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Description 

The following is a set of outline notes. In order to provide concise, clear and well organized outlines the wording and organization 
of the original has been altered. Those desiring complete accuracy should refer to the original material.  
Disclaimer 

These notes are provided “as is” for the convenience of the students. They are not intended as a substitute for attending class or 
reading the original material.  
 
Part One: Introduction 
Introduction 
I  What is Aesthetics? 
 A. Aesthetics 
  1.  General Definition: A branch of philosophy concerned with theories of art and beauty. 
  2. Descriptive aesthetics: A description of a culture’s, group’s or person’s aesthetic views. 
   a. This simply states the characteristics of the aesthetics in question. 
   b. This is done in the social sciences, art history, etc. 
  3. Meta Aesthetics: The investigation of the creation and assessment of aesthetic theories. 
  5. Normative Aesthetics: The creation and application of aesthetic standards. 
  6. Applied Aesthetics The application of aesthetic standards to specific cases/situations. 
 B. Aesthetics (as a branch of philosophy) 
  1. A rational and systematic attempt to understand aesthetic statements, principles and theories. 
  2. Analysis of aesthetic concepts and terms. 
  3. Creating and assessing principles relating to the arts. 
  4. Defining and assessing artistic value. 
  5. Creating and assessing aesthetic theories. 
 C. Some Questions in Aesthetics 
  1. What is art? 
  2. What is beauty? 
  3. Is beauty subjective or objective? 
  4. Should art be censored by the government? 
  5. Should artists censor their own work? 
  6. What makes one work of art better than another? 
  7. How are genres defined? 
  8. Do genres matter? 
  9. Is art important to society? 
  10. Is art education important? 
  11. What, if anything, makes art valuable? 
  12. Can a forgery have the same value as "real" art? 
  13. What distinguishes "real" art from a forgery? 
  14. Should art serve political or social purposes? 
  15. What is the distinction between pornography and art? 
  16. Should historical films be historically accurate? 
 D. Normative 

1. Normative areas deal with questions of norms-prescriptions (what you should do) and standards for distinguishing matters of 
value. 

   a. Ethics 
   b. Law 
   c. Religion 
   d. Etiquette  
  2. Aesthetics is a normative area and its focus is on artistic value. 
  3. Value-measure of worth. 
  4. Intrinsic value: Valuable in and of itself, valuable as an end. 
  5. Extrinsic value: Valuable because of a use to which it can be put, valuable as a means, derives its worth from being valued. 
 E. Spectrum of Aesthetics 
  1. Absolutism: there is one correct solution to every aesthetic problem. 
   a. Aesthetics is objective-aesthetic statements are true or false independently of what people think or believe. 
   b. No aesthetic principle can be overridden by another. 
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   c. No exceptions are permitted. 
   d. Example: There is one correct way to define a tragedy. 
  2. Objectivism: Aesthetics is objective, but not absolute. 
   a. Aesthetic principles can override each other. 
   b. Exceptions are permitted. 
   c. Example: There can be different ways to define tragedy, but the correct definitions are still objectively correct. 
   d. Example: Whether something is beautiful or not is an objective matter and those who disagree are mistaken.  
  3. Relativism: Aesthetic judgments are relative to or depend on the culture. 
   a. The truth of an aesthetic statement depends on the culture in which it is made. 
   b. This is different from the anthropological claim that aesthetic judgments vary from culture to culture. 
   c. Example: A work is art in one culture and not art in another culture. 
  4. Subjectivism: Aesthetic judgments depend on the individual.  
   a. Aesthetics is subjective and the truth of an aesthetic statement depends on who makes the statement. 
   b. This is different from the psychological claim that judgments vary from person to person. 

b. Example: If one person regards something as beautiful it is beautiful (for her) and if another sees it as ugly, it is ugly (for 
her). 

  5. Aesthetic skepticism: The truth of aesthetic claims cannot be known. 
  6. Aesthetic nihilism: Aesthetics is devoid of meaning. 
   a. Aesthetics is a deception or illusion. 
   b. All aesthetic statements are false. 
   c. This is a rejection of aesthetics and all aesthetic judgments. 
 F. Aestheticians, Art Critics and Artists 
  1. Analogy to Law 
   a. Aestheticians are like lawmakers-they create aesthetic theories. 
   b. Art critics are like judges, applying the theories created by aestheticians. 
   c. The artist is like the one on trial-they create the works of art. 

 2. Aesthetics involves, in part, developing theories or principles for assessing works of art. 
 3. The art critic applies a specific theory or principle when assessing a specific work of art. 

  4.  The artist uses a specific theory or principle when creating her work. 
  5. One person might occupy all three roles. 
 
Writing Philosophy Papers 
Writing the Paper 
 
I Introduction  
 A. The Three Part Case Paper 
  1. Introduction (5 points) 
   a. Presents the 5 required points. 
  2. Body (90 points) 
   a. Summarizes the case and presents relevant information 
   b. Presents your position on the issue. 
   c. Contains arguments in support of your position. 
  4. Conclusion (5 points) 
   a. Presents the 5 required points. 
 
II Introduction and Conclusion 
 A. General Purpose 
  1. To inform the reader about: 
   a. The purpose of the paper. 
   b. The case covered or the text summarized. 
   c. The issue. 
   d. Your position on the issue. 
   e. Minimal background (introduction)/relevant final remark (conclusion). 

2. Introduction: To catch the reader’s attention so s/he will want to continue reading and to tell the reader what you will be doing 
in the paper. 
3. Conclusion: To remind the reader about what you did in the paper and make a final impression so the reader will remember the 
paper. 

 
III. Writing an Effective Body  

A. Overall Goals 
1. To clearly, concisely, and accurately present the key details of the case  in one’s own words.  
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2. Clearly and concisely state your position on the issue. 
2. Support your position with effective arguments. 

 B. Outline 
  1. Prepare an outline of your case. 

2. Start by stating your position on the issue. 
3. Think of the reasons why that position is the most plausible. 
 a. These reasons will help you construct the premises of the arguments. 
 b. Try to find the most plausible reasons. 
4. Develop these thoughts into arguments that support your position. 
 a. These arguments need to support your key claims/points. 
 b. These arguments also need to support your overall position. 
 c. The arguments need to be complete. 
5. Focus on developing a few arguments fully rather than going for sheer numbers.  

a. Attacking or defending a few key points with developed arguments is typically much more effective than presenting 
numerous undeveloped arguments. 

6. The outline is finished when it 
  a. Is well organized. 
  b. Contains a clear statement of your position. 
  c. Presents adequately developed arguments that support your position. 

 C. Quality 
  1. An excellent body (A) 

a. Clearly and concisely presents the case information, the issue and your position on the issue. 
   b. Presents effective and well-developed arguments. 
   c. Presents the argument section of the work as a coherent whole. 

d. Clearly presents how the arguments impact on the overall issue. 
e. Is extremely well organized. 

  2. A good argument section (B) 
   a. Does most of what an excellent summary does, but has some flaws. 
  3. An adequate or average argument section (C) 
   a. Adequately presents the case information, the issue and your position on the issue. 
   b. Presents basic arguments that are relevant. 

c. Does not achieve the quality of a good argument section but does not have any major flaws. 
  4. A poor argument section (D) 
   a. Does not adequately present the case information, the issue or your position on the issue. 
   b. Presents weak or poor arguments. 
   c. Contains some fallacies. 
   d. Is poorly organized. 
   e. Is incomplete. 
   f. Has some other major flaws. 
  5. A failing argument section (F) 
   a. Contains very poor arguments. 
   b. Contains fallacies. 
   c. Is very poorly organized. 
   d. Is incomplete. 
   e. Has major flaws. 
 D. Using Quotes and Paraphrasing. 
  1. Use them sparingly. 
   a. Quoting is just copying, not summarizing. 
   b. Paraphrasing involves just changing the words somewhat and is not summarizing. 
  2. When to use quotes/paraphrases. 
   a. The exact wording is critical to your argument. 
   b. The point is so concise that a reasonable summary is not possible.  
   c. The quote is adequately cool. 
 E. Revision 
  1. Revise as needed. 
  2. Comments from others are useful. 

3. Revising a work generally “buys” a better grade at the cost of time and effort.   
 
Reasoning in Aesthetics 
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Statements and Issues 
I Statements of Value vs. Statements of Fact 
 A. Value statements/matters of value 
  1. Normative-express a judgment of value. 
  2. Example: “Capital punishment is wrong.” 
 B. Factual statements/matter of fact 
  1. Descriptive. 
  2. Are subject to testing either actually or in theory. 
  3. Example: “Mice are smaller than elephants.” 
 C. Objective and subjective statements 
  1. Objective statement 
   a. A statement that is true or false regardless of what people believe. 
   b. Is a matter of fact and hence testable. 
   c. Example: The earth is a sphere.” 
  2. Subjective statement 
   a. A statement that is neither objectively true nor false. 
   b. Is not subject to resolution via testing. 
   c. Example: “Rocky Road ice cream tastes better than vanilla ice cream.” 
 D. Objective-subjective dispute. 
  1. It is often believed that value claims/judgments are subjective. 
  2. Value claims/judgments might be subjective but this is a matter of substantial dispute. 
  3. To assume that aesthetics is simply a matter of opinion would beg the question. 
  4. To assume that aesthetics is an objective matter would also beg the question.  
 E. Non-Objectivity & Reasoning 
  1. Even if Aesthetics is entirely non-objective, it is still possible to reason because 
   a. Not all opinions are equally reasonable even in matters that are non-objective. 

  b. Some non-objective issues can still be intelligently discussed and argued. 
2. Some aesthetic evaluations are better than others because there are relevant and irrelevant reasons for such judgments. 

a. Example, if someone criticized the plot of a film based on what they thought of the font used to display the credits, they 
would be presenting a reason that is irrelevant. 

  3. Evaluations can be incorrect. 
a. Example: If someone claims that Picasso’s works are ultra-realistic portrayals of the 2003 war in Iraq, they are simply 
mistaken.  

  4. Evaluations can be extremely implausible. 
a. Example: Claiming that Picasso’s Guernica is a portrayal of the Last Supper is implausible (it bears no resemblance to that 
event, it does not have the 12 disciples and Christ, the title has nothing to do with the Last Supper, etc.) 
 

II Components of an Aesthetic Issue. 
 A. Issue 
  1. A matter of dispute or disagreement with two or more sides. 
  2. Aesthetic Issue: an issue that focuses on matters covered by theories of art and beauty. 
  3. Examples 
   a. If an artist sells her work, does she have the right to control how it is displayed? 
   b. Does an artist have an obligation to censor his own work? 
   c. Can animals create art? 
   d. What distinguishes art from non-art? 
   e. Is beauty objective or subjective? 
   f. Should computer “art” be considered art? 
  4. Resolving an aesthetic issue involves: 
   a. Determining the relevant facts. 
   b. Defining and applying the relevant concepts. 
   c. Resolving the value component of the issue. 
 B. Facts 
  1. The facts relevant to the aesthetic issue must be determined. 
   a. Example: Censorship of violent art and the effect of violence. 
  2. People can agree on the facts but disagree on the aesthetics. 
   a. Example: Two people may agree that a work contains graphic depictions of sexuality, yet disagree 
   on whether it is art or pornography. 
  3. People can agree on the aesthetics but disagree about the facts.  

a. Example: two people may agree that harmful things should be controlled, but disagree about the harm of violent art. 
  4. Resolution of factual issues 
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   a. Empirical investigation. 
   b. Authority. 
   c. Arguments. 
 C. Concepts 
  1. What must be determined is the meaning and applicability of the concepts.  
   a. Example: defining “beauty”, “pornography” or “rock music.” 
  2. People can agree on concepts and disagree about the aesthetics and vice versa. 

a. Example: two people might agree on a definition of “rock music” but disagree about whether a 
particular song falls in that category or not. 

   b. Example: two people might disagree about the definition of “censorship” but agree that it is not 
   acceptable. 
  3. Resolution of disputes over concepts: Arguments. 
  4. Dictionary definitions just report on the use accepted by the editor(s)-they cannot be used to settle substantive 
  conceptual disputes. 
 D. Aesthetics/Values 
  1. What must be settled is the value aspect of the dispute. 
  2. Resolution: Arguments based on value principles, standards and theories. 
  3. There is significant overlap between aesthetics and morality, both of which are 
  normative areas. 
  4. There is also overlap between aesthetics and other normative areas. 
 
Values & Facts 
I Values & Facts 
 A. Value statements/matters of value 
  1. Normative-express a judgment of value. 
  2. Often contain a prescriptive element about what should be done. 
  3. Example: “Capital punishment is wrong.” 
 B. Factual statements/matter of fact 
  1. Descriptive. 
  2. Are subject to testing-either actually or in theory. 
  3. A factual statement is not the same thing as a fact. 
   a. A fact is a claim that has been proven as true beyond reasonable doubt. 
   b. A factual claim is a claim that is true or false-so a factual claim could be false. 
  4. Example: “Mice are smaller than elephants.” 
 
II Objectivity & Subjectivity 
 A. Objective statement 
  1. A statement that is true or false regardless of what people believe. 
  2. Is a matter of fact and hence testable. 
  3. Example: The earth is a sphere.” 
 B. Subjective statement 
  1. A statement that is neither objectively true nor false. 
  2. Is not subject to resolution via testing. 
  3. Example: “Rocky Road ice cream tastes better than vanilla ice cream.” 
 C. Objective-subjective dispute. 
  1. It is often believed that value claims are subjective. 
  2. Value claims might be subjective but this is a matter of substantial dispute. 
   a. Ethical subjectivism and ethical relativism are both based on the view that morality is subjective. 
   b. Many other moral theories are based on the view that morality is objective. 

3. Assuming that value claims are subjective (or objective) would be to beg the question (to assume what is in need of proof). 
4. Even if value claims are subjective, there are still better or worse reasons that can be given in support of a value claim. 
 a. Example: To say that capital punishment is wrong because “capital” has the letter “c” in it is not a very good reason. 
5. It is possible to argue about both subjective and objective matters, so moral argumentation does not require that morality is 
objective. 

 
Argument Basics  
Revised 8/23/2005 
 
I Argument Concepts 
 A. Defined 

1. An argument is a set of claims, one of which is supposed to be supported by the others. 
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  2. Conclusion: The claim that is supposed to be supported by the premises. 
   a. An argument has one and only one conclusion. 

3. Premise: A claim given as evidence or a reason for accepting the conclusion. 
 a. An argument can have many premises. 
4. Inductive Argument: An argument in which the premises are intended to provide some degree of support but less than complete 
support for the conclusion. 
5. Deductive argument: An argument in which the premises are intended to provide complete support for the conclusion. 
6. Fallacy: An argument in which the premises fail to provide adequate support for the conclusion. 

 B. General Assessment of Arguments: Reasoning 
  1. Do the premises logically support the conclusion? 
  2. If the argument is deductive, is it valid or invalid? 
   a. A valid argument is such that if the premises were true then the conclusion must be true. 

b. An invalid argument is such that all the premises could be true and the conclusion false at the same time. 
   c. Validity is tested by formal means, such as truth tables, Venn diagrams and proofs. 
   d. A full discussion of deductive arguments is beyond the scope of this class. 
  3. If the argument is inductive, is it strong or weak? 
   a. A strong argument is such that if the premises were true, then the conclusion is likely to be true. 
   b. A weak argument is such that if the premises were true, then the conclusion is not likely to be true. 
   c. Inductive arguments are assessed primarily in terms of standards specific to the argument in question. 
 C. General Assessment of Arguments Are the premises true? 
  1. Are the premises true or at least plausible? 
  2. Testing premises for plausibility: 
   a. The premise is consistent with your own observations. 
   b. The premise is consistent with your background knowledge and experience. 
   c. The premise is consistent with credible sources, such as experts, standard references and text books. 
 
Some Useful Valid Deductive Arguments 
 
I Introduction to Deductive Arguments 
 A. Defined 
  1. An argument in which the premises are intended to provide complete support for the conclusion. 
  2. The premises are offered as evidence that the conclusion must be true. 
  3. The conclusion is not supposed to go beyond the premises. 
 B. Use 
  1. Deductive arguments are often used as a “logical frame” to present points established in other (typically inductive) arguments. 

2. Example: After arguing that sexist art is harmful, one might build an argument using that claim and the claim “if sexist art is 
harmful, it should be censored” as premises. 

 C. Assessment 
  1. Analogy method-any argument with the same form as a valid argument is valid. 
   a. This method requires that you know the form already.  
  2. Informal method: assume the premises are all true and ask whether the conclusion could still be false.  
   a. This method is not completely reliable. 
  3. Formal methods: Truth tables, proofs, Venn diagrams. 
   a. These are definite and objective methods of testing validity.  
 D. Valid/Invalid, Sound/Unsound 
  1. Valid: an argument such that if all the premises are true, then the conclusion must be true. 
  2. Invalid: an argument such that even if all the premises are true, then the conclusion can still be false. 
  3. Sound: the argument is valid and has all true premises. 
  4. Unsound: the argument is invalid or has one or more false premises or both. 
 
