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INTROIUCTION

The Problem

Contemporary oritios are not hwsitant te eduit that the
art they preofess to follow has few, if any, rules or csanons which
could serve as a theoreticsl basis for their oritioism.l At the
same time, their sttitude towards philosophers is one of soepti-
slsme This could be the resson for their failure to previde
their own art with the theoretical basis it so sorely lacks.
But it is also possible that the philosephers from whom the
eritios might ressonably expect soms help, have no help to give.
Whichever of these two explanations is the right one, it remaine
that the oritics must carry on without ths benefit of knowing
precisely what their art is, what rules their oritioisms mat
follow,or even if their profession iz any art at all. Despite
this oondition, unaninity among orities as to whet constitutes
their art is a desideratum for which some of them sincerely hope.

Assuming the role of resgent, Mr Christopher Fry has
reminded the dremmbie critios of the necesaity of at leust a
commen starting point.

*1 think™, he writes, "what I am most anxious

19,7, Threll and Addisen Hibbart, A Handbook of Liter-
sture (New Yorks Odyssey Press, 1936), pp. ne
eVen anong...eritics, hopes to find an sgreement nnd synthesis
&% to the nsture of eritieliem - hopes, in short, to find truth -
is lost. There are no standards to whioh all oritiss subseribde,
« fast which may seem disscuraging to the beginmer but whioh is
after all, the very life of eriticism."

1
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to do hers is to esok that oriticism should

lock more deepl vt;i.inta the nature of a play,

snd te pursue reason for its nature, rather

than to try ¢o forse it inbo & sategory to

whieh it doesn’t belong. If a eritiolism is

%o be understoed end prefited dy, writer

oritic mst start from the sumse premiss,"*
¥r Pry is reoalling the oritics' attention te the primsey of the
work in the art of eritiecliam. He sdvocates that the oritic re~
turn to sn awareness of his obligations by Judging in cenformity
with the work of art,and not acsording to the preeconceptions of
the oritie. Ue insists thet unless the eritic "start from the
semo premisa”™ ms the writer, then there oan de no profitable nor
adequats eritioism. 7The eoritic ocught to "leck more deeply inte
the naturs of e play and te pursue the reasen for its mature."3
In other words, Mr Fry is suggesting, from the viewepoint of
the playwright, that the oritic strive mere honestly in his
attempts to make contaat with the whele play, both in its exten-
sion and in its deptha. When the eritic has done this then, at
loast the first sondition for a valid oritiaism will be present.

et us now ocall on ensther witness who, like Mr Pry,

affirmes the necessity of a common poin‘h-gg-ﬂu/pm.

It 1is the view of ¥ Maritain that the oritie is not free

to do vhetever he pleases in his art of eriticism. On the ocon-
trary, he must bo guided primarily by the work to bes judged. If

%hriﬂwphw Pry, An Experiencse of Crities (New York:
Oxford University Press, 1953), pps .

Smhid.
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the oritio ignores this basio tenet and proceeds to judge the work
from his own bent of mind, then, under such oiroumstances the
oritio does not judge the work of art, but rether it 1ls he who is
Judged by 1#4." M Maritalin ma.inhins that the oritie before
Judging of the work ag to ite way of execution must discover the
ersative intentions from whish it proceeds and the most georet
things which stirred the soul of the suthor.® The oritic, there~
fore, as far as ¥ Maritein is concerned, iz very much removed

from the bland indifferenve of a mere observer who passes judg-
ment while standing on the outside. For M Maritaln "essthe

oritic is & poet and has the gifts of a poet, at least virtual-
1y,
not first been attraocted by the rings of lnspirstion and invaded

In this, like Plate he affirms that orltisism which has

by the same madness which is in the poet, is in no way valid.a

“qumea Maritain, Ralson et Raisons (Paris: Egloff, 1947),
pe 39, "Hous jugerons l'osuvre diart comme un objet gui nous
est goumis, et dont notre disposition d'esprit est la mesure.
En pareil cas, & vrai dire, nmous ne jugeons pas l'osuvre d'art,
o'est nous qui sommes jugés par elle."

s.quuu Maritain, Crestive Intuition in Art and Poetry
{New Yorks Pantheon, 1958), ps G2,

€1via.

Tyide Plato, Ion, 5330-534b, trans. B, Jowett, in The
Dialogues of Plako (Wew York: Random House, 1937), I, 289,

sé‘uaqma Maritein, ibid., pps 886«86. "sses80 that, for
Plato, any effort of rational eritioism remains inadequate if
only rational, and necessarily presupposes the intultive
reception, in the unconscolous of the soul, of the magnetie
power conveyed by the poem.®
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There ought to be, first of all, an inspiration which the eritie
experiences from the work and whioh enables him to grasp the
oreative intultion of the artist displayed in his work. Omoe the
intuition is grasped by the critioe then he is competent to judge
the work. So, above all, the aritic is dependent upon the work
to bhe judged as his initial point of departure.

In these remarks, both Mr Fry and M Maritain have rendered
oritioism a valuable service by observing that it is not just an
arbitrary affair dependent solely on the whims of the oritios.
Rather it begins wiﬁh a wark'te be judged. Moreover, 1if as M
Maritain states the oritis is a poet, at least virtually, then
the rules of art which ars derived from an understanding ef what
art is, will be the same rules employed by the orities in his art
of oritieism,

But these remsrks, valuable as they are in desoribing
the actual conditions and aims of contemporary critios and the
ideal which their art should fulfill, do not answer the important
questions who is to say what the work of art is? However, they
do suggest that whoever is able to say what poetry is, is alse
able to say what oriticism is., And, what iz more, they suggest
that if thers is a philosophy of poetry, there 1s also a philosophy
of critieism.

Yot, if thore is such a philosophy is it to be found

among the philosophers who have given the critics reasons for
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their soeptioism? It is one of the purposes of this thesis to
show that it camnot be. The eritics must first, however, be
assured that the ome thing which would stifle their utterances
snd whieh they fear most from the philesophers should not be
foreed om them, nemely: =a rationalization of their art. In fact,
the philosophy which they may expect to provide a theeretical
ground for oriticism and for peoetry mat recognize the sbsurdity
of retionalising either poetry or oritiesism into mechanical
formulas. But,at the same time,it must affirm the possibility of
rules.

| However, contemporary critics, in their effort to free
themselves from the rationalizations that are alien to their art,
eliminate the conditions under whish rules are possible. But is
this the fault of the oriticz themselves? To say, in effect, that
oritioism is eriticism only when it suooeeds in liberating itself
from reason and, ineidentelly, from rules is a philosophiecal
statement. If this is so, it is not the feult of orities qua
oritiss but ef oritios who teke to philosophizing. In other werds,
to rid oritioism of philosophy that would conteminate it, they have
adopted or elsborated & philesophy which parsdoxisally protects it
from philesophy. Oonceivebly, then, the e¢ritics should weloome a
phileosephy whioh would dignify their art with rules without the
fatal rationalizations.

This means that the oppositions whiech are the accepted

bases for the exvlusion of philosophy from eriticism mast be
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resolved, The abstract, the nscessary, the sclentific, the
logiesl and the rational elements associated with philosophy must
bs reconciled with the concrete, the contingent, the poetie and
the intultive elements found in eriticiem. Is sueh a reeoncilia-
tion possible? Is there a philosophy capable of resolving these
oppositione? On at least one issue to whleh these oprositlons
oan bs reduced, the answer to these gquestions is affirmative.
Thies issue iz that of the relation batween the speculative and
the practical. For the Anclents’ theoretical knowledge was not
only possible but was netessury for an understanding of the very

practice of an art. In fact, THEORZINAO, the Greek verd to see,

to behold, ete., which corresponds to the latin contemplard,
carried with it & pertitude which held in the speculative order
as well as the practical, Concernihg the possible applieation of
such knowledge Aristotle wrote in the mmg ", .oWe shall
take as setual that which is theoretically possible...since the
case assumed i3 theoretically possible and the assumption of the
theoretically possible gage ought not to give riss to any lm-

Ftnis term signifies, in particulsr, the philosophers
iristotls and 5% Thomas,

10vsde Ovesk-fnzlish lsxieon, ed. H. G. Liddell and others,
2nd ed, (New Yorks Harper, 101.), pe 536, col. e.

Bypigtotle, %, VIIZ, 242b36-243ali, trans, R, P. Hardie and

Re K+ Caye, in The o works of Aristotle, ed. Richard MoKeom (New
Yorks Random House, ta)y Pe MLy
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possible result® if the theory is true. But what ls more lwpor-
tant is te understand that from the prastical sotivity of poetry
and oritioism, ne theoretioal Imowledge onn be lumediately derived,
The futility of such a prooedure is no doubt responsible for some
of the indiffersnse 4o a possible theoretionl basis for the art of
pootry and its oriticimm.

Thers is #till snother ground on whish the oppesition eof
philosophy and poetry nay be rewolved. Philosophy, traditionslly
given Yo definition, and poetry dedicuted to its art ere happily
united in the "sute" definition of the poetio ard found in
Arohivald Meoleish's poem Ars Poetiea,l®

A poem should be pelpable and mute

As 8 glodbed frult

Doy
Ae pld medalliiona %o the thund

84lent as the slesve~worn stome
Of onsement ledges where the moss hes
growm

A powm should be wordless
An o flight of bLirds

*ne L3 2

A poex should be motionless in time
s the moon elimbe

12 jmarscen Postry and Prose, ed. Norman Poerster,Srd ed.
{Combridges Riverside Preas, 1947), p. 1402,
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Isaving as the moon relesses
Twig by twig the night~entengled trees,

loaving, as the moon behind the winter
loaves,
NMemory by memory the mind -

A poonm should be motionless in time
As the moon olimbs :

LE 3 LE 2

4 poem should be equal toy
Hot true

For all the history of grief
An smpty doorway and s maple leaf

For love
The leaning graszeses snd two lights sbove
the sea -

A posm should not mean

But be,
Paradoxieally, in advocating smte poetry whieh needs no explana-
tion, Mr Meslsish shows at orse, and in e very eleguent meuner,
the weed for prineiples whioh would meke his poetry understendable.
He is, in effect, pointing out the need for understanding poetry
in terms of the very being of poetry. Since s poem belongs te ths
special universe of art, it is in terms of that universe that 1t
is to bs understovd. The basis for an intelligible underetanding
of poetry, therefore, would be found in diseovering whet poetry
is. But in deing this.,we must in no way violate what Yr Macleish
has said cencerning the distinetive being of the poem. FHere,

then, is s poet unwittingly giving testimony to the need for a
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philesophy of postry, at the seme time, mcknowledging thet it
would be better to have no explanstion if en explunation meant
rationalizing his peetry. Along with the crities, the poets must
be sssured that there is & philosophy which csn diapel their fear
of rationsliszetion. The elsboration of a theoretieal definition
and rules, does not necesssrily prejudice the nature of the work
- %o be dum.‘ O the contrary, this philosophy would provide the
means for an intelligible understmoding of postry and its
eritioiam witheut jeopardizing the life of either one,

Howaver, further quslificstlions are necessary to estube
1ish our thesig. In all of this whioh hes gone before we are anti-
eipating s solution suggested by ¥ Meritaln, namelys that it is in
the philosophy of mature that e theory of art is to be found 18

: 13Jaeques Maritain, An Introduotion to Philesophy, trena.
Wl Wathkin ,m Yorks Sheed and Viard, 1947), pe 268, n, 1. "The
term sesthetios”™ writes ¥ Maritain, alluding to the philosophy of
art®...would be deubly incorreet here. MHodern writeérs undergtand
by the word the thwg_y_ of bﬂim% and of art, as though the ‘phile~
sophy of art wers plege in eh to treat questions oconserning
besuty oonsidered in itself (such questions belong to ontolegy),
and as theugh art were confined to the fine arts (e mistake which
vitiates the entire theory of art). Mersover, the word sesthetics
is derived etymologicslly from sensibility (AT STHANOMAI = fesl),
wherees art, and besuty slse, are matters of the intellect, qum»
as moh as of feeling.

Soholastio text books do not usually devote & separate
treatise to the philesophy of art, and either atudy its prodblems
in paysholegy alens, or, the batter to explain the concept of
prudence, in ethics. It would be nocessary to olassify the
philosophy of art, like ethiecs iteelf, under natursl philesophy,
if we kept to the single standpoint of the speeification of the
soiences by their formal objeat.” And he repeets on p. 271
®eeeIf the philosophic seciences are classified from the stend-
peint of their specific charsoter, ethics, which treats of the
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But M Maritein has eleborated no such philosophy.l4 It remains
therefore, %o inguire into the deomain eof natural philesophy and
to see on what this assertion of M Maritein's is based.

At the outset, it would be profiteble to ask: Uges this
apparently neglected field of natursl philesephy quaelify as a
soiense which might provide a theeretical besis to critieism? The
answer to this question requires that we consider the subjeote
matter of the philesophy of nature. How well gualified the
philosephy of nature is to deal with this problen is discussed
in the next chapter.

moral virtuss and whose formal objeot is human sctions and the
philesophy of art, which treata of the practical Intellectusl
virtues and whose formal eobject is human making, are divisions
of the seienoce of men, which itself belongs to natursl philosophy
(theugh it enters also into metaphysics)."

l4His works, Art and Schelastioism, trans. J.F, Seanlan
(New Yorks Soribmer, 1036), Art and Poetry, trans. E.de P. Matthews
(New York: Philosephioal Library, 194%), Art snd Feith, trans,
John Coleman (New York: Philosephical Library, 1948) contain
snswers to many specific problems in art but no attempt is mede in
sny of these works to implement the suggestive statement made inm
An Intreduction te Phlleaso and quoted ebove. His most recent
work, Crestive intuition in Art end Peoetry (New York:s Pantheon,
1983), agein deals With spseific problems in art but leaves the
statement conserning the pessidility of e theory of art, rooted
in the philosophy of nature, unanswered. _
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I
THE PHILOSOPHY OF NATURE

Acoording te the peremnial philesophy, natural philesephy
has for its distinctive object, the being of sensible moblle
bodies, ens mobile. It is the purpese of this chapter to dis-
ouss what the prinoiples of the sclence of moblle being are and

to explain the principles snd/or causes of corporesl things.}

The Principles

Arigtotle, who is acknowledged as the founder of the
philosophy of nature, peints out at the beginning of the
Physica that every orgenized body of kmowledge atarts with
certein principles which are determined by the subjeot-matter

under discussion. The Stegirite states®:; ™...in the science

11t mist be noticed here that there sre two orders involved
in any science, one in whish real prinoiples and/or causes are
first and the other in which the prinesiples of the solence are
first as ceausing the knowledge of asomslusions. Vide St. Thomes
Aquinss, Summa Theologiae (Ottewa: Impensis Studil Genmeralis 0.Pr.,
1941), 1.86.8.ad 1. ﬁﬁicmﬁun qued in eccipiende seientiam nom
seomper prinoipia et elementa sunt priora, quis quandoque ex
effectibus sensibilibus devenimus in cognitionem principlorum
ot causarum intvellegibilium. 8ed in complemento soientise semper
effectuum dependet ex cognitions prinsipiorum et elementorum;
quis, ut ibidem dieit Philosophus, tune opinemur nos secire, ocum
principia possums in causas resolvere.

2arigtotle, Physioa, 184a 14-16.
11
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of nature, as in other branches of study, our first task will be
to try to determine what relates to its prinoiples.” Elsewhere
he defines prinoiple’® as "...something thet is first from whish
something either is or becomss or is known.”

The philesophy ef nature, thersfors, seeks the first
principles of which corporeal mobile bodies are composed. Also,
the csuses invelved in the process of mobility are oconsidered be-
csuse from the deliberation of the prinoiples of mobile being
natural philesephy arrives at the notion of cause. "Everything,"
says Aristotle, "that ohanges is something and is changed by scme~
thing and into something."% Generally cause is that which ia
nevessary for the coming-to-be of a thing.5 So the philosephy of
nature deals with the prineiples of nature and a knowledge of the
ceuses of things.

