success with which the work communicates the vision so as to provide

fer the reader the same experience that produced the vision of the

writer. Finally, the eXpressionist critic holds the view that each

work gives expression to a particular emotion, eXperience, or vision
 

which only that work has concretized. Now, the imitationist critic

is ultimately concerned with the representation of norms. And we may

distinguish the essence imitationist critic who is specifically
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interested in the expressionistic element of the writer's vision.by

his normative approach; that is, the critic approaches the literary

work with the intention of demonstrating the presence therein of the

writer's "characteristic" view of reality. In the imitationist

critic's perception, it is not the work itself that concretizes a

particular philos0phic vision; he is not concerned with the fact that

the writer's expressive attempt produces a particular work and a par-

ticular phi1090phic vision. The imdtationist critic believes in a

characteristic phiIOSOphy that may be derived from data outside the

work and with which the phi1050phic aspects of the work may be com-

pared. I do not think that this approach is merely a matter of the

critic's mode of argumentation. I think that certain critics see

value in demonstrating that a writer possesses a characteristic phi-

losOphy that will find eXpression in his works. The usual procedure

is to determine the nature of the philosoPhy and to show the extent of

its presence in the writeris works.

The major problem with this critical approach is that the norm, ' I

the writer's characteristic philoSOphy, must'be determined by the

critic. This means that he will essentially reduce the large and ex-

pansive body of facts about the writer's life, works, and views to a

phiIOSOphical or doctrinal account of man's reality. ‘And such an

account is likely to reflect the critic's perceptions of, if not actual

beliefs about, life. Another problem is that aesthetic Judgments are

often expressly linked to representation of the writer's characteristic

philOSOphy of life. In evaluating criticism in this group, I have taken

into consideration several factors: the extent to which the critic
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accords value to a variety of interpretations of reality, the extent

to which his beliefs explicitly or implicitly influence his definition

7

of Hardy's characteristic philOSOphy, the extent to which he explains

Hardy's philOSOphy in terms of literary components, and the extent to

which his aesthetic judgment is linked with representation of the

typical philosOphy.

He will first consider Harvey C. Webster's study titled _O_n_ a

21
Darkling Plain. In this work the critic mainly responds to one
 

aspect of the novels-~their presentation of what he understands to be

Hardy's philos0phy. In the Preface to the l96h edition, Webster

acknowledges the extreme limitation of his method: "I feel that I

write of the novels too often as though they were illustrations of

Hardy's philos0phy . . . ” (p. v). Yet he believes his study to be

"sound" and does not wish to revise it.

Nebster looks at the novels with the intention of determining

their philos0phy and deciding if it is representative of Hardy's

characteristic philoSOphy. His basic premise is that the philOSOphy

eXpressed in a writer's works will be the writer's personal philos0phy.

So in order to determine Hardy's typical view of life, webster turns

to the facts of the writer's life, to his Journals, his poems, and to

cXplicit philOSOphical statements in the novels. And from these

. sources he arrives at Hardy's philOSOphy, which appears in a similar

form in most of the works:

For an artist with no pretensions to philOSOphical schematism,

Hardy presented a singularly consistent Weltanschaung between

1865 and 1870. Chance allows happiness and unhappiness to be

distributed almost at random. Man has desires which the

nature of things prevents him from fulfilling. The struggle

for existence, directed by an indifferent nature, does not
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ordinarily result in success for the most deserving. love

causes pain far more often than it does Joy. Perhaps in

the distant future, something can be done to ameliorate

conditions . . . .

(p- 77)

Webster finds it somewhat difficult to understand the persistence of

Hardy's "twilight view of life" during subsequent periods when the

facts of his life would suggest "many reasons why Hardy might have

been, and frequently was, happy.“ But he explains the situation by

saying that Hardy "could not escape the painful consciousness of the

'cursed condition of humanity'" (pp. 86, 88).

'we may now explore how Webster's critical assumptions determine

the emphasis that he gives to the philOSOphy eXpressed by the novels.

0f Desperate Remedies, he remarks that although it is a sensational

work, it still contains the "considered philos0phy of the writer of

‘Hap'" (p. 95). He believes that Under the Greenwood Tree does not

contain much of "Hardy's characteristic reading of life,” and he offers

reasons for its absence:

Either because Hardy was himself unusually happy in his

love for Emma Gifford or because he continued to feel the

necessity of moderation until he had found an audience, or

fer both of these reasons, he never allows the more somber

aSpects of his world View to be emphasized.

(pp- 99-100)

In the commentary on §_§§ir_g§_§lu§_§yg§, we can see how the critic

accords aesthetic value to the expression of Hardy's characteristic

philosOphy. He notes that in Spite of the novel's "stylistic incon-

gruities" and its "floundering construction," "its more serious

'criticism of life; earns it more extensive treatment than either of

its predecessors . . . . The eXposition of Hardy's entire viewpoint is
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clearer, more detailed, and more convincing than it had been before"

(p. 102). From this comment, it appears that, for Webster, eXpression

of Hardy's so-callcd complete philOSOphy or criticism of life becomes

a major aesthetic criterion.

In his criticism of Hardy's later novels, Webster notes the in-

consistency of the novelist's growing emphasis on determinism in

conjunction with his intense attack on society; that is, if man's fate

is determined, then so is that of society. In Spite of the incon-

sistency, webster still admires Hardy's hepe for human.betterment, and

he ultimately explains the basis for hepe in Hardy's idea of the grow-

ing consciousness of Will. But, the critic remarks, Hardy had not

assimilated this solution to the inconsistent elements of his philoso-

phy in the last novels; and in one sense the inconsistent philos0phical

stance detracts from their value. He concludes, however, that in

another sense the inconsistency saves the novels since to the modern

mind neither total pessimism nor total Optimism would be a satisfactory

philOSOphy.

webster's criticism of Hardy ultimately reveals that the critic

allows certain preferred beliefs about essential reality to influence

aesthetic evaluation; he is explicit in setting forth his standards as

to what constitutes a viable philos0phy. webster explains and Justi-

fies his belief that the writer must be able to relate his peculiar

ideas about life to a large view of things:

If the philosOphy of the artist is meretricious or false,

markedly at odds with an intelligent and honest interpretation

of the universe, it is no good finally, whatever its temporary

appeal to peeple similarly addicted to turning their backs
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upon reality. Still further, if the philOSOphy of the

artist is inconsistent within itself, his creative work

loses aesthetic value because of this inconsistency.

("Hardy as a Thinker," p. 55)

In other words the writer's personal philoSOphy, the critic asserts,

must accord with the general consensus of intelligent men and be in-

ternally consistent. This requirement is not eSpecially idiosyncratic,

but it focuses attention on the writer's philOSOphy as separable from

his literary works and available from a variety of sources. And when

a critic attempts to derive the writer's typical philos0phy from a

variety of nebulous sources, his interpretation is likely to be in-

fluenced by personal beliefs.

Tb elaborate on this point, one may, first of all, question the

value of the imitationist expectation of determining a writer's

characteristic philosophy. Much of literary biography denies the

likelihood of deriving consistent philos0phical views from.a writer.

Yet the imitationist is devoted to proving that a typical philos0phy

may be posited. If the evidence from the writer's life and works

suggests divergent philOSOphical Opinions, then the critic must make

Judgments about what are and what are not the writer's strongest and

most pervasive views. In such a case, there is likely to be distortion

because there must be selection and condensation. .And the kind and

extent of distortion may often be traced to the critic's own beliefs.

In other words, even when a critic is eXpressly devoted to ascertaining

the writer's unique and characteristic phiIOSOphy and its presence in

his works, he may still allow certain of his own personal beliefs about

essential reality to exert an excessive influence on his Judgment cf
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the writer's philOSOphy and works.

In an article titled "The neodlanders, or Realism in Sheep's

Clothing," William H. Matchettz2 devotes considerable attention to

proving that Hardy's characteristic philOSOphy is a form of realism

and that it is expressed in The Neodlanders. His interpretation in-
 

cludes both autobiographicaldata and formal aSpects of the novel,

but his preoccupation with proving his point about the philoSOphy de-

tracts from the value of his formal analysis. He gives considerable

attention to the concept of realism and its relationship of the

author's intention, because these are factors relevant to his defi-

nition of Hardy's typical philOSOphy. Matchett acknowledges that there

is considerable disagreement as to what constitutes reality; it be-

comes clear from his explanation that he equates reality to ”realism";

it also becomes clear that he does not accept that a writer's unique

vision constitutes a worthwhile account of reality. Tb be precise,

lbtchett prefers that literary works convey "realism," which implies

one particular interpretation of reality. 'Moreover, he asserts that

realism is Hardy's characteristic vision, although the surface events

and structure of his novels may seem to deny it. Consequently, he

argues, the writer's intention must enter into any interpretation of

the reality conveyed.by his works:

Intention is not then, nor can it be, a sufficient determi-

nant in defining a work of art; but it must, I believe,

enter into the definition of realism to a greater degree

than it does into other literary devices. This becomes

capecially clear in relation to the penetration of the '

devices of realism into contemporary fiction where they are

frequently used as an effect-gaining faqade fer works of

the nest unrealistic sort. The outer garment is one of

realistic deiails, but it often covers the shoddicst kind
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of sentimentalism. The author is not engaged in presenting

his view of reality, but in disguising as real 8 view that

is frequently neither coherent nor mature.

(p. 2hh)

Now'hhtchctt does not say that any view of reality expressed by a

writer should be acceptable; he suggests that the view should be

comprehensible, coherent, and mature. And a sentimental view of

reality, he argues, cannot be this; it would be what he terms ”false

realism." It is difficult to understand why Matchett says that

certain authors are not engaged.3n.presenting their views of reality,

simply because the views appear to him as sentimental ones. ‘We begin

to see how the normative interests of the critic overshadow any value

that might be attributed to the uniqueness of the writer's vision in

a given work.

In relating his critical rationale to Hardy, Matchett pursues his

set idea about true and false realism. He remarks: "It is in the

context of this prevalent false realism that The Boodlanders assumes
 

a Special interest, for in that novel Hardy, it seems to me, attempted

to combine the elements in the Opposite way, molding a realistic

intention to the requirements of a sentimental form" (p. 2hh). It

becomes clear from this statement that Matchett feels that conveying

reality is not a matter of form or subject matter but of the author's

intention. The trouble with this critical premise is, of course, the

difficulty of determining the author's intention.

let us look at the evidence that Natchett cites as support for

his knowledge of Hardy's intention. First, he states that there was

“J 
no bowdlerization of The_WOodlanders' by this statement the critic
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establishes that Hardy successfully kept the novel within the bounds

of "a sentimental form"--the family magazine serial. He then simply

asserts that Hardy always wanted to express his phiIOSOphy in his

novels: he wished to put "across his unswerving view of reality,

that it is implicit in the universe that man will be unhappy . . . .

This view runs, as I have said throughout his novels, its power in-

creasing in the last of them. But it is clearest, I think, in Th2.

woodlande:§_3ust because it is not confused with the sexual realism
 

that caused the uproar about theobetter-known (and artistically more

satisfactory) 3933 and gqgg" (p. 2A7). Matchett further osupports his

knowledge of Hardy's intention to present his "characteristic" view

of reality by citing some biographical evidence--that Hardy later

asserted that he wished he had been more eXplicit about Grace's being

doomed to unhappiness with an incontinent husband (p. 2&9).

Having established Hardy's realistic intention, Matchett explains

how the novelist weaves his typical pessimistic view of reality out of

the four sentimental threads of the novel. Hardy, he declares,

further conveys this reality in creating a certain atmDSphere by means

of his symbolic descriptions of the woods and nature; he thus ”es-

tablishes the completely unsentimental world in which his characters

exist" (p. 258). Noting that Hardy's vision of reality stresses the

idea that the instincts and desires of man are natural and yet man

must suffer for them, the critic concludes:

Such is the view of reality that he presents and sustains in

a form in which one would not have expected to find it. The

sincerity with which it is presented is such that, in spite

of the false notes struck by the combination . . . the result

lives up to the intention and must be considered a convincing

example of a tenable view of reality.

(p. 261)
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Several factors are involved in my evaluation of Matchett's

approach to Hardy's phiIOSOphy. There is value in his explicit

presentation of his basic aesthetic assumptions and in his attention

to various formal aSpects of the novel, for example, realistic, senti-

mental, and symbolic techniques. His subsequent analysis and inter-

pretation of The Woodlanders is an enriching and convincing one. But
 

it is essentially separable from his narrow theoretical assumptions:

the overvaluing of Hardy's characteristic philOSOphy, the narrow

definition of reality, and the apcount of the relevance of the author's

intention to the interpretation of a novel's vision of reality. .A

few Specific weaknesses may be noted. First, he reduces Hardy's

general view of reality to a simple pessimism and assumes that he

wished to convey it in all of his novels. A.second limitation relates

to Natchett's assumption that he convincingly establishes Hardy's in-

tention to convey his pessimistic philos0phy in the novel.’ The third

weakness derives from the critic's general approach to realism, which

he somehow views as the most adequate interpretation of reality and

as largely dependent u.on the author's intention and not recognizable

in the work itself. For example, he notes that realistic details are

often a facade for sentimental or incoherent views and that Hardy's

use of a sentimental form should not blind us to his typical pessi-

mistic view of reality. The critic offers no meaningful guidelines

for detecting true realism except for his implication that realism

involves a "tough" view of things as Opposed to a sentimental view.

Ultimately, it seems, Matchett allows his beliefs about the nature of

reality to determine his idea of the concept of realism in literature;
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for him, reality is not basically pleasant and literature that repre-

sents it thus can only convey a "false reality.’ And so it appears

that even if a critic purports to criticize a literary work on the

basis of its representing the writer's unique vision of reality, he

may allow personal beliefs to influence his evaluation of that vision

and the literary work.

Just as‘Webster's and.khtchett's overriding concern is with

Hardy‘s typical philOSOphy and demonstrating its presence in the

novels, a very recent study, Royo Morrell's Thomas Hardy: The Will and
  

thg_flay,23 similarly purports to set forth the "correct"ointerpre-

tation of Hardy's characteristic philOSOphy. Because Ebrrell's criti-

cism is so recent and because it magnifies the shortcomings of

Webster's and Matchett's critical approach, it merits a thorough

analysis. It is particularly significant that one of the few Hardy

critics that.Fbrrell admires is webster. This admiration, I would

argue, is due to the similarity of the critics' interests and ap-

proaches. Although Nbrrell is well aware that present day critics are

apt to be unsympathetic toward criticism that is concerned solely with

extracting the writer's philOSOphy, he attempts to Justify the

approach for himself. His basic rationale for undertaking such criti-

cism is twofold: the majority of Hardy’s critics have misunderstood

or misinterpreted the philoSOphy; and the abundance of criticism de-

voted to inaccurate eXpositions of Hardy's ideas demands correction

along similar lines. He remarks:

For the lcst seventy or eighty years, critics have been

discussing what they took to be Hardy's ideas: it is too

late to rule me out of court; to get an unbiased decision
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the rest would have to be ruled out too. It cannot be done.

All we can do is to re-Open the case, and try to get the

ideas right.

(pp- ix-X)

Although the critical aims and methods of Webster and Morrell are

similar, the resultant interpretations of the philOSOphy are different.

let us look.at.Nbrrell's version. For Morrell, the most significant

term in regard to Hardy's philos0phy is "evolutionary meliorism," a

term that Hardy used on occasion to describe his own personal view of

life. In explaining the term, the critic chooses to pursue its associ-

ations with naturalist theories of evolution which stress that survival

of individual species depends on the organism's ability to adapt and

utilize all advantages and Options. He argues that Hardy's philoSOphy

is that man must be aware that the worst can happen to him and that

only he can prevent its happening by acting and using his various

assets and seizing on the fortunate Options that may present them-

selves. According to Nbrrell, such a philosOphy indirectly pervades
 

the novels:

.At all events, the dual pattern--the recurring possibility of

what is left undone, beneath the grossly imperfect pattern of

what is actually done-~is characteristic of Hardy‘s novels

and stories. And the tension between the two patterns is what

controls the reader's interest and the rhythm.of the narrative.

It may properly be said that his tragedies are not so much

about unhappiness, as about happiness missed.

(po 53)

He further explains the indirectness of Hardy's philosophical position

as the result of the intention to convey the irony "that man fails

through neglecting chances of success" (p. 88). Ultimately, Harrell

relates hardy's phi1030phical views to those of certain contemporary

existentialist writers.
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For the HDSt part, I find.hbrrell's study to represent an un-

satisfactory attempt to focus on Hardy's philos0phy and a most

unsatisfactory critical approach. His initial aim-~to arrive at an

accurate interpretation of the philOSOphy in order to correct previous

critical failures--is a valid one. But his methods are questionable.

In order to justify his methodology, which contemporary theorists

would view as stemming from the biographical and intentional heresies,

mercll attacks the methods of the New Critics as subject to the

influence of the critic's beliefs and prejudices. But his attack does

not conceal the several strengths of the New Criticism, nor does it

conceal the weaknesses of his reactionary approach. For example, like

Hardy's earliest critics, Nbrrell supports his interpretation of the

philOSOphy of the novels by citing evidence about the writer's own

life, character, personal qualities, and beliefs; in other words, he

views the philosOphy as a fixed entity belonging to the author, an

entity which will undoubtedly appear in his works. Moreover, he

purports to divine Hardy's intention in the novels from Specific bits

of biographical data (pp. xi-xiii). He cites several times the same

few personal remarks of Hardy's that add support to his interpretation,

specifically, Hardy's mention of the "Chink of possibility" Open to

man and the need to take a "full look at the worst." It is most un-

fortunate that in a study that has the noble aim of setting forth the

correct interpretation of the philos0phy the critic should very

selectively draw his evidence from Hardy's Journals, poems, parts of

novels, and from the impression that Hardy was a kind of natural evo-

lutionist (p. 95). Although Nbrrell appropriately points out the
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possible influence of a critic's own beliefs and prejudices on eXpli-

cation of literary works, he fails to see that his personal beliefs

may be controlling his interpretation of Hardy's philOSOphy.

Perhaps the most questionable critical procedure is the one that

provides the basis of the critic's entire interpretation of Hardy's

phiIOSOphy. Fbrrell argues that the philOSOphy that Hardy intends

readers to derive is embodied in his works in an indirect and ironic

form. That is to say, the surface events portrayed bear ironic over-

tones suggesting that the events need not have been as they were and

that the fate that befalls Hardy's characters should not be taken as

inevitable or predetermined. He insists that Hardy directly sets ferth

his view of reality only in two works: ‘§n_lndiscretion ig_the lif§_g£_
 

33 Heiress and Far From the ygdding Crowd. Consequently, he sees
 

these works as providing a basis for understanding the irony of most

of the others. I think that this general procedure reflects the

critic's considerable inability to perceive the limitations of his

whole aesthetic basis and his lack of judiciousness in pursuing such

questionable critical techniques.

merell's study reflects all of the critical shortcomings so evi-

dent in the first fifty years of the Hardy criticism. I would argue

that there is little justification in his adopting critical theories

and employing critical methods that have proved to be not only inade-

quate but also the precise source of an almost endless series of con-

flicting interpretations of Hardy's phi1050phyu hbrrell‘s study

implies an awareness of the history of literary criticism, but the

critic shows no awareness of the relative strengths and weaknesses of
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critical approaches as evidenced in practical criticism. His argument

that almost any method is justified in order to get us to think dif-

ferently about Hardy is not convincing (p. xiv). Nbr can one be

particularly impressed by the argument that his interpretation makes

Hardy interesting to modern readers; this statement simply means that

his works can be interpreted to accord with certain modern beliefs,

instead of with Victorian beliefs. Another fault is that the critic

relates his particular explanation of Hardy‘s phllOSOphy to the overall

aesthetic value of the works. Fer example, in commenting on the

failures of other critics, he notes that Jehn Holloway's interpre-

tation "continues to reduce Hardy's writings to pointlessness, to a

denial of any meaning in human choice or human effort . . . ” (p. 17).

It would seem from this statement that Nbrrell associates the ultimate

value of literature with the phi1050phy of human choice and action.

One may find further support for this premise in the critic's comment

on The. Hell-Belov :31}
 

The Well-Beloved is an absurd novel, perhaps, and unsuccessful;

but it is difficult to share the common Opinion that it is

trivial. It seeks to show that the beautiful appearances

which glamorize our lives are devices of cowardice; and that

reality is life, and life is courage.

 

(p- 119)

Nbrrell's commentary eventually‘begins to sound like the early

ideal imitation criticism in which the critics demanded that characters

be portrayed in such a way as to illustrate the prOper moral stance

inherent in their ideal doctrines. The ideal doctrine in EDE.E§$E.EEQ

thg_flgy_is that man need not be helpless in the hands of Fate, far he

can prevent helplessness by wise and reaponsible action. Everyone is
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familiar with the kind of early criticism (based on a narrow concept

of Christianity) that suggested that Tess could never be considered

pure in view of her portrayed transgression; these critics further de-

clared that a good woman, once she had fallen, would never have gone

back to Alec, as Tess did. I/orrell's comments about the poem £5 Conver-

sation 23.29”“ reveal the same critical assumption: that there is a

"right" course of action for the girl, one that accords with a Specific

ideal doctrine. The critic believes that Hardy's treatment of the

problem in the poem is actually indicative of the prOper course of

action, although it is expressed in an indirect and ironical manner.

The following comment about the poem reveals a twentieth-century inter-

pretation of moralistic criticism (one that is based on the ideal

doctrine of existentialism):

So far the pattern is familiar: had the girl taken stock of

the worst possibilities, from the very beginning, she would

not have become pregnant; when circumstances changed fOr the

better, she would then have been able to take advantage of

them. Or, having got herself into a difficult position, sne

would still have found the happiness she sought, had she had

the courage to face her troubles, and, if necessary, pay the

price of her mistake.

(po 127)

Lhmmell, in attempting to get at the accurate interpretation.of

Hardy's philosOphy, has discovered it to be existentialism. But

throughout the book one finds abundant evidence that the critic is

not interested in all_of‘thc facts about Hardy's philosophy or even

in all_of the facts about the philOSOphy of a given work. He is,

indeed, giving a reading of Hardy's vision as he wants it to be, that

is, one in support of his personal preference for existentialist

thought.
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Morrell's criticism, much mare so than Webster's and Matchett's

provides an example of imitationist criticism that is ostensibly

devoted to explicating the writer's unique view of reality, but which,

in fact, turns out to be an interpretation of the writer's philOSOphy

that accords with the preferred beliefs of the critic.

Rene of the imitationist critics who attempt to interpret Hardy's

artistic insights in relation to his personal phi1050phy manages to

convince us that the relationship is relevant to critical Judgment.