II Some common Valid Deductive Arguments 
 A. Modus Ponens (Affirming the Antecedent) 
  1. Form 
   a. If P, then Q. 
   b. P 
   c. Q 
  2. Example:  
   a. If killing in war is like murder, it is immoral. 
   b. Killing in war is like murder. 
   c. It is immoral. 
 B. Modus Tollens (Denying the Consequent) 



Aesthetics Notes LaBossiere Page 7 of 73 
  1. Form 
   a. If P, then Q. 
   b. Not Q. 
   c. Not P. 
  2. Example:  
   a. If reality is just a dream, it should seem fairly incoherent. 
   b. Reality does not seem fairly incoherent. 
   c. Reality is not just a dream. 
 C. Hypothetical Syllogism 
  1. Form 
   a. If P, then Q. 
   b. If Q, then R. 
   c. If P, then R. 
  2. Example 
   a. If cheating is wrong, then cheating in a class is wrong. 
   b. If cheating in a class is wrong, cheating on this test is wrong. 
   c. If cheating is wrong, then cheating on this test is wrong. 
 D. Disjunctive Syllogism 
  1. Form 
   a. P V Q 
   b. Not P (or not Q) 
   c. Q (or P) 
  2. Example 
   a. Bill can lose weight through surgery or diet and exercise. 
   b. Bill decided not to diet or exercise. 
   b. Bill has decided to lose weight through surgery. 
  3. Note: this assumes that P and Q are the only two options. 
 E. Dilemma 
  1. Form 1 
   a. If P, then Q 
   b. If R, then S 
   c. P or R 
   d. Q or S 
  2. Form 2 
   a. If P, then Q 
   b. If R, then S 
   c. Not Q or not S 
   d. Not P or not R. 
  3. Form 3 
   a. If P, then Q. 
   b. If not P, then not Q. 
   c. P or not P. 
   d. Q or not Q. 
  4. Example 
   a. If lying is wrong, then people should not lie. 
   b. If lying is not wrong, then it is okay for people to lie. 
   c. Lying is either wrong or it is not. 
   d. So people should not lie or it is acceptable. 
 
III Reductio Ad Absurdum (Reducing to Absurdity) 
 A. Defined 

1.  An argument in which one proves that a claim is false by drawing an absurdity from the assumption that it is true. 
2. A claim can also be proven to be true by assuming it is false and deriving an absurdity from this. 

 B. Form #1 
  1. Assume that a claim, P, is true. 
  2. Prove that this assumption leads to something false, absurd, or contradictory. 
  3. Conclude that the claim that P is true is itself false. 
  4. Conclude that P is false. 
 C. Form #2 
  1. Assume that a claim, P, is false. 
  2. Prove that this assumption leads to something false, absurd, or contradictory. 
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  3. Conclude that the claim that P is false is itself false. 
  4. Conclude that P is true. 
 D. Example 
  1. Oppression is to best defined as the mistreatment of a minority by a majority. 
  2. In the case of sexism, a majority (women) is mistreated by a minority (men). 
  3. Therefore, sexism is not oppression. 
  4. This is absurd, so the definition is flawed. 
 
Some Useful General Inductive Arguments 
 
I Introduction to Inductive Arguments 
 A. Defined 

1. An inductive argument is an argument in which the premises are intended to provide some degree of support, but less than 
complete support, for the conclusion. 
2. The premises are offered as evidence that the conclusion is likely to be true. 
3. The conclusion goes beyond the evidence presented in the premises-this is the inductive leap. 

 B. Assessment 
1. They are assessed in terms of how strongly the premises support the conclusion. 
2. They are also assessed by standards specific to the type of argument. 
3. The standards are also used in assessing your own arguments when creating them. 
4. Unlike deductive arguments, there are no perfectly objective and definite ways of assessing inductive argument. 

 C. Strong and Weak Arguments 
1. Strong argument: An argument such that if the premises are true, then the conclusion is likely to be true. 
2. Weak argument: an argument such that even if the premises are true, the conclusion is not likely to be true. 

  3. Unlike validity, strength is relative and not absolute.  
 
Analogical Argument 
 
I Introduction 
 A. Definition 
  1. An argument in which one concludes that two things are alike in a certain respect because they are alike in other respects. 
 B. Uses 

1. Analogies are often used in cases in which X is understood and Y is not, to conclude something about Y. 
 a. These are typically called explanatory comparisons/analogies. 
2. Example:  
 a. Email is like mail sent to a post office box. 

b. Just as mail is delivered to the PO box and you go to pick it up, email is delivered to your email in box and your software 
“goes” and picks it up. 

3. Analogical arguments are often used in cases in which X is accepted/seen as plausible and Y is not, to get the audience to 
accept Y or see it as plausible. 

  4. Example: 
   a. If a person has the blood cut off to her brain for too long, she’ll suffer brain damage. 
   b. The education system is like the “brain” of society and money is the blood of this brain. 
   c. So, cutting off money to the education system will damage society. 
  5. Analogical arguments are commonly used in both law and medicine.  
 
II Form 
 A. Informal 
  1. Most analogies are presented in an informal manner. 
 B. Strict Form 
  1. Premise 1: X has properties P,Q, and R. 
  2. Premise 2: Y has properties P,Q, and R. 
  3. Premise 3: X has property Z as well. 
  4. Conclusion: Y has property Z. 
 
III Assessment 
 A. The strength of the analogy depends on 
  1. The number of properties X and Y have in common. 
   a. The more the better. 
  2. The relevance of the shared properties to property Z. 
   a. The more relevant, the stronger the argument. 
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b. Property P is relevant to property Z if the presence or absence of P affects the likelihood that Z will be present. 

  3. Whether X and Y have relevant dissimilarities as well as similarities. 
   a. The more dissimilarities and the more relevant they are, the weaker the argument. 
 B. War Example 
  1. Attacking your next-door neighbors, killing them and taking their property is immoral. 
  2. War involves going into a neighboring country, killing people and taking their property. 
  3. So, war is immoral. 
 C. Assessment of War example. 
  1. War and violent theft share many properties: 
   a. Intrusion. 
   b. Violence. 
   c. Killing. 
   d. Taking the property of others.  
  2. War and violent theft share relevant properties. 
   a. Violence and taking of property are relevant to moral assessment. 
  3. War and violent theft have some relevant dissimilarities. 
   a. War often takes place between mutual antagonists, unlike the case of violent theft. 

1. Analogy to boxing. 
   b. In some wars, one side is not fighting to take property. 

2. The Allies in WWII were fighting to liberate the conquered nations and defeat the axis powers, not to take property or kill 
people. 

     
Argument from/by Example 
 
I Introduction 
 A. Definition  
  1. Defined: An argument in which a claim is supported by providing examples. 
  2. Arguments from/by example are common in law. 
 
II Form 
 A. Informal 
  1. Arguments from/by example are typically presented in an informal manner.  

2. Example: A person might prove that someone else is a pizza mooch by presenting all the times they had pizza without 
contributing. 

 B. Form 
  1. Premise 1: Example 1 is an example that supports claim P. 
  2. Premise 2: Example 2 is an example that supports claim P. 
  3. Premise x: Example x is an example that supports claim P. 
  4. Conclusion: Claim P is true. 
 
III Standards of Assessment  
 A. Standards 
  1. The more examples, the stronger the argument. 
  2. The examples must be relevant. 
   a. The more relevant the examples, the stronger the argument. 
  3. The examples must be specific and clearly identified. 
  4. Counter-examples must be considered. 
   a. Counter-example: an example that counts against the claim. 

b. The more counter-examples and the more relevant they are, the weaker the argument. 
 B. Examples 
  1. Example #1 

a. Premise 1: The painting Oath of the Horatii shows three brothers ready to take action, while the women are painted as 
passive observers. 
b. Premise  2: In action films, such as typical Westerns, women are cast as victims that must be protected and saved by men. 

   c. Conclusion: Art reinforces gender stereotypes.  
  2. Assessment of Example #1 
    a. More examples should be used. 
    b. The examples are relevant. 
    c. Specific Westerns should be named and described. 
    d. There are counter-examples, especially in modern films and TV. 
  2. Example #2 
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a. Premise 1: The Egyptians believed in an afterlife as shown by their funeral preparations. 
b. Premise 2: Plato’s writings indicate that the ancient Greeks believed in an afterlife. 
c. Premise 3: The Chinese practice of ancestor worship indicates they believed in an afterlife. 

   d. Conclusion: People of ancient cultures believed in an afterlife. 
  3. Assessment of Example #2 

a. More examples should be used, but the mix of diverse cultures strengthens the argument. 
   b. The examples are relevant. 
   c. The examples could be more detailed but are reasonably specific. 
   d. There are some limited counterexamples, such as periods of doubt about the afterlife in ancient Egypt. 
 
Argument from Authority 
I Introduction  
 A. Defined 
  1. Defined: An argument in which the conclusion is supported by citing an authority. 
  2. The strength of the support depends on the quality of the authority. 
  3. It is a relatively weak form of argument. 
 B. Use 

1. They are used when a person lacks the knowledge or expertise and needs to rely on an outside source. 
  2. They are also used to add extra weight to the author’s position. 

3. Arguments from authority are often used as part of a larger argument. 
 
II Form 
 A. Informal 
  1. Most arguments from authority are presented in an informal manner. 
 B. Form  
  1. Premise 1: Person A is an authority on subject S. 
  2. Premise 2: Person A makes claim C about subject S. 
  3. Premise 3: Therefore, C is true. 
 
III Assessment 

A. Standards 
  1. The person has sufficient expertise in the subject.   
  2. The claim is within the expert’s area of expertise. 

3. There is an adequate degree of agreement among experts. 
  4. The expert is not significantly biased. 
  5. The area of expertise is a legitimate area or discipline. 
  6. The authority must be properly identified. 
   a. This typically requires citing a source. 
 B. Examples 
  1. Example 1 
   a. Premise 1: If violent art has a harmful psychological effect on people, then it should be censored. 

b. Premise 2: However, the study by Loeb and Wombat shows that violent art has little, if any psychological effect on people. 
   c. Conclusion: Hence, there is no need to censor violent art to protect people from harm. 
  2. Assessment of Example 1 

a. The source needs to be properly identified (applying many of the other standards requires this identification). 
b. There is a great deal of disagreement among the experts within the field of psychology, especially over the matter of the 
effects of violent art. 

  3. Example 2 
   a. Premise 1: According to medical science, there is no life after death.  

b. Premise 2: Since medical science is well established, it is clear there is no life after death. 
  4. Assessment of Example 2 
   a. More information is needed about medical science, such as the exact source of the claim. 
  
Normative Reasoning 
 
Logical Consistency (General) 
 
I Concepts & Method 
 A. Logical Consistency & Inconsistency Defined 
  1. Two claims are consistent when both can be true at the same time. 
  2. Two claims are inconsistent when both cannot be true at the same time (but both could be false).  
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 B. Inconsistency 

1. If a person makes inconsistent claims, at least one claim must be false.  
2. If a person accepts principles that are inconsistent or entail inconsistent claims, then at least one of the principles must be 
flawed (assuming the principles have truth values). 

  3. A theory must be internally consistent. 
   a. An inconsistent theory must contain at least one false claim. 

4. The inconsistency of two principles or claims does not show which one is false-just that they both cannot be true.  
5. It is irrational to accept inconsistent claims when their inconsistency is known 

 C. Method 
  1. Show that two claims made by a person or principles held by a person are inconsistent. 
  2. Conclude that both cannot be true/correct. 
 D. Example 

1. Bill claims that the quality of art is subjective, but also claims that some works are better than others. 
2. These two claims are inconsistent. 
3. Therefore, one of the claims must be false. 

 
II Responding to a Charge of Inconsistency 
 A.  Abandoning One Principle or Claim. 
  1. The inconsistency can be resolved by abandoning one of the inconsistent claims or principles. 
  2. The least plausible claim or principle should be the one rejected. 
  3. Example: Bill might chose to reject his subjectivity. 
 B. Dissolving the Inconsistency 
  1. The inconsistency can be “dissolved” by showing that the inconsistency is merely apparent. 
  2. This is done by showing how the two claims/principles are actually consistent. 
 D. Example of Dissolving 
  1. Bill argues that while quality is subjective it makes sense for people to rank works based on their own subjective assessment.  

2. When he claims one work is better than another he is claiming that he subjectively ranks it higher than other-analogous to the 
“Pepsi Challenge.” 
3. Thus the apparent inconsistency has been dissolved. 
 

III Relativism, Subjectivism and Nihilism 
 A. Introduction 
  1. Logical consistency requires that the claims in question be true or false (but not both at the same time). 
  2. If the claims are relative or subjective, then the charge of inconsistency can only be applied internally. 
 B. Aesthetic relativism-Cross Cultural Claims 

1. The truth of an aesthetic statement depends on the culture. 
2. Cultures with different aesthetics will present claims that are inconsistent with each other. 
3. But, since their truth depends on the culture, one claim can be true in one culture and false in another, hence this inconsistency 
is not a problem. 

  4. The charge of inconsistency can be applied within the culture. 
 C. Aesthetic Subjectivism 

1. Aesthetic subjectivism is the view that the truth of a moral statement depends on the individual 
2. Individuals with different moralities will present claims that are inconsistent with each other. 
3. Since their truth depends on the individual, one claim can be true for one person and false for another, hence this inconsistency 
is not a problem. 

 D. Aesthetic Subjectivism- The charge of inconsistency can be applied to an individual. 
  1. Even if subjectivism is true, a person can be charged with inconsistency in their principles and claims.  
  2. However, a person could accept that such inconsistency is perfectly acceptable. 
 E. Aesthetic Nihilism 
  1. Aesthetic claims are meaningless and hence neither true nor false. 
  2. There can be no inconsistency. 
 
Consistent Application (Normative)  
 
I Concepts, Assumptions and Method 
 A. Defined 

1. Consistent application: The principle/standard is applied in the same way to similar beings in similar circumstances. 
2. Inconsistent application is a problem because it violates three commonly accepted moral assumptions. 

 B. Grounding Assumptions 
1. Impartiality: Aesthetics must be impartial and this requires consistent application of standards/principles. 
 a. Inconsistent application would be, by definition, non-impartial. 
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2. Relevant Difference: Different treatment must be justified by relevant differences. 

 C. Method 
  1. Show that a principle/standard has been applied differently in situations that are not adequately different. 
  2. Conclude that the principle has been applied inconsistently. 
  3. Optional: Require that the principle be applied consistently. 
  4. Applying this method often requires determining the principle the person/group is using. 
 D. Example: Gender Equality 
  1. After hearing a male comic tell jokes based on stereotypes about women, Sally condemns his act as sexist. 
  2. However, Sally defends a female comic who tells jokes based on stereotypes about men. 

3. If A’s principal is that exclusion based on gender is immoral, then A is not applying the principle consistently. 
4. It is applied one way to men, another way to women.  

 
II Responding to a Charge of Inconsistent Application 
 A. Becoming consistent. 
  1. The person can stop applying the principle in an inconsistent manner. 
 B. Dissolving the Inconsistency 
  1. The person can show that the inconsistency is merely apparent. 
  2. This can be done by showing that there is a relevant difference in the situation. 
  3. Example: It could be claimed that men are relevantly different from women in this case. 
 C. Rejecting the Attributed Principle 
  1. The person can deny that the attributed principle is their actual principle. 

2. Gender Equality Example-Sally could claim that her principle is that men should not make jokes about women but women can 
make jokes about anyone.  

  3. The alleged actual principle is also subject to assessment. 
 D. Undercutting the Method 

1. One can argue against the grounding assumptions of this method-the principles of impartiality, and relevant difference. 
  2. To the degree that these assumptions are undercut, the method is weakened.  
   
 Reversing the Situation (Ethics) 
 
I Introduction 
 A. Introduction 
  1. A common method of moral assessment is imagining what it would be like to be on the receiving end. 
   a. “How would you feel if someone did that to you?” 
  2. The Golden Rule: “Do unto others as you would have them do unto you.” 

3. If a person is unwilling to abide by his own principles when the situation is reversed, then it is reasonable to question those 
principles. 
4. This method is often most effective when interacting with a person and being able to ask them if they would be willing to be 
subject to their own actions, policies, etc. 

 B. Basis 
1. This method is similar to consistent application and in this role it is based on the same assumptions: consistency, equality, and 
impartiality. 

  2. The primary basis of the method is fairness. 
3. Something is fair when all those involved would find it acceptable to trade places under similar circumstances –provided that 
they viewed the situation objectively. 

 C. Method 
1. An action, policy etc. is proposed or implemented with at least two parties: an agent and the target of the action, policy, etc.   

  2. Hypothetically, the situation is reversed with the agent and the target switching places. 
3. If the hypothetical switch is not morally acceptable to both parties when they observe it from an objective standpoint, then the 
action, policy, etc. is morally questionable.  

 D. Example-Censorship 
  1. People who propose to censor works of art because the art expresses ideas that they disagree with would 
  not want someone else to censor their expression of ideas. 

2. Therefore, the censorship they propose is immoral.  
 
II Considerations 
 A. Switching  
  1. In some cases, those involved could not really switch places.  
  2. In such cases, the method can be modified by having the action, principle, policy, etc applied to the agent. 
  3. Example: development 
   a. A developer wants to bulldoze a wilderness area and build a new student housing megaplex. 
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   b. The plants and animals in the area will be harmed or killed. 
   c. Obviously, these creatures cannot be developers. 

d. However, the developer would not want her house plowed under and her family scattered or killed.  
   e. Therefore the development is morally questionable. 
 B. The Impartial Observer 
  1. Because of the problem of bias, this method often involves an appeal to an impartial observer. 

2. If, from the standpoint of the ideal impartial observer, it would be fair to apply the same action, etc. to the parties if they were 
switched, then the action, etc. would be morally acceptable. 

  3. If not, it would be morally questionable. 
  4. In such cases, the switch would involve a switch of the morally relevant properties as well. 

5. In some cases, directly appealing to impartiality might be a better choice than using the Reversing the Situation method.  
 