In attempting to determine what the first prineiples of
natural philosophy might be, Aristotle observes that: “...first
prineiples migt not be derived from one another nor from anything
slse, while everything has to be derived from them. But these
conditions are fulfilled by the primary contraries, which are

not derived frem anything else because they are primary, nor from

SAristotle, Metaphysica, 1013s 17.
41bid., 1085b36.

Baristotle, Physioca, 194b25.
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esch other because they are contraries."®

The feot that the firast principles of corporeal mobile
being are ocontraries he concludes also from an examination of
generation.” That from which e thing is generated must lack the
nature of the thing generated,otherwise,that thing would have
already existed and would not therefore be generated. A thing,
oconsequently, is generated out of its oppesite, or contrary.

As a result, every generation involves contraries and therefore
some centraries mmst be first principles.’

From these oconsiderations, Aristotle concludes that
contraries must make the twe first prinoiples of the philesophy
of nature. But there must be more than two principles because
sontraries cennot aot upon one another but only upen some third
thing., Thus he concludes, "The same i1s true of eny other pair
of contraries; for Love dees not gather Btrife together and meke
things out of it, nor does Strife meke anything out of Leve, but
both ast on a third thing different from both."® So contraries
ocould not exist unless they were in something. Now since
contraries do exist and are generated it must be easumed that

besides the primary contraries some primary substance whieh ia»

81pid,, 188a 26-29,
7ibid., 188b 21-26.
81bid., 189s 10.

9Tbid., 189s 2426,
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their substratum snd like them a first prineiple must exist.
This Aristotle states in the following way: "there must always
be an underlying substance namely that which becomes, and that
this, though always one mumerically, in form at least is not
one."10 "Plainly, then, if there are sonditions snd principles
which oonstitute nstursl objects and from which they primarily
ere or have come to be - have come to be, I mean, what each is
said to be in its essentisl nature...everything comes to be from
both subjeot and form."ll He consludes therefore that the mumber
of the first prinoiples of natural objects which are subject te
goneration are three, for "it i1s olear that there mmst be a
substratum for the ocontrarles and that the contraries mst be
two."12 However he sdds that the contraries need not be two in
the sense of two distinot forms for cne contrary will serve to
effect the change by its sucecessive absence and presence.l®
Aristotle has now stated the number of the principles of
natural things which are required in generation. To the substratum
he gives the name matter, to the contrary regarded ss present in

the matter the name form, and to the sbsence of this form from

101bid,, 190a 14-15.
}11bid., 190b 16-20.
121b1d., 190b 24-25,
131p1d., 191a BeZ.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



16 |
the matter,the name privatien.}® These ere the three primary
prinsiples of the generation of natural substances, The matter
is the subjeet or substratum; the form and the privation which
is the laock of form in matter, are the contraries., Thus in
every generatien or change some matter, lesking s certain form
soquires that form. Throughout the genmeration,the matter per-
sists, having first one form then another. It is for this reason
that Aristotle desoribes matter as “the primery substratum of
each thing, from whish it comes to be without gquelifisation and
whioh persists in the result."l6 "By form," he writes, "I mean
the essense of each thing and its primary substence.1€ The form
of natural things however, doeg not persist but in every change
a form is replaced by its oontrary.

This analysis of change explains how nothing comes to be
simply from being or simply from nonebesing; but rather, things
come from something which is, at once, relative being and relative
non-being. This is a substence with privation.}? This substratum

is being inasmuch as it is something; but it is non-being inssmuch

14aristotle, Metaphysios, 1070b 18-18: ¥,..there are three
prinsiples -~ the form ’5& privation, and the matter."

18aristotle, Physioa, 192a30-31.
16Aristotle, Metaphysice, 1032bl.
17 aristotle, Ph&us.ca, 191b 14, ™"...s thing may ‘come to be

from what is not' - thet 1s in a qualified sense. For o thing comes
%o be from the privation, whiech in its own nature is non-being.
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as it is not the being that ocomes from it, since it lascks the
form of that being. In short, as Arietotle says in the

Metaphysios, "all things oome to be out of that which is, but
is potentially, and is not aatuully.“la

This Aristotelian selution to the problem of ohange

arises out of the distinotion made between the prineiples of
mobile being, between subjeot and form. It holds that every
mobile being has two essential constituent principles; a

substantial subject whioh is ocalled prime matter and 1its pere

feotion or aot whioh is called substantial forms This analysis

of ens mobile 1s oalled the hylomorphle theory. It is the

fundamental dootrine of the philosophy of nature.

This dootrine recognizes that all corporeal bodles are
oonstituted of the twoefold prineiples prime matter and sube
stantisl form.i® These prinoiples constitute the very essence
of mobile being. They are intrinsie first principles whioh de

net arise from others ner from one another. Prime mattor is

18
Aristotle, M@ta§hgaion 1069b 19-20. For Aristotle

change takes plece end in every ohange something comes to be
from something else. He oonsidered that before ochange, the
being from whioh the change started not enly was what it was
but was able %o beoome something else. What a thing is Aristotle
oalls actuality; its ospaoity to become aomething else, he oalls

getenﬁ ality.

lgrhsaa remarks are dogmatiomlly stated. For an scsount
based on Aristotle and 5t Thomas vide K. Dougherty, Cosmelogy
(Peekskill: Graymoor Press, 1952), pb. 102~132.
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the purely determinable substantial prineiple in the essence
of mobile being. The ether principle, substantial form,
determines the first set of mstter. These are the intrinsie
principles of mobile being gus mobile.

Mcording to Ariastotle prime matter sonsidered
positively is the first subject of which a thing is made.
The term “"subjeot™ signifies that from whiech or out of which
a thing is made, that is to say the primsry substrate.

Prime matter is the first substantial prineciple from which
svery mobile being is made in its essence; but it cannot exist
exvept in sonjunction with substantial form. Form, on the
other hand, is that by which a thing is what it is and not
something else. For this reason form 1s called act because

it constitutes and determines a thing in a certain mode

of being. The matter is the ocommon element which remains
while forms appeer and diseppear. In shangeable being,sub-
stantial form is properly defined as the first ect of prime
matter, It is onlled eot beceuse it is the determining
prineiple in mobile being., Substantial form is the prinsiple
of specifiocstion of being and the firat prineiple of operation.
Therefere, matter snd form (that ie, prime matter end
substantial form) are to be conceived of as two co-prinoiples
which are naturelly ordineted for substantial union and

whieh eonatitute a complete bedily substance, an existing
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naﬁurauao

Generation and Corruption

The gensration and corruption of things are rendered
intelligible by these principles of moebile being. In the proceas
of ooming inteo being, there is required en underlying support
which remains throughout the chenge and which allows the change
to tske plage, This ie the substential mubjest of all change,
prime matter, Also, the substantially new form towerds whieh
mebile being tends is the term of generation. This lack of form
is the privation within the subject. When a new substance 1is
generated a new substential form is educed from the potentiality
of matter. ZThis meens that prime matter is an imperfect sub-
stential potentiality, a capacity for receiving substauntial
forms. Prime matter is altogether passive,yet is capable of
receiving new substentisl forms. This presupposes in the subject
which pusses to & new substantial sact a capacity to this rather
then to another form and alse supposes in the subjeot a lack of
such & suitable form. This privation of a new form in a suitable
subjest avoounts for the appearsnce of a new substance, The new
subsgtantisl form supplants the old. The eorrupbtien of one ferm

is therefore the generation of another, fhe new subgtantial

20sriatotle, Physica, 209b 28. "The form and the matter
are not separable from the thing,"
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form ig said to be drawn out or educed from prime matter by
the aativity of existing forms., At the sametime, the old
substantial form is reduced o the potentiality of matter.2l

It is the subject, the prims matter whioh undergoes
and underliea this substantial loss and aocquisition. The prime
matter which was substantially eonstituted, for example, as
wood ie now the prime matter that is substantially conatituted
by the substantial determinants of smoke and ashes. FPrime
mattor, therefore, is the substrate vwhich is informed, and is the
subject of substantial changes whioh ococowr in bedily being.
Subetantial form is the determinant of prime matter as an actual
body of definite specific kind. Prime matter can lose its sub-
stantial form but not otherwiss than by the incoming 6:’ a
displacing substantial form., It is from this analysis of
mobile being that Aristotle soncluded that generation requires

three prinoiples. Thess are a common subject, the prime matter;

sevondly, a new substantial form to which prime matter naturally

tends end thirdly, privation, the absence of the new form not
yet acquired but which is suitable to the matter. Privation is
only ocensidersd a principle of the generation of things because
in so for as the gouneration has not ashleved the substantial
torm to which it is tending, it is said te lack that term.

Horsover, the substantial term of generation is always

21K. Dougherty, ibid., pps 118~119,
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a formed nature. Aristotle points out that those things which
are constituted by nature have present in themselves a principle
of motion and of rest. HNatural things are, in this sense,
different therefore frem those things which are constituted by
art. The latter exist without any intrinsie prineiple of
ahmgo.zz Bowever, animals, plants and bodies are said to
oxist by nature because they have within them the natural
prinsiples of change. All bodies which exist by nature are
composites of two nmaturel principles; a prinoiple of indeterminm=-
tion and a prineiple of determination. Since the latbter is what
econstitutes a nature in act by determining the matter, it is

the prineiple of life. The dootrine of hylemorphiam holds that
the life principle is the substential form of the living body.
It is an sotive and determining substantisl principle which
somehow wnifies in atructure and funotion the various hete-
rogensous parts and makes one organie¢ substance of the whole.
The substantial actuality of this prineiple ia what causes

life in a constituted subatance.

Hylemorphiam, therefore, holds that mobile being,
compounded of prime matter and subatantial form is a real sub-
atantial wity endowed with sstive and pasaive powers. It
explains the opposite powers by the reslly distinet opposite |

prineiples, substantial form and prime matter. These essential

22aristotle, Physiea, 192b 22-24.
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parte of mobile being cannot exist separately; they are in-
complete prineiples.

Prime matter is not determinate in itself; it is pure
potentiality and een exist only in the eompound along with sub-
stantial form. It is not brought into being by change but
remains as the subject of new substantial férma. The sudbstantial
form mtunl)izn the petontial‘ity of prime matter snd is the
intrinsic reeason why the substance is of one species and not
another, DBeoause of it,the substance has definite gualities
and definite sctivities. Matter and form osuse meterial sube
stance, eaoch in their own way by constituting it. This is
effested by the action of en agent educing form from matter.2d

Thus, in studying the generastion and corruption of
mobile being the philosophy of nature is concernsd also with
a knowledge of the causes of these changes.

In all, Aristotle lists four ceuses¢ which escount
for the coming into being of things.

In one way "that out of which a thing comes to be
and persists"25 is called cause. It ie the immanent matter
in which something comea into being. This cause is oalled the

material osuse besause it contributes to the production of

2%x, Dougherty, ibid., p. 114.
24pristotle, Physics, 194b 24 - 195a 30.
2851b4d., 19424,
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the offeot by assuming new substantial forms.
In snother way oause is said %o be a pattern or

omylw.% This is the formal cause., Its effsct ocan be

apoken of in two ways. Pirst, it may be apoken of as an
intrinsie form in which case it is called a species. The
formal cause contributes to the production of the affect by
communicating its m determination intrinsically to the matter,
forming it actually into effect. The causality of intrinsic
form is neither aotion nor passion,but determination and
specification. By virtue of its intringis union with metter,
the effect is produced and exists. Secondly, formal cause
way refer to something extrinsie to the thing after whioh a
likeness is made. In this latter sense an exemplar is said
tc be the form of a thing.

In another way, that "by which there is & principle
of motion and rest"27 is called a cause. It is spoken of as
the principle from which change and rest first comes about.
For example, "the counselor is a causa" for it is because of
his advige that someons acts. Also the father ls the cause

of the son because of the nature in the father. S0 universally
avery maker is the osause of the made thing and the chenge, in

the same way, the cause of change.

267bid., 194b 26,
27Ibid., 194b 29.
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With respect to these causes, 5t Thomas comments,28
that there are four kinds of efficient ocause: nemely, the

perfesting, the preparing, the sasisting and the counseling.
The perfecting csuse is that whioh ecmpletes the motion or

shangs, as does thst whish intreoduces the subatentisl form in

gonerations The preparing or disposing csuse is that whieh

sdopts the matter or subject for the ultimate completion. The
asslsting osuse is that which does not operate for its own end
but for the end of another. The gounseling eauee, in those
things whioch set by intention, iz thet which givea the agent
the form by means of whish it operntes.

Pinally, there is the end or purpose "for the seke of
whish"29 the precess is imitisted. In the process of generation
the end is ths formed nature. Consequently it is salled the
final ocause because all the other causes are as means to the
atteinment of this good.

Thus in order for somsthing to coms~tow-bs these four

| 285t Thomas Aquinas, In Ovto Libros FPhysicorum Aristotslis,
13, leet, 6§, Parmae ed, (New York: MNusurgis, Yo WILX, PpeBT0=
271. ".eoquod quadruplex sst causa efficiens; ssillicet perficiens,
preeparsna, adjuvens et consilisns. Perficlens enim est, quod dat
eomplementum motul vel mutationi, siout guod introdueit formem
substantialen in generations. Praspurans autem seu disponens est,
quod aptet meteriam seu subjectun ad ulbisum complementum.

Mjuvens verc est, qued non speratur ad proprium finem, sed

ad finem slterius. Consilisns sutem in his guae agunt a preposite,
quod dat agenti formam per quam agit,"”

29sristotle, Physics, 194v B1.
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oauses are required. what comes into being must be of &
determinate nature and therefere must have a form determining
that nature. Also, what comes into being must oome from
eomething which has it potentially. This is matter. However
the matter in order to pass from potenitially being the product
te actually being it, must be moved by an agent in aet. This
is the effioclient causs. And finally, the efficvient cause in
moving the matter to actuality must tend in its aotion toward
something determinate befitting its own determinate nature.
That to whieh it tends is the final csuse. 8¢ in every pro-
dustion of being these four ocsuses are present.

Sueh then are the principles of the philosophy of
nature. They explain the natural coming-to-be of things
through a knowledge of their principles and causes.

Yet, returning to our original question, how oan these
natural principles be said to provide an adequate basis for a
theory of eriticism? Is there the possibility that the
principles which explain the coming-to~be of things in nature
night also explain those things which come-to-be by art? If
this is possible, the philesophy of natuwre would be gqualified
as the solence in which to find the theoretical basis of

sriticimm,.
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THE PEILOSOFHY OF ART

The Notion of Imitation

Art, like nature, is concerned with the coming into being
and the produstion of things. In the previous chapter we have
seen that the prineiples whisch explain the natural process of
generation, are found in the philosophy of nature. However,
sinse art also involves & prooess of genersation it 1is reasonable
to oonolude that these same prinoiples should explaln the ocoming
into being of artifieial things. There is no better way in which
to verify this oconolusion than %o oxamiﬁn, oarefully, the diotums
"irt imitates nnﬁure“,l for this formula (at least in the philos~
ophy that favours this conelusion) translates what is applicable
to the nstural prooess of generation, into what is relative to
the process of artificial ceming inmtoe baing;

In examining the dictum, as such, it is necessary to note
the two profoundly differeut meanings whioh the term imitation
scquired when it is used in the philosophice) background of Plate

and Aristotle. Both agree that imitation (MIMESIS) is en

Liristotle, Physics, 194s 21,

zneterring to the poets in the laws, 719, Plato makes the
Athenian stranger say that srt oonsists in imitstion; "...art
being imitative..."s Also Aristotle in the Physios, 194a2l,
states that "...art imitetes nature...".

L UIRIRY
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essential cherscteristic of all art. However, the fundamentel
difference in their philosophiocal thought renders the meaning
of imiteation correspondingly different. This will be evident
from the following exsmination of their works.