Yet theoretically, their approach represents an improvement over ideal

imitation theory, since it implies the critic's willingness to explore

whatever unique vision of reality the writer may express and since the

critic would not appear to have any preference for deriving a particu-

lar doctrinal message. But these critics do little Justice to the

expressionistic element in Hardy's novels. To varying degrees, their

delineations of Hardy's so-called typical philOSOphy (gleaned from a

variety of sources) reflect their personal beliefs which often force

them into oversimplified interpretations of the novels. webster's

commentary is weakened by the tendency to overemphasize Hardy's con-

sistency as a thinker. Matchett's analysis of The figodlanders is
 

perceptive and convincing, but it does not really depend on his theo-

retical arguments about realism and the author's intention. And

Nbrrell's attempt to "correct" previous readings of the phiIOSOphic

insights of Hardy's novels proves to be excessively influenced by the

critic's determination to find existentialist ideas in Hardy.
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III

The third and final group of essence imitation critics includes

those who are interested in Hardy's artistic insights into reality or

some aspect of reality (his philOSOphy), but who approach that phi-

lOSOphy in conjunction with attention to certain other elements of the

work itself. In this approach critics have dissociated the version

of reality (to varying degrees) from their own ideal.beliefs and from

the writer's so-called characteristic philOSOphy; they view the phi-

losophy as somehow connected with the work prOper. In many cases the

critic associates the phi1050phy with merely one element of the work,

for example, character, whereas in other cases philosophy is associ-

ated with genre expectations or broad approaches to art such as

realism or allegory. And one must emphasize that not all of the

criticism in this category is adequate or valuable. But this kind of

imitationist criticism is important because it indicates the critic's

awareness that aesthetic elements of the work are related to its philo—

SOphical vision or insight. As a result, most of them do not make any

simple demand that Hardy’s works should express a particular ideal

doctrine or what the critic considers to be the writer's typical view

of reality. In general, the whole aesthetic foundation of the criti-

cism in this group gains strength from its attention to artistic phe-

nomena other than philOSOphy perceived as doctrinal message, by its

consideration of both naturalistic and aesthetic components of Hardy's

works, and by the tendency to see the philOSOphy expressed through

formal aspects of the works themselves.
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We may first consider some of the weaker of the critical studies

that link Hardy's philosOphy to certain elements of the novels. In

"Feur novels of Hardy: Some Second Impressions," bece X-Ieinereh

attempts to establish two primary characteristics of tragedy, the

genre which she believes the novels fit. The first is "mimesis well

and truly performed," with the nature of essential reality defined

very generally as "the natural order of things"; the second charac-

teristic is universality (p. 229). The problem with Miss Weiner's

attempt is that the characteristics of tragedy that she cites are so

general that they would apply to any genre. And her definition of the

essential reality that tragedy imitates can give no insight into the

philosOphy of a literary work unless the so~ca11ed natural order of

things is clarified. Moreover, she totally ignores an element that is

universally associated with the genre: tragic conflict. Another

critic, F. Brompton Harvey,25 evaluates Hardy's world view in relation

to the genre which he terms "serious fiction." The norm that Harvey

sets up for serious fiction requires that the writer use the elements

of plot, character and incident, so as to render a plausible version

of reality. His rationale ultimately leads to the construction of a

series of equations: the serious novel equals the "Naturalist School"

equals modern realism equals Hardy's fiction. And the essential

reality that one expects to be conveyed in the genre of serious fiction

is that of "the laws of probability" (pp. 12-15). In accordance with

these norms, Harvey deems Hardy's novels to be failures. The problem

with Miss Weiner's and Harvey's criticism stems from their highly

questionable "aesthetic" norms. Miss Heiner's definition of the
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characteristics of tragedy fails to provide any Specific standards

beyond representation of universal or typical reality. And I have

previously indicated that such a concept must be defined by the indi-

vidual and will inevitably reflect his beliefs. Although Muss Weiner

never eXplicitly defines her concept of typical reality, Harvey does;

and in the definition, we see the excessive influence of the critic's

beliefs. Harvey limits the province of serious fiction to represen-

tation of a plausible, average reality: in other words, fer the critic,

the most acceptable account of essential reality is that evidenced by

a sort of scientific law of averages, and this is the account be de-

mands in fiction.

William Rutland is another critic who fails in his attempt to set

up certain aesthetic norms that meaningfully relate the work's phi-

loSOphy to innate literary elements. His '_1‘_homas Hardy: _A_ gym 9.;
 

His Writings and Their Background26 contains much useful information.
  

But when it comes to critical appraisal, the value of the study

diminishes. Rutland stresses the formal concepts of the unities, the

tragic hero, and presentation. The concept of presentation is impor-

tant in his judgment and he views it as the Opposite of authorial

purpose and Judgment. He feels that, in the novels following as 92333:,

authorial purpose and Judgment become prOpananda and the works cease

to be art, since Hardy is merely asserting instead of presenting

(p. 211). Although the element of presentation emerges as the major

aesthetic norm, Rutland only vaguely suggests the characteristics of

the element; presentation for him includes an emphasis on telling the

"story" (p. 221), on "natural" action, and on a sort of positive
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endorsement of life (p. 256). These few brief comments that are sug-

gestive of a definition prove inadequate to clarify the exact nature

of the aesthetic norm used to Judge Hardy's works. Rutland's failure

as a critic is due to an imprecisely formulated aesthetic foundation.

When a critic intends to distinguish between art and nonyart, he

should take great care to identify precisely the characteristics of

each category and to make the aesthetic norms clear to readers.

Among some of Hardy's early critics, one can detect varying de-

grees of success in the attempt to relate philOSOphic views in litera-

ture to certain other naturalistic and aesthetic elements, While these

critics are not always thorough in expLoring the characteristics of

the elements under consideration, the elements remain significant, and

more recent critics and theorists often offer refined explanations.

We may take the example of Helen Garwood's Thomas Hardy: §g_Illus-
 

tration g£_the EhilOSOphy g£_Schopenhauer.27 In addition to demon-
  

strating the similarities between Hardy and SchOpenhauer, Miss Garwood

also makes some aesthetic Judgments. These are based mainly on the

relationship between a view of reality and the genre of fiction. In

Miss Garwood's Opinion, the essential reality we look for in fiction

may be defined as bearing truth-to man's experience in life. This

quality refers to a man-centered view of life-~theway man sees it

(not necessarily as it is according to ideal, absolute, or scientific

standards). The novel, she feels, is the genre particularly suited to

the expression of the man-centered view, which,more often than not, is

a somewhat negative one. Such a view has life in it, arouses our

interest, and has a large mixture of earth in it, precisely because it
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is so close to man's experience (pp. 80-85). I think that what Miss

Garwood is referring to is the same quality that a modern aesthetician,

JOhn HOSpers, labels the truth-tg_experience that we find in art and

that we may verify in our contacts with the world. Murray Krieger

also elaborates on the nature of this sort of experiential or exis-

tential dimension of art.28

Bonamy Dobrée, in his chapter on Hardy which appeared in The Lamp

and the Lute,29 is more successful than Joyce weiner in attempting to
 

relate the philOSOphy expressed in the novels to the genre of tragedy.

Dobrée defines tragedy in terms of man's probable conflict with re-

ality: "the end of tragedy, then, is to show the dignity of man for

all his helpless littleness in the face of the universe, fer all his

nullity under the blotting hand of time" (p. 23). He further defines

(though perhaps impressionistically) certain other aspects of tragedy

such as beauty, terror, pity, plot, and character. Whether or not one

accepts Dobrée's definitions of tragedy and its elements, his criti-

cism of Hardy represents an attempt to apply an aesthetic criterion

that emphasizes the merging of the artistic and phiIOSOphic elements

that are involved in the genre of tragedy. Consequently, one is left

with the feeling that the critic is concerned with the whole work.of

art, with both its beauty and its truth, and not merely with a philo-

SOphic doctrine that can be extracted from it.

Three of the critics writing in the l9h0 Hardy Centennial edition

of the gouthgrn.§eyigw;employ critical rationales that link certain

views of essential reality with literary elements, and the resulting

criticism represents the best of the essence imitation criticism of
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Hardy's philosOphy. We will consider the studies by Merton D. Zabel,

Jacques Barzun, and Herbert J. Muller.

In "Hardy in Defense of His Art: The Aesthetic of Incongruity,"30

Zabel sets forth the view that it is necessary to evaluate and inter-

pret Hardy's philOSOphy in relation to his peculiar aesthetic, which

he links to-certain broad expectations for the genre of fiction. He

notes that Hardy's natural impulse and taste were toward the romance,

the drama, and especially the sensation novel. As a result of this

tendency, Hardy favored the quality of "casual vitality" in art, the

function of which is to record "impressions" or "seemingsg; these, he

felt, have a permanence above intellectual doctrines and convictions.

Zabel proceeds to relate Hardy's aesthetic views to his philOSOphical

position, which, the critic argues, was meliorism. The main problem

with understanding and appreciating Hardy's impressions is that they

are tentative. Although he asserts humanistic hepe through depiction

of his characters' courage and dignity, the hOpe is presented as

materializing "slowly, out of blight and despair"; and Zabel ac-

knowledges that it is often crudely and clumsily handled (p. 1h0).

The critic asserts that the reason that Hardy's melioristic view of -

reality seems vague and tentative is that his aesthetic prescribed a

casual, instinctive, incongruous approach, rather than "what the

modern critic has come to expect of a reformed fictional art—-of the

firmness of structure and tone, the accuracy of suggestion, and the

formal and atmOSpheric unity . . . " (p. lh2). He suggests that if we

are to appreciate Hardy's art and philosophy we have to persist and

move beyond his wrenchings of congruity, such as are evidenced in the

defective and crude plots. Zabel concludes that hardy "now appears to
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us as a realist develOping toward allegory-~as an imaginative artist

who brought the nineteenth-century novel out of its slavery to fact

and its dangerous reaction against pOpularity . . . " (p. lh8). This

critical study deronstrates that the version of essential reality that

a literary work imitates cannot simply be the writer's personal vision

of life; the version of reality conveyed by a work of art is also re-

lated to the writer's aesthetic and to his peculiar integration of his

vision into the literary form that he chooses.

Jacques Barzun's3l conclusigns about Hardy are similar to those

of Zabel; he relates the concepts of essential reality expressed in

Hardy's novels both to the writer's philosoPhical and aesthetic as-

sumptions. The critic discusses these assumptions in terms of the

general artistic categories of the poetic and the realistic. Barzun

argues that Hardy fits neither category; he is, instead, a "Romanticist"

and thus offers a form of art and a vision of reality in which poetry

and realism merge.

Barzun's discussion of the two categories--poetic and realistic--

actually involves both beliefs about essential reality and.beliefs

about art.' For this reason one must carefully untangle the two aSpects

of each of the categories. In regard to beliefs about art, the poetic

category traditionally includes the right of the pest to invent or

consciously to manipulate artistic materials (p. 182). In regard to

beliefs about essential reality, the poetic category includes the

idealistic vision or a ”faith in the reality of the unseen" (p. 190).

The realistic category, in regard to beliefs about art, emphasizes the

simple artistic functions of observing and recording; and in regard to
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beliefs about essential reality, it includes emphasis on historical

happening, on what regularly happens, on the rational and logical,

and on testable reality (pp. 182-183, 186, 190). Barzun argues that

neither the poetic nor the realistic category is applicable to Hardy.

The critic believes that Hardy is a Romanticist and supports his

Romantic vision for two reasons: it is generally true and it con-

stitutes the novelist's unique (therefore true) vision.

The general truth to which Barzun refers appears to be truthfiyg

man's experience, cepccially modern man's eXperience. For example, in

o

discussing Hardy's use of coincidence, the critic declarep that "the

thoughtful Observer must confess that these chances and mischances are

not only common realities but also symbols of our powerlessness" (p.

18h). He further remarks: "As naturalists, we are bound to accept

the characters' self-will and the world's indifference to their de-

sires” (p. 186). In these statements, Barzun is arguing that the so-

called Romantic machinery of the novel carries philOSOphical insights

which the general experience of men can verify. He wisely ac-

knowledges, however, that acceptance of this kind of truth depends on

"both temperament and experience" (p. 186).32

Barzun also accepts Hardy's Romantic vision as true because it

represents his unique view of things. He argues that an artist's

unique vision must be valued for two reasons. First, the creative

artist can expand our view of reality (p. 187). In this assertion,

Barzun suggests the role of the artist as the seer (in accord with the

Pectic tradition). He emphatically notes that "there is alwals a gap

between the reality perceived and conveyed by a creative artist and the
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recognition of it as plausible by the public at large" (p. 187). The

second reason for valuing the artist's unique vision is that it is

indicative of the fact that reality cannot be conceived of outside of

perception. This fact means that we should not treat Hardy as a sys-

tematic thinker, nor should we interpret his novels in terms of

' or "contemporary ideas." The novels must be taken as views"problems'

of these things, fer Hardy saw reality under momentary moods or

moments of vision. "Where the materialist is forced to explain away

sentiment, hepe, passion—-mind, in short--Hardy perceives the ele-

mentary Pascalian truth that without mind there is no science, no

Time, no hot desire or cold necessity. Having consciousness, we can

conceive these things as existing without us, but the conception has

only imaginative value." In other words, the reality conveyed in

Hardy's novels is tied up with perception; it is the world as per-

ceived by Hardy the artist (p. 191). Barzun concludes that the

artist's perceived vision of reality must be regarded as a true aSpeet

of essential reality, though it is not to be measured by truth to

raterial fact. In his final remarks, he defends the truth of Hardy's

perceived reality:

. . . in his world Truth and Poetry do not fight a Manichean

fight which will leave Science or‘Ignorance master of the

field; they merge into each other by degrees and constitute

together the sum total of mind-measured reality.

(1» 192)

Barzun seems to accept that there are several kinds of true and valua-

ble visions of reality (poetic, realistic, romantic, etc.) and that

these give rise to broad classifications of art which refer to both

philosOphical and artistic elements. One can, therefbre, better
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appreciate and criticize the work if he first carefully determines its

prOper category.

33
In "The Novels of Thomas Hardy Today," Herbert J. Muller sets

forth an aesthetic rationale in which several qualities are valued,

all of which pertain to a view of essential reality as it relates both

to the work's aesthetic and naturalistic elements. Nudler's aesthetic

feundation possesses some characteristics of Krieger's mature Organi-

cism, which was explained in Chapter 2. The difference is that while

Muller acknowledges the interrelationship between aesthetic and

thematic elements, he focuses on the thematic aspect of Hardy's novels

interpreted as their insights into essential reality; consequently,

he does not pursue the organicist interest in demonstrating how formal

elements bear the the atic weight of a literary work.

There are several qualities that constitute Muller’s aesthetic

criteria and lead to his praise of Hardy's insight into essential

reality. The first two qualities are closely connected but may be

separated for purposes of discussion: they are universality and a

kind of eternal truth. universality encompasses the most basic, ele-

mental, and primary characteristics of man. The critic eXplains the

quality as depiction of man's primary passions, his major crises,

his primal, ultimate, and common destiny; it is the quality typically

attributed to Greek tragedy (p. 219). In elaborating on his con-

ception of eternal truth, Nuller emphasizes that he does not refer to

any one version of essential truth: "the value of an artist's thought

lies not in its essential truth but in the possibilities it permits

him of so dealing with experience as to transcend any Specific version

of essential truth." By this, Muller means that artistic value is
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related to the power with which the writer handles the truth of ideas

and ideals so as "to suggest and nourish other ideas and ideals" (p.

221). He further clarifies this point: "In art as in science, which

alike represent a dynamic, unfinished world, the universal is to be

sought not in particular truths but in modes of truth-making" (p. 223).

Thus the so:called truth—making in a literary work should be such

that it does not lead to a diminishing of the aesthetic exPerience

afforded by the work; it is the particular artistic embodiment of the

truth that is important not the particular truth. As an example, the

critic remarks that the creative activity that gives life to Hardy's

characters "makes nonsense of his phiIQSOphy" (p. 222). IMuller states

that critics should not object to a writer's'thought on the grounds

of its falling short of absolute truth, but one may object to it inso-

far as it adversely affects his artistry, his style, his fictional

inventions. The fictional artistry referred to is another quality

that Muller values, and his eXplanation of it reflects both imitation-

ist and organicist ideas. Specifically, he equates artistry to the

quality that all great art shares--the vividness and a vitality of

concrete representation of life. This characteristic refers to the

representation of man as a vital, living creature, and such a repre-

sentation, according to Muller, results in a natural, organic,

inevitable literary action (pp. 221-222). we may new list Muller‘s

three criteria of aesthetic excellence: universality, eternal truth,

and fictional artistry.

In dealing with Hardy's flaws, Muller finds the philosophy to

blame for the rigid and diagrammatic scheme of the novels, for the
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too formal and too explicit arguments, and for the lack of a vivid

and vital representation of life. He cites as examples of these

shortcomings the "extraordinary actions" in EEQE and "the dismal

generalizations" illogically induced from them (p. 216). The critic

concludes that Hardy's philOSOphy generally weakened his artistry and

sapped his fictions of some vitality: " . . . his characters are at

times slighted or manhandled for the sake of widely improbable events,

the relations between character and plot seem at times mechanical and

arbitrary rather than organic and inevitable" (p. 222). But fictional

artistry is not for Muller the most important criterion of aesthetic

excellence. Whaler believes that Hardy's literary achievement is

great. He asserts that there is enough universality and essential

truth in the Wessex novels to overcome the artistic weaknesses so that

their overall effect is impressive. In other words, the expressed

insights into essential reality give the novels a kind of eternal

quality. First, in assessing the effects of Hardy‘s excessive manipu-

lation of character to illustrate his phi1030phy, Huller can see

success in Spite of the author's method. He mentions, fer example,

that Hardy's best characters are not puppets but actually "have a

vigorous life of their own; they have dignity and force, they aSpire

and assert themselves passionately, their full measure is taken"

(p. 222). That is, they emerge as vivid, vital human beings and

thus exhibit the characteristics of basic, universal mankind. He

cites further examples of the qualities of universality and essential

truth in the novels. Muller seems to believe that Hardy's explicitly

stated gOSpel of deSpair potentially limits the nany modes of truth

making inherent in human life; but he asserts that Hardy manages to
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overcome this constricting tendency because what his novels eloquently

H

represent is not only a deep passion but a deep faith: a natural

reverence for man, an illogical ideal belief that he is superior to

the forces that destroy him, above all a conviction that at stricken

moments . . . he can 'shine terribly against the dark magnificence of

things'" (,5. 222). The critic finds universality and truth not only

in Hardy's characters and gods but also in the stories as well: "The

past always changes with the present, is never seen or felt exactly

as it was lived; and in this ceaseless process nothing is affected

more surely than versions of universal, eternal truth." Hardy's

truth-making is not dependent on his Specific ideas, which one may

easily reject, but there remains his vivid and compelling account of

the underlying uniformities of human affairs: "the prinnry desires'

and emotions, the basic patterns and rhythms of experience, the laws

that give all behavior continuity and consequence, exact payment from

all men in accordance with their capacity for feeling" (p. 223).

As an evaluation of Hardy's novels as a whole, Muller's essay

furnishes an example of imitationist criticism in its most perceptive

and integrated form. One might define his criterion of aesthetic

excellence as the organic representation of the concrete universal.

Muller carefully elaborates on the precise relationship between vivid,

vital representation and universal, essential truth. The represen-

tation of concrete experience in all its vitality is almost equivalent

to a kind of organic quality in the work itself (though he does not

demonstrate this); and the universal quality and the artist's version

of truth-making find their being in representation of man in his
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elemental, primitive vitality. It is repr sentation of this elemental

quality which Puller believes Hardy's novels possess and which will

withstand certain nodern critical tastes (e.g., the overvaluing of

psychological and formal complexity and of a so-called "sound".

philOSOphy in literature). Muller's criterion of aesthetic excellence

enables him to illustrate convincingly Hardy's faults and achievements

without referring to Specific genre distinctions or requirements.

Rbreover, he expresses some warranted concern about modern approaches

to art as being "hyper-technical, hyper-practical, hyper-critical";

and he warns critics about being so narrow in their admiration of the

brilliance and subtlety of modern literature that they overlook the

simple but majestic fictions of writers such as Hardy (p. 22h).

I would like to mention one final work of criticism in the group

of imitationist critics who value representation of essential reality

in relation to certain inherent aesthetic elements. Iascelles

Abercrombie's Thoma§_Hardy: .5 Critical Study;h is a notable example
  

because it incorporates a degree of breadth and objectivity about the

significance of Hardy's philos0phy that one does not usually find in

early criticism. Abercrombie's aesthetic rationale represents a nice

compromise between certain traditional attitudes toward art and the

beginnings of twentieth-century attitudes. The traditional quality in

his theory resides in the view that the ultimate value of art lies in

its metaphysical power (p. 1h). The critic explains this value as

bearing a relationship to concepts of the essence of reality:

The highest art must have a metaphysic; the final satisfaction

of man's creative desire is only to be found in aesthetic

formation of some credible correspondence between perceived

existence and a conceived absoluteness of reality.

(13. 9)
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It is important to note that Abercrombie refers not to gpg view of

essential reality but to "a conception of originating reality" (p. 22).

It is not necessary, he claims, to examdne the metaphysic for its

truth: " . . . it is nothing to criticism, whether one considers the

basic metaphysic of artistic eXpression to be a true or false, an

agreeable or disagreeable, representation of the manner of our exis-

tence in this world.” Fbr the reader, the metaphysical concept need

only be "a tenable, plausible, and coherent Speculation, even when

liberated from the art which holds it" (pp. 166-167). In the second

part of his aesthetic rationale, Abercrombie shows a leaning toward

the twentieth-century organic aesthetic. He asserts that the meta-

physic must be expressed "by the Ehglg_of the art which contains it"

(p. 20). He believes that all aspects of the art Object should work

together to provide "experience for the imagination,"but he does not

go so far as to say spy experience or the imaginative experience §g£_

itself. Abercrombie emphasizes that form serves but one end: "We

have a right to demand no more than that while we are immersed in an

art, and giving ourselves up to it, everything therein shall work to-

gether to make us at the conclusion apprehend the metaphysic dominat-

ing the whole" (p. 23).

The critic explores Hardy's metaphysic in its imagined formalized

expression and, in general, evaluates the novels very highly. He states

that one may call Hardy's basic world view pessimism to the extent

that the novelist depicts life as an "invasion into human consciousness

of the general tragedy of existence"; accordingly, individuals are not

puppets of a malicious fate, but they merely obey "the general,
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measureless process of existence" (pp. 25~26). Hardy's pessimism is

unusual, however, since it is capable of tragedy, as evidenced in the

following characteristics present in the novels: a noble and dignified

human resistance, substantiality of material in the form.of credible

persons, and form, which puts events of life under control and allows

tragedy to-be enjoyable (pp. 29-31). Abercrombie's broadest praise of

Hardy derives from his perception that all aSpects of the novels-~the

humor, the beauty of country life, the landscape, the use of Nature--

contribute to the dominating spirit of his tragic view.

One can admire in this early study several qualities that are

characteristic of more recent and.nore integrated imitationist criti-

cism. There is a willingness to acknowledge the acceptability of

several concepts of essential reality. There is refusal to criticize

the work on the basis of a so-called absolute truth. And there is the

suggestion that the vision of essential reality must be considered in

the context of the total work of art and all of its components; that

is, attention must be given to both aesthetic and naturalistic

elements. I believe that Abercrombie's critical rationale significant-

ly foreshadows that of Herbert Muller. Both critics feel that a work's

”metaphysic" or "modes of truth-making" constitute a major aesthetic

element, yet they also see this element integrally connected to an

equally important aesthetic element-~the organic nature of the literary

work.

The discussion of the foregoing category of imitationist criticism

points out a highly significant trend. The critics have not abandoned

the view that a major function or value of art is to offer
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representations of essential reality. But they show an awareness that

the concept of reality expressed is integrally connected with certain

other elements of the work, for example, with certain genre expec-

tations, with the experiential dimension of art, with the interaction

between the writer's personal and aesthetic assumptions, or with other

complex qualities such as the concrete universal or the organic nature

of the work of art. These elements are important because they include

both asthetic and naturalistic components of literature. This new

direction is significant for several reasons. It allows the critic

greater objectivity in regard to concepts of essential reality, since

he must realize their value is relative to their unique functioning in

the total literary work. It potentially enables him to dissociate

versions of essential reality from'both his own preferred.beliefs and

from those attributed to the author. And it allows him to pay

attention to a variety of artistic phenomena. Not all of the criti-

cism in this group, however, is particularly adequate. ‘My general

evaluations have been based on the extent of the critic's attention

to the formal.element which he associates with the phiIOSOphy, on his

preciseness in defining the formal element, and on his ability to see

the significance of this element to the whole work.