III Responding 
 A. Relevant Difference 

1. Argue that there is a relevant difference between the two parties that justifies the action, etc. even if the agent would be 
unwilling to switch. 
2. Example-Censorship 

a. There would be relevant difference if the art depicted sexual acts involving children, and those proposing to censor it were 
doing so to protect children while those who opposed the censorship did so because they wanted to make money. 

3. For the argument to be effective, the relevant difference must be identified and adequately supported.  
 
Argument by Definition (General) 
 
I Method 
 A. Introduction 

1. A common method of argumentation is to argue that some particular thing belongs to a particular class of things because it fits 
the definition for that class. 

  2. The goal is to show that the thing adequately meets the definition. 
  3. Definitions are often set within theories (see Apply Moral Theory, below). 
  4. This method is most often used as part of a extended argument. 
 B. Method 
  1. Present the definition 
  2. Describe the relevant qualities of X. 
  3. Show how X meets (or fails to meet) the definition 
  4. Conclude that X belongs within that class (or does not belong within that class). 
 C. Example 
  1. A person is defined as something that has A, B, C. 
  2. A human embryo has A,B,C (or a human embryo lacks A, B or C). 
  3. A human embryo is a person (or a human embryo is not a person). 
 D. Example 

1. A work of horror is defined as a work which has as its goal to produce an emotion that goes beyond fear, namely that of horror, 
which is defined as…. 

  2. The movie Alien meets this definition because… 
  3. Thus, Alien is a work of horror. 
 E. Dictionaries 

1. An Argument from Definition based on a dictionary definition tends to be weak. 
2. Dictionaries just provide the definition that the editors regard as the correct, acceptable, or the generally used definition. 

  3. Dictionaries generally do not back up their definitions with arguments. 
  4. Hence the dictionary generally cannot be used to settle substantial disputes. 
   
II Assessing Definitions 
 A. A definition must be 
  1. Clear. 
  2. Plausible. 
  3. Internally consistent. 
  4. Either in correspondence with our intuitions or supported by arguments that show our intuitions are mistaken. 
 B. A definition must not be 
  1. Circular-the definition merely restates the term being defined. 
   a. Example: Goodness = the quality of being good. 
   b. Example: A work of art = A product of the fine arts. 
  2. Too narrow: A definition that excludes things that should be included. 
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   a. Example: Person = A human being. 
   b. Example: Art =Paintings and sculpture. 
   c. Example: Stealing = Taking physical property away from another person. 
  3. Too broad: A definition that includes things that should not be included. 
   a. Example: Stealing = taking something you do not legally own.  
   b. a. Example: Art = Anything that creates or influences the emotions. 
  4. Definitions can be too narrow and too broad at the same time. 
  5. Too vague-not precise enough. 
   a. Vague definitions are typically also too broad. 
   b. Example: Person = a being with some kind of mental activity. 
 
III Responding 
 A. Attacking the Definition 
  1. The definition can be attacked by showing how it fails to meet one or more of the standards given above. 
  2. If the definition is flawed, then the argument is flawed. 
  3. Example: A person defines a tragedy as a work that creates strong emotions. 
   a. This argument is flawed because the definition is too broad. 
  4. Example: A person defines stealing as taking something that one does not legally own. 

a. This is too broad because a person catching a fish while adrift in the middle of the ocean does not legally own the fish, but 
this does not seem to be stealing.  

 B. Attacking X 
  1. It can be argued that X does not meet the definition. 
  2. If X does not meet the definition, then the argument would fail. 
  3. Example: A person argues that a particular song is a country song, but it is shown that the song lacks the alleged qualities.  
  4. Example: It is argued that dolphins are people, but it is shown that they lack the qualities needed to be persons. 
 C. Counter Definition 
  1. This argument can be countered by presenting an alternative definition. 
   a. This is actually using another argument of the same type against the original. 
  2. If the new definition is superior, then the old definition should be rejected and hence the argument would presumably fail. 
   a. The quality of the definitions is compared using the standards above. 
   b. This method of responding also involves an attack on the original definition. 

3. Example: A person might present a definition of horror that is countered by a better definition. 
4. Example: A person might present a definition of stealing that is countered by presenting a more adequate definition. 

 
 
Appeal to Intuition (General) 
I Method 
 A. Introduction 

1. One problem in creating moral principles and theories is finding a starting point. 
2. A related problem is finding a way to test the results of a principle/theory without creating another principle or theory. 
 a. This could create an infinite regress. 
3. There is also the general problem of settling an issue. 
4. A generally accepted method of addressing these problems is by appealing to our pre-philosophical intuitions. 

 B. Intuitions & Arguments 
1. An intuition is typically a blend of how one thinks and feels about a matter prior to reflection. 
 a. Crudely put, it is sort of a “gut” reaction. 

  2. The goal of the argument is to “motivate” the reader’s intuitions so s/he accepts your position on the issue.  
  3. The argument is something of a blend between persuasion and argumentation. 

 a. The goal is to support a position through reason. 
 b. The goal is also to get the audience accept your view because you have presented something that appeals to their intuitions.  

 C. Basic Method 
  1. Show that X violates (or coincide with) our intuitions. 
  2. Conclude that X is incorrect/implausible/wrong (or correct/plausible/right). 
 D. Story Method (General)  

1. Present a plausible and appealing story or scenario that aims at motivating the target’s intuitions towards your position on the 
issue. 

  2. Present a developed argument that shows the reader why the story or scenario rationally supports your position. 
  3. Conclude that your position is correct.  
 E. Weakness and Strength 
  1. A weak point of this method is that moral intuitions are intuitions and not the result of reflection and argument. 
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2. This method is strong and effective with people who share intuitions, but tends to be weak and ineffective with people who do 
not share the same intuitions. 

 F. Testing Theories and Principles 
  1. This method is a useful tool in philosophy and is regularly used to check theories, principles, etc. 
  2. If a theory, principle etc. violates our intuitions, the theory, etc. becomes less plausible unless an adequate reply can be given. 
  3. If a theory, principle, etc. matches our intuitions, the theory, principle, etc. is more plausible. 
 G. Example: Stoned children. 

1. In the Bible, Deuteronomy 21:18-21 says that stubborn and disobedient children should be stoned to death in public. 
2. However, this seems to violate our moral intuitions about just grounds for capital punishment. 
3. Therefore, the stoning of disobedient children is not acceptable. 

 H. Example: Artists’ control over their work. 
  1. It just seems intuitive that since art is about free expression artists should be free of censorship. 
  2. Intuitively, since the artist creates the work from a part of her self, she should retain control over the work even if she sells it.. 
II Responding 
 A. Attacking the Intuition. 
  1. It can be argued that the intuition is flawed. 
  2. A way to do this is to present a counter-intuition: an argument by intuition that goes against the original argument. 
  3. The idea is to show that the opposing intuition is more appealing, thus undercutting the original argument. 
  4. Example: Stoned Children. 

a. While it is believed by some that children should not be stoned to death for being disobedient, my moral intuition tells me 
that one must obey the will of God. 
b. Through the Bible God makes it clear that he wills that disobedient children be stoned to death. 
c. Therefore the stoning is right and good. 

  5. Example: Artists’ control over their work. 
   a. Intuitively, when someone sells a product, they relinquish control over it. 
 B. Responding-Overriding the Intuition  
  1. The goal is to show that the intuition is mistaken. 

2.  This is done by showing the case against the position the intuition supports is strong enough to reasonable lead us to abandon 
the intuition. 

  3. Example: Stoned Children. 
a. While our intuition might lead us to believe that stoning disobedient children is wrong, the consequences of doing this shows 
that it is right. 
b. Disobedient children are a great burden on their parents and an annoyance to the rest of society. 
c. Disobedient children often turn to crime and some become career criminals. 
d. Fear of stoning or actual stoning will drastically cut down the number of disobedient children, thus greatly benefiting society. 
e. So, stoning disobedient children is morally acceptable.  

  4. Example: Artists’ control over their work. 
a. While our intuitions might lead us towards allowing artists this right, this right would seem to violate the rights of the 
purchaser. 

   b. The purchaser of the original art is buying ownership of that work and along with it the rights of ownership. 
   c. Thus, the artist surrenders her rights when she sells her work. 
 
Appeals to Consequences (Normative) 
I Method 
 A. Introduction 
  1. People commonly consider the consequences when assessing the morality of an action, policy, etc. 
  2. It is generally accepted that harming people and things is morally bad and benefiting them is good. 
  3. It is commonly accepted that if something creates more benefits than harms, then it is good or at least acceptable. 

4. This method involves weighing the benefits against the harms. 
 B. Basis 

1. The theory behind this method is consequentialism-the view that actions are assessed in terms of their consequences. 
2. Though this method is generally accepted, there is philosophical debate over the underlying theory. 

 C. Method 
  1. Show that action, policy, etc. X creates Y harms and Z benefits. 
  2. Weigh and assess Y and Z. 
  3. Argue that moral assessment is based on the consequences of actions.  
  3. If Y outweighs Z, then conclude that X is morally unacceptable. 
  4. If Z outweighs Y, then conclude that X is morally acceptable. 
 D. Example-violent media. 
  1. It has been shown that violent media has a negative impact on people. 
   a. Most school shootings involved a direct connection to violent movies, such as the Matrix. 
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   b. Studies have shown that people exposed to violent images are more likely to engage in violent behavior. 

2. While there are some benefits from violent media, such as large profits, one cannot weigh money more than human suffering 
and death. 

  3. Therefore, violence in the media should be eliminated or at least curtailed.  
 E. Moral versus Practical 
  1. A common mistake when using this method is to simply weigh harms and benefits without including a moral element. 
  2. Example: cheating in a relationship. 
   a. Potential harms would include disease, pregnancy, divorce, damage to one’s reputation and physical injury. 
   b. Potential benefits would include pleasure and companionship.  

c. Concluding that a person should not cheat because of the practical concerns (like avoiding a disease) would not be a moral 
argument. 

  3. For the method to be used as a moral argument, the moral element needs to be included. 
  4. Example: cheating in a relationship. 
   a. An argument from authority (Plato and Mill) can be used to argue that happiness is of value. 
   b. An argument from intuition can be used to argue that creating positive value is good and creating negative value is wrong. 
   c. It can be argued that the harms of cheating would create more unhappiness (negative value) that happiness (positive value). 
   d. It can be concluded that cheating would be morally wrong. 
   
II Responding 
 A. Another Assessment 
  1. One counter is to present an alternative assessment. 
   a. One way is to argue for a different assessment of the harms and benefits. 
   b. Another way is to argue for a different assessment of their relative weight. 
  2. Example: While violent media might produce such harms, it also produces benefits. 
   a. Violent films, shows and video games are very popular, generating large profits. 
   b. People also enjoy violent media. 
   c. Weighing the small number of deaths and injuries against the massive profits and enjoyment, it is 
   clear that the benefits of violent media outweighs the harms. 
   d. Therefore, violent media is morally acceptable.  
 B. Counter Method 

1. It can be argued that some factor other than consequences should be used when assessing the situation. 
2. This can be done by using another method, such as an appeal to rules, to offer a counter argument 
3. Example-violent media. 
 a. Violence in the media might lead to harms. 
 b. But, people have a moral right to free expression. 
 c. This moral right overrides the consideration of harms. 
 d. Therefore, violence in the media should not be censored. 

 
 
Appeals to Rights (Ethics) 
I Method 
 A. Introduction 

1. Many people, especially those in Western democracies, believe in rights. 
2. It is often accepted that people have rights that protect them and even entitle them to certain things. 
3. It is generally accepted that such rights must be respected under most conditions. 
2. This method is involves assessing the action, policy, etc. in terms of whether it is in accord with such rights. 

 B. Basis 
1. This method is based on rights theory-the view that people and perhaps other beings have moral rights. 
2. While rights theories have a great deal of appeal, they are also subject to debate. 
3. While they often overlap, it is important not to confuse moral rights with legal rights. 
 a. See Mixing Norms, below.  

 C. Method #1 
  1. Argue for right Y. 
  2. Argue that. X violates (or does not violate) right Y. 
  3. Conclude  that X is not morally acceptable (or is acceptable). 
 D. Method #2 
  1. Argue for right Y. 
  2. Argue that. X is required by right Y. 
  3. Conclude that X is morally obligatory. 
 E. Example: Censorship 

1. Censorship has often been proposed to protect people from the alleged harms of violent and sexually explicit media. 
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2. Argue that people have a right to freedom of expression. 
3. Therefore, such censorship is not acceptable. 

 F. Considerations 
  1. This method generally requires providing the audience with a reason (argument) that supports the right. 
  2. In some cases this might involve using another method or a moral theory (see below). 
 
II Responding 
 A. Attacking the right. 
  1. One counter is to argue against their being such a right or by arguing that the right is incorrectly applied. 
  2. If the right is successfully attacked, then the argument is undercut. 
  3. The type of attack varies depending on the right and the circumstances. 
   a. It might be argued that the right is not a legitimate right. 
   b. It might be argued that a more important right overrides the right. 
 B. Counter Method: The consequences override the right. 
  1. It can be argued that the consequences morally override the right. 
  2. This involves countering by using an Appeal to the Consequences. 
  3. Example: censorship. 

a. While it is generally accepted that people have a right to free expression, it is also accepted that this right is not absolute-a 
person has no right to slander another. 
b. While censorship would run against the right of free expression, the harms produced by certain works justify censoring them, 
just as it would be justified to quiet a person yelling “fire” in a crowded, but fire-free theatre. 

 D. Counter Method: General 
  1. Other methods can be used to counter the argument by offering an alternative assessment of the situation. 
  
Mixing Norms (Normative) 
I Method 
 A. Introduction 
  1. People commonly make inferences from one normative area to another. 
   a. Law, religion, aesthetics, morality, and etiquette. 

2. The inference is that status of X in one normative area automatically gives it the same status is another normative area. 
3. Example: It is often assumed there  is a moral right to be free of censorship because of the 1st Amendment, which guarantees a 
legal right to the freedom of press. 

  4. Such inferences can be made, but must be made carefully. 
 B. Flawed Method 
  1. Reasoning 
   a. X has status S in normative area Y.    
   b. Therefore X should have the comparable status to S in normative area Z. 

2. This method is flawed, even fallacious, because the conclusion does not follow unless a proper link is made between Y and Z. 
3. Examples: 
 a. Lying to a friend is immoral, so it should be illegal. 
 b. Capital punishment is legal, so it is morally acceptable. 
 c. Deuteronomy 21:18-21 says that children who do not obey their parents are to be stoned to death, so it is morally acceptable. 

e. Depicting graphic violence and sexuality is morally wrong, therefore such works are also aesthetically unacceptable as well. 
 C. Acceptable Method 
  1. Reasoning 
   a. X has status S in normative area Y. 
   b. Premise or Argument connecting area Y and normative area Z. 
   c. Therefore X should have the comparable status to S in normative area Z. 
  2. Provided that the connection between Y and Z is adequately made, the reasoning is acceptable. 
  3. The first premise will most likely require support of its own. 
  4. Example: 
   a. Argue that making backups of DVDs, software and CDs is morally acceptable. 
   b. Argue that things that are morally acceptable should be legal. 
   c. Making backups of DVDs, software and CDs should be legal. 
 
II Making the Connection 
 A. Theory 
  1. The task is to show that the status of X in normative area Z should be inferred from its status in normative area Y. 
  2. There are theories that explicitly or implicitly connect two normative areas. 

a. Example: Divine Command Theory is the view that morality is determined by religion, so the inference from religious norms 
to moral norms is justified. 
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   b. Example: Legalism is the view that morality is determined by the laws of the state, so the inference from legal norms (the 
   laws) to moral norms is justified. 
  3. One can state that the argument is being made in the context of the theory. 
   a. Weakness-only those who accept the theory will accept the inference. 
   b. Example: 

1. Given divine command theory, since the bible permits torture (2 Samuel 12:26-31) it follows that torture is morally 
acceptable. 
2. Given legalism, since the use of marijuana is illegal, it must also be evil.  

  4. One can also argue for the theory, which will typically require a great deal of work. 
  5. If there is an easier or more direct way to argue for the conclusion, this method can be overkill. 
 B. Argument 
  1. The task is to show that the status of X in normative area Z should be inferred from its status in normative area Y. 
  2. An argument can be provided that makes the connection. 
  3. The effectiveness of the method depends on the quality of the argument for the connection. 
  3. Example  
   a. The state exists to protect people from harm. 
   b. Thus, the laws of the state are designed to protect people from harm by making harmful things illegal. 
   c. Things that are immoral are harmful-at the very least they damage the person’s moral character. 
   d. Thus, things that are immoral should also be made illegal by the state. 
  5. If there is an easier or more direct way to argue for the conclusion, this method can be overkill. 
 
III Considerations  
 A. Considerations: Law 

1. The great variation in laws limits inferences from law to other normative areas and can lead to problems such as contradictions. 
a. Example:  prostitution is legal in Nevada but not in Maine, so inferring from law to morality would entail that prostitution is 
both moral and immoral. 

2. There are many different views of the foundation and purpose of law, so inferences to or from law can be problematic.  
 a. Example, the US has legal separation of Church and State, so inferring from religion to law would be problematic. 

 B. Considerations: Religion 
  1. Inferences to or from a religion will generally only be accepted by those of the same faith. 
   a. Example: Pork is forbidden to Jews, but Christians are unlikely to accept that that pork should be outlawed. 
  2. There is a great variety even within one religion and this makes inferences from religion problematic. 

a. Example: the Koran calls for Jihad, but some interpret it in ways that justify terrorism and others do not.  
  3. Bringing in an entire religion and accompanying metaphysics to solve a problem is often overkill. 
  4. The religion and its assumptions are often far more controversial than the point being argued for.  
 C. Considerations: Aesthetics 
  1. Aesthetics is often regarded as being trumped by law, morality and religion. 
   a. This often makes inferences from aesthetics to other areas too difficult. 
   b. This often makes inferences from other areas to aesthetics too easy. 
   c. The areas where aesthetics and other areas overlap are typically regarded as belonging to those other areas. 
   d. Example: censorship is often regarded as primarily a legal or moral issue rather than an aesthetic issue. 
  2. There is a great deal of disagreement in aesthetics, which makes inferences from aesthetics problematic. 