Flato

Pleto defines art by fﬁrlt giving an explanation of
its origin. Because of its obseurity, he describes its begine
nings with the myth of Prometheus.® The story relates how all
the enimals of the world emxsept men were supplied by the gods
with the necessary hair for the ﬁroﬂation against the cold,
with the claws to secure food, and to fight their enemies. Eut
of all the sreatures, the human being was left helpless, incape
able of defending or of teking ocare of himself. Promstheus,
therefore, moved by the inadequacies whioh befell men's nature,
stole fire from Heaven and the arts of weaving snd metel-working
from Athens snd mphwoatua.* Thus this Platonie myth has art
coxing into the world in order to meet the needs of man in his
fight for existence. Through the exsroise of this gift of art,
man “was not long in inventing erticulate speech and names; and

he algo sonstructed housss and oloths and shoes and beds; and

SPlato, Protegores, 3520d-322.

4sthens wes the Greek goddess of wisdom and Hephaestus
the god of fire and master of the forge.
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drew sustenanse from the earth...and their art was only
sufficient to provide them with the means of 1ife."5 Here

Platn puts forward one sspect of his sonseption of art. This is
the exercise of human skill for the fulfillment of man's needs.

Plato presents s further aspeot of art in the States-
gggys In the ert of carpentering as in all the skilla, the
knowledge of the workman iz merged in his work. The master of
any art is the one who knows best the function of his products.
But, over the mamual arts, there is the sphere of pure knowledge
which professes the supreme ert in which one learns to weigh
and count all human funetions "with whet is fitting, having
regard for the ideal standard."” S8ince the philosopher alone
iz able to grasp the eternal and unchangesble truth Plato con~
eludes that the "Royal Art"™ is that of,philosopher-king.

In order to determine whether poetry is a real art or
not, Plato examines it in the light of the "Royal Art" of
philesephy. The philosopher, whose views must always be raticnal,
finds the poets wanting in understending. Plato persists that
poets compose on subjects they do not understand. In the Apology,
Scoretes relates how he gquestioned a group of poets on how well

they understood their own words. "I presently recognized...that

B?Iatu. Protogoreas, 330e -~ 322.
6plato, Stetesman, 2680 - 2659b.

Trvid., 286b,
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whet they eomposed wag not by wisdom but by nature,and beoause
they were inspired like the prophets and givers of orscles; for
these also say many fine things but know none of the things they
Bﬂy-”a
Alse in the Ion, Plato again judges on the office of the

myth-msker. In their work, the poets are inspired by the gods,
rather than guided by the knowledge or art of what they do.

"for all good poets, epio as well as lyrie, compose

their beautiful peems not by art, but because they

are inapired and possessed...Seeing then that it is

not by art that they compose and utver so many Line

things sbout the deeds of man...but by divine power

esefor not by art doees the poet sing, but by power

divine "9
When the poet is composing he is not in his senses. He is the
viotim of the uprush of inspirstion which deprives him of his
rationsl faculty and therefore of art. "For all good poets...
compose thelr besutiful poems not by art but beseuse they are
inspired and possessed.”}® This non-rational inspiration
denies the poet the name of artist becsuse art admits only of
the truth whereas the poet, "is often compelled to represent
men of opposite dispositions, and thus to sontradict himself;

neither esn he tell whether there is meore truth in one thing

8Plato, Apology, 2Re.
9Plate, Jon, 5336 - 534a.
10114,
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thet he has sald than in &nothar."ll I$ 1s only with the true arte
ist, the philosopher~king that there is present the sclentifie
truth whieh 1s necessary for art,.

It is ek the beginning of Book X of the Republic thad
Plato employs the term imitation to denote the reletion in
which poetry stands %o the truth of divine idess.!® He procesds
%0 show that what bhoth the drametio and the epic forms give are
representations of appearances, and not the truth of the lmmute
able ideas: illusion instesd of reality. This poetry, he
states, resembles peinting in that both imitate things of the
visible world, the one in words, the other in oolour, as they
appear %0 be, from this or that point of vieu;ls Wihkat the poet
and the painter present ars thersfore not actual things - as
things prodused by the oraftsman are actual = but merely eoplies
or transoripte of those things. In that sense, both artists
obviously fall short of reality. But even the work of the orafts-
men is shown to be mone other than a copy, & defeotive copy of
the original "idea™ existing in the mind of Gods so that he too
falls to apprehend and reproduce realitye. At the seme time, the

orafteman ls smid to stand nearer %o the truth of things, for

1lpiate, Zaws, T10b.

12p1ate, Republic, 585. "...all postical imitations are
ruinous to the unﬁqrsiunﬂing of the hearers, and that the
knowledge of their true mature 1s the enly antidote to them."

131p14., 596. "And the painter too is...just suoh
another = & creator of appesrances.™
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he has some knowledge ("right opinion") of the thinge he mskes,
wheress the poet,with his imperfect copy,stands two removed

from the truth, and all he attains to is mers conjeoture. In
short, Plato's oharge against poets on this is that they produce
only unsubstantial images such as a man might make by holding

up a mirror to the things of the sensible world.14 The poet,
therefore, in his imitations presents the external and the super-
fiolal for the whole, and the wnreal appsarances for the truth
of things. For Plato, the poets indulged in servile copying

and in reproducing partial images of the truth.

It is on the theory that the real world is the world

of ldeas, that Plato judges the plece of visible things and of
peetry., All vieible things are imitations er participations

of the supersensible archetypes whose patierns have boan; follow~
ed by the Demiurge in fashioning the universe. Human sriigans,
in turn, make beds and other artifects still further removed
from the true models. But the poet is an imitator of imitations
end is hense "“thrice removed from the king and from the truth,"15
He i1s not & genuine maker buit a clever manipulsbtor of appearances.

Trom Pleto’s exposition on imitation in Book X of the

Republio it is olear that for any class of objects there 1s

only one "idea™ end that is universal and true. How 4t is the

141pid,., 594d.

16p1ato, Republie, 595b.
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wisdom of the philosopher~king or the "Royal Artist" to undere
stand and acontemplate the universal and the true. Artisans, om

the other hand, deal with the things of the visible world. They
make oouches, chairs, ships and coats. In the third removed, how-
ever, poets and painters muke images which are imitations of the
visible worlde The number of images that oan be made is not lime-
ited, and they are not bound to any consistent logical truth. To
Plato, it was & plain end obvious faot that the artist did net pro-
- duce the objeots of the visible world, but only their appearances.
Beoauss suoh imitatlons do not attain to the truth of things, Plate
condemns them as "ruineous %o the understanding."i®

However, & aersful reading of the Dialogues disoloses

that for Plato there are imitations and imltations. There are

the imitations of the poots‘tnd the painters of his day whish

he condemnz in the Rapublio.17 But there are also the imitations
of the geod ertisis and poets who convern themgselves with truth

18

and which he commends in the laws. The rightness of an

161p44,, 505b,

1on this point, it has been suggest:d by K. E. Gilbert and
Helmut Kubn in their work, A History of Zsthetios (New York: Mmge
Millan, 1939), p. 29, that "Plato doubbless had in mind as & partice-
ular instanoe of bad imitative art the new sohool of illusionistio
painting eoming inte favor in his time, practised by Appollodorus,
Zeuxis, and Parrhasius in whioh perspective and vaeriations in tone
were used to giwe the oomplete semblance of the ocuter world."

18?1&%0. lawa, 668, . "seewe must assert that imitationsess .
are to be 3ud5¢3 of by the astandard of truth, and by no other
whatever,"
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imitation lles in the reproduction of the quality and pro-
portions of the original for "the truth of imitetion consists
eesin rendering the thing Imitaeted according to quantity and
quality.”1® Applying the case to s statue, there must be
present the proportions of a body, and the true situation of
the parts which is only obtained from a knowledge of the
animal imitated. In other words, Pleto is insisting that for
an imitation, knowledge of the thing imitated is required,
otherwise, it becomes a mirroring of thinga in their ephemeral
state of beocoming. |
Mr J.W.Atking remarks on thiz true notion of imitation

es held by Flato and which stands in contrast to the kind of
imitation spoken of in the Republio. He writes, referring
first to the deceptive imitationass

"0f those conseptions, ...Plate makes frequent use

naintaining thet poets indulged in servile ecopying

send in repreoducing partial imeges of the truth.

Yet," he continues, "Plato also advances beyond this

poeitiony end indeed this 1s the position he tries

everywhere to refute, a fact which is not alweys fully

realized, Alive as he was to an unseen reality exist~

ing behind the objeots of sense, he conceived of an

imitation of the ideal forms of that unsesn world,

ideas of justice, besmuty end truth...And it is this

kind of "imitation' that he asscecietes with poetry

in its highest form; but a process which represents

thinge es they ocught to be and net in their sotuality."20

Mr Atkins realizes and expresses in these words the twofold

191p14., @66b.

20y ,w, Atkins, Literary Criticism in Antiquity. (Londen:
Methuen, 1852), I, p. B2.
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meaning of imitetlon as it appesrs in Plato's worke. There are
the deceptive imitations of the poets and painters who are lost
in the infinite mirroring of appearances without ever rising to
s knowledge of the world of ideas., On the other hand, there sare
the true imitations of the good peoets and artists who understand
what they are imitating. They transcend the visible world, as
such, and through an understanding of truth of the ideal forms
express tfuo imitations. Truth 18 leid down by Flato as a kind
of minimum requirement fer a good 1n1t§tinn. This need for a
"transcendentsl liaison"2l with truth is stressed by Flato as
sssential to good imitatién. If it is lacking the ﬁnitatioﬁa
immediately fall bask to the level of deception and superficiasl
ooples,without any conoern for the supersensible intelligidility
of the world ef ideas. For Plate, imitetion in this transcen-
dental aspect, is chiefly a matter of intelligible representation
of truth, Bu# on this basis, as we have seen, the philosopher
and not the poet is the true "Roysl Artist" because it is his
proper task to seek the truth.?2 Yet this transoendentsl truth
oharacterises the whole of Plato's philosophy and it is essen~
tial for ell true art, whether of the philosopher«king, of the

poest or of the asrtist,

2lehis term is used by Rissa Meritein in Situation De La
Poésie (Paris: Desclie, 1838), p. 17, to charrcterize the
necsasary connsetion which art must have with the world of the
spirit and of intelligibility.

2Plato, Republic, 430b.
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Pleto's inability to scknowledge the material element
in art is due to the limitations which his theory of ideas
foroes upon him. Starting from the notion of pure being he
found reality only in the world of ideas. Since the becoming
of the sensible world was the simple sntithesis of being, he
wag compelled to regerd the visible changing world as that
whioh 18 not. A philosophy of nature was therefore alien to
his thought because the sensible world was only an illusion.
Knowledge, in the Platonic system, is limited to the world of
iders. All else is the object of opinion. The view that reality
is single, undivided and unchangesble amounts, therefore, to
the abolition of neatural philosephy. This laok of a philoasophy
of nature in the Flatonie thought, moves M Maritain to write:
"When the philosopher tries despite everything to give an
interpretation of the world and %o rise sbove common opinion, he
oan provesd only with the help of myths. The use of myths to
interpret sensible nature is really indispensable in Flato's
philosophy."2% Sinoce Plate has mo philesophy of nature he is
unable to justify the reslity of either sensible nature or of the
sensible manifestations of art.

However, despite his exaggereted essentialism, Plate
had pointed out, et least negatively, that e philosophy of art

requires a transoendent sspeet. This is the element whish

257asques Maritain, La Philosophie De La Nature, 3¢ ed.
(Paris: Tegui, 1956), p. 7.
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raises art above the senses to the level of contempletion end

which frees it from the tyranny of sensible imltations. True
imiteations, for Plato, must as e minimum requirement, involve
the in‘bonigible world, Although it was Plato's error to have
posited this intelligible world outside of things, still this

in no way distreets from his negative intuition into the need for
e transoendent element in art. True imitation in Plato's sense
would imitate things not as they appear to be, but as they sre
in the transesendent world ef" @rohetypea. These immmtadble,

oternal natures were the only objects of true imitations.

Aristotle

As was pointed out at the beginning of this chapter,
the distum "Art imitetes nature™ furnishes a point referensce
on which the eomingeto=be of art oan be compared with the coming~
to-be of nature. The term "nature” is taken here in its striot
senge as was defined in the Physios of Aristotle. It is an
immer prinoiple of ectivity or the source of ontological strive
ing in things which realizes the perfeetions of the beings so
endowed.2% Aristotle identifies nature as power of movement,
with nature ss form. The form or mode of structure of e thing
is just that by virtue of whieh it moves, grows and comes to

rest when it hag reached the terminus of its movement., And

24,rigtotle, Pnysica, 194a 2829,
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sonversely the power %o move, grow and slter in a certain
definite way is just the form or character of each thing.zs

For Aristotle, nature and ert are the two main sources
of the soming-te-be of things.2® They differ in that nature
has its prineiple of motion within iteelf, while "from art
preceed the things of which the form is in the soul of the
artist."27 As nature is primerily a vitsl process working its
way out through netural produets, the developing and preducing
ef things acoording to determining forms} se art is fer him e
meking, & movement set up in some medium by the soul end hand
of the artist.2® In so far es art is e process of meking, 1%
imitetes the vital processes in the world of nature. The point
of comparison whioh Aristotle mekes is that alike in those things
which some~to~be by nature and by art, there is present in eash
one an union of matter end ferm. Aristotle affirms that
" .ee8ll things produced either by nature or by art have matter;
for ensh of them is capeble of being and of not being, and this

cepacity 33 the matter in each,.."29 The natural development

25 Aristotle, Metaphysica, 1026a.

26:ristotle, Motaphysies, 105Za 12.

271bid., 1082a 31.

281pid., 1032a 26. "...81) other productions ere called
‘mokings'. AMnd all meking proceed either from art or from a
feoulty or from theught."

291nid., 103Ra 20-22,
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of form out of matter, in the process of coming~to~be, is what
art imitates in its own process of generation. As the things
of nature develop from within unfelding and expanding aceording
to their own principle of motion, so in artiriaial generation
art imitatesx the dynamie provess of nature whioh proceeds
towards definite ends by determined mesns. Aristotle’s concep=
tion of "imitation™ as applied to the imitetive arts ig said to
emlate the coming-to~be of things in nature because a bronze
bowl issues from the motel on the same essentisl plan as the
plant grows from its seed.

tnlike Plato's Promethean myth en the origin of art,
Aristotle plases poetry smong thoss goods whioch are the natural
fruits of the humen resson.%0 For Aristotle it is natural for
man to make things. It is in this naturel tendency for man to
imitste that Aristotle finds one cauves of poetry. Indeed man
®is the most imitetive oresturs in the world, snd learns first
by imitation."$} PFrom experience and sommon testimony we know
that wmen takes pleasure in imiteting and in viewing represents-
tions., “To be learning something is the grestest of pleassures
not only of the philosopher btut also to the rest of menkind

however amell their eapaoity fer it; the resnsen for the

%0 rristotle, Mataphysice, 980b 25, "The enimsls other
than men live by eppesrsnces and memories, and have but little
of connected experience; but the human race lives alsoc by art
and reasonings.”

8laristotle, Poetica, 1448b 7«8,
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dealight in seeing, is that one iz et the sametime learning -
gethering the meaning of things."32

It 18 necessary to note that when he states that "Art
imitater neture" and, again that “the objeots of imitation are
men in action,"38 Aristotle is refarring first to the process
of poneration in art and secondly, to the object of the imita-
tive arta. The poet, sccording to Aristotle, in the engenderw
ing of a work of art, imitates the oreestive processes of
nature; but his sublect-matter is man,and the objects of
poetis imitetion, human 1ife 4n all its manifestations.5® As
applisd to poetry, imitation has m threefold object:
"oheracter, smotions and sctions,”SB

"Py ETEE are mesnt the charscteristic moral quali-
ties,the permenent dispositions of the mind which
revesl 2 certain condition of the will; PATHE are
the more trensient emotions, the passing moods of
feeling: PRAXEIS are sotions in their preper and
irward sense. An aot viewed merely as an externsl
process or result, ove of o series of eutward
phenemens, is not the true objeot eof artiatie
imitation., The PRAXEIS whieh art seeks to reproduce
is nainly en inward process, a phyeleal energy work-
ilng outward: deeds, inecidents, events, situstions
boing inoluded under it so far es these spring from
an inward asect of will, or elicit some actlivity of
thought and feeling,"$6

821bid., 1448b 12-17.