It is now possible to posit some conclusions about the value of

essence imitation criticisnn bv'nain.concern is to determine its use-

fulness in facilitating and enriching our understanding of the philoso-

phy of Hardy's novels. A survey of the criticism reveals that a con~

siderable amount of essence criticism is useless; the inadequacy is

mainly due to the basic aesthetic rationale. The major assumption is
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that art, in its representation of reality, can offer insight into the

nature of essential reality. Artistic insight constitutes one of the

naturalistic elements of art; in other words, it is a constituent re-

flecting concern with the whole of our experience. But it is, after

all, Just one of many elements in literature. Consequently, I believe

that the basic assumption of the theory perpetuates a single, narrow

interest in literary works. There is also another complicating factor.

Because essential reality is such a broad concept and because there is

a variety of theories about its nature, the norm that literature should

present a vision of essential reality is likely to be defined in accord

'with the critic's personal beliefs. And this means that the critic's

eXperience with a literary work may be even further constricted be-

cause of his preference for deriving a certain doctrinal message.

As my analysis of Hardy's essence imitation critics indicates,

most of the critical interpretations and Judgments are pgt based on

attention to a variety of artistic phenomena. Hence my small esteem

for most of the criticism. I have, however, attempted to discriminate

degrees of critical adequacy, which usually depend on the critic's

individual sensitivity and procedure: in specific terms, how he de-

fines essential reality, whether he allows personal belief to dictate

a single absolute version of reality, and whether he can see its ex-

pression in literature as related to other than doctrinal interests.

The first category of critics, the ideal imitationist critics,

usually fails to enrich our understanding of Hardy's philoSOphy.

Because they are so intent on finding their own beliefs echoed in

literature, these critics are unable to eXperience, interpret, and
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Judge the philOSOphical implications of Hardy's novels. In several

examples, namely, the criticism of Johnson, Kettle, and Lawrence, some

worthwhile individual interpretations emerge. They are valuable be-
 

cause the ideal doctrines on which they are based possess some degree

of truth~tg man's existence as verified in life experiences. But many

other of their interpretations reveal a preoccupation with their own

ideal doctrines. Nbreover, the juggmggt§_of these same critics are

not always acceptable since they are often based on the critic's

belief in the absolutg_truth of his doctrine.

The second category of critics, those who explore the artistic

insights in Hardy's works according to correSpondence to the novel-

ist's typical phiIOSOphy, likewise contributes little to our under-

standing of the philosOphy of the novels. They assume that Hardy

possesses a unique vision of the nature of man and reality and that

this will be present in his works. The prOblem with the approach is

that the critic handles the writer's unique vision in a normative

manner: he delineates Hardy's typical philOSOphic vision and uses

this so-called characteristic vision as a norm for commenting on the

nature and value of the phi1050phy in a given novel. Potentially, the

critic could pay attention to a variety of artistic phenomena, but he

rarely does. In the literary experience, his attention is limited by

his fixed idea of Hardy's philOSOphy (an idea gleaned from a variety

of sources and reflecting the critic's selection, interpretation, and

occasionally manipulation of data). Of the critics in this group,

Webster ignores the aesthetic element, Matchett makes a perceptive

formal analysis and interpretation of The woodlanders that are
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essentially separable from his theoretical assumptions about Hardy's

realistic philosOphy, and Morrell gives attention both to selected

aesthetic and naturalistic elements but forces an interpretation to

correspond to his delineation of Hardy's existential vision.

In the final category of essence imitationists, we discover some

critical commentary that is suggestive of the complexity involved in

eXperiencing and judging the phi1050phical aSpect of Hardy's novels.

These critics attempt to relate the novels' philOSOphical insights to

certain inherent literary elements. Thus they succeed in eXpanding

their tasic aesthetic norm to include both naturalistic and aesthetic

components. Although even the best critics in this group have not

totally eliminated the influence of their own.beliefs or of pre-

conceived notions of Hardy's personal philOSOphy, their concern for

the literary work prevents these factors from exerting the kind of

excessive influence that results in obvious distortion of the philo»

sephical implications of Hardy's novels. As a result of their refine-

ment of basic esscnce imitation theory, several of the critics in this

group contribute enriching and judicious interpretations and judgments

of Hardy's philosophic insights.

Pure essence imitation criticism is peculiarly limited by its

overemphasis on a single naturalistic element--the capacity of litera-

ture to convey insight into the nature of essential reality. In its

pure form, the theory is particularly vulnerable to the critic's

individual sensitivity and attitude toward art. Thus when it is

adopted by a critic with a bent for fixed philosophical doctrines, the

resulting criticism is apt to be worthless. When, however, a critic
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takes a mere flexible approach to this basic aesthetic assumption, the

adequacy of his criticism increases. To be more precise, when he is

able to perceive artistic insights in terms other than as simple

doctrinal message, and when he attempts to eliminate the influence

of his own phiJQSOphic beliefs and those of the artist on his per-

ception of artistic insights, his criticism is strengthened. And

when he perceives the relationship of artistic insights to major aes-

thetic elements, the resulting criticism often does Justice to the

complexities involved in our understanding of literary philOSOphies.
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CHAPTER 5

11111301115211, EXPRESSIONIST, AND TPANSCENDENTAIJST

CRITICISM OF HARDY'S PHILOSOPHY

Theorists have suggested several broad classification systems fer

distinguishing types of aesthetic theories. I have already mentioned

one system, the naturalistic—aesthetic dichotomy, as particularly use-

ful. But there are others that may facilitate our understanding of

theories and critical methods. For example, according to M; H..Abrams,

most major aesthetic and critical theories emphasize either the work,

the artist, the audience, or the universe.1 On the basis of Abrams'

classification system, the purely imitationist criticism discussed

early in Chapter h emphasizes the work's relation to the universe, since

it is concerned with the representation of man and his reality.

Among the Hardy critics, there are only a few whose commentary re-

veals sole reliance on either the hedonist, expressionist, or transcen-

dentalist aesthetic theories. If we apply Abrams' classification

system to these three theories, it appears that they all emphasize the

artist or the audience or both. And with this emphasis, one would sus-

pect that all three theories are probably too narrOW'in scope to alIOW

for adequate critical attention to a variety of artistic phenomena.

And, indeed, nmch of the Hardy criticism falling into these theoretical

categories possesses but small value; the criticism approaches adequacy

only when the critic interprets the theory in such a way as to expand

19M
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and refine its basic emphasis. In the discussions that fellow, I

indicate both the inherent limitations of the three aesthetic theories

as reflected in the Hardy criticism and the extent to which individual

critics overcome these limitations.

Hedonist Criticism of Hardy's Philosoghy_
  

In considering hedonist criticism, it is necessary to recall the

two major principles of Hedonism: first, the function and value of

art are to give pleasure, which is usually associated with a positive

emotional reaction; and second, the determination.of value is a

function of the individual consciousness, and consequently the defi~

nition of what constitutes pleasure must also be determined by the

individual.

Analysis of these two principles immediately suggests certain

limitations of the hedonist aesthetic. The first limitation is that

the theory emphasizes the esponse of the audience to art; yet our

experience with literature, for example, tells us that the aesthetic

experience.couprises more than a simple and separable concept to be

labeled the audience's reSponse. For example, there is the expression-

istic element to be reckoned with in that the work.has emerged from an

individual consciousness and has done so for a variety of reasons.

And in a very significant yet complex way, the work has reference to

the objective universe as well as to the subjective visions of it

which the work evokes in the audience. Finally, there is the reality

of the work itself as an autotelic entity. Ideally, all of these

aspects of the aesthetic experience may be encompassed in the audience's
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response to a work of art, but hedonist theories do not typically

account for all of them. The second limitation is that the hedonist

criterion of artistic excellence has to‘be designated by each indi-

vidual, since only each person can decide for himself what gives him

pleasure in art. Thus it is possible that a critic might define aes-

thetic pleasure in such narrow terms that would result in his ignoring

many aspects of the work of art. In Chapter 3, I suggested that an

adequate theory of art possesses sufficient sc0pe to allow critical

attention to a variety of artistic phenomena and that it will account

for a meaningful relationship between the aesthetic and naturalistic

components of art. Basic Hedonism fails tg_meet these criteria, since
  

according t2_the_theopy, only the individual determines_whether his

pleasure_derives from.a variety 9£_artistic phenomena and whether §_
  

gelationship_between aesthetic and naturalistic elements is part 92_

his_definition g; artistic pleasure. Consequently, the adequacy of a
  

hedonist rationale can only be Judged on the basis of the individual's

delineation of the theory.

It is necessary at this point to consider how Hardy's so-called

philosoPhy figures into hedonist criticism of the novels. ‘We have

seen that philosOphy was a major concern of the imitationist critics

who were continually involved in labeling Hardy's philOSOphic stance

and in disputing the truth that it represented about essential reality.

There are six important characteristics of the hedonists' approach to

Hardy's phiIOSOphy. First, hedonist critics, like the imitationists,

use the term philosophy very broadly to refer to general attitudes

C 0 fl 9 O 2 ‘

about man, his 111e, and hlS destiny. Second, hedonist critics, like



197

the imitationists, tend to speak of the philOSOphy as "Hardy’s philoso-

phy," not as the philOSOphy or idea embodied in given works. Third,

these critics are less concerned than the imitationists with labeling

Hardy's philOSOphy and disputing its truth. Fourth, hedonist critics

are interested in their own emotional response to the philosophy ex-

pressed in the novels. Fifth, they employ their own individual means

fer evaluating Hardy's phiIOSOphic insights, with the value depending

on the critic's definition of aesthetic pleasure or pleasing aesthetic

emotions. And sixth, some hedonist critics limit their interest in

Hardy's novels solely to their own emotional reaction to expressed

philOSOphic attitudes, whereas others attempt (with varying degrees of

success) to respond to other elements in the novels as well.

I have mentioned several limitations that are apt to diminish the

value of practical criticism that is based on hedonist theory. But in

order to make precise Judgments about hedonist criticism, one must

evaluate each critic's definition of aesthetic pleasure, the useful-

ness of the definition for explaining our response to literary works,

and the general critical procedure. I will deal with several examples

of criticism that illustrate the extremely narrow and idiosyncratic

responses which certain critics equate to aesthetic pleasure. I will

also discuss one example that gains value from a broad, sephisticated

definition of aesthetic pleasure and from the critic's adherence to

high standards of critical practice.
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The majority of Hardy's hedonist critics defines aesthetic

pleasure very narrowly and thus inadequately. Among these, I have de—

tected two groups. The first group emphasizes philOSOphy and equates

aesthetic pleasure to the arousal of feelings of satisfaction, comfort,

and stability in regard to their own personal attitudes toward life.

The second group does not emphasize philOSOphy but specifies the kinds

of valuable enotions that they expect literary works to evoke. Repre-

sented in this group are those who value the powerful or sublime

emotions and those who favor the pathetic or sentimental emotions.

Let us look at a few examples from the first group, those critics

who equate aesthetic pleasure to the arousal of feelings of satis-

faction with their own views of life. They expect a literary work to

fulfill a sort of stabilizing function, that is, to concur with or to

reinforce their personal outlook on life. In so far as novels do this,

they afford pleasure and thus possess value. As one might expect, the

individual critic's outlook on life, which he expects literature to

support, may be totalLy idiosyncratic, or it may derive from a formu-

lated, even pepular, doctrine. Because of this fact, the hedonist

critic who defines aesthetic pleasure as the comfortable feelings

aroused by the philOSOphy in a literary work is closely related to

certain ideal-imitationist critics. I am referring here to those

critics who demand that literature imitate their ideal doctrine but

who offer no Justification for the doctrine beyond an implied personal

preference due to the pleasure, solace, or inspiration that it

3
affords. The difference between the two categories is simply a matter
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of emphasis. If a critic stresses the "truth" of a writer's philoso-

phy in comparison to his own favored and thus "true" doctrine, the

result is inadequate ideal imitation criticism. If he stresses his

own emotional reSponse to the writer's philos0phy, that is, the

pleasant or unpleasant feelings it arouses when he compares it to his

own views of life, the result is inadequate hedonist criticism. It

is the latter kind that we are considering at this point.

Presser Hall Fryeh is one of Hardy's early critics who pays about

equal attention to the "truth" of Hardy's philOSOphic attitudes and to

his own feelings about the attitudes. Frye rejects Hardy's philOSOphy

f0r_two reasons. First, the vision falls short of what the critic

conceives of as the true or complete view of life, for according to

Frye‘s own attitude, man must maintain faith in "the Spirit of the

perfect'whole," which must remain unproved because man possesses only

a partial view of reality. Frye's other reason for rejecting Hardy's

philOSOphy is that it causes unpleasant feelings‘because of the grim»

ness and the maliciousness it shows towards man's happiness and

dignity. Although the critic concedes that Hardy's vision may con-

tain a "half-truth," he warns against dwelling on Hardy's train of

thought, fer "this way madness lies"; and one must not indulge in such

unpleasant or unhealthy feelings (p. 1659). Frye, then, sees little

aesthetic value in Hardy's philos0phy because of its failure to comply

with what he considers to be a "true" vision of reality and because it

evokes unpleasant and unwholesome emotions that threaten mental

stability.

Another of Hardy’s early critics experiences feelings of anxiety

because of the novelist's philosophy. In.hbdern English Books of
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5
Egygg, George H. Fitch devotes a chapter to Hardy and reacts

especially to his "pessimism." But the critic also indicates that

there are other qualities in the novels that counteract the unpleasant

feelings they evoke. The problem with Fitch's criticism is that while

he has a rationale for designating the source of his unpleasant feel-

ings he has no Specific criteria for designating and explaining the

nature of the pleasing elements. He is able to identify very con-

cretely the elements of Hardy's philoSOphy that give rise to feelings

of anxiety. For example, he is specifically repulsed.by Hardy's

insistence on Tess's purity, by the morbidity used in the development

of gggg, by the emphasis on animalism in Arabella's character, and‘hy

Hardy's "curious ideas about marriage" (p. 138). In Spite of the fact

that Hardy's philOSOphy does not provide him.many comforting feelings

about his own perferred view of life (it appears that the sexual

aSpects of Hardy‘s views are particularly disturbing), Fitch believes

that there are artistic elements to counteract the major ill effect.

But he cannot be very Specific about Hardy's achievement. He refers

to the pleasing elements in general terms and in terms of the un-

pleasantness:

Literary genius can work no greater miracle than this--

to make the reader accept as a transcript of life stories

in which generous, unselfish peOple are dealt heavy blows

of fate, while the mean-souled sordid men and women escape

their just deserts.

(p. 133)

W; W. Trent's6 criticism of Hardy represents a slight improvement

over that of Fitch fer two reasons. First, Trent is aware of the

hedonistic basis of his commentary and attempts to support his theo-

retieal rationale.7 And second, he notes the pleasure-producing power
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of other eler...-:n'ts (besides philosophy) and thus broadens somewhat his

definition of aesthetic pleasure.

Trent focuses on Hardy's philosophy or attitudes toward life,

which differ considerably from his own and which arouse certain un-

pleasant feelings. In an attempt to support his position or. aesthetic

grounds, Trent states that the poet should possess a phiIOSOphy that

goes beyond. the visible facts of reality, that such a philosophy will

likely contain an ennobling concept of man (in spite of visible facts

to the contrary), and that such a philQSOphy represents wisdom about

life (1:. 12). Although he indicates that certain attitudes about life

are truer or wiser than others, he does not dwell on the truth of

Hardy's attitudes but on. the unpleasant feelings that they arouse.

For example: (1) The Return 9_f_ the Native is not a thorough success
  

"because our pleasure at the artist's trilmzph is overbalanced by dis-

agreeable sensations caused by the repulsiveness of many of his

characters and of the environment in which they move" (p. 11).

(2) Of 23g an a @3132: "Natural and true to life in many respects

this story. may be, but its truthfulness is not the truthfulness of

great art, because repulsiveness forms no element of the truth of art"

(p. 15). (3) lling The 35.31/93 9): Casterbridge the "least attractive

of all MrJlardy's novels, " Trent concludes that Henchard is "a re-

mrlzable character from the point of view of a psychologist or

sociologist, but that does not make him a prOper hero for a novel

. . . " (p. 16). (1:) c:- Eggs: "What does it matter, from the point of

view of art, whether she is pure or not, provided she does not repel

11$?" (:1. 20).
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Trent's definition of aesthetic pleasure includes other literary

elements besides philOSOphiC attitudes. Specifically, he mentions the

overall pleasing effect of Hardy's "sense of the mystery and passion

of nature, his rural characters, his closely-knit and powerful

actions, his humor, and his power of characterization. From the

critic's comments on these isolated literary elements, one may derive

his definition of the kind of pleasure they provide. Fer Trent,

Hardy's handling of these elements contributes to the 29222 of his

novels to command the reader's interest and attention, to carry him

along, to keep him entertained. .Although this definition of literary

pleasure may seem somewhat vague, its meaning for Trent emerges in one

final statement: "The writer of a great novel must be enough of an

Optimist to impart a Spring to his work" (p. 12). Trent is aware of

his hedonist aesthetic and attempts to Justify it, but his definition

of aesthetic pleasure remains extremely narrow; and he ultimately

allows his response to the underlying philoSOphical attitudes to over-

shadow his response to all other literary elements in Hardy's novels.8

In my second grouping of inadequate hedonist criticism are those

critics who do not particularly stress philoSOphy but who do suggest

certain specific kinds of emotions that literature should evoke.

In a chapter on Eggs, which appeared in his Excursions ifigg£iiéf

9
cism,‘William Watson implicitly defines aesthetic pleasure in terms

of the power of the emotions that a literary work arouses in the

reader. It is as if he does not care what artistic elements cause the

feelings or what kind they are so long as they are powerful. ‘Watson

summarizes the great theme of ES§§.55 "the incessant penalty paid by
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the innocent for the wicked, the unsuspicious for the crafty, the.

child for its fathers . . . ." But he does not object to the novel's

"direct arraignment of the morality of this system of vicarious pain"

(pp. 73-7h). Instead, he praises the unsurpassed emotional power of

N

SEEE) the awe, the terror it arouses: . . . as the tragedy climbs

toward its last summit of desolation and doom, criticism in the ordi-

nary sense must lie low in the shadow of so great and terrible a

conception." The critic suggests that the novel's "disturbing power"

is likely due to Hardy's own singere "despairing of any satisfactory

solution of the problem." watson defends Hardy against critics who

denounce his failure to prOpose a remedy; he argues that Hardy is not

supposed to offer a remedy. "He is content to make his readers pause,

and consider, and pity" (p. 80). From‘watson's criticism.of Eggs, it

appears that he equates aesthetic pleasure to the arousal of powerful

feelings, especially those that have been labeled sublime.

‘we may proceed to another definition of aesthetic pleasure that

is implied by one of Hardy's critics. In an essay on Jude, May

10

o

emotions Specifically embodying pathos, tenderness, and sweetness.

Tomlinson apparently equates aesthetic pleasure to the arousal of

Her experience in reading Eggg_allows her to indulge in these feelings,

and thus She values the novel highly. Fbr example, she admires the

exquisite charm of Jude's and Sue's personalities, especially Jude's

noble, tender-hearted nature. Although conscious of the "pathetic"

and "deeply-sad" qrality of the novel, she feels the end was "glorious"

after all. And for the critic, the tragic theme is brightened by "an

all-pervading sweetness"; the coarseness and vulgarity emphasize "the
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sweet and ethereal"; and the love scenes "are a revelation of sweet-

ness" (p. 3th). Of the relationship between Jude and Sue, Miss

Tomlinson perceives only its appealing aSpects, noting in particular

the perfection of their comradeship: "We see their pride and delight

in each other; we see his never-failing tenderness, of a sort that

every sweet woman craves but seldom enjoys" (p. 3hh). Nbst of the

critic's comments reveal that she places greatest value on the ca-

pacity of literature to evoke the kinds of feelings that are now

called sentimental. O

In analyzing the two groups of inadequate hedonist criticism, I

noted as a major characteristic a preference fer a single kind or

class of feelings. In the first group, the critics were most con-

cerned with the philOSOphical aSpect of Hardy's works. Their comments

implied that they value literature to the extent that it arouses

emotions that make them feel comfortable or satisfied with their own

general views about life. Specifically, these critics disapproved of

Hardy's phiIOSOphy because it evoked in them feelings of anxiety or

conflict when they compared Hardy's views with their own. In the

second group, the critics were not particularly concerned with phi-

IOSOphy, but they too singled out a Specific kind of feeling and

defined aesthetic pleasure in terms of the arousal of this feeling.

I dealt with only two kinds of feelings-uthe sublime and the senti-

mental--but obviously there are many other kinds that individual

critics might set up as aesthetic deciderata. We may conclude that if
 

the hedonist critic defines aesthetic pleasure in a narrow manner,

that is, in terms of a single kind of emotion, his criticism will have
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little value, except for hirself and for these sharing his peculiar

aesthetic-enotional preference.

II

Having indicated that the hedonist aesthetic bears some inherent

limitations, I believe it is important to consider whether good liter-

ary criticism can result from a hedonist rationale. The answer is

that the sephisticated hedonist critic can conceive of his theoretical

rationale in such terms that he overcomes some of the limitations of

the general theory. Iord.David Cecil is such a critic. In.§§g§y Egg.

Nevelist,11 he avoids the narrowness usually attributed to hedonist

critics by means of a broad definition of aesthetic pleasure, one

which many intelligent readers accept because it describes an

essential aspect of their own experience with fiction. The definition

encompasses "form" and "idea," but these elements receive less empha-

sis than the pervasive hedonistic asPect of fiction, that is, the

aspect which the critic designates as constituting the unique pleasure

of fiction.

Cecil is aware of his aesthetic rationale, attempts to justify it,

and generally adheres to high standards of critical practice. He be-

lieves that there must be the igdividual reSponse to art, noting that
 

we do not read books for instruction or edification but because "read-

ing them is in itself a satisfying experience." Yet he also ac-

knowledges the importance of the critical reaponse to literary works,

and thus he Speaks of the critic's "function to illuminate our appreci-

ation of them, to define the nature of the satisfaction they give, to
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analyze the circumstances conditioning their production and the arts

by which they make their impression" (p. 12).

It is necessary to present Cecil's definition of the nature of

art before explaining his definition of aesthetic pleasure. Accord-

ing to the critic, art is the result of a double impulse: the

author's desire to express a "personal vision" and his more creative

impulse "to construct a pleasing object" (p. 13). He argues that it

is wrong to Judge a book as purely personal expression but that it is

also wrong to judge it according to abstract generalizations about

form. He concludes: "The only test of a book's merit is the effect

it makes on the reader" (p. 11:).

In accord with his definition of art, Cecil suggests some very

Specific guidelines about the critic's response to a novel. The first

duty of the critic is to realize the author's range, which depends on

two things: his creative vision as determined by his own! life experi-

ences and his creative powers. Because of these predetermined factors,

the critic must remain Open and receptive to the writer's vision or

philomphy; he cannot dispute or quarrel about this element Since the

writer cannot be other than what he is. The second duty of the critic

is to focus on the writer's conventions, as well each his range

(p. 58). The critic must take into account these two influencing

factors, but he must lmow that the actual work of art is what the

writer's creative imagination produces by operating within the limits

imposed by his range and conventions. The critic must realize, then,

that the unique. value of the work of art is the imaginative illusion

that it offers the reader; it is this element that gives thereader

his pleasure .



207

According to Cecil, the imaginative illusion of a literary work

provides many things, but the pleasure we take in it derives from its

imaginative 223333 The critic Speaks of this power in a variety of

contexts; hence, he offers an eXpansive definition of aesthetic

pleasure. Most often he characterizes the power of imaginative il-

lusion as the power to command or arrest the reader's attention, to

carry him along with the illusion, to keep his interests engaged

(p. 87), to strike an impression.on him (p. 128), to cast a spell over

him (p. 11:7). Obviously, this kind of power may be associated with

any one or any number of literary elements. Fortunately, Cecil

elaborates on a variety of means by which Hardy's novels manifest the

power of imaginative illusion. For example, he mentions Hardy's

talent for visualizing scenes that both make us see and stir our

imaginations (pp. 85-87). He Speaks of Hardy's poetic inventions,

broadly defined as "the expression of the same concentrated activity

of the imagination as a brilliant metaphor or a moving cadence of

verse" (p. 93). He notes the power and vividness of Hardy's charac-

terizations (pp. 128-130). He mentions also his power of suggesting

atmosphere ‘(p. 138), the intensity and range of emotions dealt with in

the novels (pp. lh7-lh8), and finally, Hardy's ability to penetrate,

via any of his creative inventions, beyond vividness, beauty, and

poetry to the very soul of things, to their ultimate meaning (p. 109).