3. The concerns of aesthetics are seen as removed from those of other areas, thus making inferences from aesthetics more 
difficult. 

   a. Example:  what implications does a theory of beauty have for law, religion or morality? 
  4. Aesthetics is regarded as being a realm of pure opinion thus making inferences from aesthetics more difficult.  
 D. Considerations: Morality 
  1. There is a great deal of disagreement about morality, which can make inferences to or from morality problematic. 
  2. There are moral theories based on other normative areas, which can make inferences too easy or too difficult. 

a. Example: Divine command theory makes inferences from religion to morality automatic, but precludes inferences from 
morality to religion. 

   b. Example: Legalism makes inferences from law to morality automatic, but precludes inferences from morality to law. 
  3. This is dispute over the foundation and purpose of morality which can make such inferences problematic. 

a. Example: Relativism is the view that morality is grounded in the culture, so making an inference from morality to 
international law would be problematic.  

 
IV Responding 
 A. Responding-Attacking the First Premise 

1. The normative status of X, as presented in the first premise of the method, can be challenged. 
2. Challenging this status involves arguing that X does not have the alleged status. 

  3. If X does not have the required normative status, then the inference fails.  



Aesthetics Notes LaBossiere Page 19 of 73 
  4. Alternatively, the inference can be made, but the normative status will be based on the “new” status. 
   a. Example: 
    1. Original argument: copying DVDs is immoral and hence should be illegal.  
    2. Response: Copying DVDs is moral, hence should be legal. 
 B. Attacking the Link 
  1. The argument depends on the link between the two normative areas-if the link fails, the argument fails. 
  2. The objective is to argue that the inference is not justified. 
  3. In some cases there are established ways to break the link. 
   a .Example: a way to counter an argument for basing a law on religion is to appeal to the separation of church and state. 

4. The link can also be attacked by arguing that the norms of one area do not apply to the other or that one area overrides another, 
thus preventing the inference. 

   a. Example: Oscar Wilde claimed that morality does not apply to art.  
   b. Example: Morality is often seen as trumping law, so the inference from law to morality would not be justified.  
 
 
Applying Aesthetic Principles (Aesthetic) 
I Method 
 A. Introduction 
  1. One method of assessing a work of art is to apply a principle of aesthetic value to that work. 
  2. The goal is to determine if the work is aesthetically valuable and if so to what degree. 
  3. Aesthetic value is generally taken to be distinct from other types of value, especially economic value.  
  4. Different principles might apply to different works based on such factors as genre and intent. 
 B. Method 
  1. Present and argue for the aesthetic principle. 
  2. Describe the relevant qualities of X (the work in question). 
  3. Show how X meets or fails to meet the conditions set by the principle. 
  4. Draw the relevant conclusion regarding the aesthetic value of X.  

C. Sample Aesthetic Principles: The value of a work depends on 
 1. Its monetary value. 

2. Its capacity to convey or present general truths. 
3. Its influence on other works of art. 
4. Its capacity to present or transmit the values or beliefs of a culture or other system of belief. 
5. Its expression of diversity. 

  6. Its capacity to inspire or motivate social or political change or to bring to light social or political problems. 
7. Its capacity to produce a desired emotional effect, such as pleasure or pity & fear. 
8. The degree to which it has an aesthetic property (such as beauty). 
9. The degree to which it is valued by the cultural elite or critics. 
10. Its capacity to make people see the world in new ways.  

 D. Assessing Aesthetic Principles 
  1. An Aesthetic standard must be presented. 
  2. This standard must be supported by arguments. 
   a. The arguments are subject to assessment.   
  3. The application of the principle must produce reasonable solutions to aesthetic problems. 
  4. The principle must be coherent. 
  5. The principle must be plausible. 
  6. The principle must correspond to our aesthetic intuitions or provide adequate grounds for abandoning our intuitions. 
 E. Example 
  1. The value of a work of horror depends on its capacity to induce the emotional state of horror in the audience. 
  2. H.P. Lovecraft’s “The Rats in the Walls” has created a strong feeling of horror in its readers for decades. 
  3. Thus, the story has great aesthetic value as a work of horror. 
 
II Responding  
 A. Attacking the Principle 
  1. An argument of this type can be attacked by attacking the principle that is being used. 
  2. If the principle is flawed or incorrect, then its use would also be flawed. 
  3. Example: A person claims that the Return of the King is aesthetically valuable because it made a lot of money. 
   a. This principle can be undercut by providing examples of works that made money but lack aesthetic value. 
   b. It could also be undercut by pointing out that many things make money that have nothing to do with art-for example, 
   heroin.  
  4. Attacking a principle can require an extensive amount of work. 
 B. Attacking X 
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  1. An argument of this type can also be attacked by arguing that the work in question lacks the alleged qualities or that it 
  possesses them in a lesser degree. 
  2. If the work lacks the qualities or has them is a lesser degree, then the claim that it has value or a certain degree of value would 
  be undercut. 
  3. Example: A work alleged to be valuable because of its social impact could be shown to have actually had little impact, thus 
  undercutting the claim that it has the alleged degree of value. 
 C. Responding-Counter Principle 
  1. An argument of this type can also be attacked by contending that the work is better assessed by a different principle than the 
  one being used, thus providing a different assessment of value. 
   a. This is actually using another argument of the same type against the original. 
  2. If assessment by the new principle is a better assessment, the first assessment is undercut. 

3. Example: A critic might consider a work of comedy  to have little value because it fails to convey general truths about the 
human condition. 

   a. This could be countered by arguing that the principle that should be applied is the principle that the value of a work 
   depends on its capacity to produce an emotional effect, in this case inspiring laughter. 
 
III Art & Non Art 
 A. Art  
  1. This method can be used to argue that a work is art. 
  2. The method would be used as above, with the addition of the following steps: 
   a. (5) An argument that supports the claim that if something has aesthetic value, it is art. 
   b. (6) Drawing the conclusion that the work is art. 

3. This method is not without controversy as it can be argued that something could have aesthetic value without being a work of 
art. 

 B. Non-Art 
  1. This method can be used to argue that a work is not art. 
  2. The method would be used as above, with the addition of the following steps: 
   a. (5) An argument that supports the claim that if something lacks aesthetic value, it is not art. 
   b. (6) Drawing the conclusion that the work is not art. 
  3. The strength of this method depends on the quantity and quality of the principles used. 
   a. More principles and the higher their quality, the better the argument. 
  4. Be sure to keep in mind that even great works of art will not meet the standards set by all principles of aesthetic value. 

  
Applying Aesthetic Theories (Aesthetics) 
 
I Method 
 A. Introduction 
  1. One method of assessing a work is to apply an aesthetic theory to the work. 
  2. The goal is typically to determine whether a work is a work of art or not. 
   a. General aesthetic theories address this question. 
  3. Theories are also used to determine whether a work falls within a particular genre or not. 
   a. Theories of specific arts are typically used to address this question. 
  4. Aesthetic theories also contain principles of aesthetic value. 
 B. Method 
  1. Present the aesthetic theory. 
  2. Describe the relevant qualities of X  (the work in question). 
  3. Show how it meets or fails to meet the conditions set by the theory. 
  4. Draw the relevant conclusion regarding the status of X (art/non-art, genre, etc.).  
 C. Assessing Aesthetic Theories 
  1. Aesthetic standards and guides must be presented. 
  2. These standards and guides must be supported by arguments. 
   a. The arguments are subject to assessment. 
  3. Some limits must be placed on what counts as art or what belongs in a specific genre. 
  4. The application of the theory must produce reasonable solutions to aesthetic problems. 
  5. The theory must be internally consistent. 
  6. The theory must be coherent. 
  7. The theory must be plausible. 
  8. The theory must correspond to our aesthetic intuitions or provide adequate grounds for abandoning our intuitions. 
 D. Examples of Theories 
  1. Tolstoy provides a general theory of art. 
  2. Aristotle provides a specific theory about tragedy. 
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  3. Mill provides a specific theory about poetry.  
 E. Example 
  1. Aristotle defines a tragedy as a work that creates pity and fear in the audience. 
  2. Romeo & Juliet creates pity and fear in the audience. 
  3. Thus, Romeo & Juliet is a work of tragedy. 
 
II Responding 
 A. Attacking the Theory 
  1. An argument of this type can be attacked by attacking the theory being used. 
  2. If the theory is flawed or incorrect, then its use would also be flawed.  

3. Example: A work is classified as art based on Tolstoy’s theory of art, but it is argued that Tolstoy’s definition of art is too 
narrow and too broad. 

  4. Attacking a theory can require an extensive amount of work. 
 B. Attacking X 

1. An argument of this type can also be attacked by arguing that the work in question lacks the alleged qualities or otherwise fails 
to meet the conditions set by the theory. 

  2. If the work lacks the qualities or otherwise fails to meet the relevant conditions then it would not be art or would not 
  fall within the specified genre, etc. 
  3. Example: A work claimed to be a tragedy is  
 C. Counter Theory 

1. An argument of this type can also be attacked by contending that the work is better assessed by a different theory, presumably 
one that yields a different result. 

   a. This is actually using another argument of the same type against the original. 
  2. If assessment by the new theory is a better assessment, the first assessment is undercut. 

3. Example: A theory that supports the claim that a work is a work of art could be undercut by providing a better theory that 
shows the work is not art. 
 

 
 
Part Two: Defining and Judging Art 
Introduction 
 
I Defining Art  
 A. Objective 
  1. Provide a definition or account that distinguishes art from non-art. 
  2. Ideally, this will provide the necessary and sufficient condition(s) for being a work of art. 
  3. Necessary Condition (s) for art. 
   a. A work cannot be a work of art without meeting the condition(s). 
   b. Meeting the necessary condition does not make the work art. 
  4. Sufficient condition (s) for art. 
   a. If a work meets the condition(s), then it is art. 
   b. A work can still be art of it does not meet the condition(s). 
  5. Necessary and sufficient condition(s) for art. 
   a. If a work meets the condition(s) then it is art and it cannot be a work of art without meeting the condition(s). 
 B. Approaches 
  1. General: The goal is to provide a definition that captures all art. 

2. Specific: The goal is to define what it is to be a specific type of art rather than providing a general definition that encompasses 
all art. 

   a. This approach provides more focus and is far more manageable than providing a single definition of all art. 
3. Top down method: A definition of art is created, typically by examining conceptually what it is to be art or art of a specific 
type. 

   a. This definition is then used to sort specific types or specific works into art and non art. 
2. Bottom up method: A definition of art is created by examining the various specific arts or specific works of art and finding out 
what they have in common. 

   a. This method has to begin with assumptions about what works are art-otherwise one would not know what to examine. 
 C. Why defining art matters. 

1. Society and individuals expend money and other resources on art-so it is important to know whether the resources are being 
expended for real art or whether they are being wasted on pseudo-art. 
2. Classifying something as art and the creator as an artist gives them a certain status. 
 a. Art is typically regarded as having a special status that is different from that of non-art and this status often affords art 
 special protection and special treatment. 
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b. Artists are often regarded as having a special status that entitles them to special rights or privileges, such as the right to 
control their work after they have sold it and the view that they should be treated as a cut above the herd. 

 c. This also has extensive social and political implications, especially in regards to classifying matters relating to specific 
 cultures, ethnic groups or genders. 
3. Artists and critics need to know the difference in order to create and judge art-otherwise they would not know what they are 
doing. 

 
II Judging Art 
 A. Objective 
  1. To provide a standard or standards to distinguish good art from bad art. 
 B. Approaches 
  1. General: The goal is to provide a standard or standards to distinguish good art from bad art universally. 

2. Specific: The goal is to provides a standard or standards for assessing a specific type of art. 
   a. This approach provides more focus and is far more manageable than providing a standard or standards for all art. 

3. Top down method: A standard or set of standards is created, typically by examining conceptually what it is to good or bad art 
or good or bad art of a specific type. 

   a. This standard or set of standards  is then used to sort specific works into good and bad. 
2. Bottom up method: A standard or set of standards is created by examining good and bad works of art and finding out what they 
have in common. 

   a. This method has to begin with assumptions about what is good and bad-otherwise one would not know what to examine. 
 C. Why assessing art matters. 

1. As noted above, society and individuals expend resources on art and it is important to know if they are getting good art or 
wasting resources on bad art.  
2. As noted above classifying something as art has implications and, not surprisingly, art that is considered good enjoys a higher 
status than bad art and yields a proportional status to its creator. 
3. Artists and critics need to know the difference in order to create and judge art-otherwise they would not know what they are 
doing. 

 
 
The Arts and Fine Arts 
SEAN LE ROND D'ALEMBERT  
[Preliminary Discourse to the Encyclopedia of Diderot, 1751] 
The Arts and Fine Arts 
SEAN LE ROND D'ALEMBERT  
[Preliminary Discourse to the Encyclopedia of Diderot, 1751] 
Revised 1/31/2005 
 
I Part One 
 A. Reflective Knowledge 

1. The first operation of reflection is uniting direct notions. 
2. He claims he must begin with this and review the sciences resulting from it.  
3. Notions formed by combining primitive ideas are a type of reflective knowledge. 
4. Another type of reflective knowledge includes: 

a. Ideas created by imagining and combining beings similar to objects of direct ideas. 
   b. The imitation of Nature.  
 B. Direct Ideas and Imitations 

1. The most vivid direct ideas are remembered easiest, so they are most imitated. 
2. Pleasant real objects have a greater impact than imitations, but the lesser impact is offset by pleasure from the imitation.  
3. The imitation of objects which, when real, cause sadness or tumult, is more pleasing than the objects. 
4. Imitation distances us so we experience the pleasure without its disturbance.  
5. The imitation of objects capable of exciting lively, vivid, or pleasing sentiments is the imitation of la belle Nature. 
6.  Many have failed to present a clear idea of it because  
 a. la belle Nature can be perceived by only an extremely delicate sensitivity. 
 b. Standards for distinguishing the arbitrary from the true are not well defined and are open to opinion. 

 C. Painting, Sculpture and Architecture 
1. Painting, Sculpture, and architecture are at the head of knowledge consisting of imitation-they best approximate the objects 
represented. 

 2. Architecture is born of necessity and perfected by luxury.  
 3. Imitation of Nature in Architecture is less striking and more restricted than in Painting or Sculpture.  

4. Painting and sculpture express all the parts Nature indifferently, without restriction, and as it is. 
5. Architecture is confined to imitating the symmetrical arrangement in Nature. 
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D. Poetry 
 1. Is after painting, sculpture and architecture. 

2. Poetry imitates by words. 
3. Poetry and speaks to the imagination rather than the senses.  

 4. It represents, in a touching and vivid manner, to the imagination objects making up this universe.  
 5. By the warmth, movement, and life it can give, it seems to create rather than portray them.  
E. Music 

1. Music speaks to the imagination and senses. 
2. Music is last in the order of imitation-its imitation is not less perfect, but has been restricted to fewer images.  

a. This is due less to its nature than to a lack of sufficient inventiveness in most musicians.  
3. Perhaps music was originally intended to represent noise but has become a language expressing passions of the soul.  
4. One should not reduce this expression to passions alone-but extend it to the sensations. 
5. Perceptions differ as much as their objects, but can be compared by a common point of view: the pleasurable or disquieting 
effect on the soul.  
6. A frightening object/terrible noise produces an emotion that can bring them together, and both emotions can often be 
designated by the same name. 
7. A musician portraying a frightening or agreeable object could seek a natural sound that can produce the emotion most 
resembling the one it causes. 

  a. To think otherwise would be to wish to restrict the limits of art and pleasure.  
 8. This kind of depiction demands study of the shadings differentiating  sensations. 
  a. These shadings will not be distinguished by an ordinary talent.  
  b. They are grasped by the man of genius, perceived by the man of taste, understood by the man of intelligence. 
  c. They are lost on the multitude.  
 9. Music that does not portray something is only noise.   
 10. After having created an art of learning music one ought also to create an art of listening to it. 

 
II Arts 
 A. Differentiation of the principal parts of knowledge: 

 1. Arts: Purely practical in nature and aim at the execution of something.  
2.  Sciences: Purely speculative in nature and limited to the examination of their object and its properties.  

 3. Others derive practical use from the speculative study of their object.  
4. Speculation and practice are the principal difference that distinguishes Sciences and Arts. 

B.  Liberal and Mechanical Arts 
1. An art: any system of knowledge reducible to positive and invariable rules independent of caprice or opinion.   

 2. There are rules for the operations of the mind or soul and rules for those of the body. 
3. This is the basis for dividing the arts into liberal and mechanical, and the superiority given to the liberal over mechanical.  

 C. Mechanical Arts 
1. Mechanical arts depend on manual operation and subjugated to a routine, are left to those prejudice places in the lowest class.  

 2. Poverty leads more people to the mechanical arts than taste and genius, which has lead to contempt for these arts. 
3. The free operations of the mind are claimed by those who believe themselves most favored of Nature in this respect.  
4. The demands on the intellect and difficulty at excelling in the liberal arts are counterbalanced by the superior usefulness of the 
mechanical.  
5. Their usefulness reduced them to purely mechanical operations to make them accessible to more people  
6. While justly respecting great geniuses for their enlightenment, society should not degrade the hands serving it. 