$81bid., 1448a 1.

34yide J. W. Atkins, Ibid., p. 8l.
86 pristotle, Poetics, 1448a 28.

3683, Butoher, Aristotle's Theory oi‘ Poctry end Fine Art,
4th ed., (London: MmeMIIYan, 1507), pPs 1
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Astions in the gense defined are fer Aristeotle the
proper subject of imitations 87 The arts imitete actions in
their manifestetiona, and only the material ebjeots,in sc far
as these serve to interpret the spiritual and wmentel procesases.
This is apparent in the very definition of tragedy. Tragedy
is "an imitation of an aotion that is serious and also, as
having magnitude, complete in itself."$8 gince it is an
initative art, tragedy ls an attempt to act forth in oconorete
terms, but under controllable end intelligible ecircumstances,
the universal and formsl aspect ¢f humen life.

Sinoe beauty demends that tregedy be ocomplete and of
& oertain magnitude, there must be a proper distribution of
perts. The completensss of a good tragedy lies in this, that ;
it eonstitutes & whele in which beginning, middle and end of
the esstion mutually implicste one mnother. Thus it seizes
upon “what ought to be,""® the better thing, laying beare only
the necessary sequence of sventa. Every beautiful work of art
mist be a certain appropriate size, both to remain true to its
form and to provide suitable conditions for pleasurable conw
templation. Beauty in art is “thersfore impoassible either in

s very minute orecture, since cur preception becomes indistinot

37 aristotle, Poetioa, 1448a 1. "The objects the imitator
represents are actionSsee"

381bid., 1445b 24-26.
591p1d., 1460v 10,
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a2 it spproschesy or in s creature of vast zize « one, say a
thousand miles long - aes In that case, instead of the objeat
being seen all at once, the unity and wholeness is lost to
the beholder,"40

In designating plet the most important element in
tragedy, Aristetle was remaining true to his philosophical
convietions concerning the primeey of ferm over matter, of
sot over poteney., For charscter and thought are in potency
to their mctualizetion in the sotien of the plet. Thus plot
is "the life and soul, so to spesk of tragedy,"4l since it is
the formal or actusl principle in manifest cperation. The
imitation smst be of one ection; the universal must be fooussed
in a definite setion. Just as nature herself ie not merely
episodie®? so also, "in poetry the story es an imitation of
sotion, must represent one sction, a complete whole, with its
several ineidents so closely connected that the transposal or
withdrewsl of any of them will disjoin and dislocate the
whole .43

While in the natursl order the attainment of the end

407b1d., 1450b 38-1461la 5.
42 7Ipid,, 1460a 37-38,

42arigtotle, Metaphysice, 1090b 20, "But the observed feots
show that nature is nEE e series of episcdes, like bad tragedy.”

45aristotle, Poetion, 1451a 3134,
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holds the place of the beentiful,*t art oompletes and trans-
econds neture by realizing ends beyond its ordinary capacity.
Form is the principle of unity, a manifold variety in unity,
an organic whole, The ideal plot mxst be comnstructed in an
orderly and symmetricsl fashion, "so ss to enable the work to
produce its own proper pleasure with all the unity of a living
oresture.*%® 1In the Palii;iea‘ it 4s noted that "beeuty is |
realized in nmumber snd megnitude, snd the state whioh oombines
magnitude with good order must nevessarily be the most beauti-
ful."48  Thus besuty in art was scarcely distinguished from
the stete of well-rounded perfectiom in which artistie ferm
hed been suwocezsfully determined in its proper medium or
natter,

In his well-known comparison ef poetry end history,
Aristotle sweards the palm to the Fformer on the grounda that it
treats of the universal sspect of things, whereas history
oontents i1tself with partioculer Pacts. 4T  For "the poet's

functioen is to deseribe, not the thing that hes happened,

44pristotle, Do Partibus Animelium, 645a 24-26. "Absence
of haphasard and ocondusivness of everything to an end are to be
found in Nature's works in the highest degree, and the resulteant
end of her gemerations snd combinstions is a form of the
b‘&\“imlo“

5 aristotle, Postica, 1459a 20-21.
46 prigtotle, Politioa, 1326a 33-35.

47 pristotle, Poetioca, 1451b 6-7,
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but a kind of thing that might happen, whet is posesible as
being probable or necessary."%8 A universal statement is
sbout what a man will probably or necessarily do. The pest,
represents things "as they were and are, or as they are said
or thought to be or to have been dr a8 they ecught to be."49
In any case, what is fixed upon in imitation and expressed in
8 oconorets way is the univuradl, the principle of sctuality
which originates from the mind of the maker,50

While "history has to des), not with one action but
with a period and all that heppened in that to one or more
persons however disconneoted the several events may have
been,"81l art must observe s strioter esonomy, adhering
rigidly to the rule of form., If the artist ls mocused of
adhering to things as they are, he may well retert, "that the
objest ought to be as desoribed - an snswer like that of
Sophocles, who said that he drew men as they ought to be, and
Buripides as thny’nuro."sz For the artist is anxious to
achieve, Af only in imitation, that transeendent gosl towards

which all nature is striving. ZThe requirements of poetry or

481bid., 1461e 57-88.

491p4d., 1460b 10-11.

80Aristotle, Metaphysics, 1032a 32-61.
5 pristotle, Poetioa, 1469a 21-24.
21p1d., 1460b 33-36.
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of gomaon tradition or the exigenslies of & fuller reality quite
refutes the sbjects of slavishly iiteral imitatorss Should nen,
for instance, find fault with & paintor bacause he portrays »
hind with horna, thoy are only justilied if such s techaioal
nigtalke has sone intimete connestion with the total sonsoption
of the work of srte Aristotis will not tolerats art which is
slavish reprodustion of factae

It is on the puidiag prineiples of the philosophy of
mature that Aristotls srocts his theory of imitation in arte To
him becoming meant not an appesring end & vanishing eway of
‘doeaptive shadows's The prosess of changing things mosnt &
process of development, an wnfolding of whet is alresdy in ast
and in potenmey to furthor sots The osnerete individual thing
ia not & shadowy appesraunce but the primary resliiy. There
exists In each thing an intelligibie and lssmterie) element
whiok iristotle calls form, in virdus of whioh Lt possesses a
apeaific meturse This prinoiple is not sparate frem things but
1% inheres in them as ons of the fasters which cmsbitutes thelr
subsiances Thus individual objsote, though mutable snd corrups
tible, are no lonper 'deseptive shadows'; they are reality.
Aristotla's whols philesophy iz sentered upon real axistanes,
whersss Plato's tends towmrds idoal owsences, Like Plato the
objest of the intellect is the essenves of things but these
essoncos &re in things and not outsids of theme The esscnce
Yhusanity' as & wilversal oxtists only 1o thoe intellest « in
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our mind, which extracts or abstracts it from the things inm
which it exists individualized, thet is, the essense of Peter,
Paul and John is humanity, or humen nature and that it is only
a3 an objeot of the intelligence that it exists necessarily.
The esscnees of sensible things therefore possess ne separate
exlstence in a pure state; for Aristotle the whole Platonioe
world of archetypal idesas has no justifieation whatever,

Art, therefore, is no longer twice removed from the
truth of thingss it is the manifestation of & higher truth,
the oxpression of the universal whish is not outside of and
apart from the partioular, but presuppossd in each partioular.
A work of art is an imege of roality which is generated in the
form and through whioch the form shows more apparent then in the
actual worlds

Consequently, "imitation" for Aristotle meant "imitating
bhings as they ought %o bq.“sa There 13 no question ¢of a bare
imitation, of a literal transcript eof the world of reality.

The artist alms et somebhing better than the sotual. He
produces & new thing, not the aetual thing of appearance, not

a gopy of reslity, but & higher reality - "for the artist ought

to improve on his model.*9 There is a form which ie present

in each individual phenomena but imperfeetly manifested because

581414., 14600 6.
541p14., 14610 1.
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the general movement of erganic life is in poteney to its perfec~
iian. Forms impress themselves on the mind of the artist through
the instrument of the sensea, and he seeks to give them more
complete expression, to bring to light the ideal whioh is only
half revealed in the world of reality.

"Beneath the individual, the %transient and the partiocular
the 'imitative art' finds the universal. It passes beyond the
baro reality given by nature, and expresses a purified form of
reality disengaged from sccident, and freed from the conditions
whisch thwart ite developwment. The rea)l and the ideal from this
point of view are not opposites, &s they are sometimes conceived
%0 bes The ideal is the rea), dut rid of contradiotions, unfolding
itself mocording to the laws of its own being, apart from the alien
influences and the disturbances of chance"®>

Here then, in general, is Aristotle's view of art as it is
related %o the notion “"Art imitates nature.®

Do the philosophers or theologlans who come after Aristotle
edd anything to his thought? Or do they depart from it and seire
upon some other prineiple of explanation. Thess are the questions

which the next chapter will answer.

553, Butoher, ibid., ppe 160-151.
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THE PHILOSOFHY OF ART

The Hotion of Imitation in Christian Thought

With the ooming of Christlanity, God as the Creator of
&ll things was the central notion In theologiecal and philosoph~
ieal thought. Natuwre was the name for all that was oreated by
God, and since it was created by Him, it was rejoiced in, as
Hig Arts In ite beauty and sotions wers seen the Divine Intelli-~
genoe oausing the seasons in their cyoles and life in its actions.
This exaltation of nature as ths Divine Art grew to a great in-
tensity in the writings of the Church Fatherss In arguing that
gensible things are means of raising our minds to a contemplation
of their Divine Creater, St Gregory of Nysss exclaims:

"For when we have concluded generally that no single
thing existing, whether an objesct of sense or of thought,
ias formed spontensously or fortultously, but that every-
thing diseoverable in the world is linked to the Being,
Who transcends all existence and possessses the source
of its somtinuance, and we then perceive that beauty
and the majesty of the wonderful sights of ersation, we
thus get from these and such-like merks a new range of
thought about Deity, and interpret each one of the
thoughts thus arising within us by & special name,
following the advice of Wisdom Who says that 'by the
greatness and beauty of the greatures proportionately
the Maker of them is seen'",}

131: Gregory of Hyssa, Nicine and Pogt~Nicine Fathers of the
Christian Church, transe., Phillp Soheif and Benry Wece, Seoond
sories (Hew York: Christian Literature, 1893), V, pe 309,

46

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



47

St Chrysostem apeaks of nature ss God's creation with the
same glorificatiom

"Look,® exhoris the saint, “at the starry heavens,

the great plaine where the stag snd doe froely

brewse about the fountains, and tell me whether

ene should be enrapiured by the beautiss of mature

and by the mmrvelous works of the Croatore"?
This swarensss of Diving Crestion had the offect of drawing
man %o saturs. Sines the wonder and delight experienved in
saturs was attributed to the Divine Art, thers pgradually
aross & oertain saoramentel sttitude toward sensible reality.
Nature in its various forme displaynd the intelligibility,
the beauty, the order snd the grandewr which ars thomselves
the impriot of the Divine Maker und which refreshed the mind
and body of man in his everyday existence. Christ Himself in
Hie %ing- swmuoned wen o an apprsciation of the beauty of
the 1ilies of the fleld, which were mors beautiful than
Solemon in all his glarye

Zarly Christian writers, in thelir simplicity and zeal

for the Gord of Christ, found themselves considering all arg
which weas not God's as something "srtificiul®, and, therefore,
o be discourageds They were o absorbed in the beauty of the
Divise Ari, sverywhere sxenplified in matwrs, that they negleet-
ad the role which the hwsen artist has in perpatuating, in a
sacondary sense, God's Creation in the sensible world. This

%yide Meurice de Wulf, Art snd Deauty, trans., Sister
Hary donzago Udell, O.P. (Londont Herder, 1950), p. 128
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is quite svident when 5t Chrysostom writea in anether place:

%ihen you leok at gleaming bulldings, snd the espeot

of solomedes allures your eye, then turn at once to

the vault of heaven and to the free plains in which

herds grasze at the sater's btrink, tho doss not despise

81l the ereations of art when at dewn in the stillness

of his heart he admires the rising sun, as it sheds

its golden light over the earthy or, whan resting by

a gpring in the deep grass or wader the dark shade of

thiok«loaved trees, he fonsts his oye on the far

distence vanishing in the hage?™®
Thus we gee how fully these early Christisn writers recognised
the besuty of matuwre as the work of Divine Creation,and even
acoented this recogpition by a tendency to disparage, in ocom-
parison, the works of mans It was only with 8¢ sugustine
that human art found its place in Christian thoughte

In the meantime, in those cases where art did Cind

expression in "imitations” of nature, the charge of artifiei-
ality™ was based on one of two ressanss First, any attempt te
imitate natwre tended to diminish its sacrementnl chmracter by
directing man's attention away from its divine origin. Early
Clristiane saw, as Plate did, the falsity irvolved in “imite~
tiona™ which had no other purpose than %o give an illusion of
natwss Hatws in its matwal state was preforred to an
illuaion of it for it was the work of the Divine Artist. Any
human art, therefors, in contrast to the Divine drt of

sensible reality was called "artificial®. Secendly, this

Syide Bernard Besanquet, 4 History of Asthetic (Londons
Maoillan, 1910), pe 129,
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disdain for human art was further inoreased because of the
deocaying character of Roman uri. A% the advent of Ght‘ic‘bia:;zty.
the arts had lost much of their inspirational basis and had, in
genaeral degenerated into a purely senaucus displays Instead of
being a means of inspiring man to & 1lifo above him, the Roman
theatre indulged the sensurlity of the bodys Christisus re-
aoting to this illicdt gratification of the sensas rojected
hwwan art ss fostering lovs solely for the ﬁhings of this
worlde? Thie mttitude towarde humen srt provailed until the
time of Augustine,

Idke the earlisr Christian Pethers, Ot sugustine
found everywhere in nature examples of God ss Artist. DBut he,
mors than sny other Chweh Father developed its philosophieal
implicationss Those implications also included the place of
wan &8 artists From his writings we can gelin much insight
into the osrly Christisn meaning of Imitation when used in art
and applied t0 nmaturs.

Philosophieally, Augustine was indobted to the Neo-
mm:m,s Plotinus for many of his ideas. thatever this

relationship say have besn, Flotinus does meis sevarsl

%M. Jo Adlar, Art and Prudence (m York: Lomgmans, 1937),
Ps 56« In referring %o the eariy thristisn attitude towerds
the arts, Adler writes that their love of God always declded
what wes to be loved in the world. He oconcludest "Primitive
Christisnity did not compromigoe,”

émml Chapoan, 5 !ﬁsﬁm*u Philosophy of Beauty
{Bew York: Sheed and Ward, Vs Pe U2, De 10e
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significant remarks on the mature of art which parallel mush of
what Agguetine bas to say. For this reason, he sorves as an
exvellent introduction to Augustine's observations on arts

A AN

With Plato and Ariﬁm; Plotinus had himself adopted
the transeendental ides of urt &s czeential to its nature.
Art was primarily an intsllectual thingu The sssential cause
was the ides in the mréist's intelleots This idea is the an~
gevdoring form of arte "This form,” wote Flotinus, "is in

- the designer before ever it enters the stones and the artificer
holds it Bot by his equipment éxf eyes and hands but by his
perticipation in bis art.”® Without this psrticipation of the
artist in his art, thers is no arte Art, if it is to bo so,
"must oreate in the image of its own nature and work by the
Idea or Rossans"? The prinoiple, therefors, of the beautiful
objeet, namely the "Ides or Heasen" in erder to produce, must
{tself be besutiful in & "fer higher and purer degree sinee it
is the seat and sowroe of that beauty, indwelling in the art
which must nsturally be more oomplete then any comolineas of

SPlotinus, Bunesds VIII, 1,11-35 in The Groat Books of the
Hestern World, ed, Robert i. Hutchins, tranfs, LCEDRON GAGLONNR
wnd B. ¥ Pap e (Chicago: inoyelopsedia Britannica, 1952).