It is apparent that Cecil equates the aesthetic pleasure that we

derive from literature to the pgger_of its imaginative illusion, which

depends on a variety of artistic elements and which thus commands our

attention to the some variety of elements. There is no emphasis, in

Cecil's account, on the correspondence of the imaginative illusion to
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some concept of what the world is or should be. We may determine his

exact emphasis from his summary of Hardy's art:

Humour, character, landscape, vividly depicted scenes, tales

brilliantly Opened and eloquently ended--it is by means of

these that Hardy's imagination casts its spell upon us. But

behind them all, beating his apprehension of them to an extra-

ordinary intensity, lies something else--an unusual emotional

ferce. His books communicate a much higher temperature of

feeling than.most novels do. . . . his emotional range is not

narrow in the sense that his range of character is; for it

embraces both the heights and the depths of the emotional

scale, from'black despair to ecstatic Joy.

(pp . liq-1148)

According to Cecil, a flaw or weakness in a literary work is any-

thing that tends to interfere with the created imaginative illusion.

He mentions several of Hardy's practices that sometimes tear "the

delicate fabric of imaginative illusion in tatters" (p. 166), for

example: Hardy's using imaginative themes much too simple for the

form of the novel (p. 159), allowing his imaginative conception to

take too great a precedence over laws of probability (p. 167), and

allowing a prOpagandist tendency to overpower his imaginative sense

(p. 18h).

Cecil's study of Hardy represents an achievement for hedonist

criticism, but the achievement is more due to the skill and acumen of

the individual critic than to the nature of his hedonist aesthetic.12

Cecil equates the aesthetic pleasure provided.by literature to the

power of its imaginative illusion. (This concept in itself is broader

than other hedonist rationales discussed earlier in.which pleasure was

defined in terms of the arousal of a single kind of emotion.) The

critic then presents his definition of what the illusion consists of,

and it is an expansive one including many aSpects of the literary work,
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all of which contribute to the spell which the work casts over us.

According to his theory, then, the critic's interest is directed to

his initial general response to the literary work and to the variety

of elements that produce the reaponse. Consequently, his hedonist

critical method succeeds because he requires so much from the literary

work in order for it to sustain the power of its imaginative illusion.

There is, however, nothing in Cecil's basic aesthetic rationale that

would prohibit another critic from defining the nature of the imagi-

native illusion in narrower terms.

Cecil's criticism of Hardy can be valued for several reasons.

His delineation of a hedonist aesthetic rationale is such that it

allows him to consider many aspects of Hardy's novels. He acknowledges

a relationship between the aesthetic and naturalistic conmonents of

literary works. (See his comments above about the contribution made

to the illusion by such naturalistic components as scene, character,

emotion, and probability.) His criticism shows that the individual

critic may overcome some of the limitations of basic Hedonism. But one

must note some very real limitations in Cecil's unique interpretation

of the theory. First, excessive attention is placed on the reader's

response to the literary work. To place major emphasis on the indi-

vidual reader's response is to suggest that the existence, meaning, and

value of a literary work must be largely conceived of in subjective

terms, yet these attributes also possess an objective dimension. The

second limitation of Cecil's interpretation of hedonist theory is that

the pleasure of the response depends on the so-called power of the

imaginative illusion, a rather broad concept, the definition of which

involves considerable subjectivity.
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In spite of the limitations of his general theoretical base,

Cecil is impressive in his individual approach to the critical task.

He presents an aesthetic rationale, convinces us of its partial value,

adheres to it, and attains numerous perceptive and precise interpre-

tations by means of it. He is definitely successful in conveying how

a powerful imaginative illusion affects the reader. For example, in

considering the extraordinary intensity of the emotional force of

Hardy's novels, he touches on a quality that many pe0ple will recognize

from their experience with the novels: "His books communicate a much

higher temperature of feeling than most novels do . . . ; his emotional

range is not narrow in the sense that his range of character is, for

it embraces both the heights and the depths of the emotional scale,

from black deepair to ecstatic joy" (p. lh8). Finally, one cannot help

but be impressed by the air of Judiciousness and integrity that

characterize Cecil's criticism, for example: "I feel that I have still

not got to the heart of my subject, that I have not finally elucidated

the Spell he casts" (p. 218).

Except for Cecil's study, the achievement of Hardy's hedonist

critics is practically nil. Part I of the discussion indicated the

narrow terms with which the hedonist aesthetic is gftg§_defined; the

critics cited defined their pleasure solely in terms of experiencing

satisfying feelings about their own philosophies and in terms of other

Specific types of emotions, such as sublime or sentimental ones.

Literary interpretation and judgment, if they are to be meaningful and

worthy of the attention of intelligent peOple, must be based on an

aesthetic rationale that allows the critic to experienee the actual

complexity of the work of art. In other words, we want to be convinced



211

that a complex critical response is involved in the criticism. This

does not mean that we may specify certain aesthetic theories as

adequate ones that will automatically produce good criticism. But it

does mean that we must look at what the critic does with his aesthetic

rationale, consider his translation of it into a unique critical

method, and judge whether that individual method enables him to make

the kinds of interpretations that will enrich our understanding of the

philOSOphy of a literary work, that is, an interpretation that allows

for all the complex experiences and reaponscs offered by literature.

Expressionist Criticism of Hardy's Philosoghy
  

Expressionism, like Hedonism stresses emotion, but it differs

from Hedonism in that value is placed on the communication of emotion
 

from arti§t_to audience instead of on the arousal of emotion in the

audience. There are three basic premises of modern Expressionism.

First, the art object is viewed as a symbol of the artist’s particular

state of mind or emotion, with the art object serving to communicate

to the percipient and to create fer him the same state of mind or

emotion that the artist eXperienccd. Second, the value of the art

object is determined by the success of the expressive attempt. And

third, artistic value is also linked to other Specific factors (by

some theorists), such as, the prOpriety of the communicated feelings

(Tblstoy) and the quality of the mediated experience (Richards). The

third premise holds the potential of creating certain specific guide-

lines for asseus.13 the worth. of the emation or the ez'p;rienee communi-
m...
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PT£.C@' But i.n the second prendse, which calls for eval.uating the
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§3££g§§_g£_the communicative and recreative capacity_g£_thg,§£t_gb§§gt,

there is no specific guideline. The individual can only make an

impressionistic judgment as to how successful the work is in allowing

him to know and experience an author's feeling or euotion. He can

only record impressions about what he thinks he knows and feels, and

he can only Hake guesses about the author's experience. To determine

the value of a work on the basis of duplication of artist's and the

audience's emotion is a difficult task, since there is actually no

way of measuring the similarity between the audience's response to a

work and the artistic emotion that produced the work. Moreover, there

is reason to believe that the artist's and the audience's emotions

cannot be identical.

A careful consideration of the premises of Expressionism suggests

its limitations as an aesthetic basis fer literary criticism. ‘While

the emphasis of Expressionism is broader than that of Hedonism, since

it involves both the audience and the artist and the communication

that takes place between them, the resulting critical interpretations

are likely to be even more subjective than those deriving from a

hedonist aesthetic. The subjectivity in interpretations is due to the

presence of the reader‘s personal impressions about his own experience,

about that of the author, and about the actual communication of it.

The expressionist critic determines for himself what emotion or experi-

ence the literary work affords him, whether it is the same thing

experienced and iLtended by the writer, and whether such a feeling or

experience is to be valued and on what grounds. It is apparent that

basic Expressionism does not meet the two criteria set forth in Chapter
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3 for Judging the adequacy of aesthetic theories. Like Hedonism,

expressionist theory has to be delineated by the individual critic.

It is up_to the individual theorist to determine whether hg_perceives
 

 

the communicated experience g§_§.litera£y_work via §_nunber g£_
‘-
 

 

 

artistic phenomena and_as encompassipg_both aesthetic and natural-
  

istic elements and wheth§£_hg_will judge the ouality_g£_the experience
 

 

 

on broad g§_narrow grounds.
 

It is necessary to consider at this point how Hardy's expression-

ist critics react to the philosophical aspect of his works. As noted

earlier, most critics, regardless of their espoused aesthetic basis,

conceive of the philOSOphy of a literary work in general terms that

include attitudes and concepts held about man, his life, his destiny,

and his universe.l3 One detects among the expressionist critics an

interest in philos0phy, but it is an interest different from that of

both imitationists and hedonists. There is not present the imitation—

ist concern with the absolute truth of the philosoPhy nor the hedonist

concern with the emotional response provoked by the philOSOphy. Three

significant characteristics may be noted about the expressionist

treatment of literary philOSOphy. First, the critic is interested in

philosOphy because it is part of the writer's intellectual and

emotional eXperience and part of what he wants to communicate in his

work. Second, the critic thus perceives it as "Hardy's philOSOphy"

not as the philOSOphy or idea embodied in a given work. Third, the

expressionist critic may dwell on the sincerity of Hardy's philOSOphic

expressions and assign them value not because they are absolutely true

but because they are true for Hardy.
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None of Hardy's critics provides an example of a comprehensive

expressionist aesthetic. At HDSt, several pursue certain interests

emphasized by the general theory. Of three critics to be discussed,

the first two confine their attention to Hardy the man, and the third

attempts to evaluate Hardy's achievement in terms of his,success in

communicating his experience. The overall contribution made by these

critics is not great. ane of them offers a bread or sophisticated

delineation of the expressionist elements which they deal with. For

example, the cr ticism that attempts to explore the nature and source

of Hardy's communicated experiences and emotions ultimately sounds

more like biography than criticism of literary works. And even in

the one attempt to judge the success of the communication of Hardy's

novels, the critic reveals a need for more precise and objective

critical tools than those implied in his expressionist approach. The

real value in considering Hardy's expressionist critics is to remind

us that literary works do embody in §9m2_way an expression of the

writer's personal emotion, experience, and vision. But pure ex-

pressionist theory accords excessive attention to this element of art.

Edward.Wagcnknecht explores the question as to whether Hardy and

Conrad.were pessimists.1h He rejects the label as inapplicable to

both writers and continues to argue that the assigning of philOSOphic

labels to writers in order to prove their didactic function consti-

tutes a misguided critical interest. Wagenknecht Specifically aims

to demonstrate that neither writer was greatly influenced by philo—

sephic systems and that philosophic systems should not be deduced from

their writings (pp. 551—552).
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Wagenknecht's expressionist tendency is evident in his general

view of artistic creation. He believes that a writer's so-called

philOSOphy results not from a didactic or scholastic impulse but

rather from the creational impulse. It is the temperament of the
 

writer that produces his philOSOphic vision or "impressions," as

Hardy called them. He offers the following account of the artistic

temperament:

For what is the artist in this particular incarnation? He

is an almost abnormally sensitive and sympathetic man--a

man (for some reason or other) inclined temperamentally

toward a dark brooding over the mystery of life.

(pp. 553-5510

Wagenknecht further declares that we are concerned with the philoSOphy

of a literary work precisely because it represents the impression of

the writer and that we can only require that "he shall embody for us,

in forms precious through their exceeding beauty, his impression of

this hing called life as it appears to a man of such temperament

. . . . " (p. r351+). Noting that writers may express indiscriminate or

inconsistent philosOphic impressions, he justifies this practice by

stating that it is what one might expect from a man of extraordinary

temperament (p. 55h). In other words, the critic must not look fbr

unity or consistency in a writer's "ideas"; instead, " . . . the

unifying principle is always to be sought in the man's temperament,

not in some 'system' which he learned from a book and thereafter gave

himself to prepagate" (p. 55h).

In judging wagenknccht's contribution to our understanding of

Hardy's philOSOphy, one must conclude that his expressionist account

of eitistic creation is likely to foster a narrow critical interest
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and lead to inconclusive Speculations. He focuses attention on one

characteristic of the writer, his temperament, and this in itself is

a most elusive quality. Mbreover, he suggests that the unity of a

writer's work may be found in this same quality. Yet he can offer

only his own impressions to support his observations about Hardy. He

does not say anything very precise about Hardy or his works. And he

fails to present any convincing or intriguing evidence that would

justify drOpping the pessimist label assigned to Hardy and his works.

He merely cites details from Hardy's life that are meant to prove

that the novelist's temperament was the source of his respect for

humanity and an all-embracing pity and love.

In an essay titled "Was Thomas Hardy a Pessimist?" Granville

Hicks15 pursues certain expressionist interests in his critical method.

Hicks believes that Hardy's so-called pessimism is an outlook that

grew out of his experience as well as from‘his temperament. He is

.much more convincing than Wagenknecht in arguing for the close re-

lationship between the writer's experience in life and his artistic

achievement. He specifically attempts to establiSh Hardy's sincerity

and thus to demonstrate that his artistic achievement is due to

qualities stemming from the novelist's sincerity. The critic pays

little attention to individual.works3 instead, he devotes himself to

the task of showing that Hardy could not have expressed any view of

life but that which he expresses in his novels.

The two aspects of expressionism appearing in Hick's essay are

the importance of establishing the artist's sincerity and the valuing

of the artist's expression of his unique view of things. According
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to R. G. Collingwood's theory of eXpressionism, artistic sincerity is

equivalent to artistic truth, and expression of the artist's unique

vision is the function of art. When the audience experiences the art

work, hey come to understand his emotion and are able to experience

it themselves. Hicks explores the issue of whether Hardy should be

considered a meliorist or a pessimist and finds support for use of

both labels, yet he does not consider the phi1050phical inconsistency

that characterizes Hardy to be a fault. In fact, he argues that

Hardy's unique literary traits essentially derive from this philo-

sephical inconsistency and the Opposing tendencies in his personal

situation. In support of the meliorist label, Hicks cites Hardy's

own acknowledgement of meliorism, his stated pleas that we do away

with man's inhumanity to man, his literary presentation of society's

remediable ills, and his emphasis on telling the truth in art on the

premise that man's lot can be improved by facing the truth (pp. 60-62).

Regarding the value of truthfulness, Hicks makes several statements in

support of Hardy's sincerity; for example, he notes that Hardy

"practiced what he preached.” And he defends Hardy against charges of

a seeming insincerity due to the variance between his great deepair

and his professed meliorism. Hicks acknowledges that the label of

pessimist fits Hardy as well as the meliorist label, but he feels that

such philosOphical inconsistency is not unnatural. He argues that

pessimism is more of an attitude toward life than a philos0phical

doctrine and that one may hold this attitude at times, regardless of

professed philOSOphy.

Hicks views the apparent inconsistency in Hardy's vision as a

challenge to pursue a deeper understanding of the artist. He declares
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that " . . . our problem is to see how Hardy's attitude, in all its

complexity, originated" (pp. 62-63). He argues that Hardy's own

temperament and experiences in life were more responsible for his

moods of dcspair than were nineteenth-century scientific theories.

As evidence, he mentions Hardy's widely publicized sensitivity, his

dissatisfaction with his profession and living in London, and his

consciousness of class distinctions. He suggests that Hardy actually

wished to participate in the practical struggle for the improvement

of man's lot and that his very first novel, The Peer Man and the Lady,
 

consisted of social and political protest but that he abandoned the

attempt at protest writing and.began writing novels with extensive

plot complications. Hicks believes that Hardy's novel-writing experi-

ence throughout his life proved as nmch a source of disappointment as

of satisfaction: "Honesty, he knew, was essential to literature, and

' The critic concludeshonesty was impossible for an English author.’

that the complexities of Hardy's life kept him from actual involve-

ment in humanity's struggle for improvement, which he believed in; and

his sensitive temperament caused him to remain aloof and isolated and

thus further intensified his moods of despair (pp. 63-65). Neverthe-

less, Hicks argues, we must not criticize these inconsistencies in

Hardy's life nor speculate whether he would have been a better writer

had he been more involved in social and political activities. It is

from his unique personal situation that the main qualities of his

novels are derived: "his intimate knowledge of the Dorsetshire

countryside, his warm sympathy with country peeple, the c0mplete.ess

of his mastery of his little world" (p. 66).
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Hicks' essay illustrates the major problem confronted by the

expressionist critic who wants to explore the nature of a writer's

experience and its expression in his works. As Hicks indicates, the

critic comes to understand that a writer's experience with life is a

very complex matter (as was Hardy's), and to do Justice to this

aspect, one must delve into biographical data and Speculation and

then posit certain subjective impressions. The result is that the

critic tends to move further and further from the literary work it-

self. And ultimately, the main critical commentary that emerges is

the generalization that the work obviously reflects the sincerely felt

emotions and intimately eXperienccd events of a uniquely complex indi-

vidual.

John Middleton Murry's article titled "The Supremacy of Thomas

Hardy"16 provides the final example of criticism based on expression-

ist interests. The specific aSpect of expressionism that Murry

pursues is evaluation of the artist's success in communicating his

experience so as to afford readers with the same experience. The

critic also attempts to judge the qualitative value of the experience;

but, unfortunately, he does so by means of a simple chauvinistic

standard. Harry's thesis is that Hardy succeeds in the expression of

his feelings and ideas by virtue of sincerity and his great creative

power; the evidence of success resides in his great popularity with

the cornnn reader, who shows appreciation of his novels in spite of

some painful elements in Hardy's philosOphic vision. This vision

Murry terms Hardy's "austere philOSOphy."
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Harry's evaluation of Hardy rests on a circular argument-~that

the novelist‘s great creative power is the source of the successful

eXpression of his vision, and that his successful expression of his

vision is evidence of his great creative power. The critic begins

his praise of Hardy by listing the similarities that he shares with

"H

ShakeSpearc: "sheer creative power, steady increase in the capacity

to envisage the problem of human life, and expression of "the quality

of England itself" (p. 220). Murry offers little explanation of the

nature of Hardy's creative power except to say that it enabled him to

bring characters alive in the reader's mind and that it easily compen-

sates for any minor imperfections in the novelist's works (pp. 220,

223). or Hardy's vision and contemplation of life, Murry notes that

it is neVer abstract, that he expresses "the concrete and particular

reality of human.life," and, most importantly, that he expresses the

truths of life as he experienced them.

Murry evidently values Hardy cepecially for his truthful ex-

pression of his own experience; for example, he notes that Hardy

"claimed no more than to have rendered, with a minimum of falsifi»

cation, the substantial truths of life as he has experienced it."

He cites the fact that Hardy responded most profoundly to the somber

aspects of life as further evidence that the novelist was true to his

conscience: "A true artist must tell the deepest truth he knows;

therefore he must represent life by the medium of those aspects and

happenings which for him contain the maximum universality and signifi-

cance." Murry s mehow equates the true expression of Hardy's

experience with his creativity; for example, he remarks that Hardy's
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work ls based on the "sure foundation of the utter veracity of a

creative soul." He mentions as a further sign of the truly creative

mind that as Hardy "rendered the undeserved pains of suffering

huxnnity," he also rendered "the joyousness of his instinctive re-

sponse to the physical beauty of life" (pp. 223, 22%). Apparently

Murry sees in the expression of the paradoxical extremes of Hardy's

experience the sign of creativity. The final aspect of Hardy's own

experierce that appears in his works is the quality of England itself.

And it seems the critic particularly values expression of this

quality for itself. Noting especially how Hardy captures the beauty

of the English countryside and "the loveliness of the simple creatures

and things of earth," he gives praise to Hardy as a poet "of the

English soil and English soul" (pp. 220, 92h).

Murry's essay presents many laudatory but rather general and

vague impressions and evaluations of Hardy's art; the quality of the

criticism is probably typical of what can be eXpected in an overall

evaluation of a writer's rorks on the basis of the eXpressionist cri-

terion of success. If the reader feels that a work of literature

succeeds, it is because it allows him to experience what he assumes to

be the writer's enotions and attitudes, but his evidence can only be

what he knows of his own reactions and what he can infer and guess

about the author's ex erience. According to R. G. Collingwood's ex-

pressionistic theory, one assumes that the artist utters his own

secrets, and if they are true, they will be the secrets of the audience

as well, who will recognize them as such. This particular kind of

reasoning can be detected in Murry's high esteem for Hardy, but one is
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not easily convinced by his highly subjective impressions, nor is his

chauvinistie criterion for Judging the quality of the eXperience

mediated by Hardy's work a satisfactory one.

ane of the expressionist critics is able to pursue his aes-

thetic interests in such a way as to avoid a narrow critical reSponse

and an excessive amount of impressionistic speculation. Perhaps it is

possible for an individual critic to delineate an expressionist theory

in terms that demand attention to a variety of aesthetic elements and

that would therefore be convincing to intelligent readers. But there

is no such delineation of the basic theory among Hardy's critics.

The general inadequacy of the expressionist criticisnlpoints to the

necessity of exploring other critical systems that will allow more

precise and more meaningful interpretations of the significance of a

writer's personal.enntions, experience, and vision and of their trans-

formation into a literary work that possesses value in itself.

Transcendentalist_Criticism g: Hardy's EhiIOSOphy_
 
 

The basic principle of Transcendentalism is that the aesthetic

experience mediates to the audience a knowledge of some sort of ulti-

mate reality. To be more precise, the art object embodies in some way

(subject to individual interpretation) the potentiality for giving the

audience an intuitive and direct knowledge of transcendent reality.

Transcendentalism rarely constitutes the sole aesthetic basis of

criticism» but its criterion of aesthetic excellence often permeates

much critical commentary. That criterion places value on the capacity

‘

of :iteralnre to provide intuitive insight into the nature of ultimate
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reality. The work possesses this capacity by serving as a Spring-

board for the imagination: it allows one to jump from a level of

awareness of ordinary reality to an upper level from.which ultimate

reality may be perceived. Mbst interpretations of transcendentalist

theory see the potential Springboard in the metaphorical or symbolic

structures of the work. Thus the theory stresses a single, elusive

aspect of literature, but attention is focused on the work itself to

the extent that metaphor is regarded as source of potential insight.

It is important to note that there is a highly individualistic com-

ponent involved in a critic's interpretation of what constitutes in—

sight into ultimate reality and in his designation of the kinds of

artistic elements that serve as the means for acquiring insight.

Harold Osborne has noted that the transcendental or revelatory

theory of art "is exceptionally recalcitrant to close definition and

difficult to pin down by narrow formulae and phrases. Yet it is far

commoner than most peOple are apt to suppose" (Aesthetics and ‘
 

Criticism [lbndon, l9527, pp. 199-200). ‘I am much inclined to agree

with this statement. For example, there can.be only an arbitrarily

sustained difference between "imitation of essential reality" in a

literary work, which enables one to become aware of a transcendent

reality and the direct or intuitive apprehension of transcendent
 

reality via the aesthetic experience. I distinguiSh the transcendent-

alist aesthetic by the emphasis given to the art object itself or to

its symbolic structures as the Springboard for the imagination to

seize knowledge of a reality beyond ordinary appearances.
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Because transcendentalist theory emphasizes a single, elusive

aspect of literature, its usefulness as the foundation for a critical

method must appear very limited. The criterion for judging literary

merit will be extremely subjective, since the individual critic

identifies for himself, first, the artistic elements that serve as

the means to insight or knowledge; second, the nature of the

knowledge; and third, the value of the knowledge. If the two criteria

for judging the adequacy of aesthetic theories are applied to

Transcendentalism, it_is apparenp_thap only the individual critic gap
m—J“

determine for himself whether intuitive insight is mediated '92; _a_._
 

variety p£_artistic phenomena and whether the valued insight spy
 

compasses both naturalistic and aesthetip_ggmponents 22 the literary
 

395k, .As we saw in the discussion of hedonist and expressionist

criticism, the critic defines most of the components of the basic

aesthetic theory. This process is necessary because all three theo-

ries in the basic form are very general, and all three emphasize the

audience's response to the art object. As the individual critic as

audience defines the nature of his response to the art object and its

valuable elements, he essentially creates his own version of the

theories. Therefore, to judge the achievement of transcendentalist

criticism, one must consider the individual critic's definition of the

theory, determine if and what other aesthetic rationales are involved,

and then judge the usefulness of the critical method and the quality

of the general critical procedure.