 D. Liberal Arts 
1. Fine Arts: The liberal arts imitating Nature that have pleasure for their principal object.  
2. That is not the sole distinction from more necessary or useful liberal arts, such as Grammar, Logic, and Ethics.  
3. The useful liberal arts have fixed rules any can transmit, but the laws of Fine Arts are almost exclusively from genius.  

 4. Rules concerning arts are only the mechanical part; their effect is like the telescope- they only aid those who see. 
 
III Knowledge 
 A. Knowledge 

1. The ways mind operates on objects and uses derived from them are the first means of distinguishing parts of knowledge. 
 2. Everything is related to our needs- from necessity, or convenience and pleasure, or custom and caprice.  
 3. The more remote or harder to satisfy the needs are, the slower the appearance of the knowledge to satisfy them. 
 4. The different judgments our soul makes of ideas are designated by: evidence, certitude, probability, feeling, and taste. 
B. First Sort of Feeling 
 1. Consciences: the feeling concerned with moral truths. 
 2. A result of natural law and of our conception of good and evil. 
 3. Evidence of the heart, though differing from the evidence of the mind for speculative truths, subjugates with the same force.  
D. Second Sort of Feeling 
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 1. Pertains to the imitation of la belle Nature and to beauties of expression.  

2. Grasps sublime and striking beauties with rapture, discerns hidden beauties, and proscribes those feigning their appearance.  
3. Often makes severe judgments without detailing their motives because these motives  depend on many ideas that are difficult to 
expound all at once and more difficult to transmit to others.  
4. It is to this kind of feeling we owe taste and genius. 
5. Genius: the feeling that creates. 
6.  Taste: the feeling that judges. 

 
The Paradox of Taste 
DAVID HUME 
Last Revised: 2/12/2005 
 
I Language 
 A. Variety of Taste 
  1. There is a great variety of taste. 
  2. Tastes different from ours are seen as barbarous, but the same can be said of our taste. 
  3. The diversity in taste is greater in reality than in appearance.  
  4. Men’s sentiments often differ regarding beauty and deformity, while their general discourse is the same.  
 B. Language-Art & Science 
  1. In all languages certain terms blame and others praise.   
   a. All praise elegance, propriety, simplicity and spirit in writing. 
   b. All blame fustian, affectation, coldness, and false brilliancy in writing. 

2. The apparent unanimity vanishes for particulars-people mean different things by the same terms. 
  3. In opinion and science the difference is more often in generals than particulars. 
   a The difference is less in reality than in appearance.  
   b. An explanation of terms commonly ends the controversy. 
 C. Morality and Language 

1. Those basing morality on sentiment more than reason claim the difference among people is greater than it first appears.  
2. All approve of justice, humanity, magnanimity, prudence, veracity and blame their opposites.  
3. Authors praise and blame the same virtues and vices and this is typically ascribed to reason. 

  4. As far as the unanimity is real, this account is satisfactory. 
5. The apparent agreement may be partly explained by the nature of language. 
6. Virtue, in every language, implies praise and vice implies blame. 

  7. None could properly assign reproach to a term accepted in a good sense or praise if the idiom requires disapprobation. 
 D. Example: Homer 
   1. Homer's general precepts will never be disputed. 
  2. Homer includes more ferocity in Achilles and cunning and fraud in Ulysses than Fenelon would. 
   a. The French epic writer does not depart from truth and veracity. 
 E. Example: Koran 

1. Moslems claim there are excellent moral precepts in the Koran 
  2. The Arabic words corresponding to equity, justice, temperance, meekness, charity, must be taken in a good sense.   
  3. It would an ignorance, not of morals, but language, to not regard them with approval 
  4. The prophet praises treachery, inhumanity, cruelty, revenge, bigotry.   
  5. No rule of right seems to be accepted consistently-every action is blamed or praised as it benefits or harms the true believers. 
 F. Precepts of Ethics 
  1. The merit of delivering true general precepts in ethics is very small. 

2. Recommending moral virtues does no more than what is implied in the terms.  
3. The inventors of “charity” who used it in a good sense inculcated more effectively the precept, “be charitable”, than any 
legislator or prophet who puts the maxim in his writings.  
4. Expressions which imply blame or approbation are least liable to be perverted or mistaken. 

 
III Standard of Taste 
 A. Standard of Taste 
  1. It is natural to seek a Standard of Taste-a rule to reconcile the various sentiments of men. 
  2. Or at least a decision confirming one sentiment, and condemning another. 
 B. Argument for the Impossibility of a Standard of Taste  

1. One philosophy holds it is impossible to attain a standard of taste.  
  2. The difference between judgment and sentiment is great. 
  3. All sentiment is right because: 
   a. It refers to nothing beyond itself. 
   b. It does not represent what is really in the object. 
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   c. It is real when one is conscious of it. 
   d. It only marks a relation between object and mind. 

4. Not all determinations of the understanding are right because: 
 a. They refer to something beyond themselves, to real matters of fact. 
 b. They do not always meet that standard.  

   c. Only one opinion on the matter is true and the only difficulty is to determine which.  
 C. The Nature of Beauty  
   1. Beauty is not a quality in things-it exists only in the mind.  
  2. Each mind perceives a different beauty: one may perceive deformity where another perceives beauty. 

3. Each ought to accept his own sentiment, without trying to regulate others’.  
4. To seek real beauty or real deformity is as fruitless as trying ascertain the real sweet or real bitter.  
 a. According to the disposition of the organs, the same object is sweet and bitter. 
5. Note: Hume is taking beauty to be a secondary quality. 
 a. Primary quality: a quality that exists in the object, such as mass or shape. 
 b. Secondary quality: a power in objects to produce ideas in us that is not like the quality in the object, such as pain or warmth. 

 D. The Axiom 
  1. According to the proverb, it is fruitless to dispute concerning tastes.  
  2. It is natural and necessary to extend this axiom to mental and bodily taste. 

3. This axiom, by passing into a proverb, attains the sanction of common sense.  
 E. Opposition to Axiom 

1. A type of common sense opposes the axiom or at least modifies and restrains it.  
2. Some comparisons between artists seem as extravagant as comparing a molehill to a mountain or a pond to the ocean. 

  3. Such claims are regarded as absurd and ridiculous. 
  4. The principle of the natural equality of tastes is forgotten in such cases. 
   a. It is acceptable when the objects seem nearly equal. 

b. It appears an extravagant paradox or absurdity, where such disproportional objects are compared. 
 
IV Rules & Criticism 
 A. Rules of Composition are a posteriori and not a priori. 
  1. No rules of composition are set by a priori reasoning. 

a. Note: a priori reasoning is reasoning that is prior to experience-it is not based on empirical evidence but is grounded in pure 
reason. 

2. They cannot be abstract conclusions of the understanding from comparing eternal and immutable relations of ideas. 
  3 Their foundation, as with all practical sciences, is experience. 
   a. Note: this is a posteriori reasoning-reasoning that is based in empirical evidence. 

4. They are general observations of what has been universally found to please in all countries and in all ages.  
 B. Rules of Art 

1. Many beauties of poetry and eloquence are founded on falsehood, fiction, hyperboles, metaphors, and abuse or perversion of 
terms from their natural meaning. 
2. To restrain imagination and reduce every expression to geometrical truth and exactness is contrary to the laws of criticism. 
3. This would result in a most insipid and disagreeable work. 
3. Poetry cannot submit to exact truth, but must be confined by rules of art, discovered by genius or observation.  

 C. Faults 
1. If some negligent writers have pleased, they have pleased despite these transgressions.   
2. If pleasure came from the faulty parts of a poem, this is no objection to criticism in general:  

  3. This is an objection to the particular rules of criticism, which takes such circumstances as faults.  
  4. If they please, they cannot be faults.  
 C. Testing the Rules of Art 

1. General rules of art are founded on observation of common sentiments, so feelings will not always conform to them. 
2. Finer emotions require favorable circumstances to work properly, according to general and established principles.  

  3. The least hindrance or disorder prevents their operation. 
4. To test a beauty or deformity, we must chose a proper time and place and bring the fancy to a suitable situation and disposition.  
5. If any of these are wanting we will be unable to properly judge the universal beauty: 

   a. Perfect serenity of mind. 
   b. Recollection of thought. 
   c. Due attention to the object. 
 D. Endurance and Foreign Appeal as Measures of Influence 
  1. The influence of a work can be ascertained from its longevity. 
   a. Example: Homer pleased 2,000 years ago in Athens and is still admired today.   
  2. Authority or prejudice may give temporary vogue to a poor artist. 
  3. But, his reputation will not be durable or general.  
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   a. When his work is examined by posterity or foreigners his faults will be recognized. 

4. In the case of a real genius, the works endure longer, are more widespread, and receive more sincere admiration.  
  5. Obstructions can interfere, such as envy and familiarity. 

6. When obstructions are removed, the beauties immediately become evident. 
V. Principles 
 A. General Principle 

1. There are general principles of approbation or blame that influence all operations of the mind.  
2. Some forms or qualities are calculated to please and others to displease. 

 B. Explanation of Failures to Please/Displease 
1.  If the qualities fail in a particular case it is from an imperfection in the organ.  

   a. Example: One with a fever cannot discern flavors. 
   b. Example: A person with jaundice cannot judge colors. 
  2. Only the sound state of observers can provide a true standard of taste and sentiment.  

3. Analogy: How objects appear in daylight to healthy eyes is regarded as the real color, though color is a secondary quality. 
4. Defects in organs prevent or weaken the influence of the general principles our sentiment of beauty or deformity depend on.  
5. Some objects, by the mind’s structure, naturally give pleasure, but not everyone equally feels it.  
6. Some situations throw a false light on objects or hinder them from conveying the proper sentiment and perception. 
7. Many do not feel the proper sentiment of beauty because they lack the needed delicacy of imagination. 
8. All pretend to have that delicacy and would reduce every kind of taste or sentiment to its standard. 

 C.  Delicacy from Don Quixote. 
1.  Sancho claims to have a hereditary skill in judging wine. 
2.  Two of his kinsmen were asked to evaluate wine. 
3.  Both say it is good but one says it tastes of leather and the other says it tastes of iron. 
4. Though both are ridiculed, a key with a leather strip tied to it was found in the cask. 

 D. Qualities in Objects and Delicacy of Taste 
1. Beauty and deformity are not qualities in objects, but are secondary qualities. 
2. Qualities in objects produce those feelings.  

  3. These qualities may be found in a small degree or mixed and confounded with each other,   
  4. Delicacy of Taste consists in the organs being fine and exact. 

5. If the same qualities do not affect the organs with delight or unease, the person lacks this delicacy. 
 E. Critics 
  1. Producing the general rules is like finding the key with the leather thong. 

a. Even without finding the key, one’s taste was delicate and the other dull. 
b. Finding the key made it easier to prove. 

  2. By analogy, even if the beauties of writing had not been methodized and no excellent models were acknowledged: 
a. The different degrees of taste would exist. 
b. Certain judgments would be preferable to others. 

   c. But it would be harder to silence the bad critic.  
3. If a critic accepts a principle of art and is shown a case in which he failed to perceive its influence then he must conclude the 
fault lies in him. 

VI  Ascertaining Delicacy of Taste 
 A. Intro 

 1. The best way to ascertain it is to appeal to principles established by uniform consent and experience of nations and ages. 
 B. Practice 

1. Practice improves taste 
  2. When objects are first encountered the sentiment is obscure and confused.  

3. Experience makes the taste more exact and allows one to perceive the beauties and defects of each part.  
 C. Multiple Perusals 

1. Proper judgment of a work requires 
 a. Multiple perusals. 
 b. Surveying the work in different lights with attention and deliberation.  
2. A Rush of thought occurs with the first perusal and confuses the genuine sentiment of beauty. 
3. A type of florid and superficial beauty pleases at first but is then rejected or rated at a much lower value. 

 D. Comparisons  
1. One who does not compare different kinds of beauty, is not qualified to give an opinion. 
2. Only by comparison can we fix terms of praise or blame and learn to assign a due degree of each. 
3. People take the best work they are acquainted with to be the best there is. 

  4. One accustomed to works admired in different ages and nations can rate the merits of a work and assign its proper rank 
 E. Prejudice  
  1. The mind must be free from all prejudice. 

2. One must only allow the object of examination into his consideration.  
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3. A work of art must be surveyed in a certain point of view conforming to what is required by the performance.  
4. A critic of a different age or nation must place himself in their situation to form a true judgment.  
5. One influenced by prejudice and manners of his age and country, departs from the true standard and loses all credit and 
authority. 

  6. Prejudice is destructive of sound judgment and must be checked. 
  F. Purpose 
  1. Every work of art has an end or purpose for which it is calculated. 

2. It is more or less perfect as it is more or less fitted to attain this end.  
3. The object of eloquence is to persuade, history to instruct, and poetry to please via the passions and imagination.  
4. These ends must be kept in mind when examining  a performance. 

 G. Reason  
1. Every composition is a chain of propositions and reasoning.   

  2. Characters in poetry must be represented as reasoning and acting suitably to character and circumstances. 
3. Without judgment, taste and invention, a poet cannot succeed.  
4. Elements essential to the operations of taste are the same as of faculties improving reason: 

   a. Clearness of conception. 
   b. Exactness of distinction. 
   c. Vivacity of apprehension. 

5. A man of sense who has experience in any art can judge its beauty. 
6. A man who has a just taste without a sound understanding is rare. 

 
VI Critics  
 A. Principles of Taste 
  1. The principles of taste are universal and nearly if not entirely the same in all. 
  2.  Few are qualified to judge works of art or establish their sentiment as the standard of beauty.  

3. Defect or disorder the organs of sensation often don’t allow the general principles full play and excite erroneous sentiment. 
 B. The True Standard 

1. A critic without delicacy judges without distinction and is affected by the grosser qualities and misses the finer touches  
2. If unaided by practice his verdict is confused and hesitant.  
3. Without comparisons, the most frivolous beauties are admired.  
4. Influenced by prejudice his natural sentiments are perverted.  
5. If good sense is lacking he is unqualified to discern the beauties of design and reasoning, the highest and most excellent.  

  6. Most have these imperfections so true judges are rare.   
7. A critic needs strong sense, united to delicate sentiment, improved by practice, perfected by comparison, and no prejudice. 
8.  The joint verdict of such critics is the true standard of taste and beauty.  

 C. Problem 
  1. Where are such critics to be found, how are they to be known, and how to distinguish them from pretenders?  
  2. These are questions of fact not sentiment.   

3. To settle them the best arguments must be examined. 
  4. It is sufficient for the present purpose to have shown:   
   a. Individuals are not equal in taste.  

b. Some will be acknowledged by universal sentiment to be preferable above others. 
 D. Aesthetics vs. the Sciences 

1. The difficulty of finding the standard of taste is not as great as thought.  
2. Ascertaining a criterion is harder in science than in sentiment.  

  3. Theories of philosophy and systems of theology have prevailed, revealed as absurd, replaced and so on. 
  4. These decisions of science are most liable to revolutions of chance and fashion. 
  5. This is not the case with the beauties of eloquence and poetry.  

a. Just expressions of passion and nature quickly gain public applause and hold it forever. 
b. Aristotle, Plato, Epicurus, and Descartes, may succeed each other. 
c. Terence and Virgil maintain universal, undisputed empire. 
d. The philosophy of Cicero is discredited, but his oratory is still admired. 

 E. Distinguishing People of Taste 
  1. Men of delicate taste are rare. 

2. They are distinguished by the soundness of their understanding and the superiority of their faculties.  
3. Many have a dubious perception of beauty but can relish what is pointed out to them.  

 F. Time  
1.  Though prejudices prevail for a time, they eventually yield to the force of nature and just sentiment.  
2. Though a nation may admire a philosopher in error, they never err long in their affection for a favorite author. 
 

VII Factors 
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 A. Two sources of variation 

1. Two sources of variation produce a difference in the degrees of praise or blame.  
  2.  First: different humors of particular men. 
  3. Second: particular manners and opinions of age and country. 
  B. The general principles of taste are uniform in human nature. 

1. If judgments vary due to defective faculties, prejudice, or lack of practice or lack of delicacy there is reason to approve one 
taste and condemn another. 
2.  If there is such diversity internally or externally so both sides are blameless and room exists to prefer one over the other then: 

   a. A degree of diversity in judgment is unavoidable,  
b. A standard will not be found to reconcile the contrary sentiments. 

 C. Age & Qualities 
1. Age affects what people prefer. 
 a. A young man is more s touched by amorous and tender images.  
 b. An older man enjoys philosophical reflections and moderation of the passions.  
2. One cannot enter the sentiments of others and divest oneself of natural propensities.  
3. We choose our favorite author as we do a friend: from conformity of humor and disposition. 
4.  Our qualities give us sympathy with the author who resembles us. 

 D. Relativity 
  1. People prefer different things.  

 a. Comedy, tragedy, satire, odes, have supporters who prefer one to the others.  
  2. It is an error in a critic to confine praise to one style and condemn the rest.  

3. One almost always prefers what suits his particular disposition.  
4. Such preferences are innocent, unavoidable and cannot reasonably be an object of dispute, because a standard is lacking. 

 E. Age and Country 
1. We are more pleased by readings with pictures and characters resembling our age or country than those of others. 
2.  We may accept the representation of other manners is no fault in the author or work, but we are not as touched by them. 
3.  Hence comedy does not transfer easily from one age or nation to another.  
4. A person of learning and reflection can make allowance for peculiarities of manner, but a common audience cannot. 