T1bid,, VIII, 1, 37=38.
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the oxtarnals"® It iz on the side of the intellect that art
has its source and life, "...overy prime ecauss must be within
um.‘r.‘ more powsrful then its effent can bes the musical doos
not d erive fyrom an ummusioal sowrce but from music; and so the
art exhibited in the msterisl work derives from an art yet
highere"® It is in the higher art of the "Reason” that all art
has its origine. |

On the role of imitation in art Plotinus is most emphatio.
In faot, he werns that arts sre not to be slighted on the growund
that they create by imitation of matural objeots. On the
sontrary, it is & neosssary condition that art imitate natural
objects, jJust as maturel objects are themssclves recessary
imitations of the Ideas from which neture has its sowreces In
the arts, “we must recognisze,” he wmah, "that they give neo
bare reproduction of the thing seen but go back to the Ideas
from which nature iteslf derives.":® In doing this, the artist
transcends nature and in transcending it "adds where mature is
lacking,"™ For thoss who fail in this, do so boosuse they ars

B ibide, VIII, 1, 39-46e
9bide, VIII, 1, 52-57.
101v3d,, VIII, 1, 58-60

R1vig, VIII, 1, 62, Bumsel Chapmen, St Augustine's
FPhilosophy of Beauty, pe 110, ne 3 praiess thls above position
‘ e following way: "Plotinusesebrillisntly maintained that
“rt is not & copy of & copy but asosnds to the principles en
which nature is bullt up.®
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undisoiplined in the discernment of the prinociple producing
boauty in Hature and kmowlng nothing of i%, content themselves
to "rum after the outer, never uanderstanding that it is the
imner which stirs us"? both &n art and in naturoe

mture, like the works of art, ere the embodiment of
the ideal srchetypes in material forms. Yet those ideal arche-
types in the World Soul are still more beautiful than the
principles in mature for they sre present in thelr purity.
Bowever, the artist must discover in some small way at lesast,
the w&tiws sourge of the very firat Resson which la the
pinoiple of Besubly in natwe, He can then take an image of it
for as Plotinus says, "there can be no representation of 1%,
except in the sepss that we reprasent gold by some portion of
gold. b8

This "gold" is the hidden dynamic prineiple of all
things that coms o be by nature and by arts It is the "gold"
of wisdon which sverywhere presides at maiings)® The artist
himself goes back, aftor all, to that wisdom in natwre which is
ombediod in himself. *This is not s wisdom built up of theorms
but one totalitys not a wisdom composed or Mn@ing of mani=
fold detail so-ordinated inte m unity; but rather, s unilty

13101d., VIII, B, 14=25s
M1nid,, VIII, 5, 1-3,
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working out into detaile"dd
This condition of "wnity working out into detail® is
' what could be termed Plotinus® definition of the artistic
szmaa. It bscomes possible only sfter the artistoonten-
plates nature and with the "ays" of the soul}® participaten
in the gﬁm&y&a of ersativity that the Soul of Hature otrries
on and that is the source of croative emergy within the artss.’
Onoe experienced, the artlst sses "so mere bloom upon the
surfuge” of natwrs but 8 penetration of the soul of man by the
Joul of Enﬁ@m There is thus achieved a vislon which no
longer sees tho divine us something external but which becomes
14,38 7o xake explicit the unique meaning of this "vision"
Plotinus wrote, "since sight desals with the exterusl there een
be here no vision unless in the sense of ldentification with
" the objecte}® It is this identifiostion which allows the
ertist to grasp the Idoas from which nature itself derives.
The artist imitates thess Ideas which are the principles ef
pature ag woll as of art and in virtue of which both nature and
art subsliste

161p4d,., VIII, 6, 3-10.

m!biéu Is 8, Se By contemplation alone we can acquire
the "enly eye that soes the mighty besuty of ths One.”

1791ds K. Be Gilbert and Helmut Kuhn, A History of
Esthetiss, ppe 116-116.

18plotinus, ibide, VIII, 10, 45-49,
lslhz,da
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In brief, these ars FPlotinuas' thoughte en arte Un~
doubtedly his insistence upon its essential transcendental
character pointed the way for 5%t Augustines

5% Anguatm

Following in the philosophic tradition of Plotinus,
Augustine considersd art %o be primarily the work of mm«za
It is in the Do Musicn that Augustine lusidly points out the
dependence of art upon reason. Like the lower animals, men
makes; but unlike them, he makes aooording to reason. He
oites the examples of birds multing their nests and even artists
making works sceording to clever imitations of sensible
appesrances. Haoither, strictly epeuking, possess arts %The
bird does so instinotively and does not possess o knowledge of
his arts The sume ls trus with some artists who do net possess
a knowledge of their art but do so, through memory or clever
inftation of appearances. The word "art® csnnot be given to
thet which is the result of sensible imitation becauss

"essall who follow sense and what is pleasing in

it comit to memory, and Ian this way by moving
their body asequire a certain powsr of imitationg
and that thay de not have scisnce even if they seem
to do many things clsverly and skillfully unlesse

they possess in the purity and fruth of he intellect
the very thing they profeoss or axhibit"*

st Augustine, De Musiea I, 4, 6, in The Fathers of the

Church Series, ede, Ludwig dehopp (New Yorkt Cima, 1947)s

811331&0& I, 4, e
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It 1s this "purity and truth of the intelleet" which
exsludes any possible attempt to leave art exclusively on the
level of the senses. It musi rise to the level of the
intellect where, for St Augustine, in a divine illumination,
the mind becomes one with the thing sontemplated and sees
things in their pristine splendour, There and only there can
art be truly engendered. The artist, in this purity of aind,
sees things in the perfection whiech they could not attain in
nature, and in his ari, restorss things to this level of delight~
ful mntawlaﬂm.” What is realised exteriorly in the pleas~
ing work of art is {irst seen interiorly by ths artisan in his
aprt 23

| 3¢ Augustine enriched his view of art with the knowe
ledge of divine revelation., The revesled truth of creation
nade him profoundly aware of tho fast that everything in
nature was the produet of the Divine Creator. In contemplate
ing the sensible world all things spoke the grace of God's
ereation, Stienne Oilson slludes %o this divine gratuitousness
wideh reflects 3t Augustine's sacramental attitude towards created

things.

mﬁa&a simple expression "delightful contemplation” contains
the two avpetbts which 5t Augustine considered essential for an
apathetie sxpsrience. There is delight arising from contemplation.
Yide E. chﬂm’ ibﬁ.du’ PP 89,

33%‘ B+ Chapman, ibiéy s P 3.11,’ ne 13,
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"There is not one of His ltod's) works which is
not & gracesssince they are made in the Image
iﬁﬂ ﬁi:;;a;azzrﬁ;'mm g0 Lo speak universal
8% Augustine congidered all crested things in this saoramental
lights Things in nature were the imitations of the forms in
God's minds God was Himaelfl the Exenplar oause of created
being and sensible things were primarily imitations of the
divine forms, |
Similarily, whan the artist contemplated the Diviune
Art be ross to s direot imitation of the forms which nature
i1tself imitateds?® He would not concarn himself with the
falaity and illusion of trying to sapture the imitations in
nature of these forms. The artist, did not copy mature but
trangoended nature to those forms which mature ilself copled.
Such a iranseending aotivity sllowed the artist to visualise
the forme of things in their perfeotions and to give expression
%o these in his works
Augustine's notion of imitation in srt, whother the

Divine Art of metuwre or human art, strosses the ontolegieal

245, oilson, Introdustion & L'Etude de Saint Augustin
(Pariss Librairie PhIlosophique, 1085), D+ AUle BGLADG 1o Jou=
worain bion, Dieu ss suffity wtest done librewent et gratuitew
ment qu*il domns tout ce qutil domne, et, en ce sens, il n'est
auoune de sss oouvres gui ns wsoit une Zréces sesfn 0o sens inm-
propre la nature elle méme gerait dome wume grios, ...oais une
graes pour ainsi dire universelle et commume & tous.

ZEE. Chapman, ihide, pe 111, ne 3o "Hature for iugustine
was & oopy of the ideas in God's mind, and art copilos those
ideas and not the eopies in nature of these idens.”
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basis of imitations ‘ﬁm smphasis falls on the contemplation
of the intelligible forms which only the mind can sse. To
8% Awgustine, ﬁwm ferms or nusbars constitute the intelw
ligible prineiples for imitation in art. |

St Themas Agquinss

It wae with 3t Thomas Aguines that the sarlier
Christian Idsalism of St Augustine came to an onde Ho pare
formsd the seme servies far 5S¢ Jugustine, as Aristotle had
for Platos The implioation is that he reintegretsd the resl
in the gorporeal and asoribed due reality to sensible beinge
8% Thumas therefuors recognised the validity of the Aristote~
1ian physics or matural philosephys A4ll existing things had
forme which wore imsanont in thems They were not shadows of
forma but wers real in virtue of their owmn existenve. Things
wore in aot, they were sctually moving and it was the mind's
privilegs to grasp the intelligibility of sensible natures
This point of centact botween nature and the nind gave
Thomism the advantaze of lnowing that which was nover knmown by
the Flatonistss thut was s Enowledge of senaible reality.
Thus the mind sould know the sensible and resl,as woll as the
intellizible. Jinos sn ides reached the mind, only through
the instrumentality of the senses, it followed that the mind
must first of all be in sontaet with matwres So in restering
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. the science of resl things, ¢ Thomas pave umeaning once more to
the Aﬂm&i@ dictum: “Art imitates nature."
5t Thomes' notion ér imitation in art followe that of
hristotle. 2&#&%11% 1t 1is the smog but he males 1t more
axpliolts Art should imitate nature not by copying her work
h@hywungm she doss: Arts imitatur naturanm in sua
sperationss®® According to 5t Thomas this notien of

“tmitation™ finds its Justifioation in the analogous relation
mwmmmtmmw Both nature and art find
their source in intelligenco. HNature is the result of the
sctivity of the Divine Mind;27 whercas art is the produst of
the human mind which has m brought to bear upon natizre.

How, since all nature represents the work of the Divine Artist,
the husen artist should study i% that he may lsarn to carry om
% work of oronticns. The srtist, in being a pupil of oature
ig, at the sametime, the pupil of Gode2" He should conform

265 Thomas Aquines, Suma Theologise, I, 117, 1.
¥ eseliocasse est quod operstionss artdls imftentwr maturaeees”

2T1pa4., I, 91, 3» Tescomnes res maturales productae
mt“ﬁ: divina: wnde munt quodemmede srtificiata ipsius
Dol

2871 the artist studies and cherishes nature es.it is mot
o oopy naturs but te bass himmelf upon nature ..o sust be Ood's
pupil, for God knows the rulea governing the making of works of
booutys Hature concerns the artist esasatially, simply because
it is a derivation from the divine art in things...Ths artist
whether he knows it or not, is consulting God when he looks at
thingss" Jasguss MNeritein, irt and Scholasticism, pe 504
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himgolf in so far ag it is possible %o the Creator's sanner of
produsing in nature. Man as wrtist indtatos God as artist in
that the working of God in oreation and husan making both are
produsts of intelligencee Art, like nature proceeds in orderly
fashion, adopting and determining mesns suitable to the sttain-
mont of preconceived endss 4Art, then, is humen making in the
image of divine making, fer art imitetes the processes of
matwre of shich God iz the producers It is in this ssnse that

Pather loonard Callshan interprets the Thamlstic dootrine of
imitation in arts Ho csoncludes that imitation in art is "not
a servile copying of nature's modsls, but |rather) has resourse

%o natare a8 pupil to tencher, Art eopies not natuwre but her

mu‘”

8t Thomas, like iriatetls did not, thersfore, consider
art to be o slavish Imitetion of matures The dootrine of exast
roprodustion wes not to bo telorated.

"Imitation as reproduction or repressntation of the
real = in other woards, imitation mwmg considered
-~ is merely B weans, not an end; 8 8, along
with manmal dexterity te ihe artistio activity, but no
more constitutes it, And the things made present to
ths soul by the sensible aymbols of set = by rhythm,
seund, line, solowr, form, volums, words, wmotre,

rhyme and image, the proximate mi:w ei’aﬂ ~ are
thamselves morsly & materisl el of % o

of the work, just like the Wea in qmaﬁmx they
wa tbe m@ mw:'.  so to mak, at the diaposel

291 oonard Callahan, OsPs, 4 Theory of isthetis, Ascording
%0 aee 5t Thomas Aquinss (Washingson! Lathelic University,
1947}, ppe D35-99,
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of form, the light of being shines To set up the

perfoction of imitation materially oonsidered ns

an snd would therefure involve erdering onsself with

& view to what is purely material in the work of

art; a servils imitation sbsolutsly foreign to art,"S0

Besides, an absolute fidelity to nature iz to limit art
t0 the level of the eye, and to do viclance to man'e intelleotu~
ality. The artist studies naturs not that he may photograph
ons of its sepeots but to draw inspiration from it. To this
sxtant art must depend wpon metures But the artist reflecis
upon the actuml, then genaralizes from the various forms eof
nature in order to envisags the objoot conceived in its ideals
Homon the "brilliance of form” of a thing is the resplendence
of its idenls The artist expresses this form by menifesting
the intelligible prinoiple through soms sensible materials
This is vhat Pather Csllahan terus "the essential of the
artistic besuty accerding to the Thomistic theory - the
axprossion of the ideal by the form; Imitation is to be
understood in the sense of manifestation of this principle of
intelligibility, the ideal.” He adds refaerring to art "...its
mission is not to gopy the real but to idenlize the real and
realise the ideals"S}
But 1t is possible to way these thinge om art only if

there is a philosophy of mature, distinst, at ouos, from

%jacquos Maritain, Art and Scholastioism, ppe 45-46.

81y, callahan, ibide, pe 100s
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motaphysios and from the oxperimental solencese Do nodern
philosophers gonerally subsoribe %o this view? This question
will be answersd in the next chaplers
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HODBRN ARSTHETIC POSITIONS

The 'Fhilesaphiml Bmggemd

Rene Descartes, the father of modern philosophy,
expressed & marked antipathy for poetry and for art, in genersls.
This antipathy, however, was perfectly gonsistent with hia
philosophiocal systems, To him, the only ldeas that were worth-
while examining were clear and distinot ideas, fer these alone
were worthy of sslence, and capable of withstanding the
*serutiny of Raamn,"l Sinee hie sole passion was to estabw
1ish scisnce on a firm basis, he was not interested in poetry
and the like, for these did not l}nlp his solence, This is
particularly evident frem what he wrote in the first part of
the Discours Ue Ia &;*!;hoda, soncerning poatry and history.

"Besides, fictitious narratives lead us to image
the possibility of many events that are impoasibles
and even the most falthful histories, if they do
not wholly misrepresent matters or exaggerate their
importance to render the acoownt more worthy of
porusal, omit, at least, almost always the meanest
and least striking of the atiendent cirecumatances
henee it happens that the remainder dees not tell
the truth, and such as regulate their conduct by

examples drawn from this source, are apt to fall
inte mwmmas of lm&gh’b-ucrrants of Romance

lRens Descartes, Discours De 1a Eﬁethode, od. Etienne
Gilson (Parisz: Libreirle Philosophique, 1947), II, ps 14 .

62
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and bo ’ag#er%ain projects which exceed their

powers," " ‘
Poetry and history were two such fields which dealt with such
oxMwmn and they were to be avoided for not representing
the truth, that is to say, of clear and distinot ideas.

Hevertheless, Descartes, while he considered only oclear

and distinct ideas worthy of wmmu, ‘did make room for confused
ideas when he ineluded wnder the d enemination’ thought every-
thing within the mind,.

"By the word thought, I wnderstand all that

which takes place in us that we of ocurselves

are immadiately eenscious of it; and, accordingly,

not enly to understand (i_ri'tail .gere, entendre)

to will (welle), to image (immginsri), but even

to peroeive (sentire, sentir), are h

as to think (cogitare, peuser).”
Ho designated generally by the term idea all that was in the

minde With this Dgscartes admitted the presence of any kind
of idsas, whether clear and distinot,or sonfused.