Since knowledge is a principle element in transcendentalist

theory, one would expect the philosOphical aSpect of literature to be
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of Special interest to transcendentalist critics. But with the Hardy

critics who show evidence of a transcendentalist rationale, philosOphy

does not receive an inordinate amount of attention because most of the

critics pursue other interests besides the revelatory aSpects of

literature. There are five characteristics of the approach taken to

philOSOphy by the Hardy critics who diSplay a transcendentalist

interest. First, the philOSOphical implications of their discussions

appear in their references to the so-called intuitive knowledge of

ultinate reality revealed by Hardy's novels.17 Second, for the most

part, the critics do not refer to the philOSOphy as some predetermined

entity to be called "Hardy's philOSOphy"; instead, they view it in

terms of ideas or attitudes about reality embodied in a given‘work.

Third, the critics are not concerned with labeling the philOSOphy.

Fourth, the transcendentalist critics locate or discover the philoso-

phy in the symbolic or metaphorical structures of the works, not in

Hardy's eXplicit philos0phical statements. And fifth, the critics do

make reference to the truth of the philoSOphical insights; and to some

extent, their criticism reveals that aesthetic value is linked to the

truth which the critic accords to the insights, and that this, in

turn, may be influenced by the critic's personalbeliefs.18

The significant transcendentalist characteristic that I have de-

tected in two of Hardy's critics is their demand that art transcend

the limits of realism. .And transcendence of realism is the quality in

Hardy's work which they concentrate on. They emphasize those novelistic

elements that might be called suprasrealistic or anti-realistic. It

15 by means of the artistic functioning of such elements that the

eader is able to seize a knowledge of ultimate reality. Both of the
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critics to be discussed exhibit similar ideas about the revelatory

element in Hardy's novels. They have their critical shortcomings, but

they do contribute to our understanding of the philOSOphy of Hardy's

novels. We will consider the usefulness of the transcendentalist

aspects in critical studies by Frederick'Karl and Albert Guerard.

Both Khrl and Guerard seem to have incorporated into their criti-

cal responses to Hardy a real sympathy with the Symbolist-Surrealist

interpretation of transcendentalist aesthetics. Although these critics

obviously employ other aestheticccriteria, nv'major purpose is to note

the approval which they give to the concept that insightwcan'be

mediated in literary works, especially by means of certain anti-

realistic, unconscious, and non-conceptual elements. Attention to

Karl's and Guerard's responses to the Symbolist-Surrealist qualities

in Hardy is merited for several reasons. First, these qualities have

been significant in several modern aesthetic movements which have ulti-

mately influenced the nature of criticism. But more importantly, we

are seeing in much contemporary art a resurgence of the same qualities

in a variety of new forms (for example, the extensive use of absurdity,

violence, incoherence, chaos, grotesquery, and eroticism in drama,

poetry, and fiction as well as in the plastic arts). There appears to

be a brand new flurry of artistic effort to bypass and distort all tra-

ditional artistic attributes in order to free the imagination, the

unconscious, the emotions, and the body in order to create new di-

mansions for artistic experiencing. Some of these aesthetic attempts

are concerned with the conveying and apprehension of direct knowledge

of an ultiwate reality. Thus I feel that it is worthwhile to look at

Karl and Guerard as examples of the effect which the transcendentalist
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elements in the Synbolist-Surrealist aesthetic have had on criticism

(and will probably continue to have).

Frederick Karl believes that Th§_§§yg§_consists of artistic

elements that allow its meaning to pass beyond the meaning of realism.

. . 1
In "The Inner of Casterbridge: A New Fiction Defined," 9 Karl pro-
 

poses that Hardy is not a realist at all. He believes that 113-_a_ 5919!.

presents not Just the realistic experiences of a particular man, but

that it presents certain extreme aspects of a man's life-- aspects

that might be labeled unusual oreabnormal. Karl detects these aSpects

in the psychological delineation of Henchard's personality, in the

fairy-tale atflDSphere, and in the extreme emphasis on Chance. .All of

these elements contribute to Hardy's anti-realism. The critic remarks,

for example, that Henchard is not the traditional hero of the novel;

he is a marked.nan, different from others, "a grotesque figure of

wasted energies and misdirected will" (p. 206). He notes of Hardy's

use of Chance that it "was his weapon to strike through surface reality

to areas where the poetry of man offers resistance to the drab stark-

ness of a malevolent universe" (p. 202). Nbreover, he sees the simple

structure of Thg.§§ygg, evocative of Greek drama, as contributing to

the anti-realism, that is, the chorus, the reappearance of key peeple,

folk superstition, the aura of fatalism, and the guilt and isolation

themes. One should note that Karl mentions a number of different kinds

of anti-realistic elements.

According to the critic, the anti-realism of The 5352?. adds up to

a vision, one which allows the reader to get beyond mere appearances

and gain insight into the nature of ultimate reality. The vision is
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obviously not a particularly pleasant one. Yet Karl recognizes it as

a meaningful e.ccount of things, an account that recognizes the absurdi-

ty of the world. He explains the vision in terms of Henchard's

experience'

A.split individual, a mysterious universe, a misdirected

will-~all these elements help define a new type of nineteenth-

century man .

(p. 201)

(And twentieth-century man as well, for Karl sees EDS.§EXEE.aS the

prototype of the modern novel.) Karl perceives the insight afforded '

o

by the novel in moral terms, particularly, salvation and,destruction.

Hardy recognized that idealism is a component of egoismb

and th9.t the true idealistic hero is not one who conquers

as Christ did, but one who can destroy himself in.muddle

and non--comprehension.

In his perception of the great grotesque depths lying

beneath conventional morality, Hardy, in The hayor_of

Casterbridee and his other major novels, wrote a parable
Wm-..~\:‘Q

for our times. The lesson is that life itself destroys

even when man is basically good.

(p. 213)

Karl's essay is an interesting, perceptive one, and his transcen-

dentalist interest is balanced by the organicist concern for the

literary work in all its variety and unity. He accounts for both the

naturalistic and ac-sthetic components of tile novel, esPecially in the

relationship he perceives between such naturalistic elements as

Henchsrd's unique psychological makeup and the novel's anti-realistic

structure. He is also precise and convincing in his interpretations

of Thg.r'ayor and in his gereralizations about the "new novel." Thus

his overall critical achievement is great. But one should be aware
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that the critic's views on realism, anti~realism, and transcendence

of ultimate reality may be influenced by his own'beliefs. And it

seems that Karl personally accepts the belief that man and his uni-

verse are characterized by a large segment of absurdity and confusion,

a belief deriving in part from contemporary existential philOSOphy and

Freudian psychology. This belief also affects certain of Karl's aes-

thetic criteria, for he admires especially symbols of abnormality,

grotesquery, and confusion for their potential of conveying insight

into ultirnte reality.20 There are other ramifications of the possible

influence of the critic's personal'belief on transcendentalist criti-

cism which I will deal.with in the discussion of the other example in

this category of criticism-~Guerard’s study of Hardy.

Albert Gucrard's Thg§§§_fiaggy?1 reveals transcendentalist

aesthetic assumptions similar to those of Karl. Guerard, however,

has the larger aim of providing a comprehensive appraisal.of Hardy's

achievement.22 He diSplays organicist tendencies in his commentary,

but he also judges Hardy's works by a criterion that derives from a

Symbolist-Surrealist interpretation of transcendentalist theory.23

In the Opening section of the study, Guerard sets ferth some of

his aesthetic guidelines. The most pervasive assumption is that

anti-realism constitutes a criterion of literary excellence. In pre-

senting his argument against realism, he does not dwell on its

aesthetic limitations ut on the limitations it places on modern

beliefs; in other words, from the modern point of View, realism is

outdated. For example, he rejects the ass mptions of a previous

generation of critics that led them to believe that realism was the
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"prOper medium of fiction." These assumptions were that life should

be "placid, plausib e, and reasonably decent." Guerard feels that the

present generation can no longer accept such beliefs and can thus no

longer value their expression in fiction (p. 2). The critic's Specific

aesthetic criteria emerge in his explanation of the Hardy study as part

of a larger intention to record a movement among novelists away from

"orthodox realism . . . toward the sombre and ironic distortions, the

psychological explorations, the dislocations in form of many novelists

writing in the middle of the twentieth century" (p. vii). Guerard

acknowledges that Hardy is not in the mainstream of this movement, but

believes that he shows certain tendencies "toward the symbolic use of

the absurd . . . . " (p. ix). The critic intends to reassess Hardy's

achievement mainly in terms of his Symbolist-Surrealist criterion.

Guerard's major justification for the Symbolist-Surrealist

criterion is that it implies a truer account (than Realism) of what the

modern world believes about man and his universe. That is, anti-

realism in art affords us a vision that we believe contains insight

into ultimate reality. He regards Hardy's "juxtaposition of implausi-

ble incident and plausible human character" as deliberate anti-realism.

He argues that we now accept the novelist's extreme conjunctions "as

highly convincing foreshortenings of the actual and absurd world"

(p. 3). Besides its absurdity, Guerard mentions certain other con-

cepts about life which, for modern man, contain insights about ultimate

reality. For example, he notes our rediscovery of "the demonic in

human nature" and our acceptance of the ideas that "a cosmic absurdity

pervades all appearance, that evil has an aggressively real existence,
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and that experience is were often macabre than not" (p. h). It seems,

then, that Guerard values anti-realist structures in art because they

embody a vision of life that modern man can accept as true. Thus it

is Specifically the anti-realist quality in Hardy's art that Guerard

seeks to eXplore, for he sees evidence in certain works that Hardy

" . . . distorted actuality to achieve a kind of truth . . . "

(9o 19)-

According to Guerard, Hardy's achievement as a symbolist is

limited because his anti-realism,serves mainly artistic aims. He he-

lieves the greatest symbolist art presents an integrationvof artistic

and ethical aims. This integration adds up to a distinct vision of

things, including, in particular, a moral definition of human nature.

Hardy's antinrealism, Guerard argues, is motivated by the artistic

(
Dimpuls to tell an arresting, strange, or beautiful story; and in this

he often succeeds. He is considerably less successful when it comes

to incorporating his vision of human nature and destiny into symbol or

myth (pp. 8h~85). Hardy usually attempts to convey his vision by

realistic means and usually fails because of his use of didactic,

mechanical, and abstract approaches. Sometimes Hardy succeeds in

spite of his consciously realistic attempts to philOSOphize. For

example, QEES is a good novel, but not because Hardy deals with seven

different problems, which are neither subtly nor originally thought

out. Guerard praises gu§2_hecause it "leaves a dominant and in a

sense truthful impression of the world in which we live. This im-

pression of unrest and isolation and collapse, rather than the diverse

problems disc ssed, makes the hook still seem true." In elaborating
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on the nature of QBQELE truth, Guerard essentially attributes it to

the extremity and abnormality of Jude's story. He cites "the recti-

linear starhncss and truth of Jude's personal history; the history is

the truer even, for its omission of Jude's rare happy hours" (p. 33).

I believe that the truth which Guerard ascribes to ggg£_is the sort of

truth~tg_experience described by John HOSpers;2h the critic essential-

1y argues that modern man's eXperience verifies the extremity,

absurdity, and starkness of life.

In evaluating Guerard's critical achievement, we confront some

0

difficult issues. It is necessary first to look at his other aesthetic

assumptions. To repeat, the aesthetic assumption with which I am con-

cerned derives from a Symbolist—Surrealist interpretation of transcen-

dentalist theory. That assumption holds that the greatest art con-

tains anti~realistic elements--in narrative structure, in character, in

action, in myth, etc.--and that these elements serve both aesthetic and

ethical functions. That is, whatever vision emerges of man's ethical

nature and destiny does so via the anti-realistic conception of the

total work. Another of Guerard's aesthetic assumptions implies an

organistic concern for the whole work; this concern is supported in his

announced intention to face up to the complex work of art instead of

reducing literary meaning to a paraphrasable commentary on some phi-

losoPhy of life (p. 6). And he does attempt to consider a variety of

elevents in Hardy‘s novels. But he is not able to do this without

also invoking his transcendentalist aesthetic, which, I believe, in-

flucnces his perception of the various literary elements. For example,

he objects to Hardy's obvious architectural structure because it does

Ial his art; he apparently sees no value in such a structure:
3
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because it is rmtivated by logic and realism (p. ll). And there are

tires when he praises Hardy's fantastic, elaborate, or melodramatic

plotting not so much because it is functionally integrated with the

whole work but because it meets the anti-realistic criterion. Guerard

seems particularly vague in his discussion of Hardy's use of this ele-

ment . He state 3:

The planning and execution of a complicated or melo-

dramatic plot may enervate rather than excite; it may

even take the entire place of a genuinely creative

impulse, may provide a comfortable relaxing substitute.

0f Hardy‘s plotting, he remarks that in some books, "the impulse to

fantastic or elaborate plotting is in fact an impulse to create life

or express an attitude, and as such is highly energizing." Guerard

tends to react favorably to this element without demonstrating its

function in the whole work. Of 5 §§i£_9£_§lpg_§y§§, he remarks that

the plotting "made credible this view of life as essentially grotesque;

Ethetberta, he states, comes to life by means of the "melodramatic
 

conclusion; and §.L§2§32222.15 "redeemed at last by the hilariousxy

absurd plotting" (pp. 51-53).

We may also note the same anti-realist emphasis in Guerard's dis-

cussion of Hardy's realism. He remarks that Hardy was a realist "in

his ability to convince us that his dramas are true" and in creating

plausible men and women reacting to the ordinary claims of life.

Guerard's real praise, however, goes to the kind of realism that takes

on transcendental value, for example, the realistic details of the

dairy atmosphere of 233g; "This atmosphere is a triumph of realistic

art constructed from the simplest of everyday things. And like any

triurgh of art, it is something more than realism" (p. 8i).



23h

Guerard's general aesthetic theory is somewhat similar to the

mystical erganicism of Murray Kricger, yet there appears a certain

narrowness in Guerard's critical method that one does not detect in

Krieger's ideas. Guerard expects the literary work to embody some

sort of vision of ma 's existential nature and destiny. Krieger ex-

pects the same. But whereas Krieger acknowledges a realistic or

imitative stage in the aesthetic experience in which things are Just

what they seem, Guerard implies that realistic elements in themselves

possess small potential for being transformed in the context of the

whole work so as to embody a vision of ethical existence. Tb be more

precise, Guerard's implication is that the modern reader can place

but small value on the realistic element in art, since so much of his

own echrience in life verifies its absurd, extreme, and chaotic

nature. In his em;hasis on anti-realism, Guerard reveals a distinct

preference for interpretations of human nature that perceive man in

the context of an absurd world. low, one may argue that such an inter—

pretation, for modern man, seems to embody considerable truth, that is,

truth-tg_experience; for the modern world certainly furnishes us with

a variety of experiences that suggest the absurdity of life. But

Guerard seems intent on taking this one aSpect of truth-tg_man’s

expreienee and its expression via anti-realistic structures and setting

it up as a major criterion of artistic excellence.25

My analysis of Guerard and Karl is not meant to suggest that their

criticism is inadequate. In fact, both present thoughtful and enrich-

ing interpretations of Hardy's works, and both pay attention to

qualities in his Lovels that were previously ignored or denounced.
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Their criticism does, however, ca so one to consider certain theoreti-

cal issues. First, do their aesthetic criteria possess breadth and

flexibility that would result in meaningful commentary about other

kinds of literary works and novelists, for example, Jane Austen's

novels? Another issue pertains to the possible excessive influence of

the critic's beliefs on his perception of a literary work-~in its

various aspects. A critic cannot totally eliminate the influence of

his own beliefs on his aesthetic experience, but it is possible fer the

good critic to minimize this influence. Specifically, he must be aware

that his preferred beliefs may color his perception not only when he

Judges the so—called philosOphic content of a work, but also when he

judges the aesthetic value of the whole work. It seems that Guerard

and Karl are concerned with total works and with particular artistic

elements, yet their Symbolist-Surrealist aesthetic favors a world

view that involves both the nature of reality and certain artistic

ferns by which that reality is revealed. In fact, any aesthetic

theory ultirately implies a world view, and it is likely that a critic

will adept an aesthetic theory that complies with his eSpoused general

philos0phy of the world.26

To summarize, one can eXpect from the good critic an awareness

of the influence of his beliefs about reality and art on his aesshetic

Judgments, an awareness of other beliefs that may also be brought to

bear on aesthetic judgment, and awareness of the drawbacks of equating

any one belief with the "true" interpretation of reality. Critics

with interests deriving from the transcendentalist aesthetic must show

particular caution, since the theory itself implies a particular view
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of reality, one that penetrates to an ultimate meaning of things. And

it is up to the critics to determine the exact nature of the artistic

structures that provide insight into ultimate reality, that is, symbol

and me aphor, broadly or narrowly conceived, or the total work. The

critic limits his response to the literary work if he demonstrates a

narrow preference for a single kind of artistic structure as holding

the monOpoly on conveying insight into reality.

The analysis of the hedonist, eXpressionist, and transcendental-

ist criticism demonstrates the typical limitations of these aesthetic

rationales, but it also points up the importance of the individual

critic's interpretation of an aesthetic theory. lord David Cecil's

study represents a significant achievement for hedonist criticism.

He defines aesthetic pleasure in such a way that he is responsive to a

variety of elements that rake up Hardy's novels. The limitation of

his study stems from the enmhasis placed on the reader's own reSponse

to the imaginative illusion created and from the fact that definition

of this aspect must involve considerable'subjectivity. Rene of the

expressionist criticism is really adequate since it contains an ex-

cessive arount of impressionistic speculation about the novelist's

personal emotion and vision and about how these elements are communi-

cated to an audience. The critical studies by Karl and Guerard reveal

a significant transcendentalist interest, but the interest is tempered

with the organicist's attentiorlto the variety and unity of individual

works. Thus their critical comm-ntary is generally enriching and

meaningful. Their transcendentalist assumption enables them to con-

centrate on elements in Hardy's novel: that have not been adequately

interpreted. But the influence of personal beliefs on interpretation



237

seems to be Operating in their criticism because of the Specificity of

their preference for anti-realism. One wishes that these critics

would simply acknowledge tha‘ the anti-realist perception of the world

presents 933 account of ultimate reality, or an account of what reality

2513n_socrs to be, or the account that modern man is capable of p__y

333133;; reality to be.

The analysis of the trarsccndentalist influence in two of Hardy's

critics has significance for several reasons. I believe that a so-

called transcendentali st atcitudc toward art is fairly comron among

readers and critics and that it would be helpful to increase awareness

f its influence. The attitude often leads critics to make vague re?

marhs about the intuisive insight into ultimate reality which the

literary work affords. For those interested in the basis of criticismn

there are im;ortant implications in such remarks. The critic has the

reopensibility to suggest how the intuitive insight is conveyed and

apprehended. For instance, which litrary elenzents make insight

possible, is achievement of insight due to a certain kind of element

itself, or is it due to an interrelationship between elements? The

critic should also indicate whether apprehension of insight from a

literary work is affected by one's personal beliefs about the nature

of essential reality. Finally, the critic should clarify the exact

nature of the reality revealed in the work and acknowledge whether his

personal beliefs enter into either his apprehension of the insight or

his interpretation and judgment of the work.

All of these ramifications will raise doubts as to the usefulness

of the concept that literary works can tell us about the natur of

essentk.l real Fty. Chapter h dealtwith certain esseence-imitation
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critics W10 were obsessed with the visions of essential reality that

are represented in Hardy's novels. I concluded that such criticism

possessed little value unless it demonstrated how the Specific aSpects

of the novels functioned so as to represent or imitate a vision of

realityu bv'conelusion about th critics who disPlay transcendentalist(
D

interests is similar. Those critics who believe that a literary work

reflects and can convey an immediate awareness of some aSpect of

ultimate reality must be able to demonstrate how this happens. And if

they can eXplain the process convincingly in terms of the metaphorical

functioning of the work, their criticism will be useful. .As Murray

Krieger indicates in.§LWindow £9 Criticism, it is only by means of the

Operation of metaphor that one can explain any of the so-called

mystical qualities which our experience with literature seems to

involve.
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mmmm 5. HEIZDHIST, EXPRESSIONIST, AND

TRIWSCENDBRZALIST CRITICISM OF HARDY'S PHILOSOPHY

 

1"Orientation of Critical Theories, " in The Practice o__f_‘_ Criticism,

eds. Sheldon P. Zitner, James D. Kissane and M3 M. Liberman (Chicago,

1966), p. 283.

293. the general definition of philosoPhy in literature discussed

in Chapter 1. .

3See the discussion of ideal imitationist criticism in Section I,

Chapter h.

hProsser {all Frye, "Reture and Thomas Hardy," Independent, LIV

(July 10, 1902), 1657-1659.

 

5George H. Fitch, "Thomas Hardy: His Tragic Tales of wessex," in

hbdern‘ggflish_§gphs g§_Power (San Francisco, 1912), pp. 131-139.
m

 

6W. W. Trent, "The Novels of Thomas Hardy," §g§§ng§_Revieg, I

(November, 1892), 1-25.

7See in Chapter 3 criterion #1 for adequate critical practice.

BAnother example of cr ticism that may be placed in the same cate-

gory as Trent's is W. M. Conacher's "Jude the Obscugg:-A Study,"

Queen's glam-32:31, XXXV (Autmn, 1928}, 529-510.

9William Watson, "Mr. Hardy's Tess oi the Qflilhervilles," in

§gcur§igg§_in Criticism (Iondon, 189§7: pp. 73—80.

103m Tomlinson. "like the 9921119, " .30._qu 9.252232 211535.293ly—J
XXIII (October, 192%), 335-3Eb.

 

llLord David Cecil, 551351,; the [gyelist (New York, 191+3).

12See criteria for adequate critical practice in Chapter 3.

l a o o 1 Q o I '-

393, tne general definition of philosophy in literature dis-

cussed in Chapter 1.
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lhr‘dwzrd Wagenhneoht, "'Pessimism' in Hardy and Conrad," College

181151.131, III (I'arch, 19312), 5116-5511.

r
“-

o

l)Granville Hicks, "has Thomas Hardy a PeSS1mist?" Educational»

Forum, II (I.'ovemner, 1937), 58-67. .

 

16John Middleton Murry, "The Supremacy of Thomas Hardy," New

Adelnhi, I March, 1928), 219-221.

1792, the gneral definition of phiIOSOphy in literature dis-

cussed in Chapter 1.

181n this characteristic, one is reminded of the limitations of

essence imitation theory. One difference is that transcendental

theory holds that the nature of ultimate reality is such that it

transcends the appearances of ordinary reality. Another difference

is that in transeendentalist aessthetics, the usual vehicle of insight

is not considered to no imitation of reality but the metaphorical

potential of the work.

 

l9Frederick Karl, "The layor of Casterbridge A.New Fiction

Defined," Lbdern FictionStudies, VI (Autumn,1960), 195-213.
 

20See the Symbolist--Surrealist interpretations of Transcendental-

ism in Chapter 2.

2lAl'bert Guerard., Thomas Hardy (Norfolk, Conn., l96h). Originally

published in 19'49.

220ne should note that my discussion of Karl's and Guerard's

studies is not in order of their publication. Karl acknowledges the

influence of Gueard's study which appeared first.

23See the Symbolis~Surrealist interpretations of Transcendental-

ism in Chapter 2.

21+See the d1scussion of HOSpers' concept of the truth of artistic

insights in the section titled.Artistic Truth in Chapter 1.