 F. Ancient and Modern Learning 
  1. A controversy exists concerning ancient and modern learning. 
  2. One side excuses any apparent absurdity in the ancients as manners of the age. 
  3. The other side rejects this excuse, or accepts it as an apology for the author not the performance. 

4. The proper boundaries have rarely been fixed between the contending parties.  
5. Innocent peculiarities of manners, when represented, ought to be admitted. 
 a. One shocked by them has a false delicacy and refinement.  
6. The poet's monument must fall if people 

a. Make no allowance for the continual revolutions of manners and customs. 
   b. Admit nothing but what is suitable to the prevailing fashion.  
  7. Must we throw aside the pictures of our ancestors because of their outdated clothing? 
 G. Morality and Aesthetics 

1. When ideas of morality change over time, describing vicious manners without blame disfigures the poem. 
  2. He cannot and should not enter into such sentiments.  

3. The lack of humanity and decency in the characters of many ancient poets 
 a. Diminishes the merit of the work. 

   b. Gives modern authors an advantage over them.  
  4. We are not interested in such rough heroes and are displeased to see vice and virtue so confounded. 
 H. Moral Principles 

1. It is not the same with moral principles-it is the same as with any kind of speculative opinion.  
  2. Speculative opinions are in continual flux and revolution.  

3. Speculative errors in polite writings of any age or country detract little from their value. 
4. We can easily enter their opinions and relish the sentiments or conclusions derived from them.  
5. But great effort is needed to change a judgment of manners and excite sentiments of approbation or blame, love or hatred, 
different from those custom has given us.  
6. If a man is confident of his moral standard he will not pervert his sentiments in complaisance to any writer. 

 I. Religion 
1. The speculative errors of religion are the most excusable in art. 
2. It is impermissible to judge the civility or wisdom of a people or person by their theological principles. 
3. Good sense used in ordinary life is ignored in religion, which is supposed to be above human reason. 
4.  The absurdities of a pagan theology must be overlooked by a critic who would form a just notion of ancient poetry. 

   a.  Our posterity must have the same indulgence. 
5.  No religious principles can be taken as a fault of any poet if they stay principles and don’t lead to bigotry or superstition.   
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6. If leading to bigotry or superstition they confuse the sentiments of morality and alter the natural boundaries of vice and virtue.  

   a And are therefore eternal blemishes. 
   b. The prejudices and false opinions of the age are not sufficient to justify them. 
 J. More Religion and Roman Catholicism 

1. It is essential to Roman Catholicism to: 
 a. Inspire a violent hatred of other religions. 
 b. Regard heretics as the objects of divine wrath and vengeance.  
2. Such sentiments are blamable but are considered virtues by zealots and are represented in their poems as divine heroism.  
3. Religious principles are a blemish in art if they become superstition and intrude into every sentiment however remote from 
religion.  
4. It is no excuse that the poet’s country had so many religious ceremonies and observances that no part of life was exempt. 

a. It is forever ridiculous in Petrarch to compare his mistress Laura, to Jesus Christ.  
b. It ridiculous for Boccace to give thanks to God and the ladies, for their assistance in defending him against his enemies. 

 
What is Art? 
-LEO TOLSTOY 
 Last revised: 12/8/2005 
I Defining Beauty  
 A. Two Definitions of Beauty 
  1.  First (metaphysical) is objective and mystical. 
   a. Merges this conception into God. 
   b. A fantastic, unfounded definition. 
  2. Second (experimental) is simple, intelligible, and subjective. 
   a. Beauty is that which pleases. 
 B. No Objective Definition 
  1. There is no objective definition of beauty-the two amount to the same subjective definition.  
  2. Both define art as what makes beauty manifest and beauty is what pleases (without exciting desire).  
 C. Taste  
  1. Many aestheticians saw the definition as insufficient and focused on determining why a thing pleases. 
  2. The discussion of beauty turned into a question of taste. 
  3.  Theorists of taste: Hutcheson, Voltaire, Diderot.  
 D. Criticism of Attempts to Define Taste 
  1. All attempts to define taste must lead to nothing as shown by the history of aesthetics and experimentally.  

2. There cannot be an explanation of why one thing pleases one person and displeases another.  
 E. Criticism of Existing Aesthetics 
  1. The science of aesthetics fails to define the qualities and laws of art, the beautiful, or the nature of taste. 
  2. This current science of aesthetics consists in: 
   a. Acknowledging a set of productions to be art because they please.  

b. Then framing a theory of art so all productions pleasing a certain circle of people should fit it.  
3. There is an art canon according to which productions favored by a circle are seen as art: 

a. Phidias, Sophocles, Homer, Titian, Raphael, Bach, Beethoven, Dante, Shakespeare, Goethe, and others. 
  4. The aesthetic laws must embrace all these productions.  
 E. Criticism of Existing Aesthetic Standards 

1. Aesthetic literature contains opinions on the merit and importance of art: 
 a. That are not founded on certain laws by which something is held to be good or bad. 

b. But are founded on the consideration of whether this art tallies with the art canon we have drawn up.  
   2. All existing aesthetic standards have this basis.  

3. They do not give a definition of true art and decide what is good art by judging whether a work conforms to it or not. 
4. A work that pleases a certain circle of people is accepted as art, then a definition of art is devised to cover these productions.  
5. No matter what insanities appear in art, being accepted by the upper classes, a theory is invented to explain and sanction them. 
6. The theory of art founded on beauty sets as good that which pleases a certain class of people. 

  
II Art, Pleasure and Beauty  
 A. Defining Human Activity 

1. To define a human activity it is necessary to understand its sense and importance.  
  2. It is necessary to examine the activity- its causes and its effects. 
  3. Not merely in relation to the pleasure we can get from it. 
 B. Pleasure and Beauty 

1. To claim the aim of an activity is merely pleasure and is defined by pleasure yields a false definition. 
  2. This has occurred in efforts to define art. 
 C. Food Analogy 
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1. The importance of food does not consist in pleasure received from eating. 
2. The satisfaction of our taste cannot serve as a basis for defining the merits of food. 
3. We cannot suppose food which pleases us is the best. 
4. Similarly beauty, that which pleases us, cannot be the basis for defining art. 
5. A series of objects which pleases us cannot be the model of what art should be. 
6. Taking the aim and purpose of food as pleasure prevents seeing the real meaning of eating 

  7. Taking the aim of art to be pleasure prevents realizing its true meaning and purpose. 
8. People understand the meaning of eating is nourishment only after ceasing to take it to be pleasure.  

  9. It is the same with art-people will understand the meaning of art only by ceasing to take the aim as beauty.  
 D. Food Analogy Continued: The Problem of Taking Beauty to be the Aim of Art 
  1. Taking beauty (a type of pleasure received from art) as the aim of art transfers the question into a region foreign to art: 
   a. Metaphysical, psychological, physiological. 
   b. Historical discussions as to why a work pleases one and displeases another.  

2. Discussions as to why one likes pears and another prefers meat do not help define what is essential in nourishment. 
  3.  Similarly, solving questions of taste in art does not help clarify the true nature of art-it makes definition impossible. 
 E. Problem with the Existing Aesthetics-It is based on a conception of beauty. 

 1. What is art to which is offered up the labor of millions, the lives of men, and even morality? 
  2. The existing aesthetics claims the aim of art is beauty.  
   a. Beauty is recognized by the enjoyment it gives. 
   b. Artistic enjoyment is good and important because it is enjoyment.  
   c. Enjoyment is good because it is enjoyment.  

 3. This is no definition but a shuffle to justify existing art.  
 4. Despite all the books, no exact definition of art has been constructed.  
 5. This is because the conception of art has been based on the conception of beauty.  

 
III Union & The Activity of Art 
 A. Defining Art: Words Analogy  
  1. To correctly define art one must not consider it a means to pleasure, but a condition of human life.  

2. Art is a means of intercourse between people. 
3. A work of art causes the receiver to enter a relationship with the artist, the art and all receiving the same artistic impression. 
4. Speech transmits thoughts and experiences, and serves as a means of union among people- art acts in a similar manner.  

  5. Words transmit thoughts to another. 
  6. Art transmits feelings to another. 

7. The activity of art is based on the fact that a man receiving another's expression of feeling can experience the emotion that 
moved the one who expressed it.  

   a. A man laughs and another hearing it becomes merry.  
   b. A man weeps and another hearing it feels sorrow.  

c. A man expresses courage and determination or sadness and calmness, and this state passes to others.  
d. A man suffers and expressing his sufferings transmits this to others. 
e. A man expresses feelings of admiration, devotion, fear, respect, and others are infected. 

 B. What is Not Art 
1. If a man infects others directly by his appearance or sounds when he experiences the feeling, it is not art. 

  2. Examples: 
   a. A yawning person causes another to yawn. 

b. A laughing or crying person causes another to laugh or cry. 
   c. A suffering person causes another to suffer. 
  C.  Art and Feeling 

1. Art begins when a person intending to join others to himself in the same feeling, expresses the feeling by external indications. 
2. Example: a boy, having experienced fear on encountering a wolf relates that encounter. 

   a. To evoke in others the fear he experienced he describes the event. 
   b. It is art if when telling the story he again experiences the fear and infects the hearers and compels them to feel. 
   c. If the boy had not seen a wolf but had been afraid of one, it would be art if 

1. Wishing to evoke in others the fear he had felt, he invented an encounter with a wolf  
2. Telling it made his hearers share the fear he felt.  

3. It is art if a man experiences real or imagined fear of suffering or attraction of enjoyment and expresses these feelings on 
canvas or in marble so others are infected. 
4.  It is art if a man: 

a. Feels or imagines feelings of delight, gladness, sorrow, despair, courage, or despondency and the transition from one to 
another. 
b. Expresses these feelings by sounds so hearers are infected and experience them as he experienced them. 

 D. The feelings with which the artist infects others may be various: 
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  1. Very strong or very weak. 
  2. Very important or very insignificant. 
  3. Very bad or very good. 
 E. All of the Following is Art: 
  1. Feelings of love for one's own country. 
  2. Self-devotion and submission to fate or to God expressed in a drama. 
  3. Raptures of lovers described in a novel. 
  4. Feelings of voluptuousness expressed in a picture. 
  5. Courage expressed in a triumphal march. 
  6. Merriment evoked by a dance. 
  7. Humor evoked by a funny story, 
  8. The feeling of quietness transmitted by an evening landscape or by a lullaby.  
  9.  The feeling of admiration evoked by a beautiful arabesque. 
 F. Art 

1. If only the spectators or auditors are infected by the feelings which the author has felt, it is art. 
 
V What Art is/Is Not 
 A. Definition of Art and the Activity of Art 
  1. The activity of art: 
   a. To evoke in oneself a feeling one has once experienced. 

b. By means of movements, lines, colors, sounds, or forms expressed in words transmit that feeling so others may experience 
the same feeling. 

2. Art is a human activity in which one consciously, by means of certain external signs, hands to others feelings he has lived 
through and they are infected by these feelings and experience them. 

 B. Art is Not 
1. As the metaphysicians say, the manifestation of a mysterious Idea of beauty or God. 
2. As the aesthetical physiologists say, a game in which man lets off his excess of stored-up energy. 

  3. The expression of man's emotions by external signs. 
  4. The production of pleasing objects. 
  5. Pleasure. 
 C. Art Is  
  1. A means of union among men, joining them together in the same feelings. 

2. Indispensable for the life and progress toward well-being of individuals and of humanity. 
 D.  Analogy to Words 

1. Due to man's capacity to express thoughts by words, each may know what was done in thought by humanity before his day. 
2. Due to the capacity to understand thoughts of others, all in the present can share in their activity and  pass on to contemporaries 
and descendants thoughts from others and himself. 
3.  Thanks to man's capacity to be infected with the feelings of others by means of art: 

   a. All that is lived through by his contemporaries is accessible to him. 
   b. Feelings experienced by men thousands of years ago are accessible. 
   c. He can possibly transmit his own feelings to others. 
 E. Importance of Art 

1. If people couldn’t receive thoughts of preceding men and could not pass on their own, they would be like wild beasts. 
2. If men could not be infected by art, people might be more savage, more separated, and more hostile. 
3. So, the activity of art is a most important one, as important as the activity of speech. 

 F. The Scope of Art 
1. We are accustomed to see art as only what is in theaters, concerts, exhibitions, buildings, statues, poems, and novels. 
 a. This is the smallest part of art by which we communicate with each other in life.  

  2. All human life is filled with works of art of every kind: 
a. Cradlesong, jest, mimicry, the ornamentation of houses, dress, and utensils,  

   b. Church services, buildings, monuments, and triumphal processions.   
3. Art is not all human activity transmitting feelings, but only those selected from it and to which we attach special importance. 
4. The special importance has always been given to that which transmits feelings flowing from their religious perception. 
6. This small part of art they have specifically called art, attaching to it the full meaning of the word. 

  7. That was how men of old looked at art- Socrates, Plato, Aristotle, Hebrew prophets, ancient Christians and Mohammedans 
 
VI Art and Counterfeit Art 
 A. Banishing and Over Acceptance.  
  1. Some feared some art can corrupt and so prohibited art altogether. 

2. Art was seen as so dangerous that far less is lost by banishing all art than by tolerating every art. 
3. They were wrong-art is an indispensable means of communication without which mankind couldn’t exist.  
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  4. It is also wrong to favor any art if it merely serves beauty by giving pleasure.  
  5. Now some fear being deprived of any enjoyment and so patronize any art.  
  6. This error is grosser than the first and its consequences are far more harmful. 
 B. Distinguishing Art from Counterfeit Art 
  1. Problem:  Art has become so perverted that bad art is considered good. 
  2. Problem: The perception of what art really is has been lost.  
  3. It is necessary to distinguish art from counterfeit art. 
  4. What distinguishes real from counterfeit art is its infectiousness.  

5. If one without exercising effort or changing his standpoint encounters a work and is united with the artist and others affected by 
it, then it is art.  

 C. The Feeling and Real Art  
  1. The feeling of diversion and excitement from counterfeits is sometimes mistaken for the feeling created by real art.  
  2. The indication is unmistakable if the feeling for art is not perverted or atrophied.  

3. Real art destroys in the consciousness of the recipient the separation between himself, the artist and all who receive the work.  
4. The freedom from separation and isolation and uniting with others is the characteristic and attractive force of art. 

 E. Infection and Art 
  1. Infection is a sure sign of art and the degree of infectiousness is the sole measure of excellence in art. 
  2. The stronger the infection the better the art, as art, apart from its subject-matter. 
  3. The value of the feelings transmitted is another matter. 
 F. The degree of the infectiousness of art depends on three conditions. 
  1. Individuality: On the greater or lesser individuality of the feeling transmitted. 
   a. The more individuality the stronger it acts on the recipient. 
   b. The more individuality the more pleasure obtains and hence he joins it more readily and stronger. 
  2. Clarity: On the greater or lesser clearness with which the feeling is transmitted. 
   a. The greater the clarity, the greater the satisfaction.. 
  3. Sincerity: On the sincerity of the artist- on the greater or lesser force with which the artist feels the emotion he transmits. 
 G. Sincerity 
  1. Infectiousness of art is most increased by sincerity.  

2. If the audience feels the artist is infected by his work and creates for himself, not just to act on others, the feeling infects. 
3. If the audience feels the artist is not infected by his work and does not create for himself but for the recipient-resistance arises. 
4. The most individual, newest feelings and the cleverest technique fail to produce any infection and actually repel. 

 H. Sincerity is the most important. 
  1. All three conditions may be summed up into sincerity-the artist should be impelled by an inner need to express his feeling.  
  2. If the artist is sincere he will express the feeling as he experienced it.  
  3. As each is different, his feeling will be individual. 
  4. The more individual it is the more sympathetic and sincere it will be.  
  5. Sincerity will impel the artist to find clear expression for the feeling he wishes to transmit. 
 I.  Distinguishing Art from Counterfeit Art and Quality 
  1.  The three conditions divide art from its counterfeits and decide the quality of art considered apart from its subject-matter. 
  2. The absence of any one makes the work a counterfeit.  
  3. If all conditions are present in any degree, the work is art. 

4. Merit is based on the degree a work meets the three conditions, apart from whether the feelings transmitted are good or bad. 
 
VI Defining Good and Bad Art in Regards to Content 
 A. Objectives 
  1. To define good and bad art with reference to its content or subject-matter. 
  2. How to decide what is good and what is bad in the subject-matter of art. 
 B. Analogy to Speech & Quality of Art 
  1. Art, like speech, is a means of communication and so of progress-the movement of humanity forward towards perfection.  
  2. Speech makes present and past knowledge available. 
  3. Art makes past and present feelings available.  
  4. The evolution of knowledge proceeds by truer and more necessary knowledge replacing the mistaken and unnecessary. 

5. The evolution of feeling proceeds by art-feelings less kind and less necessary for well-being are replaced by the kinder and 
more necessary. 
6. That is the purpose of art-the more it fulfils it, the better the art, and the less the worse the art. 

 C. Art and Religious Perception 
1. Assessment of feelings as good or necessary for the well-being of mankind is effected by the religious perception of the age. 
2. Religious perception: an understanding of the meaning of life indicating the highest good aimed at by that society. 
3. If it seems there is no religious perception in our society, this is not because there is none, but because we do not wish to see it. 
4. We often wish not to see it because it exposes the fact that our life is inconsistent with that religious perception. 