One of Dgscartes successors, Gottfried Leibnits sew
the need for distinguishing within the mind, the clear ideas
whioh belonged to science and the confused ideas which
Descartes admitted but rejected as wnfit for scientific
knowlsdges Leibmits observed:

"An idea is sbscure when it is not suffiecient

zlbidﬁg I. gp». 6‘?.

353;;, Dasoartes, The Princiglea of l’hiloao%xz, I, IX, in

A Discourse on Method, Meditations and inciples of
Descartes, transe donn veitoh (New York: EeFe Dutton, 1929),

Pe 187

SSINFTION TNIVRE
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to snable us to recognize the thing representedses
Knowledge then is clear when it is sufficient teo
enable me to recegnize the thing represented, and
48 further either confused or distinot; confused
whea I cannot snumerate separately the marks
necessary to separate one thing frem ctherse..Just
az we often see painters or other srtists who judge
very correctly that a work is goed or defestive,
without being abls to sacceunt for their judgment,
and who reply to those who ask their opinion, that,
that of which they disapprove lacks something,

I imow not whatseee™

Thus, though srtists judged with cenfused perceptions they still

possessed & grade of intelleotual lmowledge. Isibnitzx held,
therefore, that there were two grades of lmowledge. The confused
ideas mzéo wp of "little perceptions® such as the vague congeries
of the dream=state, and the distinot and olear Imowledge of
selentific explanations It was on this level of confused per~
esptions that Leibnite ‘piace& the artist's knowledge. He makes
proper judgments but mxmot say whye "Taste as &iﬁinguimed
from understending oonsists in confused perceptions of which
e mt adequately render an ascountes"® It was obviocus te
leibnitz that these ideas were simply neglected by Descartes,
and theoy needed to be distinguished from the olear ideas of
sclentific explanations

. Christian ven Wolff made note of this difference be-
tween cloar and confused ideas and agreed that the distinction

%e Philosophiesl Works of Leilmitz, trans. GeleDuncan,
2nd od, (Wew Havent Te, Horehiouse & Tayler, 1908), ppe 28-29.

Svide K. Fe Gilbert and He Kuhn, A History of Esthetios,
Ps 228,
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was in secord with the light of reason.5®

e Ge Baumparten who inherited the rationalisam of Wolff,
‘and the distinction made by Leibnits, olaimed for the confused
:Mué the right of an independent science. He isolated a
region of the mind, the "lower apprehension” and located the
cenfused ideas there. The mind, thersfore, had an "upper"
and "lower® reglone The "upper apprehension" was the faculty
of distinet and clear ideas which was proper to philosophye.
But the legically precise ldeas appropriate to science did
not suit poetrye. It wes, therefere, from the regien of the
*lower apprehension” thet the confused ldcas and adumbrations
of poetry, beauty and art were to be founde®

Acoording to Bmmgarten". roason was campatent to deal
with thess oconfused ideas as an independent sciences The
science gave the rules for knowing sensibly, and was occupled
with the perfection of sensible knowledges He ooncluded that
this part of rational scisnce (that is to say, that part whioh
was &8 rational as the part that dealt with clear and distinct
ideas) was called Aesthetiocse

- I% is significsnt to note that that,which Descartes

58 1bide, pe 290, "Baungarten's philosophical father, the
schoolmaater Wolff, gave his suscessor little more than the
pedant's method and care."

S1bide, ppe 269-295.

| Tyide Bémést‘bv Cpoos, Aeathetle, trans. Douglas Ainslie,
(m‘ Euﬂiilﬂn, 190’9). p’ §5§.
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excluded as being umworthy of reason is now dealt with by reason.
Poatry, art and besuty now come under the light of reason. None
of the ommicompotencs of reason is denieds In fact, reason
makes another cenquest; art falls under the domain of rationalism.
But with Eant this consideration of Aesthetios as a

separate sclence met with definite opposition. Kant saw no
reason to conslder Aesthetics as & ssparate soisnce. He
specifically eoriticizes the ratlonalistic method of attempting
to base taste on reasen. It wis hopsless because taste or the
confused ideas of the “lower apprehension” were always
empirical,

"The Germans® wrote Kent, "are the only pecple who

cwrently made use of the word 'sesthetic' in order

to signify what others term the aritique of taste.

This usege originated in the sbortive atbempt made

by Baumgarten, that admirable analytieal thinker,

te bring the oritical treatment of the beautiful

under rational principles, and so to ralse itas rules

to the rank of a science. The said rules or oriteria

are, as regards their ohief sourees, merely empirical,

and cemseguently can never serve as deteorminate &
fori laws by which owr judgment of taste must be

actede"S
It was on this aceount that Eant refused to accept Baumgarten's
"aesthetlo region” as a separate science. Kant maintained that
what Beumgarten dealt with separately, could be treated under
Criticimas (The Critique of Tasto).

¥oreover, Kant wanted to reserve the name “assthetios"

81mmanuel Eant's Critique of Pure Reason, trans, Nerman
Xomp Snith (Hew York: Humanitles PresS, 10BU), Pe 66e
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for his oritioal reflections on sense cognition. Kant was
aware that thers existed an activity other than the intellec=
tives This new department of knowledge m§ that of "aesthetios"
which was basad not on reason in the senss of Baumgarten, but
on & m& prinoiples. He speaks of these principles of senss
knowledge in the first section of the Critique of Pure Reasone

“The effsot of an object upon the faculiy of
representation, so far as we are affected by it,
is sensations That intuition which is in relation
to The objeot through sensation is entitled
m}, The undetermined object of an smperical
on is entitled appearan B9« That in the
appearance which oorresap <
its matters but that vézich so du‘bumﬂ.ms the mani-
fold of appearance, I term the form of appsarancs.
That in which alone the sensations can be posited
and ordered in a certain form cannot ltself be
gsensation; and thersfore, while the matter of all
appearance is given to us & posterieri enly, its
form must lie ready for the sensations a priori
in the mind, and so must allow of being “considered
spart from all sensation.™

Thus sensations do not enter the mind, wntil the mind has given
them form. This is neither sensation ner intelligence. It ia

pure intuition,the sum of the a priori principles of sensibility.

Xant, %horafws,.' consludes: "There must, thon exist a sclence
that forms the first part of the transcendentel dootrine of

elements, distinct from that which contains the principles of
pure thought and is called a-m«namm Logics™ O This new

seience he calls the Tranacendental Asathetic and it is a

®Ibide, ppe 65~66,

IO,Ibié.p, Pe 66
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construetive means by which men acquires semsible knowledge.
Consequently with Kent, the explenation of knowledge

is an neasthe’ic one, that is to say, o construetion or preduce

tion of knowledge, wherein mna’ experisnce gives the matier of

knowledge and reascn gives the form of knowledge. The result

is & composite, & tertium quid, which was valld sclentifie

imgwledge. Knowledge, for Eant, was essentially a productive
wtﬁmy‘

According to M Maritain the whole Kantian theory is,
in reality, an artistic mekinge He accurately deseribes this

when he wrote: "Das lors comnsitre c'est fabriquer nous ne

gonnaissons que ce que ncus faisons, Voila 1'axiame secret

qui domine toute 1a philosophie spéculative de Kant."ll  So the

axiom "to }mewb is to make” is a tersc mtatement of the Kantian
theory of knowledges The mind molds the raw material of
experience as & sculptor molds his marble.

Thus Kant in his theory of knowledpe made unwitting
use of sesthetic iarimipias (i.0+ in the sense of the Aristotelian
;wimip’lai of natural philesophy) in order te give an explanation
of sense cognition. Sinece Kant, thersfors, had an sssthetic to
&ylnin Mwlgdge. uny oxphéation of srt would have been

sbswrd beosuse it would have involved a reduplication of what he

nJacqm; Maritain, Refloctions S L'lntelliﬁame, 3o od.
(Paris: Desclés, 1930), ppe 4~5s
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had already said concerning knowledges

Moreover, all of Kant's theory of knowledge was for the
sake of providing justification for the sclence of physics which,
epistemologieally speaking, wes the only true science with

objective validity. This peint ¥ Gilson has observed when he

mmmu

aoncerning Kant,

¥ .eshe not only ecmsidered Hewton's method as the
only valid methed, but also that he took the faet
for granted that the real world was exactly asz
Newton had desoribed ite The Critiyus of Pure Reason
is a masterly description of what the structure of
the humen mind should be, in order to accomt for
the existence of a Newtenlan conseption of nature
and assuming that conception to be true to reality.”

But this physics does not deal with those problems which
Baumgarten would treat in his Aesthotice Thus by making it the
business ef the understanding to deal with thess problems,Kant
had ne philosephy of art, if by philosophy of art ls meant, at
lsast in one of its important parts, an explanation of the
mattor and form of works of art.

Fhysios being what it was since the days of Dasscartes
and little changed as far as it is & type of science when Xant
reflected upon 1%, had nothing to do with the problem of art
and beauty. This same physics being a substitute for the
philesophy of nature,'® left the philosopher of nature (the

méﬁ"&anna @ilson, The Unity of Philosophical Experisnce.
{Now York: Soribmer, 1957), pP» "

lsﬁ.da Jacgues Mi’min. Ia Philosophie De la Nature,ps 37.
Descartes Delieved in a philosophy of DA whioh was identified
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Aristotelisn physicist) unemployeds The one place remaining
for developing a philosophy of art was metaphysicse But with
Kant this had given away to critiolisme’?

If, through pride or some other undorstandable human
motive, the poets wanted a sclencs Lo sxplain art, they had
littlo else to do then sccept Kanit's critical-philesophys

In consequence, when the modern assthetician came to
the subjeot of art, he found that he had only two possible
disoliplines where a theoery of art could be discussede The
first was in the realm of motaphysics; the second wes in
physics or empiriological science, erronsously called the
philogophy of naturees

.Hamar. in metaphysiocs, the modern ratiomalistic
disdain for anything sensible excluded the possibility of

providing the natwral prinsiples of natuﬁa, much less of arte

in his mind with a lopical mathematical explanmstion of thingsa.
Since by his own definition ("That the nature of & body consists
sesin extension alone,” The Principles of Philosophy, L, XXIII,
Pe 174} the comstitution of matural bodles was reducible to
extension, the only possible knowledge of them was through a
mathematical reading of the sensible. Thus the philosophy of
nature was mede into a mechanistic conception which denied

all lmowledge of sensible reality except quantitative knowledge.
Such was the Carteslan philosophy of nature which took the
pleace of the Aristotelisn natural philosophy in modern
thoughte It iz known alsc as empirieal scionces

Mlmmnuel Kantts Critigue of Pure Heason, transs
N.¥.8mith, Preface Lo Seoond maition, ps 3Us "It is therefore
the {irst and mosbt laportunt Gask of philesophy to deprive
mobaphysics, once and for sll, of its injurlous influence,
by attacking its errors at their very sources"
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The same was true in the empiriological sciences. S;nsi.blo
reality, having been reduced to the common denominator of
quantity was knowable only in terms of observation and measure-~
mente The rssult was the same as that produced by a meta=
physical or apirimn:}t ivory towerisme Neither metaphysios
or smpiriological science was competsnt to deal with the
matural principles of nature.

The position of the modern assthetician is thus olearly
marked off, If he limits his theory of art to explanations
that san invocation of exclusively metaphysical princlples
permits, he can treat only of the tramscendental or "vertiocal”
aspeots of arte If, however, he turns to other gources for his
principles, none of them will be philosophicale He ia left,
therefore, in the difficult position of elaborating an aesthetios
oither on the double foundation of metaphysieal principles and
empiriological prinei.glaa, or on the single foundation of an
arbitrary set of principless The latter alternative iz not
without merits, for at lsast, it gives an unity to his explana=
tions which the hybrid mesthetics lackss But in elther sase,
the principles thus used to esteblish a basis for aesthetics
invariably prove to be inadequate and wnmusstisfactorye.

One contemperary sssthete who has given testimony to
the futility of rooting aesthetios in any such double founda=

tion, or in any arbitrary set of principles, is Benedetto Croce.
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15 he enunciates five sesthetie

In an appendex to hils Aesthetic,
misconceptions which result directly from this confusion over
what constitutes the proper foundation for the science of
agsthetics. In this oclassification Mr Croce considers those
erronsous gonceptions which stem from attempts te Justify
sesthetios on ground foreign to the nature of arte. For this
reoason the classification provides an excellent opportunity of
viewing the differsnt conflicting aesthetic conceptions, and of
seeing in what way they fail to present an adequate basis for a
theory of art.

0f the five misconceptions which Mr Croce e xamines he
begins with empirical Aesthetlcs This conception is limited to
the lasvel of asathetic or artistic factse These artistic facts
can be gathered together in order to classify them under different
typese Howsver, according to this school,such facts cannot be re-
duced to any one philesophical explanations The logical ideal of
this sesthetic is the cataloging methed of zoology or botany.
The empirical aesthetic states the fact that this is & work of
art but it dess not kmow what it is that sxplains this faote
*this aesthetic", (roce writes, "when a sked what art is, replies
by indieating successively single facts and by saying: "Art is

this, and this, and this too is art, and so on indafini.tely"."ls

18ponedatto Croce, Aesthetic, pps 3571-403,

161bide, ppe 371=3724
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The whole conception is determined by the empirieal approach
vhich admits the possibility of an infinitely differsnt number
of artistic facts.

The second Aesthetic elassification Croce terms practicism.
He explaing that this concepiion is distinguished from the pre-
ceding, in that “the aesthetic or artistic facts are not merely
empirioal or nominslistie groupings together, but that all of
them possess & common foundationst? This common foundation is
placed in ™the practical form of human activity." 8 The various
manifestations of this aesthetic, he continues, have been called
hedonistie, utilitarian, soralistic and so on, ascording to the

pleasure, usefulness or virtue of the assthetic fast, These

faets are therefore considered in terms of the effect which the
assthetie facl may be put to use, that is to say, according to
the needs of the particular human being. Such i3 the aesthetic of
practicism, which places the value of art in the practioal benefid
attained through 1t.

The third aesthetic school which Croce lists is the
intellectualist. In this conception, sesthetics "recognises
the reducibility of artistic faets to philosophical treatment®
and “explueins them as partienlar cases of logleal thought,

Wrma., p. 372

T

18144,
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identifying besuty with intellsctual truthess™® Ho continues
to state that "for this hesthetic, what is priged in ari, is
what is learned from 1ts"2° In the light of this conception,
"ert would be the whole mass of eaay and pepular truths; or it
would be a transitory form of science, a semlwscience and e
semli-philosophy, preparatory to the superior and perfect form
of sclience and of philasnphy."al Thus this intelleotualist

dosthetic conceives art to be the wehicle for intellesctual
truth and & direet means of stvaining lmowledges Art is there-
fore subjected to didactic intellectualiem and aesthetics
becomes a manunl for pedagogye

Mr Crocet's fourth Aesthetic is called agnostice The
grounds for this desthetie school springs from & negation of
the validity of elther the smpiriecal, the practical or the
intellectual Aeéthe*hiw. It finds these conceptions too

avidently false because "it iBeseloth to admit that art is a
gimple fact of pleasure or pain, au axerolse of virtue, or a
fragmentary sketch of scionce and philosophys"%% On the con=-
trary, this Aesthetic knows that art cannot bs resolved inte aa

empirical concepts it knows also "“that plesaure and pain are

9Tbid., e 3720
201bide
Zlthide, pe 373

22111de, Pe 373

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



76

wmited with sesthetic astivity only indireotly; that morality
has nothing to do with art; thet it iz impossible bo rationalige
art, a8 1s the case with socience and philosophy, and te prove
it besutiful or ugly with the aid of reasom.”?® It is at this
peint thet the agnostisc mesthetic breaks down because it is une
able to say what the principle of art is. The _gnostic
.agsthe@tie ig ecomteont therefore to consgider art as unexplainable.