25My position is that Guerard gives assent to the phiIOSOphical

beliefs underlying the Symbolist—Surrealist interpretation of transcen-

dentalist aesthetics. Tb clarify this point, it is helpful to compare

his criticism to that of Federick C. Carpenter, who also gives con-

siderable attention to the anti-realistic elemnts in Hardy's fiction.

Though dra.zing on Guerard's study of Hardy, Carpenter possesses a degree

of objectivit~y t}at enaoles him to see thet anti-realicem in art is re-

lated to tastes and beliefs. Carpenter's major critical framework con~

sists of Organic1‘ szn prudently tempered with an awareness of the in-

fluence of tato in ooth literature and criticism. In his Thomas Hardy

(New Yelh, 196R),he acchnowledges employing a "judicious balance1' oi'

seveial critical approaches "which seem necessary to a jusU appreci-

ation of Pardy's work" (p. 5). Czwzpenter’ s oojeetivity ahoout the

anti-realistic quality in Hardy is readi)-y demonstrated in the fe.low-

ing corren 5. Speaking of "The Ro.r.antic Adventum.s of a Milkeaid," he
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notes: "Perhap s the reason it ha 3 not been.nor'e often appreciated is

the typical Hmrdy olend of apparent realirm with obvious unrealism or

expr ,1onis_--obVLouo, that is, if one is willing to admit its exis-

tence in the fi'st place" (p. 7]). Analyzing the praise extended to

The'Jailerl~rs for its detailed setting, for its plot, for the

ch1z§cih1121t10n 01 the noble I'arty and Giles, and for its geometric

balanc2, Chorpenter concludes: ""hile we must pointedly disagree

with the e:-mtrv:ant enthusiasm which greeted a novel charactelized

by such qualities, they are not in then1selves disreputable. They have

not, to be our, rs..na3cd to keep _g:_Woodlanders in its former

position of esteem arong the Wessex novels, but some of them do con-

tribute to its effectiveness" (p. 115). Yet the critic also remarks

subsecucntly that the "mythic dimension of The Woodlanders which

makes it;m3re appealing to a contemporary taste than its description

or its analysis of the different faces of 1.0ve, runs all through the

book" (p. 19.3).(1: 13.39, he notes "Myth is, of course, not the

rich bon of theole, out rather its soul or spirit. Tess of the

D'UFQZZCZILZZ is a fine novel from the realistic point ofview as

well as iron the symbolic (although too narrow a construction of that

reali.sm has often left critics unable to cepe with its symbolism)"

(p. 13’!). The some critical approach and tone is also evident in

Carpenter' s "Hardy' s 'Gurgoyles,'" Nbdern Fiction Studies, VI (Autumn,

1960), 223232. —'

To reiterate nv'point in contrasting Carpenter's criticism to that

of Guerard: both critics are interested in the Symbolist-Surrealist

elements in Hardy's fiction, but Guerard seems to give personal assent

to the philosOphical assumptions underlying these aesthetic elements,

whereas Carpenter personally stands apart from the phiIOSOphical

assumptions, relates the aestheic elements to shifts in taste, and

uloimately is interested in their function in the total literary work.

 

 

 

 

26William Che.ce Greene, The Choices of Criticism (Cambridge,

rass., 1965), usim; Stephen Pepper, TheBasis ofCriticism in the

firts (Caror1cge,2;?53., 19:5), passim.

 



CHAPTER 6

ORGANICIST CRITICISM OF HARDY'S PHILOSOPHY

The organicist criticism of Hardy's novels is most impressive.

There is in this category criticism that is mediocre, but there is

also much that is adequate and even outstanding. In general, the or-

ganicist criticism of Hardy, more so than any of the other categories

discussed, neets the criteria fer adequacy of aesthetic theory and

critical practice. To say that the criticism approaches the ideal

standards does not mean that the interpretations and Judgments are

valid ones that the reader completely and readily accepts. It does

mean, however, that the criticism is worthy of the attention of in-

telligent peOple and that regardless of whether one agrees or dis-

agrees with the expressed Opinions, he can respect the critic's

aesthetic rationale and his general critical procedure.

Before considering the particular strengths of Organicism, it is

necessary to review the basic principles of the theory. The organi-

cist theory that I am concerned with has been labeled mature

Organicism, with this label intended to distinguish it from its

immediate forebears, formalism and pure Organicism. The latter theo-

ries typically discount the value of what is called the "naturalistic"

element of art, which is that aspect that sueeests a distinctly human
\JC)

relevance or context. Other terms used to designate the naturalistic

2h2
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element are: the imitative, the realistic, the existential, and the

expressive. These terms commonly refer to that aspect of art pertain-

ing to human life and vision as contrasted to purely aesthetic

aspects.1 In Fornalism and pure Organicism, the naturalistic element

is denied value in favor of the purely formal or aesthetic element.

One formalist interpretation prOposes that the unique value of artistic

form lies in its capacity to reveal essential reality as totally dis-

2

 

sociated_§rom human needs and percepts. In contrast to such an
 

 

extreme interpretation, the mature organicist aesthetic denies neither

the presence nor the value of the naturalistic element in art.

Organic theory offers an account of art that is inclusive and

eXpansive. The first principle is that the art object is valued as

a self-sufficient entity existing to be experienced in and for itself.

Its value obviously cannot be separated from human consciousness and

perception but this principle does stress the unique value of the art

object aside from whatever personal or utilitarian values an individual

may ascribe to it. Thus a poem, for example, possesses a unique value,

aside from.the message a person may extract from it, or the personal

feelings it may arouse, or the information it seems to reveal about

its author. The second principle is that the value of the art object

depends on the integration of its various elements. This principle

suggests the complexity of the art obJect in its construction from

many components. There is in.mature organic theory no extreme emphasis

on the naturalistic element as in Imitationism and no extreme emphasis

on the formal element as in Formalism. Emphasis is placed on the inte-

gration of all elements. Ig_agggrd;with thi§_aesthetig, thg_£eader
.3.- “._~ ". .ul—ilm-

must devote_his attention to the work itself} to all of its nanv
”.0... mm“ w “u --
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aspects, tg_bgth naturalistic and_aesthetic_elements, f he $2.22
--.~  

experience it in all of its variety_and uniiy. Organic theory,
m—~--—_   

therefore, meets the two criteria for an adequate aesthetic rationale

as set forth in Chapter 3.

Because of the value that Organicism places on the integration of

all aesthetic components, the theory is especially relevant to the

aSpect of art and criticism under discussion in this study, namely,

philoSOphy in literature. We have seen that the basic tenets of Imi-

tationism, Hedonism, Expressionism, and Transcendentalism do not

provide an adequate account of the philosophic element in art and its

significance in criticism. Imitationism accords extreme emphasis to

the philOSOphical aspect of literature, with the result that aesthetic

elements are overlooked; moreover, it includes no safeguards against

the excessive influence of the critic's preferred.beliefs on his aes-

thetic Judgments. The exact theoretical tenets of Hedonism, Ex»

pressionism, and Transcendentalism must be defined.by the individual

critic; and thus whatever importance is accorded to philOSOphy in

literature depends on the individual's ideas. Obviously, there is no

guarantee in these theories that the philosophic element will not be

either overemphasized or totally excluded or that it will not be

Judged according to the critic's preferred beliefs.l organic theory,

on the other hand, in meeting both the major criteria fer adequacy of

aesthetic theory, provides a meaningful account of the philosoPhic

aspect of literature.

I have suggested throughout the present study some of the

problems that arise in connection with the issue of philOSOphy in
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literature. Organicist theorists have paid particular attention to

these problems. Rbrris Weitz, for example, offers a comprehensive

account of them.3 First, the philOSOphic element as an abstraction is

considered one of the naturalistic components of art. Weitz

acknowledges that a philosophical element is present in literature and

that its presence creates the problem.of truth claims that literature

seems to mke (pp. 62, 137). According to Weitz, truth claims may be

made in the fernnof surface statements or in the form of depth mean-

ings, in which case, they are contained in the work although they do

not appear as statements (pp. lhl-lhh). literature is thus able to

say things about the character of man's emotional existence that the

sciences are not interested in saying. And what it says seems to be

"wisdom" in the sense of being "the evaluation of the human scene";

such wisdom inevitably involves truth claims about the nature of life

and experience (pp. 161—162). rganic theory explains the philos0phic

aspect and the concomitant truth claims as one of the artistic

elements in literature. The theory holds, however, that aesthetic

response must be to the whole work, not to any one element; and when

the reader responds to the whole work, he does not give isolated or

undue emphasis to any one element. Furthermore, even though truth

claims may be present in the literary work, the prOper aesthetic atti-

tude is one of detachment; in other words, the reader should not allow

his own beliefs to influence his perception and Judgment of the work's

philosOphy:
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The true appreciator--the wellewrought_reader-~0ught to

treat rejected albeit tolerated themes or truth claims

as favorably as he does those he accepts.

 

 

. . . we ought not to allow our cognitive attitude to

enter into appreciation.

(pp. 16h-165)

The aesthetic attitude required by Organicism is certainly an

ideal one and one that the ordinary reader may not attain. But the

concept of art that it implies is sufficiently complex to do justice

to the actual nature of aesthetic experience. And though one may not

attain the ideal aesthetic attitude, it suggests certain safeguards

against an oversimplified approach to philosophy in literature that

other theories do not possess. Organic theory forbids extreme

attention to philos0phy as an isolated element. It precludes the

tendency to equate the value of literature to this one element and

the tendency to equate philosophy to surface philosOphical statements.

It attempts to eliminate the influence of the critic's own beliefs on

his aesthetic perception and Judgment. And it suggests that there can

be no actual aesthetic difference between the various kinds of philo-

sophic or expressive elements; aesthetic value can only be determined

in the context of the tota1.work. To clarify this last point, one

cannot accord inherent aesthetic value to any one of several philo-

SOphic viewpoints, whether rationalist, traditionalist, symbolist, etc.

They all possess aesthetic possibilities, and one must allow free play

to different eXpressive qualities of different works of art (pp. 198-

199).

Although Organicism seems an adequate rationale for criticism, the

precise worth of criticism based on the theory depends on the critic's
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individual procedure. Among Hardy's organicist critics, there are

certainly some who produce only mediocre critical commentary, but

there are also those who write adequate and outstanding criticism.

The differences in the quality of the criticism are largely due to the

critic's use of organic theory and to his individual critical practice.

It is important to consider in specific terms the manner in which

Hardy's organicist critics approach the philosophical element in his

works. There are certain general characteristics that distinguish

their approach from that of the other categories of critics. First,

the organicist critics do not use the term philOSOphy as often as the

critics in other categories do, but when they use the term.it is to

refer to general ideas about man, his destiny, and.bis place in the

universe.h Second, the organicist critics usually perceive the philo-

sephical element as the theme or thematic interest of a given work;

consequently, they do not typically refer to the philOSOphical element

as "Hardy's philosOphy" and they are not particularly concerned with

philosophical labels. Third, the organicist critics tend to explore

the philosOphical theme via its expression in a number of literary

elements and structures. Fourth, when dealing with philOSOphical

themes, the critics display a degree of hesitancy about stating the

total theme of the work; they suggest the tentative and partial nature

of their interpretations. Fifth, when organicist critics make precise

aesthetic judgments about Hardy's philoSOphical themes, the judgments

are based on the extent of the integration of the philosOphical element

in the whole work. (One may recall other aesthetic Judgments about

Hardy's philosOphy that were based on such standards as its "truth,"
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its power to produce a desired emotional response, or its "sincerity.")

Sixth, in general, the organicist critics' Judgments of Hardy's philo-

sephical themes do not reflect any obvious or excessive influence of

the critic's own beliefs. And seventh, the organicist critics devote

considerable attention to both implicit and explicit theorizing about

the prcper approach to Hardy's philOSOphical themes. Consequently,

the most outstanding examples of organicist criticism enlarge the

reader's understanding of aesthetic and critical theory as well as

enrich his understanding of Hardy's novels.

I wish to explore three levels of achievement among Hardy's

organicist critics: the mediocre, the adequate, and the outstanding.

The nature of mediocrity in organicist criticism is difficult to

explain, yet certain pieces of criticism leave one with the feeling

that the critical effort and procedure are directed toward an im-

precise or narrow goal. It may be difficult to Justify this feeling

since a legitimate activity for the organicist critic is to explore a

single aspect of a literary work.5 The rationale for this procedure

is that there is so much to experience in a literary work and that

every aspect of it contributes to its complexity; consequently, there

is need to demonstrate how one element works and contributes to the

whole. One may accept this rationale, but he may also require that

the critic be precise about the significance of his exploration and

that his exploration should actually have broad significance.6
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In an article titled "The Returp_g£_the Native as Antichristian
 

 

Document," John Patterson? ultimately reveals that he is not certain

as to the precise significance of his critical interpretation.

Initially, the critic suggests that his interpretation is indicative

of the novel's major theme: "In its central action, in the suffering

and death of Eustacia Vye, in other words, The Beturn g: the Native
 

dramatizes the tragic humiliation, in the diminished world of the

modern consciousness, of an heroic prechristian.understanding of life"

(p. 113). Patterson discusses the various elements that support this

thematic interpretation.of the novel, fer example, the Mhnners' play,

the character of Eustacia and Clym, subsidiary characters, and the

peasant community. Yet he does not adequately account fbr conflict-

ing interpretations of these sane elements, although he is aware of

them. To illustrate, in his analysis of Clym, Patterson diminishes .

the complexity of his character by arguing that Clym stands for .

"Christian self-renunciation. The scientific humanism he is alleged

to have imbibed in the schools of Paris only thinly disguisesthe

Christian martyr" (p. 16). moreover, he dismisses the authorial

commentary about Clym that conflicts with his own interpretation by

saying that Hardy was deceived by his hero and thus failed to de-

lineate him with prOper emotional distance (pp. 117-118). Only at the

end of the article does Patterson acknowledge that his interpretation

of the novel's theme may be narrow: "To consider The Return g§_the
 

Native as purely and simply a diatribe against Christianity may well

be, then, to dishonor the complexity of the novel as a dramatic repre-

scntation of Hardy's mixed feelings" (p. 126). But the critic at this

point does not offer any precise interpretation as to how the
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antichristian aspect of the novel fits into a more comprehensive read-

ing of the theme. His ideas on this prospect are noticeably vague:

"In the end, then, the novel is as much a dramatic exploration and ex-

position of the pagan-Christian polarity as an unqualified denunciation

of the Christian outlook" (p. 127). After purporting to offer a major

thematic interpretation, the critic concludes that his reading may not

constitute the major theme but that it must Obviously figure into an

interpretation of the whole novel. He does not, however, suggest such

an interpretation. We know that rany modern critics are reluctant to

state a novel's theme in precise terms because they do not wish to give

the impression of reducing the meaning of a literary work to a para-

phrase. Yet I think it is important for a critic to attempt a precise

' statement of a work's outstanding theme, the theme that emerges from

a variety of the novel‘s aspects, and one that either accounts fer or

reconciles the diaparate aspects.

I previously noted that mediocrity in.arganicist criticism seems

due to a critical aim that is either too imprecise or too narrow. In

Julian Moynihan's essay, "2133 “.3293. 93 Casterbridge and the Old Testa-

‘ment's First Book of Samuel: .A Study of Some literary Relationships,"9

we encounter an example of an extensive critical effort directed

toward a narrow goal. Moynihan wishes to establish (the presence in

the novel of "extensive parallels between Hardy‘s account of the

Henchard-Ferfrae rivalry and the Biblical account of the Saul-David

conflict" (p. 127). He believes that these parallels constitute "a

kind of framing action for the main dramatic situation of the novel"

and that this framing action contributes to the emergence of the
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"permanently possible, endlessly recurrent relationship between suc-

cessive generations," in other words, to the emergence of an archetypal

pattern (p. 129). lkun;readers would certainly agree that the arche-

typal pattern of the succession of generations is highly significant

in Ehg_ygygr, But almost every aspect of the novel contributes to

this pattern, for example, dramatic structure, develOpment of character,

symbolic actions, atmosphere, and setting. Yet Moynihan devotes

twelve pages to establishing the presence of Just one set of literary

relationships. This kind of goal seems especially narrow When applied

to the nineteenth-century novel, a form distinguished by its loose,

conglomerate, and expansive nature. One feels the critic might pursue

his interest in its preper perspective by considering how numerous

aspects of the novel contribute to the archetypal pattern and by sug-

gesting the significance of the pattern in our experience with the

whole. The kind of critical analysis that Mayninan provides has value

for the reader, but few would feel it worthy of the twelve pages which

catalog the novel's every allusion to Saul and David.10

The criticism of Patterson and Mbynihan is useful and capable of

enriching the reader's experience with Hardy's novels and is certainly

more integrated than much of the criticism in the previously discussed

categories. While both critics are too prudent to make broad claims

fer their interpretations, the reader is left with the feeling that

certain claims are implied but not supported. Patterson leaves us

with a vague statement of the possible thematic significance of the

antichristian element in The Bgtugn of the Eative. And it is only at
 

the end of his study that Fbynihen notes that other elements in SEE.
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flavor, besides the Saul-David allusions contribute to the framing

ll
archetypal pattern.

II

The adequate organicist criticism of Hardy is that which meets

the basic criteria set for Judging aesthetic theories and individual

critical practice.12 In general, this grouping of criticism concen-

trates on individual novels, provides analyses that reflect attention

to the whole work and to its various parts, and derives from such

analyses meaningful interpretations of philoSOphic themes.

Howard Babb's "Setting and Theme in Far From.thg’hadding»6rowd"l3
 

furnishes a typical example of adequate organicist criticism. The

critic's statement of his aim reveals a knowledge of the organic

rationale and awareness of the limitations of his critical inquiry.

According to Babb, Hardy's Far From the wedding Crowd
 

shows-~with something approaching the obviousness of a

textbook example--how setting can be used to reinforce

and indeed at times to render theme. What I want briefly

to bring out in the following pages is both the number

and variety of relationships that Hardy creates between

setting and theme here: a host of interconnections that

serves-~along with the story's other structures, some of

which I shall be glancing at--to saturate Far From the

bhdding Crowd with its theme.

 

(po 1h?)

Babb believes that understanding the extent of the novel's saturation

with its theme can help explain some "scenes of more or less questiona-

ble plausibility in which the natural setting plays a dominant part"

(p. th).
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The critic begins his analysis with a statement of the novel's

theme as reflected in the barest outline of the narrative: "The most

general impression created by the narrative, then, is of a running

contrast between dignified naturalness and the feverish pursuit of

selfish ends" (p. lh9). Babb finds further support for his statement

of the theme in other elements of the novel. For example, Hardy uses

the position of omniscient author to establish the superiority of the

natural world (p. lh9). In addition, characters are ordered in such

a way to express this same theme. Specifically, Hardy does this

through the actions and motives of his characters, but he also "articu-

lates it through relating his characters to the setting" (p. 150).

Babb analyzes three ways in which setting expresses the theme.

First, characters are so named as to indicate their thematic signifi-

cance; fer example, Oak is contrasted to Troy as the strength of

nature is to the weakness of the city. The second way, Babb declares,

may seem impressionistic, but he detects that the introduction of

maJor characters places them in a scene in which the natural.world

provides "an oblique commentary of the person, the sense of which is

verified in the rest of the novel" (p. 150). He cites the example of

Troy's introduction against the setting of the irregularities of the

moor and low suffocating snow clouds and his subsequent association

with cavernous images.1h The third way in which setting renders theme

may be found in Hardy's use of the natural world in particular inci-

dents. In certain isolated incidents, the natural.world seems a being

in its own right, one capable of sympathizing with specific characters

and acting as a moral judge. Citing three such scenes, Babb notes
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that they have often been criticized as implausible, melodramatic,

and sentimental. These are the sc es in which the dog helps Fanny,

the storm breaks after the party, and the flowers planted by Troy are

washed away. Babb believes that in our actual experience with the

novel we are probably so conditioned to the theme by the time we

approach these incidents that we come to terms with them alnost in-

stinctively and do not question their authenticity in the story (pp.

158-159) .

Babb's criticism provides aatypical example of an adequate use of

the organicist aesthetic and of good critical practice. .Qne of the

strengths of the essay is due to the critic' s perception of the

relationship between a variety of artistic elements and the thematic

significance of setting. His summary statement suggests the complex

functions which a single element, setting, can perform in a novel:

The setting . . . impinges upon the consciousness of the

reader in many ways then; in some incidents as mere setting,

or as symbol, or as a being in its own right; often through

the relationship of various sorts established between it and

the characters; sometimes as a complex whole more or less

explicitly evaluated for us by Hardy.

And all of these functions keep mediating the novel's theme (p. 160).

Another strength of the essay stems from the critic's realization of

the limitations of critical analysis in comparison to the whole work.

Babb is able to communicate that our experience with a literary work

involves a kind of power and complexity that are not to be equated to

a statement of its theme:

° while the foregoing aralysis does nake clear Far From

the M‘ddin" Crod's saturation with its theme, it remains

tirsltely aslimited as any formal analysis: which is

capable of 519.:ing in_tlm piece of literature works, but
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incapable of showing that it works, of closing with the
--.“

essential vitality that allows the piece of literature to

ssess us.

(p. 161)

The final strength of Bahb's criticism is that he makes the reader

aware that it is neaningless to label Specific literary elements as

implausible, sentimental, or melodramatic without considering whether

they are in harmory‘with the whole work as one actually ggperiences

it.”

0

III °

There are several examples of organicist criticism that I would

designate as outstanding. In addition to providing excellent literary

criticism, the kind that reflects a wise interpretation of an adequate

aesthetic rationale and an admirable critical procedure, these studies

excel in the capacity to enlarge the reader's understanding of aesthetic

and critical theory. The critics in this group display a greater than

sual degree of responsibility toward their audience in making them

aware of the aesthetic assumptions being used, their values, and their

limitations. The modern reader of criticism is particularly in need

of this additional theoretical awareness since he is barraged with

diverse, conflicting, and constantly changing Opinions not only of

specific literary works but also of the nature of art itself.

The outstanding organicist critics rake an important contribution

to our understanding of the philOSOphic element in Hardy‘s novels. As

is evident throughout this study, there is a large body of criticism

devoted to what is generally termed Hardy‘s philosophy. And all.of
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the categories of criticism discussed furnish examples of the various

and often conflicting Opinions about the philOSOphic element. There

are many sources of the critical disagreement. For example, one can

predict differing Opinions if the critic Judges the philOSOphy accord-

ing to his own preferred.beliefs, according to traditional doctrines,

according to emotional reactions, according to the author's sincerity,

or according to a work's capacity to disclose the nature of ultimate

reality. All of these criteria are subject to highly individual

interpretations. There is still another reason for the critical dis-

agreement about Hardy's philOSOphy. In conjunction with the critics'

use of highly subjective criteria, there appear in many of Hardy's

novels actual contradictory elements. Thus critics have fOund it easy

to draw from the novels specific statements to support a number of

different interpretations. This practice occurs when there is no

premise in a critic's aesthetic foundation that precludes his empha-

sizing and responding out of context of the whole novel to Specific

philoSOphic elements.

Even when critics have attempted to approach the philOSOphic theme

of one of Hardy's novels in the context Of the whole work, disagree-

ment has resulted. we are all familiar with this more recent kind of

disagreement. For example: some critics believe that Hardy's novels

fail.because the action dramatizes one philOSOphical theme While the

author's commentary sets forth another; other critics consider the

novels to be weak because they express contradictory or unsophisticated

philosophical impressions in a variety of aspects; others conclude that

the novels are strengthened because the vitality of the dramatic action
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rises above the narrow confines of the philosophic commentary; and

finally, some critics believe the contradictory philosophical im-

pressions may ultimately express a unified theme. These various

Opinions can be found among Hardy's organicist critics.