 D. River Analogy 
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  1. Religious perception in a society is like a flowing river.  
  2. If the river flows it must have a direction.  
  3. If a society lives, there must be a religious perception indicating the direction its members more or less consciously tend.  
  4. There always has been, and is, a religious perception in every society.  
 E. Religious Perception and Value 
  1. The standard of this religious perception is always used to asses the value of the feelings transmitted.  
  2. Art in accord with the current religious perception has always been highly valued and encouraged. 
  3. Art transmitting feelings from antiquated religious perceptions of a former age have always been condemned and despised.  
  4. Other art was not condemned and was tolerated if it did not transmit feelings contrary to religious perception.  
  5. Examples: 

a. Greeks approved of art transmitting feelings of beauty, strength, and courage (Hesiod, Homer, Phidias). 
   b. Greeks condemned art transmitting feelings of rude sensuality, despondency, and effeminacy  
   c. The Jews approved art transmitting feelings of devotion and submission to God (Genesis, the prophets, the Psalms). 
   d. The Jews condemned art transmitting feelings of idolatry (the Golden Calf). 

6. All art not contrary to religious perception was neither distinguished nor discussed. 
7.  Thus art always has always been appraised and thus should be appraised, for this attitude towards art proceeds from the 
fundamental characteristics of human nature, and they do not change. 

 F. Attack Argument for Religious Perception 
1. Current opinion takes religion as outgrown superstition, and assumes there is no common religious perception. 
2.  Pseudo-cultured circles do not acknowledge true Christianity because it undermines their social privileges. 
3. These circles invent philosophic and aesthetic theories to hide the meaninglessness and wrongfulness of their lives. 

   a. They intentionally or unintentionally, confuse the notion of a religious cult with the notion of religious perception. 
   b. They think that by denying the cult they get rid of the perception. 

4. The attacks on religion and attempts to establish an idea of life contrary to current religious perception shows the existence of a 
religious perception condemning the lives that are not in harmony with it. 

 G. Progress Argument for Religious Perception 
  1. If humanity progresses there must be a guide to the direction of that movement.  
  2. History shows that the progress of humanity is accomplished only under the guidance of religion.  
  3. If progress requires the guidance of religion, and progress is always going on, then there must be a religion of our times.  

 4. If a religious perception exists, the feelings dealt with by our art should be appraised on the basis of that religious perception.  
5. Art transmitting feelings from the current religious perception should be acknowledged, highly valued, and encouraged. 

  6.  Art running counter to it should be condemned and despised. 
  7. All the remaining, indifferent, art should neither be distinguished nor encouraged. 
 H. Christian Art 

1. The current religious perception is that our material and spiritual well-being lies in the growth of brotherhood among men.  
  2. On the basis of this perception we should appraise all the phenomena of our life and the rest our art:  
   a. Choosing, highly prizing and encouraging what transmits feelings flowing from this religious perception. 
   b. Rejecting what is contrary to it. 
   c. Not attributing to the rest of art an importance that does not properly belong to it. 

3. Christian art either evokes feelings which through love of God and of one's neighbor draw them to and enable a closer or 
evokes feelings which show that they are united in the joys and sorrows of life.  

 I. Two Kinds of Christian Art 
1. Art transmitting feelings flowing from a religious perception of man's position in the world in relation to God and his neighbor. 
 a. Religious art in the limited meaning of the term. 
2. Art transmitting the simplest feelings of common life, but such always as are accessible to all men in the whole world the art of 
common life-the art of the people. 
 a. Universal art.  

  3. Only these two can be considered good art in our time. 
4. Religious art manifests chiefly in words and to some extent in painting and sculpture. 
 a. Transmitting positive feelings of love of God and one's neighbor. 
 b. Transmitting negative feelings of indignation and horror at the violation of love. 
5.  Universal art manifests itself in words, painting, sculpture, dances, architecture, and most of all in music. 
 a. Transmitting feelings accessible to all, 

 
VII Assessment of Specific Works 
 A. Examples of the highest art flowing from love of God and man in literature 
  1. The Robbers by Schiller; Victor Hugo's Les Pauvres Gens and Les Miserables 
  2. Dickens-The Tale of Two Cities, The Christmas Carol, The Chimes. 
  3. Uncle Tom's Cabin; Dostoevski's works- Memoirs from the House of Death-and Adam Bede by George Eliot. 
 B. Examples of good universal art. 
  1. This is more difficult, especially in literature and music.  
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  2.  Don Quixote, Moliere's comedies, David Copperfield and The Pickwick Papers by Dickens, Gogol's and Pushkiri s tales, 
  3. Some things of Maupassant's. 
  4. These works are comprehensible only to people of their own circle because of  

a. The exceptional nature of the feelings transmitted. 
b. The superfluity of special details of time and locality. 
c. The poverty of their subject-matter in comparison with examples of universal ancient art  

 C. Details 
  1. The events in Joseph are accessible to a Russian peasant, a Chinese, an African, a child, or an old man, educated or uneducated. 

2. Written with restraint and free from any superfluous detail, so the story is comprehensible and touching to everyone.  
  3. This is not true of the feelings of Don Quixote or of Moliere's heroes, nor of Pickwick and his friends.  
   a. These feelings are not common to all but very exceptional. 
   b. To make them contagious the authors have surrounded them with abundant details of time and place.  
   c. This abundance of detail makes the stories difficult for those not living within reach of the conditions described. 

4. The author of Joseph did not need to describe in detail because the content of feeling is so strong that all details except the most 
essential are superfluous and would only hinder the transmission of emotion. 
5. So, this novel is accessible to all men, touches people of all nations and classes young and old, and has lasted to our times and 
will last for thousands of years. 

 D. Novels 
  1. Strip the best novels of our time of their details and what will remain? 
  2. It is impossible in modern literature to indicate works fully satisfying the demands of universality.  
  3. Works are to a great extent spoilt by what is called 'realism', but would be better termed 'provincialism.’ 
 E. Music 
  1. The same occurs in music for similar reasons.  
  2. Due to the poorness of the feeling they contain modern music is amazingly empty and insignificant.  

3. To strengthen the impression, new musicians pile on complex modulations in the way of their own national manner, exclusive 
circle and particular musical school. 

  4.  Every melody is free and may be understood by all. 
  5.  When bound up with a particular harmony, it is only accessible to people trained to such harmony and becomes strange to 
   a. Common men of another nationality. 
   b.  All who do not belong to the circle whose members have accustomed themselves to certain forms of harmonization. 
  6.  Music, like poetry, travels in a vicious circle.  
   a. Trivial and exclusive melodies, to be more attractive, are laden with harmonic, rhythmic, and orchestral complications. 
   b. Thus become more exclusive. 
   c.  Far from being universal are not even national-not comprehensible to the whole people, but only to some people. 
  7. Besides marches and dances, there are few works which satisfy the demands of universal art. 

 a. Bach's violin aria, Chopin's nocturne in E flat major, and perhaps a dozen parts of works selected from Haydn, Mozart, 
Schubert, Beethoven, and Chopin. 

 F. Painting and Sculpture  
1. To make paintings more interesting, works weak in conception are surrounded by minutely studied accessories of time and 
place giving a temporary and local interest but making them less universal.  
2. In painting more than other arts, there are works satisfying the demands of universal Christian art-works expressing feelings in 
which all men may participate. 

 G. Universal Pictures & Statues 
1. All pictures and statues in genre style, of animals, landscapes, caricatures ornaments, are universal in subject-matter.  

  2. They are very numerous (for instance, china dolls). 
  3. Such objects (for instance, ornaments) are not considered art or are considered art of a low quality.  
  4. If they transmit true feeling experienced by the artist and comprehensible to all, they are works of real, good, Christian, art. 
 H. Bad paintings include: 
  1. All ecclesiastical, patriotic, and exclusive pictures. 
  2. All pictures representing amusements and allurements of a rich and idle life. 
  3. All symbolic pictures in which the meaning of the symbol is comprehensible only to those of a certain circle. 
  4. All pictures with voluptuous subjects- odious female nudity.  
 I. Bad Music &Judging Beethoven 
  1. Bad music includes almost all chamber and opera music of our time, especially Beethoven, Schumann, Berlioz, Liszt, Wagner.  

2. Its subject devoted to the expression of feelings accessible only to those with an unhealthy nervous irritation evoked by this 
exclusive, artificial, and complex music. 

  3. The Ninth Symphony is considered a great work of art.  
  4. To verify this claim one must first ask whether it transmits the highest religious feeling. 
   a. No, since music in itself cannot transmit those feelings. 
  5.  Does it have the other characteristic of good art-the quality of uniting all in a common feeling-is it Christian universal art? 
   a. No, the feelings transmitted cannot unite people not specially trained to submit themselves to its complex hypnotism. 
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b. Normal people could not understand any of this long, confused, and artificial production, except short bits lost in a sea of the 
incomprehensible.  

  5. Hence, the Ninth Symphony is bad art.  
 J. Judging 
  1. Whatever the work and however it may have been extolled, we have to ask whether it is real art or a counterfeit. 

2.  If, on the basis of the indication of its infectiousness even to a small class of people, a work is art, then it is necessary to 
determine if it is bad exclusive art opposed to religious perception, or of Christian art uniting people. 
3. If it is real Christian art, then according to whether it transmits feelings flowing from love of God and man, or merely the 
simple feelings uniting all men, we must assign it a place in the ranks of religious art, or universal art.  

  4. Only on the basis of such verification shall it be possible to  
   a. Select works which are real, important, necessary, spiritual food. 
   b. Separate them from the harmful and useless art and from counterfeits.  
  5. Only on the basis of such verification shall we  
   a. Be rid of the pernicious results of harmful art. 

b. Avail ourselves of the beneficent action which is the purpose of true and good art, and which is indispensable for the spiritual 
life of man and of humanity. 

 
Oscar Wilde(October 16, 1854 – November 30, 1900) 
12/1/2005 
 
I Background 
 A. Life 
  1. Oscar Fingal O'Flahertie Wills Wilde. 
  2. Anglo-Irish playwright, novelist, poet, and short story writer. 
  3. Lived in late Victorian London. 
  4. A major celebrity of his time who possessed a quick and sharp wit. 
  5. Was convicted and imprisoned on the ground of "gross indecency" for a homosexual act.  
 B. Poetry 

 1. Poems (1881)  
 2. The Ballad of Reading Gaol (1898)  
C. Plays 
 1. Vera, or The Nihilists (1880)  

2. The Duchess of Padua (1883)  
3. Salomé (1893)  
4. Lady Windermere's Fan (1892)  
5. A Woman of No Importance (1893)  
6. An Ideal Husband (1895)  
7. The Importance of Being Earnest (1895) [3]  

D. Prose 
 1. The Canterville Ghost (1887)  
 2. The Happy Prince and Other Stories (1888) [4]  
 3. The Portrait of Mr. W. H. (1889)  
 4. Lord Arthur Saville’s Crime and other Stories (1891)  
 5. Intentions (1891)  
 6. The Picture of Dorian Gray (1891)  
 7. House of Pomegranates (1891)  
 8. The Soul of Man Under Socialism (Pall Mall Gazette, 1891, book 1904)  
 9. De Profundis (1905)  

 
The New Aesthetics 
-Oscar Wilde 
Revised: 2/7/2005 
 
I First Part of the Dialogue 
 A. VIVIAN. 
  1. Position: Life imitates Art far more than Art imitates Life. 
  2.  Life holds a mirror to Art and reproduces a strange imagined type or realizes in fact what was dreamed in fiction.  
  3. The basis of life is the desire for expression.  

4. Art presents various forms through which this expression can be attained. 
  5. Life uses them even to detrimental effects: young men have committed suicide because Rolla and Werther did so. 
 B. Cyril’s Challenge to Vivian 
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  1. Vivian must show that Nature, no less than Life, is an imitation of Art. 

2. Vivian must show that Nature follows the landscape painter and takes her effects from him. 
 
II Vivian’s Case 

A. Nature and Art 
 1. Claim: The change in London’s climate is entirely due to a particular school of Art. 

 a. The fogs that blur gas lamps and change houses into monstrous shadows come from the Impressionists. 
 b. Impressionists are also are responsible for the silver mists that turn bridges and barges to faint forms of fading grace. 

  2. Nature is our creation and not a mother who has borne us.  
 B. Looking and Seeing 
  1. Things are because we see them.  
  2. What we see, and how we see it, depends on the Arts that have influenced us.  
  3. To look at a thing is very different from seeing a thing.  
  4. One does not see anything until one sees its beauty-only then does it come into existence.  
  5. Example: Fog 

a. People see fogs, not because there are fogs, but because artists taught them the loveliness of such effects.  
b. There may have been fogs for centuries in London, but no one saw them, so we know nothing about them.  

   c. Fogs did not exist till Art had invented them.    
 C. Natures Imitation of Art 

1. Art creates an incomparable and unique effect and then passes on to other things.    
2. Nature, forgetting imitation can be the sincerest form of insult, keeps repeating until we become tired of it. 

  3.  Example: Nobody of culture now talks about the beauty of a sunset.      
   a. Sunsets belong to when Turner was the last note in art. 

b. Vivian describes a sunset as a  second-rate Turner.  
  5.  Life very often commits the same error. 
   a. Life produces false Rene's and sham Vautrins, as Nature gives a doubtful Cuyp and a questionable Rousseau.  
   b. Nature irritates one more when she does such things. 
   c. It seems so stupid, so obvious, so unnecessary.  
   d. A false Vautrin might be delightful, but a doubtful Cuyp is unbearable.  
  6. When Art is more varied, Nature will be too.  
  7. No one would deny that nature imitates art and it is the one thing that keeps her in touch with civilized man. 
 
III What Art Expresses 
 A. C YR I L.  
  1. Admits the strange imitative instinct in Life and Nature. 
  2. Claims Art expresses: 
   a. The temper of its age. 
   b. The spirit of its time. 

c. The moral and social conditions that surround it, and under whose influence it is produced. 
 B. V IVIA N 
  1. Claims Art never expresses anything but itself.  
   a. This is the principle of the new aesthetics. 

b. This, more than the vital connection between form and substance, makes music the type of all the arts. 
2.  Nations and individuals from vanity 

   a. Think the Muses are speaking of them. 
b. Try to find in the calm dignity of art a mirror of their own turbid passions. 

   c. Forget the singer of life is not Apollo but Marsyas.  
   d. Note: Marsyas found a flute discarded by a goddess and challenged Apollo to a contest of music-he lost 
   and was flayed alive. 
  3. Art reveals her own perfection and the crowd fancies 
   a. It is being told its own history. 
   b. Its own spirit is expressed in a new form.  

4. This is not so: The highest art rejects the burden of the spirit, and gains more from a new medium or fresh material than from: 
    a. Any enthusiasm for art. 
    b. Any lofty passion.  
    c. Any great awakening of the human consciousness.  
  5. Art Develops purely on its own lines-she is not symbolic of any age. 
  6. The ages are the symbols of art. 
 
IV Imitative Art 
 A. VIVIAN 
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  1. The more imitative an art is, the less it represents the spirit of its age.  
  2. Example: The evil faces of the Roman emperors are realistically represented. 

 a. We mistakenly think the secret of the Empire’s ruin is in the portrayed faces. 
 b. It could not be destroyed by the vices of Tiberius nor saved by the virtues of the Antonines.   
 c. It fell for other reasons.  
3. Example: The drunken boors and brawling peasants of Dutch art tell us nothing about the great soul of Holland. 

 4. The more abstract and ideal an art is, the more it reveals the temper of its age. 
 5. To understand a nation by means of its art, look at its architecture or music. 
B. CYRIL.  

1. The spirit of an age may be best expressed in the abstract ideal arts, for the spirit is abstract and ideal. 
  2. The arts of imitation reveal the visible aspect of an age. 
 C. VIVIAN: Disagreement and the example of the Middle Ages 
  1. Disagrees with Cyril. 

2. The imitative arts provide various styles of artists or schools of artists.  
3. The people of the Middle Ages did not resemblance the figures in medieval art 

  4. The Middle Ages, in art, are a definite form of style. 
  5. An artist with this style could be produced now.  

5. No great artist ever sees things as they really are or he would cease to be an artist. 
  D. VIVIAN: Example of Japan 
  1. Japanese people, as presented in art, do not exist-they are the deliberate creation of certain artists.  
  2. There is no resemblance between the real Japanese and their representation in art.  

a. The people who live in Japan are like the general run of English people. 
   b. They  have nothing curious or extraordinary about them.  
  3. The whole of Japan is a pure invention-there is no such country or people.  
  4. A painter went to Japan to see the Japanese. 

a. He saw only a few lanterns and some fans.  
   b. He could not discover the inhabitants. 

c. He did not know the Japanese people are simply a mode of style, an exquisite fancy of art.    
5. To see a Japanese effect stay at home and steep yourself in the work of Japanese artists. 

  6. If you cannot see a Japanese effect at home you will not see it anywhere.  
 E. Example: Ancient Greeks 
  1. Greek art does not tell us what the Greek people were like. 
  2. Were the Athenian women like the stately figures and goddesses of the Parthenon? 
  3. If you judge from the art, they certainly were so. 
  4. But according to authorities like Aristophanes they were not.  

5. We look back on the ages entirely through the medium of art, and art, very fortunately, has never once told us the truth. 
 
IV VIVIAN: Doctrines of the New Aesthetics 
 A. First Doctrine: Art never expresses anything but itself. 

1.  It has an independent life, just like Thought, and develops purely on its own lines. 
2. It is not necessarily realistic in an age of realism, nor spiritual in an age of faith.  
3. Far from being the creation of its time, it usually directly opposes it. 

  4. The only history  it preserves is the history of its own progress. 
  5.  Sometimes it returns on its footsteps and revives an antique form. 

6. At other times it anticipates its age, and produces work that takes another century to understand, appreciate and enjoy.  
  7. In no case does it reproduce its age.  

8. To pass from the art of a time to the time itself is the great mistake all historians commit. 
B. Second Doctrine: All bad art comes from returning to Life and Nature, and elevating them into ideals.  