Up to this peint, Croce's enalysis reveals the inade~
quacy of any of thess psewdo-asgtheties to explain what art ise
Even his last classification of mystical Assthetic shows the
futility of atbemptine to explain art In terms other than ite
own nature. Agvording to Crocs, the mystical Aegsthetic would
considar art as "the highest pimnaole of knowledgse"?¥ But
Croce points out the sbsurdity of such an explanations “How,"
he asks, "ean art ever be superior to philesophy, if philosophy
make art its objeet, that is to say if it place art beneath
itself, in order to analyse and define it?"25 Such contradiotien
leaves ne‘ justification for s mystical theory of arte

It is in this order that M Croce classiflies these five
erroneous schools of sogsthetics. Howsver, in retrospsed it

appears thet Mr Crocets classification is 1tself, based on the

231bide, pe 3736

2411)1&., P 314,

—————————"

257114,
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modern devision ¢of science into the empirical and the meta=-
physical in which the philosophy of nature is taken for the
empirical science. As such, in Mr Croce's classification, the
philosophy of nature has been ignored as a possible basis for
the theory of art. Nowhere in these five misconceptions does
the philosophy of nature enter into consideration. In
empiricism and practicism,the justification is on the empirioal

level of botany or psychologys In the intelleetuslist and

mystical oconcepbions the justification derives frem metaphyesios
and the supernatural. None of thess, gither in themselves, nor
in any sombination, are oapable of dealing with the principles
of nature or of arte Further examination of these various
assthetic theorios dlscloses the reasons why.

In the first place, the mystical Aesthetic does not
qualify as a walld explanation of art becauss 1t confounds the
patural sphere with the supernatural. True mysticimm is rooted
in Paith and has its end in an inner growth of contemplatione>"
It would be & centradiction for any mesthetic to persist in
clatming that it obtained the natural principles of art frem the
supernatural sphere of mysticisms. Art belongs to the natural
order and to confuse it with the supernatural ie wholly un-

reascnable.

 28y440 Charles dJournet, The Wisdom of PFalth, trans.,
ReFe8uith, SeJs (Westmineter, Maryland: Newman Press, 1952),
PP 3-13,.
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On the other hand, the 'empiriaal Aeathetic considers
art to be another kind of phenomena. All artistlc facts are
evaluated according to observable characteristics. By re-
fusing to take into account the intalligible or transcen-
dental aspect of art, it fails to see the intrinsic prineiples
of arts The empirical Aesthetic, in denying the possibility
of a philosophioal basis,suggests that thers is no fundamental
intelligibility to arte The purely desoriptive reading of

- this Aesthetic finds itself in the paradoxical poasition of
fﬂing and cataloguing and sorting the various kinds of
artistio facts, without kmowing what it 1s that makes the facts
"artistic"s The chief oriticism of the empirical Acsthetic is
this it stops short at a material d escription of artistie
facts and considers that this is all there 18 to be said on
the subject of arts Such a presumption refutes itself. No

 matter how well it desoribes the artistic facts, desoription
is always deseription, and under no circumstances does it
become an explanation of art,

¥ Bugene Véron, & celabrated aessthetician of the late
nineteenth oentury did not hesitate to show the short comings
of the empirieal Aesthetic. Upon this point hs wrote: "Aea-
theties is perforce limited to the statement and registration
of fasts, and to their claseification in the order most

probables 8o far, then, it cemases to be a scisnoce in the
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somplete sense of the ——

The smpirical Aesthetic leaves
the prinsiples of art unexplained.

Nor is the Aesthetic of practioism capable of answering
our queste As we have seen, this conception judges art in
torms of its effects It contends that everyons, even the most
phlegantic, admit sesthetic pleasure to be & fast. It cannot
be denied becauss all have felt that agreeable experience of
sensibility when one contemplates something of eminent beauty.
Howsver, this sesthetic fails to see that this experience is
essentially a by-product, an effect of the worke. To make this
aesthetic thrill, the very basis of art is to put undue stroas
upon feeling and to ignore the work of arts It is indeed a
little lopsided to consider the eoffect as primary, without
considering the work of art which to begin with, makes the
seathetic plessure possible. For this school, the velue of art
is dependent solely upon the pleasurable effeot which it is
eapable of arousing. Consequently, art iz conceived as a thera=-
peutic means of restoring peeple o a state of equilibrium and
emotional harmenys In this practicist Aesthetie, art is enly
good when 1% is serving a practical purpose, whatever it may bee

The feult of this aesthetic theory is rather patente.
An aesthetio which is based on so d ecaptive a phenomena as

emotional or psychological effecta is left open to the charge

37Eug$na Veren, Aesthetisca, trans. W.He Armstrong (Londen:
Champman and Hall, 18797, pe vie
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of subjectivisme Art has no sbjective value, it is entirely &

 matter of individual caprice. Assthetic practioism reverts to
the emotional value of srt and to vhatever use this effeoct mey
be pute This sesthetic of practicims, whether it deals with
assthetic facts or with the psychological reaction to these
fects, is always accentuating the merely empirical and deserip~

' tive character of art. The question of the prineciples of art
still goes unanswereds

 Moreover, the intellsctualist Aesthetic identifies art

‘with intellectual truth., It rationslizes art into a minor form
of selentific or philosophic knowledg» demending of art the same
truths which are given by the natural solsnces and metaphysics.
But rational inowledge is peculisr to the philosopher and the
scientist sud mot to the artist. "The activity of art,” says
¥ Maritain, "is not in itself an activity of knowledge but of
oreation; @t aspires to ereating an object in mecordance with
the objects inner needs and its own goods"28 To slaborate &
theory of art on an intellectualist feundation would be to
confuse making with kmowing. Kant is the historical example
of this position.

Pinally, there is the agnostic Aesthetic. More than
any of the ;:rsf:{m assthetic conceptions this agnostic theory
points the way to the trus philosophical basis of art. To

28 Jacques Maritain, The Bange of Reawa (Hew York:
Scribner, 1952), pe 17. {Only in Bnglish edition).
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repeat what Mr Croce has saide this gesthotic knows thet art
cannot be resolved inte an empiriocal -eumept; It shows that
pleasure is united with the assthetic sotivity enly in an in=
aarm”m. It realizes that mr@lﬁy, as such, has nothing
to do with arts It also sees the imposaibility of rationalig-
ing srt, as is the case with the empirical and intellectusl
sestheticians. In short, it clearly sees the futility of
building an #eithaﬁa eiﬁwr on the double foundation of metaw
physical and wpiriml primiplos or en the single foundation of
an arbitrary set of prineiples. Mxii‘w rsjwting these theories,
i% dimmra that art must have its own ;rimiplex and origing
but just what these am 1t cannot saye
Ihis &mkuMwim of failure to state the principles
of art is the mst; honest approaeh Ma by these various pseudo-
aosthetio theories, It stems from a reslisation that art has
its own principless but that the agnostie school lacks the
proper philosephical basis M»hy m alﬁhﬁrato & theory of art.
' From the ocmsideration of these various sesthetic con=
ceptions Mr Croce proceeds to o&ﬁ@mﬁ- his own dootrine of
seathetics, héoping in mind the inadequacies of these previous
| positions, He ealls hin dootrine , the ‘anﬂkhaﬁe of pure
intuitions Just what this memns U¥r Croce states in the follow-
ing wayr |

YHitherto, in all attempts to define the place of
art, it has been sought, either at the sumit of
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the theoretic spirit, abowe philosophy, or, at loast,
in the eircle of philosophy itselfeeses Vhhy not in-
vert the attempt and instead of forming the hypothesis
that art is one of the summits or the highest :rede
of the theoretlc spirit, for ths very opposite
hypothesis, namsly that it iz one of the lower grades,
er the lowest of 8117 ...If wo compare Art with the
three forms | natural or positive Science, History and
Philosophy | it muat be declared iaferior, that ia te
say, less complex than the matural Soiences, in so
far as it is altogether without abstrastions. In se
far as 1t is without concepitual determinations and
does not distinguish bLetween the real and the wireales.
it must be declared inferior to Historyes In s far
as it fails altogether to surpass the phenomenal
world, and does not attain to the definitions of the
pare concepts, it is inferior %o ;muwg? it50lfees
Art is governed entirely by lmagination; its enly
riches are imagess Art dees not classify objeots,

nor prenounce them real or imaginary, nor qualify them,
nor define thems Art feels and represents thems
Nothing more. Art thersfore is intuition,"29

One commentator hes evaluated the negative mesthetio

conception with singular exactitude,
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the theoretic spirit, above philesophy, or, at least,
in the eirele of philoasophy itself.eses Thy not in-
vert the attempt and instead of ferming the hypothesis
that art is one of the sumits or the highest gcraede
of the theerstlc spirit, for the very opposite
hypothesis, namsly that it is one of the lower grades,
or the lowsst of AllY seeIf wo compare Art with the
throe forms [ natuwral or pesitive Science, History and
Philosophy | it must be declared inferior, that is te
say, less complex than the matural Sclences, in so
far as it is altogether without absiractionse In se
far as 1t is without conceptusl determinations and
does not distinguish between the real and the wroale..
it must be declarsd inferior to Hiastorys In o far
as it fails altogether to surpsss the phenomenal
world, snd does not attain to the definitions of the
pure concepts, it is inferior to leE?r itselfees

Art is governed entirely by imagination; its enly
riches ares images, Arit does not classify objectns,

nor prenounce them resl or imaginary, nor qualify them,
nor define them, Art feels and represents them,
Nothing mere. Art therefors is intuition,"29

One commentator has evaluated the negative aesthetio
conception with singular exactitudes

FBenedetts Croce's dootrine..ssoems often to
consist of & dautology hedged in by negations.
Art is art, and art is not morality, religien,
politica, truth, sensation, emotion, pleaswre.
Furthermore, art is art, and it is dence, musio,
architecturs, lyric, drammtie, comie, tragis,
ouly im an incidental ways. The inwerdly conceived
expregsion, the essence of art, may be wedded to
a1l kinds of conventions, beliefs, and materiala
and thus be diversified ianto a wealth of individual
workss But the wmiversal ooncepts of esthetics
find no foothold in this sphere of boundless con-
tingenecy. "0

¥r Croce, by identifying art with intuition, would

297b3de, ppe 365-385,

30g, B. Gilbert and Helmut Eubn, A History of Aesthetics,
P $664 v
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dentroy the field entirely by infinitely extending its limits, In
this regard, Mr Trving Bsbbitt very well says that “The formal
element in art has vanished away more and more, until nothing has
been 1sft ut pure axpreaaiam“n Crocets assthetic conception,
instead of giving an explanation of what art is, rsduces art to

a2 stats of non-entilby.

¥hat then can be concluded from the considerstion of these
various psendo-aesthetic conceptions?

They all reveal that art laocks an adeguate philosophical
explanation either vhen it is mooted in mstaphysies or in the
empiriclogieal seiences. If eonsidered a branch of metaphysics,
only the transcendental aspects of art muy be considered; and if
allied with physics or empiriological scimee, a congideration of
art is limited % its material msnifestations or the physical
resctions to these manifestations. The agnostlc Aesthetic calls
for prineiples but finds no philosophical basis caspable of revealing
what these might be.

It will be the purpose of the coneluding chapter to present
the philosoply of nature as that philosophical basis on which an
adeguate theory of Aesthetic may be founded,

%‘mmz Babbitt, The Hew LaokBon (Cambridge: Umiversity
Press, 1910), p. 219,
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CONCLUDING NORB

Art and the Philosophy of Hature

From the preceding ehmptar, it iz suffiolently evident that
the very begimnings of modern Aesthetlies hai its souree in the sub~
Jootivianm of medern phlloecphys. Aré, along with nature, had been
roduced to & purely subjective phenomenocns For this very reason,
modern philosoghy was unable to provide an adeguate basis, either
for art or for its eritisisme

1% was beasuse of this failure of modern philosophy o ascount
for the theorstieal bssis of art that we undertook, in our ssoond
ohapter, an exsmination of the Aristotelian philosophy eof netures The
one aspest of matural philosophy in whioh we were partisculerly inter-
asbod was the progsess of matural goneratiom, for this is what art is
gaid to imitates We relnted the dogtrine of peneration whioh states
ttmt the eoning into being of natursl things involves three nesecaary
principles. These primnciples sre being in potemsy, which is matter,
mon-being in met, which is privation, and that throush whieh something
comes~to-be in set, whioch is forms These prineiples of generation
roveal that everything whiok ocomes into being does ao for the sake of an
and, and an end 1z that which always appears as the final result of a
develo ments This development is always in acoordanse with naturel

83
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pm«awlﬁ, and by a sontinucus process attains its completion ia
the term of generation, which 1s & formed nature. This 1s the process
of generation which takes plase iu vatural things.

lioreover, both Aristotle and 8% Thomes point out the paralle)
which exists betwoon natural snd artificial gem:ration. While they
maks & distinetion between humsn meking and matural generation;
nevertheless, they recognigze that the process of coming into belng
is common te bLoth. The example which they use moat fregquently is

the art of seulpturings 1% is in the De Prineipiis Naturae® thad

8% Thomus aspesaks of the prinsiples of geweration as they are applled
%o arts Yhen a stabue is mmde from bronse, the bronse which is in
potenay to the form of the statue 1s the matber. The shapeless and
undisposed prinsiple ls the privetion, snd the shape, bLeoause it ia
ealled & statue, is the forms But 5t Thomms asutions that the form
of the statue iz not the same &s the substantial foram in the patural
senees The bLronze, before it reoeives the form of the statue, lms
axistence already in set, and 1%s existence does not depend upen
the shape of the status whioh is really only an accidental form.
e, therafore, peints out that all artsificiml forms are, philosoph~
ioally speaking, scoidsntal and that &)l human art operates only on
thet which is already constituted in existence by nature.

While for Aristotle and 8% Thomas, art is oertalnly disting-

lst Thomas Aquinas, "D Prineipiis Katurae, Opuseula XXIV inm
Summa Philosophien accedunt praccipus siusdenm dostoris philosophion
Opuseuif, ®d8s Ps Gs ROUK-LAVOTguUE, Bs LI TEAIGUIOF GRA L. GOrmer—
rend (Pariss L. Glrard, n.de), ps 408,
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uished from mature, yet like mature it partains to e certein kind
of coming into beings
esowith oontriving and oonsidering how something may come into
being whioh is capable of being or mot being, and whoese origin
is in the mker and not in the thing made; for art is concermwd
rather with things that are, or ¢ome into being by meocessity,

not with things that do se in accordance with mature, sinoe
these have thelr origin in themselves.®

This eitation alearly shows the generative procsss common to beth
neture and arts Natural objests have their prinoiple of setion
Prom the mature of thingsy the form of the artifex comes te it
from the mind of the mﬂht who imposes this form on suitadle
naterial.
The producte of artss.require the pre-existeonce of an efficlent
vause, homogeneous with themselves, such as the statuary's ars,
whieh must necessarily preceds the statuess.s Art indeed
aeohsists in the econception of the result to be preduced belore
its resliczation in the mterisl,

St Thomas mdopts the same viswpoint in the De Primoipiis Naturseds

The principles of matter, form and privation are insufficisnt teo
explain generation, A statue, in order %o be sroduced, needs an
agoent in order that the form mizhkt pass from potentislly being the
statwe in the mind of the artist,te sotually being it in the bronze.
The form e¢f the thing generated he oalls the term of generatiom
besause the form exists only in thaé whioh hes Lesn made to be.

Thus what is made is in the astate of begsoming as long ss the

3, risbotle, Ethics Nicomashes, 1140830=16.