The major contribution of the outstanding organicist critics is

that they offer some general guidelines fer approaching the philosophy

of Hardy's novels. Although their guidelines may not eliminate dif-

ferent interpretations of philOSOphic themes, they help to eliminate

as much as possible the purely individualistic reactions to philosophy

that are so evident in much imitationist, hedonist, and expressionist

criticism. These guidelines also require that the burden of proof fOr

any critical Opinion be rooted in the concept of a detached experience

with the whole novel. I would like to consider the particular contri-

butions of three of Hardy's contemporary critics: Robert Schweik,

Frederick P. W. MCDowell, and RObert Heilman.

RObcrt Schweik is concerned with what he calls the different "per-

Spectives" in Hardy's novels; these perspectives, he believes, are

significant to an understanding of the themes of the novels.16 In his

criticism of 2222) Schweik acknowledges that the novel conveys dif-

ferent viewpoints according to whether one looks at the author's

general moral and philosophical arguments, at the dramatic structure,

or at characters' differing expositions of moral issues. The critic

argues that one cannot censider the philOSOphical or*nora1 arguments

as "structural execrescences"; nor can one "assume that any one or

other of them epitomizes Hasdy’s defense of Tess" (p. 1%).
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Pursuing a strongly organicist position, Schueik attempts to

determine the pattern eXpressed.by the whole novel, and he concludes

that each of the different perSpectives in.Tg§§ reveals "a world of

different dimensions and different moral implications" (p. 16). To

explain the significance of the different and often contradictory

perspectives, the critic sets ferth the view that the parapectives

reveal only "partial insights into a much.nore complex moral reality

revealed by the novel as a whole" (p. 18). And thus the maJor theme

expressed by the novel is a sense of the complexity of moral issues,

of the limitations of moral vision and formulae, and of the general

inadequacy and needlessness of such explanations in the face of human

compassion and tenderness (p. 18).

In his study of The figtgr§.g£_thg_fiative, Schweik deals again

with the so-called inconsistent points of view in the novel. He sug-

gests that sore of the extreme critical emphasis on the seeming in-

consistency is due to the critic's failure to distinguish maJor and

minor elements of the novels. He notes that critics have found Hardy

to be inconsistent in his treatment of Clym, for example, in his

doubting at the end of the novel the value of Clym's newly found

ministry. They have blamed this inconsistency on Hardy's usual inept

handling of intellectual prOblems. Schweik'believes this conclusion

to be mistaken. He argues that Hardy's novels are not as inconsistent

and confused as they appear if one considers the major constituents

and total effects of his novels. In clarifying this point,'he

mentions Hardy's unevenness as a novelist and in particular his "un-

fortunate presuppositions about the novel," especially, the need for
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"unusual inciden‘ and striking characters." He suggests that we must

discriminate what is worth serious attention in Hardy's best novels.

To fail to do this is "to run the risk of missing precisely those

issues which his novels dg_raise." In this explanation Schweik touches

on several tepics important in critical theory. First, he acknowledges

that one may expect but does not always find perfect integration of

all elements in.a literary work, especially in works such as Hardy‘s,

which we know were motivated by'a variety of impulses. .And second,

criticism of works of this kind Should essentially center on the major

elements of the work and its total effect (pp. 758-759). .

Schweik believes that the different perspectives in The getuzln 9__f_

the figtixg_contribute to the expression of a unified theme. He starts

his argument by considering the treatment of Clym and states "that the

question implicit in Hardy's final treatment of Clym is in.fact ap-

propriate to a large treatment of the problem of validity in human in-

systematic manipulation of perspective in his treatment of three main

characters." The various shifts in perspective in the novel ultimately

“make an implicit comment on the scepe and limitations of human under-

standing" (p. 758). According to the critic, the different per-

spectives of Eustacia, Hrs. Yeobright, and Clym represent man's intel-

lectual history, particularly the slow and gradual development of

human insight. The time of the novel is suggestive of a transitional

period between a more carefree past and a more somber, restrained future.

The varying degrees of nan's insight as represented in the three lead-

ing characters are also located in psychological time. For example,
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Eustacia is aszociated with the "sensuous paganism of the past,.Mrs.

Ycobright with the connonsense conventionality of the present, and

Clym with the thoughtful asceticism of the future.” There is still a

further link:ge of these characters in that each is presented in both

ideal and ironic terms. Schweik believes that Hardy's development of

character in the novel "suggests a more complex view of the develop-

ment of huran understanding than is apparent from the simple Darwinism

of his more eXplicit comments" (pp.758-759). The critic's concluding

statement is suggestive of the noyel's philOSOphical theme which

emerges in the total effect created by the complexities of both charac-

ter and perspective:

The doubts which Hardy raises about Clym's new insight at

the conclusion of Th_e Return of the Native do no more than

reinforce the pea1mist1cview”ofman's"intellectual de-

velOpment that is implicit in his treatment of Eustacia,

Mrs. Yeobright and Clym: for Clym's fate--to remain the

victim of a partial delusion which effectively distorts

partial insight-~is an apprOpriate final symbol for what

Hardy pictures in The Return of the Native to be the

comon fate of humanityatalltimes.

(13- 767)

Schwoik's rigor contribution to our understanding;of critical theory

relates to the reader's capacity to perceive the unity of apparently

disparate elements. He implies in his own approach to Hardy's novels

that the reader or critic must free himself from.the cage of set

philosOphical categories and expectations if he is to enter into a

meaningful aesthetic experience. More Specifically, the reader must

not let any one set of philosophical expressions prediSpose him to

CXpect the exact sane thing throughout a novel. Schweik suggests that

a novel may contain several different, even contradictory, points of

View and that these may all come from the omriscient author. But su.ch
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an occurrence need not be labeled inconsistency, for the theme of a

novel may be expressive of doubts and contradictions and may, in fact,

be perceived as an Open—ended entity.17 This is a rather common idea,

but readers and critics with a strong imitationist heritage can profit

by it. One may not agree with Schweik's conclusion that there is unity

in the philosophical themes of Hardy's major novels, but he certainly

contributes to the reader's understanding of the extent of the demand

that organic theory places on the critic. And his interpretations of

both T053 and The Return are enriching ones.
 

In two critical studies of Hardy, Frederick Pz‘W. McDowell

 

explores the aesthetic value of Hardy's uses of naturalistic and sym-

bolic elements. The underlying organicist assumption of McDowell's

criticism is that naturalistic and symbolic elements work together to

give a novel expanded significance. His thesis about gggg is that it

is more than a naturalistic novel, precisely because it is filled with

symbols that are organic and that have, moreover, a poetic dimension

18
as well as a rational one. McDowell's contribution to our under-

standing of literary and critical theory is to elucidate the aesthetic

 

power of a work in.which the naturalistic and symbolic (aesthetic)
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elements are integrated. He also indicates the significance of

failures to integrate these elements.

It is evident that in HeDowell's Opinion the so-called natural-

istic novel falls short of the category of great art. This viewpoint

is at first implied as the critic explains Hardy's acceptance of the

idea that a work of art is more than the objective recording of the

ordinary events of an ordinarytman's life.
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Thomas Hardy departed from naturalistic convention in

Jude the Obscure in being unable to cfface his tempera-

BEBE fronfhis work. Judg_thg'9bscure thus illustrates

Hardy's view that a writer should be free to select his

materials, to give shape and form to them, to explore

their poetical and metaphysical implications, and to

declare his belief, however tentative or qualified, in

values which he deems to have some permanent validity

in experience.
.

(p- 23h)

The limitations of the naturalistic novel are further suggested in

 

McDowell's explanation of the interweaving of symbols with natural-

istic threads to produce a unified texture. Specifically, the symbols

take on a poetic dimension. °

In an ineffable and poetic dimension, they give nuance,

resonance, and intensity to action, psychology, and

idea, and carry the fabric-~0f which they form part--

away from an objectively rendered and obviously typical

reality.

(p. 235)

In his study of gage, HeDowell specifically aims to relate the

images and clusters of images to the actual lives of Jude and Sue in

society. Throughout the article he demonstrates how images, symbols,

and symbolic and parallel incidents deepen and reinforce the realistic

and psychological aspects of the narrative, impressions of characters,

and the develOpxent of action. He explores, fer example, the expansive

functions of groups of sexual, musical, Biblical, classical, and

natural images. The final effect of the merging of symbolic and natu-

ralistic elements is to give the naturalistic world a broadened sc0pe

and wider relevance and to give expression to certain philos0phical

ideas and values.
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McDowell's concluding remark reflects his high evaluation.of

gudg, but it also contains important ideas about the critic's approach

to literary works. He points out the complexity of the aesthetic ex-

perience in general. He suggests the necessity for the reader not

only to remain Open and receptive to emerging aesthetic patterns but

also to seek them through analysis. And finally, he notes that our

subsequent experiences with a literary work result in.a growing so-

phistication that heightens awareness of the centrifugal thrust of the

work's meaning. The implications of his ideas fer critical theory and

practice are obvious:

. . . the details of the composition and the relationShips

among them are not immediately available to the critic.

Similarly the full ramifications of pattern emerge in

Jude the Obscure only after these details have been studied,

that is, onlyafter an exhaustive analysis has been made of

the images and parallel situations in it. New chains of

connection among these subsidiary and component elements of

the book are continually being suggested to the contem-

plative inquiring intelligence. In spite, then, of its

somewhat rigid structural lines and philOSOphical frarework

Jude the Obscure, as a pulsating organism within such limits,

iscontinually alive with ever-expanding significance. This

novel is, as it were, a kind of kaleidosc0pm the pattern

formed by image, event, character, and idea continually

changes with the angle from which it is viewed. The fluid

contours of the novel reform and reshape to furnish changing

vistas of meaning; new impressions of the whole which are

yet related to our previous impressions continually emerge.

(p. 250)

Employing the same organic assumption.of the integration of sym-

bolic and naturalistic elements, MCDowell considers in another article

a specific aspect of gg§3319 In this case, the approach enables him

to detect Hardy's failure to integrate the naturalistic and symbolic

components of Arabella's characteri2aion. In other words, the imagery
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associated with Arabella is often in actual contradiction to the

dranntic presentation of her character. MCDowell thinks that the

realistic portrayal of Arabella renders her a believably complex

person, whereas the symbolic portrayal oversimplifies her nature,

forcing her into a narrow allegorical function. Specifically, ". . .

the animal and other ranges of symbolism so insistently connected with

Arabella debase her or unduly emphasize certain elements in her nature" f‘

(p. 27h). Because of this tendency in the novel, MCDowell asserts

 
that the critic must pay attention both to the development of charac-

ter by symbol and to its develOpment by neans of dramatic action and

explicit analyses of psychology and motivation. If one looks at both

aspects of Arabella's characterization, she is actually shown to be

"an antagonist of some stature." She emerges as "a natural force so

strong that she produces strong effects upon others and herself" Qp.

276). Noting examples of the dramatic presentation in the novel, the

critic mentions that Jude is more than tolerant of her and that "Sue

admits that one cannot help liking her 'dust a little bit,‘ since she

is genuine and not 'ungenerous'" (pp. 276-277). McDowell also notes

that Hardy often takes a humorous and tolerant attitude toward her,

 

though at times "the requirements of his art . . . sometimes distorted

his view of her as a person." Her humor, impudence, wit, and unabashed

hypocrisy are usually presented "objectively, rather than with scorn

or contempt" (pp. 277-278). She has a limited vision.and obviously

behaves despicably, but she possesses certain shrewd intuitions. Even

at the end of the novel she emerges as a fairly complex character:

If in her desertion of Jude on his deathbed.Arabella

represents a hostile fatality, still at the end of the

novel she is again a voice of wisdom. She perceives
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that Sue's existence with Phillotson is a sham, she

realizes that the lovers are forever tied to one another

by the deepest affinities, and she asserts what cannot

be denied, that Sue has had no peace fronzthe time that

she left Jude's arms and will have no peace until she

Joins Jude in death. Arabella thus possesses more in-

sight, more of the human attributes, and more praise-

‘worthy qualities than the animal symbolism.of the novel

would intimate.

(pp. 279-280)

The value of MbDowell's implicit theorizing about criticism is to

refine the reader's understanding of the organicist approach to a

literary work. For example, the critic must not be overwhelmed by the

effect of one element, such as one means of characterization; the varn-

ing is especially relevant when there seem to be inconsistencies be-

tween, say, allegorical functions and dramatic or observed actions.

When such inconsistencies are present, one should consider their total

significance. McDowell seems to warn against the practice of seizing

on a given bit of inconsistency in a novel and seeing it as an index

of the writer's skill instead of examining the relevance of the incon-

sistency to the work itself. He suggests that the critic himself1mxy

be able to reconcile the inconsistencies:

In interpreting Hardy's characters, the critic should,

I feel, balance Hardy's use of symbol and image, as

such aspects of his art reflect on his characters, with

his explicit analyses of psychology and motivation.

(p. 275)

In other words, a lack of perfect integration of elements may point to

other more “caningful conclusions than that the author was confused in

intention. McDowell, fer example, concludes that Hardy no doubt

intended the character of Arabella to offend, but he adds:
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Certainly he also intended something else: an analysis

of human passion in which none of the actors would be

negligible. Despite the constricting implications of

his symbolism, he would not have wished readers and

critics to translate completely into abstractions the

multiform impressions of reality and the complications

of motive he was trying to record in Arabella.

(p. 280)

McDowell makes reference to the artist's intention, and one

might question the sense in.which he speaks of Hardy's intention. In

the next study to be discussed, Robert Heilman adds significantly to

our understanding of the "problem of intention" in literary works as

he explores the problem in relation to Hardy. o

Heilman's essay, "Hardy's 5319i and the Problem of Intention, "20

seems to be motivated by two factors: the fairly common critical

Opinion that Hardy's works reveal "a discrepancy between intention and

execution" and the whole problem of intention that has caused a wide

divergence of critical opinion. Heilman believes that although the

school of thought outside of academc holds that intention is irrelevant

in literary study, the "intentional dogma" is actually well entrenched

inside academe (p. 199).

It is evident that Heilman is not satisfied with the simple con-

cept of the writer's intention and proceeds to develop the basis fer

rejecting it. He accepts that a work of art reflects two broad aims

or impulses, and he explains these in terms of the dichotomy with

which John Bayley analyzes character types. Bayley notes two types--

characters drawn from "Nature" and those construed as elements of

design:'

Drawing characters from nature means yielding to them,

acknowledging their autonomy, letting them get unruly,

whatever may happen to plans. . . . osign implies a
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subjection of character to role, whether this be the

maintenance of a certain ordering of parts (the novel

as forna1.garden) or the illustration of a chosen point

of view or sensibility (the novel as treatise .

Heilman aims to establish the fact that there are two seemingly contra-

dictory inpulscs or constituents of art-~the natural and the contrived.

(These two categories refer essentially to naturalistic and aesthetic

components that are mentioned throughout the present study.) The two

kinds of constituents are important in Heilman's analysis of the

prOblem of intention. He speculates as to whether the modern age is

"more than usually committed to design--to the working out from a pre-

scriptive intention." If so, then, "the Hardy of the latgr novels is

a modern by anticipation: he is constantly 'designing' a fiction in

terms of some Special aim or philOSOphical preoccupation." Heilman

proceeds to use the example of Hardy to develOp his views on narrow

interpretations of the concept of the writer's intention. Specifically,

he sets forth the thesis that Hardy "unconsciously surrendered con-

stricting intention to artistic need; or in other terms . . . , his

'imaginative intention' replaced his 'intellectual intention'" (p. 200).

The critic ironically and explicitly deplores those who approach

a literary work with an oversimplified interpretation of the writer's

intention. He notes that this practice is widespread and easily

applied to novelists such as Hardy, who "at least helps out the in-

tentionalist by making a commitment." Since it was a convention of the

Victorian novel for the author to state his intention, Hardy "comes

into the narrative again and again as idea pusher, overt director of

the proceedings, composer of program notes, or commentator of an almost

cracker~borrel sort" (pp. 201-202). Heilman.obviously thinks the
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critic should possess a more sophisticated concept of the writer's

intention than that implied by the authorial commentary of the

Victorian novel. To be exact, the critic must consider the writer's

stated intentions or a prior; design, but he must also consider the

total effect of the work. Beilman is particularly interested in re-

examining Hardy's works because critics have often taken his interpo-

lated statements of intention at face value. Mare importantly, he

believes that if careful analysis reveals that such statements do not

"square with what the narrative texture is 'doing' or 'saying,'" it

may add strength to the case against the "intentional dogma" and lead

to consideration of "various theoretical aspects of the interpretive

problem" (p. 202).

Heilmln chooses to examine _‘Ihg Egg because Hardy is less in-

trusive in it than in his other novels and because it holds together.

He notes several of Hardy's explicit intentions that may‘be detected

in [he £939.12) but argues that the narrative action does not support

them. For example, Susan is to be "mild, nice, mausy, confused, and

dull to the verge of stupidity"; yet she emerges as the Opposite as she

rids herself of an unsatisfactory mate, recaptures a former mate and

secures his devotion to the other one's daughter, and works for a

marriage that eventually takes place. In the case of Elizabeth-Jane,

Hardy intended her to be very complex, but "his intuition.of character

eves him by making her less complex.” Then there is Hardy's intention

to make Elizabeth-Jane's life representative of the grimness of life in

general, but the evidence is definitely against his suggestion that her

life had been sad and underprivileged. And though he ascribes to her

at the end a grin View of life, both she and Ferfrac are depicted as
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finally triumphant (pp. 203—207). Heilman concludes that the novel

illustrates a sharp divergence between intention and artistic per-

formance and that this sort of cleavage between a pgigri_design or

intention and the vitality of a work of art is fairly common.

The critic proceeds to consider the implications of his analysis

of Hardy's intentions in 932. 3931;. Such analysis undoubtedly affects

our evaluation of Hardy. It enables us to detect two impulses, the

impulse of the storyteller and the impulse of the rigid man of

doctrine. Heilman feels that in reading Hardy's novels one usually

922E get an adequate sense of character from dramatic presentation.

But readers tend to "pay excessive attention to Hardy's nobody-can-

fool-me and even querulous philOSOphic asides," because it is easier

to deal with aphoristic saws than with artistic wholes, Tb give ex-
 

cessive attention to the "intrusive marginalia" results in a "distorted

sense of Hardy's vision of reality," which, the critic believes, is

actually an adequate one:

Hardy treats characters far less as victims than as moral

beings whose histories are congruent with their natures,

and his sense of characters is profound and many-sided

enough to forbid any inference of a rigid, single-valued

cosmology.

(p. 208)

He concludes that Hardy's artistic stature is actually due to ”the dis-

crepancy between intentions and performance" (pp. 207~208).

Beilren notes several implications of his analysis fer aesthetic

and critical theory. He doubts the "reliability of 'intention’ as a

clue to a literary work" (p. 209) and suggests that there are two

possible courses to pursue. One is to discard the concept of intention
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and regard the work "as a self-sufficient entity independent, once it

is given final form, of the man who wrote it." This would be the pure

organicist approach, but Hcilman offers a second.course that may be

aligned with mature organicist theory. That course is to redefine the

concept of intention so as to distinguish between "intellectual in-

tention" and "imaginative intention." Intellectual intentions would

refer to those designs that constitute the artist's "inaugural stance,”

(pp. 209-210) while imaginative intentions would refer to those formu-

lated and knowablc "only through the literary structure that executes

them" (p. 20%). In more precise terms, imaginative intentions refer

to

. . . the subtle, nearly or actual subliminal decisions

that constitute a great deal of the composing process;

to the innumerable back-and-forth meditations between

forming mind and substance achieving form; to the tentative

steps from.hypothesis, or the arbitrary leaps in the dark,

by which incremental advances are node, advances that then

undergo assaying, possibly by overt examination, more

probably by an intuitive feeling out of an alnost ferm-

1ess sort, and eventual acceptance, modification, or re-

Jection; to the making of commitments and the recognition

of their consequences, that is, the acquiescing, with

whatever degree of consciousness, in the necessary adjust-

ments of what we might call the ”inaugural stance."

This concept "enables us to conceive of a 'guiding vision' without

eliminating the 'autonomy of the work.'" Hence, mature organic theory

does not eliminate the presence of a writer's intention; the intention

is what the whole work says (p. 210).

Another theoretical issue that Heilman's analysis points to is

the necessity of focusing on the work, on the text itself, in.arder to

take an interpretation. The critic is aware of the common fear that

emphasis on the text will lead to multiple readings of a given work.

Although he believes that the presence of multiple readings may not



271

be such a bad thing, he is also convinced that extreme or idiosyn-

cratic readings exert no primary or permanent influence. Mbreover,

he argues, we cannot demand a single "right" reading for every liter-

ary work because not every text itself possesses "absolute unity-~a

singleness of being and meaning that is compulsory for all readers."

And finally, Hellman concludes, since it is not possible to designate

the right reading by appealing to simplistic interpretations of the

writer's intention, it is certainly better to have diverse interpre-

tations than to reduce meaning to intellectual intention (pp. 212-

0

213).
.

The tone of Heilman's concluding remarks on the importance of the

literary text is suggestive of a mature organicist aesthetic. He

maintains that "there is an ideal right reading for each work, though

it is not easy to get at and may not often be got (if ever)." Yet the

critic need not be obsessed with reaching the one perfect interpre-

tation. Multiple interpretations may indicate the extent of a writer's

achievement. And there are constants of form and.meaning that balance

individual perspective, historical individuality, and personal idiosyn-

crasy: "In interpretation, conscience and experience and maturity

will eventually pay off" (p. 213).

neilman's essay is particularly valuable both for refining our

understanding of organicist aesthetics and criticism and for illuminat-

ing the nature of Hardy's artistic achievement in Thg_§§ygg, The

theoretical implications of his criticism are particularly relevant to

the complexities we confront in trying to interpret the philOSOphy of

a literary work in relation to the artist‘s intention. He points up

the fallacy of equating Hardy's phiJOSOphic intention'with the direct
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philosOphical commentary that one may extract from the novels. Such

an approach is not likely to result in a meaningful interpretation of

a novel, its vision, or its aesthetic value. In differentiating be-

tween intellectual intention and imaginative intention and in demon-

strating that both are evident in the text, Heilman adds further

support to the adequacy of mature Organicism as an account of art and

criticism.

There is undoubtedly a considerable amount of effective organi-

cist criticism of Hardy's philosophy. Sometimes the line of critical

exploration may seem narrow, and, indeed, the mediocre critic often

fails to see any large or precise purpose for his investigation. But

even such criticism may have instrumental value. For if the analysis

actually consists of a thorough and judicious consideration of a

single element in the work, then other, more competent, critics may

deterndne the precise significance of the element to the whole work.

Although one finds axons the organicist critics a variety Of interpre-

tations of Hardy's novels, they do not necessarily conflict. In fact,

critics in this category quite often refine and corroborate previous

analyses.21 And in the truly outstanding organicist criticism, one

finds an additional quality--a knowledge of the complex implications

of the organicist rationale and an ability to communicate this

knowledge to the reader.
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CHAPTER 6. ORGANICIST CRITICISM.OF HARDY'S PHILOSOPHY

15cc the discussion of the naturalistic-aesthetic dichotomy in

Chapter 3.

28ee the discussion of Clive Bell's formalist theory in Chapter 2.

317n_1___~iosoa,3; of the AL“ (Camoridge, Mass” 1950).

”See the general definition of philosophy in literature in

Chapter 1.

5Harold Osborne, figsthetics and_Criticisg (London, 1955), pp.

3h-35-

6See criteria $1 for adequate critical practice in Chapter 3.

 

7JOhn Patterson, "The Return_ofthe Native as Antichristien Docu-

ment," Nineteenth CenturvFiction, XIV(September, 1959), 111-127.
 

81h an article to be discussed subsequently, Robert Schweik inte-

grates important aspects of Patterson' s interpretation.of The Return

into a more comprehensive treatment of the thematic elements of the

novel.

 

9Julian Mbynihan, 'fine jgyor_of Casterbridae and the 01d Testa-

ment's First Book of Samuel: A Study of Some Literary Relationships,"

P. M. L. A., xxx: (March, 1956), 118-130.

 

 

1oIt may be useful to note another organicist study that exempli-

fies aims and methods similar to bbynihan' s. Iangdon Elsbree' s "Tess

and the Local Cerealia," in Philological Quarterly, XL (October, 196i),

606-613, consists of a shortanalysisof the significance of the May

Dance in the novel. The critic is explicit in showing how this single

element serves several functions and contributes to develOpment of the

philoephical theme of Tess.

 

11I wish to mention at this point a critical study that is ade-

quate but not totally satisfying Irving Hone' s Thomas Hardv (New YOrk,

1967) is based on an eclectic critical rationale whichallos the

critic to incorporate much of the good Haley criticism in0 his own

interpretations. Although Hove seems to accept the basic tenets of
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Organicism, many of his responses and interpretations are based on

other aesthetic assumptions. A.few of Howe's opinions will serve to

indicate the several aesthetic assumptions that he employs. He

accepts the values of imitation of reality and occasionally shows a

preference for a particular version of reality that meets a personal

need. For exazrple, he considers the earth of The hoodlanders to be

"real" not "emblematic," (p. 102) and he holds”that the novel can be

taken as a novel of manners; nereover, he finds the passivity of harty

and Giles to be "a decided relief from the endless clatter about indi-

viduality which fills modern literature and life" (p. 10h). Many of

Rowe's comments about 2933 suggest the Operation.of certain hedonistic

criteria, especially those which emphasize the power of a literary work

to command attention and involve us in the story. He remarks that the

novel "begins to mobilize and direct large masses of tension which,

until the last page, will make the reading of it an experience slow

and grueling, a drain upon emotion" (p. 115); he Speaks of yielding

"oneself to the rmoxentum of the book" and of our acceptance of the

murder of Alec as both a traditional element and as a relief that we

await (p. 127). Howe seems to accord some degree of aesthetic value

to the expressionistic element in Hardy's works. Specifically, he

notes that "in regard to Hardy's claims as a voice of pessimism.. . .

what he lacked in intellectual finesse he made up in emotional

strength," that he felt his ideas "with an incomparable depth and sin-

cerity," that his "true power derives far less from his ideas as such

than from his intuitive grasp of what their triumph might mean for the

nerves of sensitive men," and that though he is sometimes an awkward

philOFOphcr, he often offers us "something far more valuable than any

philos0phy, his own deeply considered and contemplative wisdom" (pp.

29-31). Throughout his study of Hardy, Howe refers to the unity and

integrity of the total work, but his eclectic approaCh often keeps him

from doing real Justice to the effective organicist's concerns.

  

12See the criteria listed in Chapter 3.

13Howard Tabb, "Setting’and Theme in Far From the Madding Crowd, "

Jaurns.l of En;lish Iit91‘&TX_HiStOTX, XXX (June, 1963), 1&7-161.

lhlt is important to note that Babb does not overemphasize the

importance of these two kinds of images in the novel; he suggests

their function in the whole work; but he does not neglect the fact

that a variety of elements also reinforces that function. His treat-

ment of certain specific images in a novel suggests a balanced response

to them, whereas Fbynihan's lengthy study of the Saul-David images and

allusions in 213 £31.19}; exaggerates their significance.

15Another study that is typical of adequate organicist criticism

in thn Danby' s "Un21er the Greenwood Tree" in Critical Quarterly, I

(Spring, 1959), 513

16Robert Sehweik,"b1al Persltctlve in Ten)3 of the D'Urbervilles,"

Colin’s ‘7”he“, X3i’IV (C:'tt>b:1‘.12), 1’4-18; "T118313, Character, and

Parapsctivc in h"rdy's fine .’\"Wn99:.3}C Ifative " PhiiOWOVJCal th: ' 31-

9!; x11 (Octooer, 19:2),7>7~Inr
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172?. Mirray Krieger's View on the centrifugal thrust of a work's

meaning (Chapter 2, p JLX)above). A similar view is offered by Robert

Heilman in a study to be discussed subsequently.

laf‘redsrick P. W.MCDOM011, "Hardy's 'Seemings or Personal

Impressions': The Symbolic Use of Image and Contrast in Jude the

Obscure," lblern Fiction Studies, VI (Autumn, 1960), 233-250.
 

19Fredsric‘& P.‘N. McDowell, "In Defense of Arabella: A NOte on

Qggg_the Obscur_," Emelish len'vsre Notes, I (June, 196h), 27h-280.
  

20Robert Neilmsn, "Hardy' s )hXor and the Problem of Intention,"

Criticism v (Surmser, 1963), 199-213.

21For example, MbDowell asserts that one of his purposes in.his

study of Jule (See note 18 above) is to amplify "Guerard's View that

the lastinrixrorcc sion produced by Jude is its spiritual 'trueness'

for a time of mo;el, intellectual, andmspiritual dislocation" (p. 236).

.And as noted earlier, Robert Schweik's essay on The Return incorporates

some of the antichristian elements analyzed'by Jehn Patterson.

 





PART III

Dfl’LICJ‘XTIOHS OF THE METHOD



emerges 7

CONCLUSIONS AHD IMPLICATIONS

I am convinced that the diversity of critical Opinion and method

that is so evident among Hardy's critics is characteristic of criti-

cism in general, and that this kind of diversity gives rise to a

considerable amount of confusion and controversy. The present study

offers one method for making sense of the many critical attempts to

elucidate the nature of literary works. This particular method is

aimed at facilitating our understanding and evaluation of critical

studies that focus on philosoPhy in literary works, and I have applied

it to selected criticism of the phiIOSOphy of Thomas Hardy's novels.

The intelligent reader wants criticism that will enrich his under- ‘

standing of the so-called phiIOSOphical implications of literature.

In orter to be able to distinguish easily the criticism that is worth-

while, one m1st know what he is looking for. The reader must come to

understand that philos0phy in literature is a complex issue, that ther

evaluated, and that the critic's unique adaptation of them'will in-

fluence their usefulness and thus the quality of his criticism. In

other words, to determine that criticism is actually valuable, one must

ultimately assess its foundation. The Specific criteria proposed in

ry’ncthod emphasize three factors: an aesthetic basis that does not

negate the complex nature of literary works and the experieneirg of
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them, an approach that minimizes the influence of the critic's

personal beliefs on interpretation and judgment, and a critical pro-

ccdure that is reasonably Judicious, precise, and consistent.

The method has proved adequate to the challenge presented by the

Hardy criticism, and the conclusions which it allows us to reach about

this body of criticism are also suggestive of some implications fer

criticism in general.
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Conclusions £033 the Eardy Criticism

The analysis of the Hardy criticism serves to clarify a number of ,;

 
significant issues involved in the criticism of the philosophic ele- ’

ment in literature. The method proves useful in several capacities.

It allows discrimination of minute as well as large differences in the

critical approaches to Hardy's philos0phy. It enables us to determine

how a critic's views on philOSOphy in literature relate to aesthetic

theories. It permits us to detect the possible influence of personal

beliefs on interpretation and Judgment. And it enables us to assess

both the critic‘s individual interpretation of his aesthetic rationale

and his general critical procedure.

mung Hardy's imitationist critics, there is considerable reliance

 

on essence imitation theory. Criticism‘based on this theory concen-

tratcs on artistic insights into the nature of reality as these are

conveyed by literature's representation of essential reality. From

analysis, I detected two major limitations of basic essence imitation

theory. First, it tends to overemphasize a single naturalistic aspect

of literaturc~~its capacity to offer insight into essential reality.
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And second, it permits the critic's personal beliefs to exert an

excessive influence since the basic nornlof essential reality is so

broad that the critic must necessarily define it for himself. Conse-

quently, when he defines the nature of essential reality, his beliefs

may dictate a restrictive definition that further narrovs his interest

in the literary work.

There are three major trends among Hardy's essence imitation

critics. In the first group are critics who define the aesthetic norm

in accord with their personal beliefs. Moreover, they often equate

artistic insights to simple doct:inal messages and applyothe ideal

doctrine based on their ovn.beliefs as if it represented absolute truth

and the absolute criterion of artistic excellence. The resulting

criticism is mostly worthless. In the second group are imitationists

who set up an aesthetic norm for Judging artistic insights that demands

correspondence to Hardy's so-called characteristic philOSOphy. Their

criticism reveals that a large measure of the critic's personal beliefs

and impressions contributes to definition of the characteristic phi-

lOSOphy. The value of this kind.of criticism is similarly limited by

a narrow and subjective aesthetic foundation. In the last group are

critics with a major interest in exploring Hardy's insights into

essential reality but who tend to evolve more comprehensive aesthetic

norms. Their norms reflect the critic's awareness that artistic in-

sights are integrally connected to certain formal elements in literary

works. These critics attempt to pay attention both to the naturalistic

and aesthetic components of Hardy's novels; consequently, their inter-

pretations and Judgments are sometines worthwhile and occasierally

outs tending .
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Hardy's hedonist critics interpret and Judge his novels on the

basis of the aesthetic pleasure they evoke. Like'basic essence imi-

tation theory, Hedonism proposes an aesthetic norm that is so broad

that the individual critic essentially determines his own norm, one

that is based on his definition of aesthetic pleasure. ‘hence the

major limitation of the theory is that it emphasizes a single facet of

the aesthetic experience--the audience's reSponse--and allows the indi- rt,

vidual to determine what constitutes a valuable and desired response.

 
And a critic may define his aesthetic norm in narrow or comprehensive

terms; the definition may or may not do Justice to the complex nature

of our experience with literature. ' t3

I designated two categories among the hedonist criticism of Hardy.

In the first group are critics who define aesthetic pleasure in terms

of single, specific kinds of emotional reSponses; for example, some

value evocation of feelings of satisfaction with their attitudes

towards life while others show preferences for either sentimental or

sublime feelings. Their preference for specific emotional reSponses

:
3

directly influences their perception and Judgment of the philosophical

implications of Hardy's novels. Obviously, criticism dictated by a
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narrow definition of aesthetic pleasure, that is, one that values the
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capacity of the novels to provoke a certain emotional reaction, can

hardly enrich our understanding of Hardy's philOSOphy. Represented in

the second group is a critic who defines aesthetic pleasure in fairly

eXpansive and complex terms. lord David Cecil preposes that our

pleasurable response to literature is due to its power to command our

attention by means of an imaginative illusion produced by many literary
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elements. His aesthetic rationale permits him to explore a variety

of literary phenomena and effects in Hardy's novels, and his study

represents an achievement for hedonistic criticism.

There is involved in Expressionism, as in Imitationism.and

Hedonism, a highly individualistic component. Basic expressionist

theory places value on the communication.of’enotion or experience from

the artist to the audience; artistic excellence depends on the success

of this communication. Thus in reading a literary work, the expression-

ist critic determines from his ogn impressions what experience the work

gives him, infers from this and perhaps other data what the artist's

experience was, and from these impressions and inferences, he Judges

the success with which the work affords him the same experience that

the writer had. He may also link aesthetic value to the qualitative

nature of the experience (presumably on the basis of his own or

another's standards, which may either be restrictive or expansive).

Among Hardy's expressionist critics, I noted two tendencies. The

first is to concentrate on Hardy‘s intellectual and emotional back-

ground with the major intention of demonstrating that the novelist

held a sincere belief in a particular vision of life that necessitated

its expression in his works and that the sincerity'of the vision is

the source of its artistic truth and aesthetic value. Because there

is in this critical approach a considerable amount of Speculation.about

and interpretation of autobiographical facts and very little attention

to Hardy's works themselves, we cannot place much value on this kind of

criticism. To concentrate solely on establishing the genuineness of a

writer's personal philosophic attitudes and to assign artistic value

to this quality surely imply an oversimplified account of the
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philOCOphical irplieations of literary works. The other expressionist

tendency reveals a similar weakness. In the criticism.of Murry, the

intention is to measure the success of the conmunicated experience and

Judge the quality of the experience. The standards proposed.by the

critic are highly impressionistic ones; for example, he cites Hardy‘s

great sincerity as the source of his creative power, his pepularity

with the comron reader, and his communication of the quality of’England f":

itself. One can only conclude that Murry's aesthetic standards are

based on personal preferences fog certain specific beliefs and ex-

periences. Neither tendency of Hardy's expressionist critics con-

 tributes to an understanding of the philoSOphy of the novels.

.
A

'
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3
3

Transcendentalism rarely constitutes the sole aesthetic basis of

criticism, but its criterion of artistic excellence often permeates

much critical contentary. That criterion places value on the capacity

of literature to allow for intuitive insight into the nature of ul-

timate reality. The work possesses this capacity'by serving as a

springboard for the iregination: it allows one to Jump from a level

of avarcness of ordinary reality to an upper level fromnwhich he per-

 

ceives ultimate reality; Fbst interpretations of transcendental theory

see the springboard as the metaphorical or symbolic potential of the t

work. The theory stresses a single, elusive aspect of literature, but I F

attention is focused on the work itself to the extent that metaphor is

regarded as the source of potential insight. There is a highly indi-

vidualistic component involved in a critic's interpretation of what

constitutes ultimate reality and in his designation of the kinds of

artistic elements that serVe as the means for achievement of insight.
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I discussed two Hardy critics who displayed a transcendentalist

interest in his novels. Karl and Guerard show a tendency to associate

aesthetic value with purely anti-realistic literary structures,

especially grotesque, absurd, and alogical ones, as in themselves

suggesting to the imagination that ultimate reality is characterized

by man's strugr e for meaning in a chaotic and absurd universe. These

critics offer enriching interpretations that the reader can further

pursue and test in his reading of Hardy's novels. But there is the

ssibility of distortion that may result from the tendency to over-

value certain kinds of metaphorical structures as embodying ig'them-

 

seizes the insight into ultimate reality.

Organicism serves as the aesthetic foundation for some of the

best available criticism of Hardy's philosophy. The basic theory meets

the criteria for an adequate aesthetic rationale. It places value on

the art object as a self-sufficient entity existing to be experienced

in and for itself. Aesthetic excellence depends on the integration

of all the work's various elements-~both formal and naturalistic (in-

cluding philosophy). The prOper aesthetic attitude is characterized

by attention to all aspects of the work and by particular care to mini-
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mize the influence of one's own cognitive interests and'beliefs.

«1

Hardy's organicist critics generally adhere to the three principles I -

stated above and interpret them prudently; consequently, they produce

worthwhile criticism. .

The organicist criticism of Hardy's philosOphy may be placed into

three groups-~mediocre, adequate, and outstanding. The mediocre criti-

cism is characterized by an explication of a single literary element

that fails to suggest the precise or the significant function of that
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particular element in the whole work. The adequate organicist criti-

cism is characterized by analyses and interpretations of philOSOphical

themes as embodied in the various aspects of total works. Several of

Hardy's organicist critics nake a truly outstanding contribution be-

cause their studies not only enrich our understanding of the philoso-

phy of his novels but also enlarge our understanding of important aes-

thetic and critical issues.

Implications for Criticism
 

The designation of the problem to be investigated in the present

study, the explication of its background, and the evolution of the

method described for understanding and evaluating literary criticism

all serve to sharpen our perception of the complexities involved in

the criticism of the philOSOphical element in literature. It might be

helpful to reconsider some of these factors. There are several basic

ways in which readers and critics may react to philosophy in literature.

For example, they can respond according to what the philosophy seems

to reveal about the universe, about themselves as audience, about the

author, or about the work itself.1 All of these responses are, I think,

understandably involved in our experience with a literary work.

It is apparent that the so-called philos0phy, whether it is

labeled artistic truth, insight, wisdom, idea, or theme, is a very

important aspect of the literary experience. And rightly so. There

is a significant power in the naturalistic element in literature, the

element that pertains to the whole of human experience, that is, to

man and his universe. When we begin reading a novel, for example, we
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are instinctively interested in the human experience presented. Its

philosOphical implications arise when we inevitably begin to think

about the universal significance of the experience. At this point,

we enter the realm of abstraction and find ourselves involved in ir-

reconcilable disputes about truth, knowledge, and belief. Theorists

have been speculating from the beginning of time about the nature of

man and his universe. And as soon as a reader attempts to pursue the
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large significance of the literary rendering of an individual human

experience, that is, the significance it holds for man in general, be

 faces the problem of deciding about the essential meaning,of reality.

The problem is greatly complicated by the critical tendency to equate

artistic value to the truth of the work's insight into essential

reality. Since there is a variety of accounts about essential reality,

it is hardly reasonable to expect that the expression.of any one or

even all of them can be in itself a meaningful standard of literary

excellence. Consequently, there is little to be gained from the

critic's attempt to Judge ph11050phy in literature solely in terms of

its capacity to enlarge our understanding of the nature of the universe. F3

Perhaps the most instinctive reaction to the phiIOSOphical aspect I

 
of literature is for the individual to relate it to his own.personal

experiences, captions, and beliefs. In other words, the large signifi- {_fl

cance of the human eXperience presented in a novel is perceived in

terms of the particular meaning it holds fer the individual. The

reader essentially asks himself whether there is neaning or truth in

the portrayed experience that has relevance to himself. In this

reaction, artistic value is determined by the degree to which the

literary work reveals insights the reader accepts as true on the basis
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of his own experiences and beliefs. The instinctive predilection

toward perceiving and Judging the phi1050phic element in terms of

personal experiences and values is understandable and probably a

necessary stage in aesthetic experience. But even the simplest analy-

sis of criticism based on this kind of reaponse reveals the gross

limitations of using such a subjectively derived entity as the cri-

terion of literary excellence.

Critics have attempted to handle the problems involved in inter—

preting and Judging philosOphy in literary works by a kind of final

appeal to the writer's personal.ph11050phy. They suggest that the

artistic truth or insight of a work is the same as the writer's

personal philosophy and that it has value precisely because it repre-

sents his own sincere vision of things. This approach presents several

difficulties. First, the writer as:man and the implied author of a

literary work are not identical.2 Second, determining a writer's

personal philOSOphy involves the critic's selection, interpretation

and Judgment of facts and Opinions. And third, the phiIOSOphy ex-

pressed in a literary work is bound to be iniluenced by a variety of

other naturalistic and aesthetic components of the work. Thus the

critic who approaches the philos0phy of a literary work with the idea

that it is the same as the writer's personal philos0phy possesses an

oversimplified notion of the philosophical aspect of art.

NO relevant attitude to the phiIOSOphic element in literature

emerges from attempts to relate its significance solely to the uni-

verse, the audicnce, or to the writer. We can understand the

instinctive attraction to the experiential as ect of art and to the

desire to perceive and explain its large significance. But we cannot
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accept commentary that explains philOSOphical insight in terms of an

absolute truth, or in terms of a critic‘s idiosyncratic beliefs and

feclixgs, or in terms of the writer's personal philOSOphy.

The approach that proves most fruitful in explaining literary

philosOphy is based on what might be called the aesthetic response.

Specifically, the phi1030phic aspect is perceived, explained, and

Judged in relation to the literary work itself and.all that comprises Ffig

it. What is needed, then, is not merely the most instinctive kind of I

reopense but the most complex kind of response-~the aesthetic response.

It may incorporate elements from the other kinds of reaponses mentioned
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above, yet it is ultimately a response to the philosophy perceived in

v
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the context of the whole work, which possesses value in itself as an

art object.

We may further explore the implications of this idea for criti-

cism. The major principle is that the aesthetic reSponse to a literary

work must not be conceived of in narrow terms. In other words, it must

not be eXplained either in narrow naturalistic terms or in narrow

formalistic terms. In criticism that emphasizes the naturalistic f?

qualities of literature, we see major value placed on such criteria

 as the accuracy of the work's representation of reality (however it is

defined), its capacity to instruct, inspire, or titilliate, its [*“2

capacity to reveal the writer as a man, or its relevance to our own

personal, social, moral, or cultural existence. Attention to these

kinds of interests reveals the expectation that a literary work will

possess implications for the whole of human experience. And one cannot

deny that literature speaks to us of human experience, but there is

the possibility that excessive interest in the naturalistic aSpects of
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a literary work any result in a failure to respond to the work as art.

0n the other hand, in criticism that stresses formalistic qualities,

that is, Specific structures and relationships that comprise the work

of art, there is often the tendency to dissociate it from any rele-

vance to human experience. It is almost as if the formalist critic

denies his own humanity so as to perceive form in.a vacuum; as if he

 

fears involvement with the messy existential dimension of literature ”“3

that is so fraught with uncertainty and tentativeness. Obviously, if E '

criticism does not convey the presence of an individual human con- g

r

sciousness reswnding to art, it will be sterile and it will diminish ? 9

our aesthetic experience. The truly aesthetic response comes to terms Lfl

with both naturalistic and formal elements. .And criticism must some-

how reflect that kind of reaponse. It must convey that the natural-

istic and formalistic elements are in.one sense separable, mainly

because of the nature of human consciousness, but that in another sense

they are not separable, mainly because of the existence of the literary

work as an art object.

If we go to criticism for an understanding and appreciation of the

so-called philOSOphical aspect of a literary work, then we may Judge

the value of the criticism according to the quality of the aesthetic

 

response that it reveals. If the response fails to reconcile natural-

istic and formalistic interests, then the criticism based on it will

have gross limitations. The present study preposes to help modern

readers and would-be critics to recognize and understand the various

possible approaches to the philosOphic element in literatur~. This

kind of awareness will indicate to them the nature of their own re-

actions in a literary experi see. Tncy will be able to analyze a
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critical interpretation according to the quality of the literary

experience on which it is based and according to the efficacy of the

methods that it implies. With this kind of awareness, it becomes

possible to strive consciously to reach the richest stage of aesthetic

experiencing.

Another important implication suggested.by the present study is

the importance of the critic's unique adaptation of a theoretical sys- F’h

tem. The individual critic can either strengthen or weaken his aes-

thetic foundation, regardless of its particular emphasis. Effective

 
criticism is based on an aesthetic rationale that enables the critic

"
‘

:1.

L'to do Justice to the uniquely rich experience that literature offers.

And such a foundation may result from the critic's wise interpretation

of a theory, from effectively combining the significant principles of

theories, or from adepting an aesthetic theory that offers in itself

an adequate account of art and the aesthetic experience.

One of the trends in organicist criticism has considerable signi-

ficance. we are seeing more and.unre criticism that deals in great

detail with single aspects of a literary work. This kind of critical

 

activity is, of course, Justifiable. But it also suggests that art is i

 so complex that one may never fathom its complete meaning, and this _H

premise too is Justifiable. Nonetheless, such criticism‘often seems ' 1

narrow and over technical and causes skepticism about the capacity of

criticism to say anything really meaningful about literature. Perhaps

we should support and pursue attempts to integrate critical interpre-

tations. It is apparent, from the Hardy criticism, that many inter-

pretations have the potential of being integrated into more compre-

hensive critical studies of specific works. The integrative approach
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in criticism would seem to be especially valuable for a fluid and

expansive literary form such.as the novel.

The final implication of the study ertains to the whole relation-

ship between aesthetics and criticism. The critic is essentially an

aesthetician whether or not he realizes it. That is, his criticism

implies his views on art and artistic value, regardless of whether he

explicitly acknowledges them. But the accomplishment of the final

group of organicist critics gives evidence to the fact that better

 

criticism results from the critic's conscious awareness of aesthetic f

theory and specific issues and from his explicit intention to elucidate . -

them. It is likely that contemporary criticism will become more and L?

more theoretical because of the increasing exposure to a plurality of

aesthetic and critical theories. The prOblem is whether a highly

theoretical criticism can also succeed in conveying the unique power

of literary works so as to enrich the reader's understanding of them.

All of this means that criticism will become more and more complex.

It will have to do nany different things, yet it should never be per-

ceived as any kind of substitute for the literary work itself. F3

 

”
I
_

_
-
—



NOTES

CHAPTER 7. CONCLUSIONS AND IMPLICATIONS

1M. H. Abrams uses these four categories to distinguish theories.

They are also useful for describing different stages of our response

to literary works. See note 1 in Chapter 5.

ewayne Booth, The Ehgtgrig_g£ Eiction (Chicago, 1961), pp. 71 ff.
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