S,ristotle, De Parkibue Animalium, 6408850~33.
4

8% Thomms Ag:inme, ibid,., p. 410.
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tiing is ooming~toebe, From this he conoludes thet it is necessary
%o have besides the matter and the form, soms principle which aots.
This he omlle the effiolent, moving or agent esuse, or from whenee
the prineiple of motion 1ss Also, like Aristotle, he affirms
thet everything which aoks, doss so enly by intending something.
Consequently, it iz nevessary thet there be some fourth cause,
that is %o say, thet which is intended by the agents This he
salla the snde h

This, then, is 8¢ Thomes' snalysis of the four osuses whieh
acooumt for the poming inte belng of things. A statue, in order te
be produced, needs first of all, something out of whioh it is
prodused, somathing whieh 4s mede into 1%, as the bronze 1s made

iato & statues This Lis the mﬁarm gause or the mhtor. The

matter alone, however, camnet become the thing unless it reosives

a sertain form or patterns The bronse must recelve s certain shape
in order to become & statue. The strueture or pattern is the formal
osuses BHut it is mot the neture of bronse %o shape iiself inke &
statue. The soulpter must acht s0 as te impart the proper form whieh
he hme in his minde This third cause whiok moves the matber teo
regeive the form of the statue Yo be produced 1s the efficient
osuse, for the soulptor is the effiolent cause to the statue.
Finally, even given the matter, the furm and t.e efficient cause,
this partioular effeet will not be produesd rather than gome other,
in faot the efficlent osuse will not even begin to set at all, unless
thore is soms end or ;onl almed at in the precess, something "for
the sake of which” the whoie process takes placse. With 8% Thoumas!
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example the goedetosbo-attained is the formed statue and it e end
which determines the sobtivity ef the thres prier osusess The end is
the final onuse.

How in the process of artificisl things, wrt iz nothing other
then the right oonseption which direots the making of thinzms The
form emapates from the mind of the artist. This form is the fruls
of an intelleatunl provess whieh begun with immges of the senses
snd by prec«ding experienmce, is smid to "generste” this "inward word
whioh belonge to no mation's spesch™.® Itself immaterial, the form
in She artist's mind is the principle of generations The soulptor
who, Shrough the form of the statue which he possssses in his mind
i3 able to omuse the statue in matters The art of soulpturing ie
the principle of movement which oontributes to the pw duetion of the
offeat by agbing upon the bronse and moving it from potential
possession of the form 4¢ sotusl possession of 1%« The soulptor is
the sxtrinsic oause of the stetue; while the bronse is the intrinsie
asuse. The form of the statue pre~exisiing in the artist's intelleot
and will as the end to be attained by his art, is an extrinsic sause.

However, the sune fornm realilsed in the bronse is sn intrinsie emu-?

3&% Thomas Aquinms, Sumse Contya Gentiles, I, 83 (Taurini: Merie

otti, 1958), pe 84, "o 0P8 68 Feots ratio faetibilium”.

Sst thomms Aquines, Summs Theologime, I.98.7. ad 3,

7%&» 8% Thomms Aguimms, |
;K!I, I 5 3,4, ed. UarRe Cath ]
B90-698¢
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This whole question of the eouning inteo being of things,
vither by nature or by art weuld, of aourse, »izit of more develope
ment than iz possible beres Yor the pyesent, what muzt be droughd
into foous is ths Faot, that the philosophy of mature, of all the
branclws of phil-sophy, is the ouly ome sapable of explaining the
coping oo being of smtural things, Furthermors, from our consid-
sration of the diotum, "irt imitetes nature™, particularly in the
Aklesotelisn=thomisgtio conveption, we were able Lo sve the relstion
of art %o the philosophy of mburs.

Bat, in order to suwe the oospiete mesning of this diaﬁuﬁ we
must turn to two passages in St Thomms' gommentary on the Fhysice
of iristotles There hs makes explicit ite unique mesnings At the
sams time, e presesntsthe Justifisation for the philosophy of mature
a3 the theoretieal basis for & philosaphy of art,

In the first emasideration, he agserts that the argunent
for the stastemuat "irt imitates pature™ 1s as feollows:

The prineiple of areificial operation is knowledges but all of
our knovledge 1s drawn from sensidle and natural things through
senees time we produge a 1likeness of natursl thingse Therefore
netural things mre Lnltable through art beosuse all of mbure e
ordersd 4o 1ts end by some Intellevtive princiyle, so trat thus
Yhe work of psbure soems to be & work of intelli ence to the

axtant tint It provesds towapde dofinlite am%sahy deSesrmined
menuys whioh art also does in its opersatione.

98¢ thomes Aquines, In oo Libres Fhysiserum Arlstotelis, 11,
leats Ave "Zjus sutem qued aArs atur saturam, ratifo eat, guis
prinsipium ecperationis arbifioinlin sognitio ast: omis auten nostra
sagnitio st per sensus & redus sensibilibus et mburalibus accepta,
unde ad aslmi)itudinen peturalive in artificlelibug operamurs Ides
subem res mburalss imitabiles sunt per artem gquis &b aliquo prine
eipio intellective tota patura ordinatur ad finem soum, ut sie opus
naturas videatur exse opus intelliz-ntise, dum per detersminate medis
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In this ergusent, St Thomas makes three elzgnificant points
sonesrning the generative prosess of arte Airt has, flrst of all,
the soures of i1ts activity in knowledge whisch is galmed eriglioally
from the sensible worlde Art is secondly,a produstive or engendering
sotivity which produses & likeness to natura)l things. 4nd thirdly,
thle ereative activity of art imitates in its own sphere, the
produstive aotivity which is charscteristie of nsburel gensretion.
Both proseed in their genorative processss towerds definite ends
(the furmed nmbure or the form in the mind of the artist) by a
determined meane {(the metter whareby the tera of geseyetion is &
nature formed or » work of art proffored).

n this very point, ¥ Huritain hes s ospiial text whioh,
despite its lemgbh, must be queted here in erder %o bring %o light
the notion thet art ie by its very sssence produstive, and that 1%
iz thie sotivity %o whieh the Arisvotelism-Thomistis notion of
imitation owes its moaning.

Do) §1 sult que ltark, tout en étant productif par essence,
suppose toujours up noment de onbemplagion, et )tesuvre dlars
upe mélodie, otestwhedire un sons animatour dtune formes I'est
lhedensus qutiristote se fondalt pour déolarer 1'imitation
inhérents & 1'art; oe gui, comme 1'indigue bien oe mot d'imie
tation, se rapporte d*abord et selon le plan de viaibilité le
plus apparsnteses une m&:m& (spéoulative) prealsdle &
lastivite diart et ogts par elle, mais extrinsigue &

olles & la amisumt. tontes les connalszsanse, & toutes

ies oonnaissance ordinsires & )'hemme gque l'artiste ae provure
sn ouvrant ses yeux et son wtu iigonae sur les Shoses du monde
ot do la onlturs. L'sotivite d'art comoence u.grn aela, parce

-

ad cortes fines proeedit: gqued etlam in operando ars imitatur.”
%’%lxah Sranslation, Re A. Cekourek, An Intpodustion to the Fhile
by of Nature (St. Paul, Minneso¥a: HorSh CORUral [FesSs 19
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qm o’est une aotivite amwr&w ot que, de sol, elle demmnde
& l'oapirit, non per d'etre forme par une ehose : eonmitre,

mais de former une ohose & poser dans 1'4stre.?
This produstive activity,oherzeteristie of ark,shapes something
in exiskenve, instesd of being shaped by thinges Ihe shaping, by
the artist, of something inte existense {g&uﬂﬁm quid) folluws
the ssue process and rinoiples of patural generation. N laritain
1¢ here relterating for the euntesmporary nind, the sense in whieh
the Aristotelisn~ihopistie notion of imiteatio: hes Yo be understoeed.
1% omnnot de talen in 1%s superfieisl and populayr meaning of &
sorvile gupy of the sensibles reather, it must pmss from this espiriesl
love) to the lovel of the mind where art is, in iteelf, s spliritual
aobtivity whioh lms iha end in the produotion of & forme It is this
angendering astivity of the mind which, properly spesking, oonstis
tutes the inherent mwaning of the term "imikation” in art. It s
in virtue of this engsndering sotivity whioh snds in the predustion
of & work of aré, that art is said to imiteaie the produstive wetivity
of natures

But 4t Thesss' oonslierations of She dietum “Art imitates

pature™ do ot sbop heres In fact the dlotum reseives from the
Angelis Dooter s cousiderable evxpansion which for our purposes is
of prime izportanes. It Thomae, Reeping in mind the wallidity of the
nokion of Azitetion, vwetabliches this pertinent gonolusione

Art initetss nature: therefore, nstursl ssience should be to

natural things, s artifisliel solence is to ertifioial thinge.
Bub the seme artifioial soisnce knows the matter and form wup

aauqmu ot daises Maritals, Situstion De 1a Posuie {(rariss
Desales, 1988), ppe JOO=101e
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40 some definite termy for exanplesssthe bullder oconsiders the

form of the house as well as the briecks and woed whish are the

mtber of the house, and it iu the ssme in all the other arts.

:::r;:‘:;“:z :;:a:f:v ::jgo same patural solense to know both
In this pessage St Thowwme, in virtue of the anslogous relation
which exists between art and mature, eetablishes the Justifioation
of s philosophy of art based on the principles of the philosaphy of
natures The prineiples of matural generation when transposed inte
the sphere of the philesophy of art are able to acecunt for artificial
goneration, in the same way, that they do in 7 matursl philosophye
The philosophy of art will be able, thersfors, %o employ the same
principles of understending srtifisisl things, as the philosephy of
pature uses in erder to understand metural things. In other words,
Just as in the philosophy of nature, prime matter and substantial
form are to bhe goncelved of, ua the two oo=prinoi; ies which oconsti-
tube a complete bodily substanaey so alse, but in an analogous
fashion, in the philoscphy of art, where artifliaisl things are
conntituted as works of art.

lioreover, in the natural order.s lirving body is generslly

w% Thomes Aquinas, In octo Libres Physleorum, II, Iv. "Ars
imitatur naturams oportet iZiGur quod 8ic se habeat solentis nature
alls oireos naturalis, siocut se¢ habet solentia artificlslis cires
artificislie, sed ejusdem sclentise artifloclialis sst cognoscere
metorias ot formam usgue ad aliguem certunm terminumg siout medious
cognosolt sanitatem ut formen, et sholeram ot phlegem of hujusmodi
slout materiam, in qua est sanites. Yam in ocontempersatione humorum
sanitas ooneistit. £t simlliter sedifioator considerst formam
domus et lateres et ligme, quae sunt materis domus; et ita est in
omnibus aliis artibus; erge ejusden soientise naturanlia est oogno-
soere tan mteriam quam formmm.®
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understood to be more than & sollsgtion or composite of partse A
living body is somebhing more than the sum of its parts, where
"semething over”, something substential, something other than the
body-struature, something whioch makes the body live, The deotrine
of hylemorphism holds that the 1ife prinoiple in a living body is
the aubstantial form of that body. It is an sctive and detoermining
substantial prineiple whioh somehow unifies in strusture and funmction
the various different parts, and makes one orgenie substanse of the
wholes Similarily, in the artificial order, the ssme holds true,
bt in & secondery ways. VWhen the form 4in the artist’sa mind has been
imposed on the proper material, tlwre resulis & "brillianse of form"
shining on the appropriste material. The parts are organioally
linked to the whole and the prinmeiple of osherence is the fomm,
This principle of order extends its conitrol over sach detall of the
ensemble, giving the work an artistie dynamiam of its ewn.

¥me Rafsos %&riﬁ#in. an exponent of this phllosophy eof art
whish soquires its energicing principles from matural philoso hy,
makes use of the hylomerphic theory to elucidate the mabure of

pootrys In her esssy, entitled Sens et NoneSens en Foésie, she

writes:

Le sens podtique se sonfond aves la pmuh slle~méme. 5%
jtemplele iol 1l'expression sens paé‘kiqm plutdt que le mot
possie, o'est pour marguer gue le pniul» falt ftre le podme,
oomme 1'Gme fait Stre le corps, on étant la forme (en langege
aristotéliolen) ou 1'4dée (er langage sploo:iste( de ce oorps,
en lul donnant uns signifiestion substantialle, un sens onto~
logiques On sens ae‘ﬂqmu-ut substantiellement 1ie & la
formm, immanent & )torganisme do mots, lmmeanent & Ia forme
Wtiq‘l’nll

udwqmn ob Ralsea Yearitaln, ibid., pps 13+14.
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This is a good example of natural philosophy providing s philosophy
of art with the prineiples sapadle of uﬁ:p‘u}.naag the dynamism of
postrys Such principles do net rationalize art heeause they provide
the philosophioal basis for an understanding of what poetry is, in
Mnlﬂ A philosophioal explanation of postry ias possible there=
fore, if it is piven in termes of the principles of the philesophy
of nature, There need be no fear of the rationalizetlion of poetry
beasuse these principles, when transposed %o the ubiverse of art,
give an oxplanation of the distinctive belng of poetrye The theo~
retioal principles of metter and form, when applied tu poetry, de
not prejudiece the nature of the work to be done; on the sonbrary,
they provide the means for an intelligible understanding of poetry
and of 1ts eritisism, without jecpardizing the distinotive life of
either one. |

lany oontemporsry sestheticians realize the nessd for these
prinoiples of matter and form in order to explain works of art;
but what they fsil to asse in their use of thess prinoiples, is that
they derive their unique significanse from the philosephy of nsture.

Frofessor T. K. Greens, in his werk, The Arts and the Art ef Criticism,

is typloal of thie approash %o art. In & puinstaking snalysis of the
terms "mattor” sud "form" as they are applied to the six msjor arts,
he acmsistently uses the terms as the Wwe mest general cavegories

into whioh all &rt may be reduceds For hiwm, they are purely

logieal in copoeption, end desoriptive in meanings "Form®, he defines,

“as the expressive organization of matter®, snd "matter” ss "that
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which has been expressly ﬂi‘&tﬂi!ﬁé”ulz Sowhere in his expositien

doss he realise the philosophiieal implicatlon which the philosephy
of neture gives to these termss (ownsequently his anal ysiz of art

rarely rises above the lewel of deseription.

From the feregeing eonsiderations, it is evident thet the
philosophy of nsture oan quwlify ss that theoretio scieme en whioh
be base a philososhy of aré, It therefore remains far oontemporary
Thomlsts to olaborate an Asvsthetie which would be enzrafted on the
Aristctelian philesophy of naturee¢ oueh a philosorhy of art, knewing
what oonstitutes the being of artistie working will be able to sey,
withmt prejudieing the work te bs done, what a work of art ought te
be, and theraby zive to the post and the oritiec alike the philosophioal

primiples whieh both poetry and oritioclem possess,

u'mwdm oyer Oreene, The Arts and the Art of Critioclism
(Primeetons Univorsity Press, LDOZ)s Ds S2s
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The author, Ambrose G. F. Melnnes, wes born of Irish and
Seottish parentage st Londen, Onbtearie, on the 2lst of
Aprils

The auther's prioary edugsation was begun at 5t Hary's
Ssparate School and was gomplebed at St Mertin's Separate
Saohool, lLendon.

The suthor entersd De Is Sslle High Sehool, conducted Yy
the Christian Brothers and five yesrs later matriculated,
During this period he pertioipated in verious drama festi-
vals and orstorionl soutests. Yo 1947 he won s regional
award for public speaking. It was &% this time, tlat he
doveloped a grest liking fer peinting,

Having shown some progress in his artistio endeaveurs, the
suthor attonded summsr schools during the next three
summerss the University of Jwestern Onbarlo, 1946; the Unie
versity of Weetern Ontaric, 19473 and the Banff School of
Pine Art, 1948 It was at this Jatter susmser scesion thag
the author sold his first paintings It was bought by the
Canmdien Nationsl Heilways.

In the aubumn of this year, the author registered in the
Libera) Arts course at Assumption College, #indser, Ontaric.

The suthor was privileged to make the Holy Year Pilgrimage
to Kowe and %o assist at the summer sessions of the Univere
sity of Fribourg, Switzerland.

Atter having successfully completed the Degrsc of Hachelor
of Ards, the suthor eommenoed post-graduate studies in
philosophy &t Assumption College., The same year he was
swarded & World University Service Scholarships This
entitled him to atitend an intermmtional sominar at the
iniversity of leiden, Helland, and to take part in an
UNBECO oonferencd ab Delft, Holland.

The suthor returned ¢o Assumption to begin work on his
Nnnbarts thesie.

The reguirsd thesis was sompleted in May.
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