1. Life and Nature may be part of Art's rough material, but before they must be translated into artistic conventions.  
2. The moment Art surrenders its imaginative medium it surrenders everything.  

  3. As a method Realism is a complete failure. 
  4. Every artist should avoid modernity of form and subject matter-any century but our own is suitable.  
  5. The only beautiful things are  things that do not concern us.  

7. It is because Hecuba is nothing to us that her sorrows are so suitable a motive for a tragedy.  
 a. Note: Hecuba was the wife of King Priam of Troy and mother of Hector, Cassandra and Paris.  
 b. Note: The tales vary, but in all cases she comes to an unpleasant end (suicide, death or transformation into a dog). 

  8. It is only the modern that ever becomes old-fashioned.  
  9. Life goes faster than Realism, but Romanticism is always in front of Life. 
 C. Third Doctrine: Life imitates Art far more than Art imitates Life. 

1. This results from Life's imitative instinct and because the self-conscious aim of Life is to find expression. 
  2. Art offers life beautiful forms by which it may realize that energy. 
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  3. External Nature also imitates Art.  

4. The only effects that nature shows are those already seen through poetry, or in paintings.  
5. This is the secret of Nature's charm, as well as the explanation of Nature's weakness. 

D. Fourth Doctrine: Lying, the telling of beautiful untrue things is the proper aim of Art. 
 
 
Part Three: Genres, The Creation of Art 
 
Genres 
 
Genres Introduction 
 
I. Arguments for Genre Classifications 
 A. Analogy to Hunger 

 1. When people are hungry, they often desire particular types of food. 
2. Stores and products are organized and labeled to aid people find the food they want. 
3. A person would be disappointed if she bought a box promising a “nutty chocolate taste sensation” and got a “mushy broccoli 
taste sensation” instead.   
4. In the case of aesthetic appetite, people often desire a particular type of aesthetic experience.  
5. Video and book stores are organized and labeled to aid people find the works they want. 
6.  A person would be disappointed if she buys a book promising “galactic action and super technology” which actually delivers 
an insipid romance set in modern Dayton, Ohio.  
7. The point is that genre distinctions matter because they make it significantly easier for people to satisfy their aesthetic desires.  

 B. Assessment  
1. Genre classifications are needed so that it is possible to assess and criticize works fairly.  

 2. Art, like competitive sports, is a purposeful activity.  
3. Works of art, like athletic performances, can be assessed on how well they fulfill their intended purpose.  
4. A fair assessment of a performance requires knowing the nature of the intended purpose.  
 a. Example: 

1. A paper plate landed in the javelin throw area and looked like a target. 
2. After one extremely long throw, the bystander commented that the throw was terrible, since the javelin landed no where 
near the plate.  

  3. The person had gotten it wrong-Javelins are thrown for distance not accuracy. 5. The same is true of the arts.  
 a. Example:  

1. It would be a mistake to claim that 2001 is a poor piece of literature because Dave Bowman is not brought from happiness 
to misery by an error in his judgment.  
2. This is because 2001 is not intended to be a tragedy.  
3. Hence, its failure to be a tragedy is not a mark against it.  

6. Genre classifications are important because without them it would be difficult, if not impossible, to fairly and justly criticize 
and assess works, 

  a. Including cases in which the creator of a work is assessing his work in progress.  
 
Aristotle 
Background 
I History 
 A. Athens & Macedonia 
  1. Athens lost the Peloponnesian war to Sparta in 404 B.C. 
  2. The Greek city states were conquered by Philip of Macedonia in 338 B.C. 
 B. Aristotle 
  1. Born 384 B.C. in Stagira, Macedonia. 
  2. His father, Nichomachus, was the doctor of Amyntus II, the ruler of Macedonia. 
  3. Studied at the academy when he was 18 until Plato’s death in 348 B.C. 
  4. The academy was taken over by Plato’s nephew Speusippos. 

5. Aristotle left the academy, perhaps because of anti-Macedonian sentiments, and traveled the Greek islands investigating sea 
life. 

  6. Philip called him back to Macedonia in 342 B.C. to serve as the tutor to his son Alexander. 
  7. In 335 he returned to Athens to found the Lyceum, a rival school to the Academy. 
   a. Located near the temple of Apollo Lyceus. 
  8. Alexander died in 323 B.C. releasing a surge in anti-Macedonian sentiment and Aristotle’s flight from the city. 
   a. “lest the Athenians should sin twice against philosophy.” 
  9. Died in 322 B.C.  
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   a. His will reflected his generous and affectionate nature-he provided generously for his family and servants. 

b. He requested that he be buried next to his first wife, Pythias, although he did express affection for Herpyllis, his second wife. 
 
 
THE POETICS OF ARISTOTLE 
Revised: 2/25/2005 
 
I  Imitation: the common principle of the Arts of Poetry.  

A. Imitation 
 1. Poetry, flute and lyre are modes of imitation.  
 2. They differ in three respects:  
  a. Medium. 
  b. Objects. 
  c. Manner/mode of imitation. 

3. Objects are imitated by color & form and voice. 
 4. In music harmony and rhythm alone are employed. 
 5. Dancing imitates character, emotion, and action by rhythmical movement. 
B. Classification Problem: Poets 
 1. Another art imitates by language in prose or verse. 

2. There is no common term applicable to the mimes of Sophron and Xenarchus, the Socratic dialogues and poetic imitations. 
 3. People add 'maker' or 'poet' to the name of the meter, and speak of elegiac poets or epic poets. 
  a. As if verse and not imitation made the poet a poet.  
 4. The author of a treatise on medicine or natural science is called poet by custom. 
  a. Yet Homer and Empedocles have nothing in common but the meter. 
  b. One should be called a poet and the other a physicist.  

5. On the same principle, even if a writer combined all meters he would be called a poet.  
 

II Objects of Imitation. 
 A. Imitation & Moral Character 
  1. The objects of imitation are men in action. 
  2. They must be of higher or lower type. 
  3. Moral character fits this division-goodness and badness are distinguishing marks of moral differences. 
  4. So we must represent men as better than, as worse, or as they are in reality. 

5. The type of person imitated determines the type of imitation. 
  7. This distinguishes Tragedy from Comedy. 
   a. Comedy aims at representing men as worse than they are. 
   b. Tragedy aims at representing men as better than in actual life. 
 
III Manner of Imitation. 

A. Third difference-the manner of imitation.  
 1. A poet may imitate by narration 
  a. He can take another personality or speak in his own person. 
  b. He may present his characters as living and moving before us. 
 2. In one way Sophocles is the same sort of imitator as Homer-both imitate higher types of character. 
 3. In another, he is the same as Aristophanes-both imitate persons acting and doing.  
   

IV The Origin and Development of Poetry. 
A. Two causes of Poetry: First-Instinct of Imitation. 
 1. The instinct of imitation is in man from childhood. 
 2. Differences between humans and other animals: 
  a. Humans are the most imitative living creatures. 
  b. Humans learn their earliest lessons from imitation. 
 3. Experience shows the pleasure derived from imitation is universal. 
 4. Objects viewed with pain are contemplated with delight when reproduced with minute fidelity. 
  a. Examples: the most ignoble animals and dead bodies.  

5. Men enjoy seeing a likeness because in contemplating it they are learning or inferring. 
  6. If the original is unknown, the pleasure will be due to the execution, coloring, etc. and not the imitation. 
 B. Two Cause of Poetry: Second-Instinct for harmony and rhythm. 

 1. Humans have an instinct for harmony and rhythm. 
  2.  People developed their special aptitudes from this. 
  3. Eventually their rude improvisations gave birth to Poetry. 
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C. Division of Poetry 
 1. Poetry diverged according to the character of the writer. 
 2. Heroic verse:  The graver spirits imitated noble actions and those of good men.  
 3. Lampooning verse : The more trivial imitated meaner persons.   

 
V Definition of the Ludicrous 

A. Comedy 
 1. An imitation of characters of a lower type, but not in the full sense of the word bad. 
 2. The Ludicrous is a subdivision of the ugly.  
 3. It consists in some defect or ugliness which is not painful or destructive.  
 4. Example: the comic mask is ugly and distorted, but does not imply pain. 

 B. Epic Poetry  
  1. Similar to Tragedy: an imitation in verse of characters of a higher type.  
  2. Differences 
   a. Epic poetry has one meter and is narrative.  
   b. Tragedy tries to confine itself to a single revolution of the sun, or but slightly to exceed this limit. 
   c. The Epic action has no limits of time.  

 3. All the elements of an Epic poem are in Tragedy. 
 4.  Not all the elements of a Tragedy are in Epic poetry. 
 

VI Definition of Tragedy. 
A. Defined 
 1. Tragedy: an imitation of an action that is serious, complete, and of a certain magnitude. 
  a. In language embellished with each kind of artistic ornament, the several kinds being found in separate parts of the play. 
  b. In the form of action, not of narrative. 
  c. Through pity and fear effecting the proper purgation of these emotions.  
 2. Language embellished: language into which rhythm, 'harmony,' and song enter.  
 3. The several kinds in separate parts: some parts are rendered through verse and others include song. 
 4. As tragic imitation implies persons acting, it necessarily follows that Spectacular equipment is a part of Tragedy.  
 5. Song and Diction (the metrical arrangement of words) are the medium of imitation.  
B. Tragedy & Action 
 1. Tragedy is the imitation of an action. 
 2. Action implies personal agents, who necessarily possess distinctive qualities of character and thought. 
  a. These qualities are used to qualify actions. 
  b. Thought and character are the two natural causes of action. 
 3. All success or failure depends on actions. 
 4. So, the Plot is the imitation of the action. 
 5. Plot:  the arrangement of the incidents.  
 6. Character: that in virtue of which we ascribe certain qualities to agents. 
 7.  Thought is required where a statement is proved or general truth enunciated.  
C. The Six Parts of Tragedy 
 1. Every Tragedy must have six parts which determine its quality. 
 2. Plot, Character, Diction, Thought, Spectacle, Song.   
D. Plot is the Most Important   

1. Tragedy is an imitation, not of men, but of an action and of life, and life consists in action, and its end is a mode of action, not a 
quality.  

 2. Character determines men's qualities, but their actions make them happy or miserable.  
 3. Dramatic action does not aim at representing character: character comes in as subsidiary to the actions.  
 4. So, the incidents and the plot are the end of a tragedy; and the end is the chief thing of all.  
 5.  Tragedy is possible without character but not without action.  

6. Speech, diction and thought do not produce the essential tragic effect as well as plot. 
7. The most powerful emotional elements in Tragedy (Peripeteia/Reversal of the Situation and Recognition)-are parts of the plot.  

 8. Further proof: novices attain diction and precision of portraiture before they can construct the plot.  
 9. The Plot is the first principle and soul of a tragedy. 

 D. Painting Analogy-Character is second. 
  1. This is also seen in painting.  
  2. The most beautiful colors, laid on confusedly, will not please as much as a chalk outline of a portrait.  
  3. Thus Tragedy is the imitation of an action and of agents with a view to the action. 

E. Thought is Third  
 1. Thought: the faculty of saying what is possible and pertinent in given circumstances.  
 2. Character reveals moral purpose, showing what a man chooses or avoids.  
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3. Speeches which do not show this do not express character.  
4. Thought is where something is proved to be or not to be, or a general maxim is enunciated. 

 F. Fourth-Sixth 
  1. Fourth is Diction: The expression of the meaning in words. 

 2. Song is the chief embellishment. 
 3. The Spectacle is the least artistic and least connected with the art of poetry.  
  a. The power of Tragedy is felt even apart from representation and actors.  
  b. The spectacular effects depend more on the art of the stage machinist than  the poet. 
 

VII The Plot must be a Whole. 
A. Quality: Wholeness  
 1. The plot is most important in tragedy. 
 2. Tragedy is an imitation of an action that is complete, whole, and of a certain magnitude. 
 3. A whole is that which has a beginning, middle, and an end.  
 4. Beginning: what does not follow anything by causal necessity, but after which something naturally is or comes to be.  
 5. End: what naturally follows another thing, by necessity, or as a rule, but has nothing following it.  
 6. Middle: what follows something as another  follows it.  
 7. A well-constructed plot must neither begin nor end haphazardly, but conform to these principles. 
B. Beautiful Objects & Length 

1. A beautiful object, whether a living organism or any whole made of parts 
 a. Must have an orderly arrangement of parts. 
 b. Must be of a certain magnitude. 
 c. For beauty depends on magnitude and order.  
2. A very small thing cannot be beautiful. 
 a. The view of it is confused as it is seen in an almost imperceptible moment of time.  
3. A vast thing cannot be beautiful. 
 a. The eye cannot take it all in at once, so the unity and sense of the whole is lost. 
4. In the case of animate bodies and organisms a certain magnitude is necessary-one which may be easily embraced in one view. 
5. By analogy, in a plot a certain length is necessary-one which can be easily be remembered.  
6. The limit fixed by the nature of the drama: the greater the length, the more beautiful by reason of its size, provided the whole is 
perspicuous.  
7. The proper magnitude is that the sequence of events, according to the law of probability or necessity permits a change from bad 
fortune to good or from good to bad. 

 
VIII The Plot must be a Unity. 

A. Unity of Plot 
 1. Unity of plot does not consist in the Unity of the hero.  
  a. There are many actions of one man from which we cannot make one action.    
 2. The imitation is one when the object imitated is one. 
 3. The plot, being an imitation of an action, must imitate one whole action. 
B. A Whole  

  1. The structural union of the parts is such that if one is displaced or removed, the whole is disjointed and disturbed.  
 2. A thing whose presence or absence makes no visible difference, is not an organic part of the whole. 
 

IX (Plot continued.) Dramatic Unity. 
A. Poet and Historian 
 1. It is not the function of the poet to relate what has happened, but what may happen. 
  a. What is possible according to the law of probability or necessity.  
 2. The poet and the historian do not differ because one writes verse and the other prose. 
 3. The true difference is one relates what has happened, the other what may happen.  
 4. Poetry is  more philosophical and higher than history: poetry tends to express the universal, history the particular.  
  a. Universal: how a person of a certain type will on occasion speak or act, according to the law of probability or necessity.  
  b. The particular is, for example, what Alcibiades did.  
B. Reality & Possibility 
 1. In Comedy poets constructs the plot on the lines of probability, then inserts characteristic names. 
 2. Lampooners write about particular individuals. 
 3. Tragedians keep to real names because what is possible is credible:  
  a. We are not immediately sure that what has not happened is possible. 
  b. What has happened is manifestly possible: otherwise it would not have happened.  
C. Fiction 
 1. Some tragedies have only one or two well known names, the rest being fictitious.  
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 2. In others the incidents and names are fictitious, yet they still please.  
 3. So, we need not at all costs keep to the received legends. 
 4. It would be absurd to try: even known subjects are known only to a few, yet please all.  
 5. So, a poet should be the maker of plots not verses. 
 6. He is a poet because he imitates and he imitates actions.  
 7. If a poet writes on an historical subject, he is still a poet. 

a. There is no reason why some actual events should not conform to the law of the probable and possible. 
 B. Episodic 

 1. The episodic is the worst plot.  
 2. Episodic: the episodes occur without probable or necessary sequence. 
 3. Tragedy is an imitation of a complete action and events inspiring fear or pity.  

4. This effect is best produced when events are a surprise and is heightened when they follow as cause and effect.  
5. The tragic effect will be greater than if they happened of themselves or accidentally. 
6. Even coincidences are most striking when they have an air of design.  
 a. The statue of Mitys at Argos fell on his murderer.  
 b. Such events seem  to be more than mere chance.  
7. Plots constructed on these principles are necessarily the best. 

 
X Definitions of Simple and Complex Plots.  

A. Plots 
 1. Plots are simple or complex because real actions are simple or complex.  

2. Simple Action: when the change of fortune occurs without Reversal of the Situation or Recognition. 
 3. Complex action: the change is accompanied by Reversal, or Recognition, or both.  
  a. These should arise from the structure of the plot so what follows is a necessary or probable result of the preceding action.  
  b. It makes all the difference whether an event is propter hoc (“because of this”) or post hoc (“after this”). 

 
XI Reversal of the Situation, Recognition, and Tragic or disastrous Incident defined and explained. 

A. Reversal of the Situation 
 1. A change by which the action changes to its opposite, subject to probability or necessity.  

2. Examples: 
 a. Oedipus: the messenger comes to ease his concerns about his mother, but creates the opposite effect.  

  b. Lynceus is being led away to his death, and Danaus goes with him to slay him; but Danaus is killed and Lynceus saved.  
B. Recognition 
 1. A change from ignorance to knowledge, producing love or hate between those destined for good or bad fortune.  
 2. The best type involves a Reversal of the Situation, as in Oedipus.  
 3. The recognition most connected with plot and action is recognition of persons.  

4. This recognition combined with Reversal will produce pity or fear. 
 a. Actions producing them are those Tragedy represents.  
5. It is on such situations that good or bad fortune depends.  

 C.  The Scene of Suffering.  
  1. The Scene of Suffering is a destructive or painful action, such as death on the stage, bodily agony, wounds and the like. 

 
XII The 'quantitative parts' of Tragedy defined. 
 A. Parts 

 1. Prologue: The part preceding the Parode of the Chorus.  
 2. Episode: The part between complete choric songs.  
 3. Exode The part with no choric song after it.  

4. The Choric part of the Parode is the first undivided utterance of the Chorus. 
 

XIII What constitutes Tragic Action. 
 A. What is to be Determined 
  1. What the poet should aim at and avoid in making plots. 
  2. By what means the tragic effect will be produced. 
 B. A Perfect Tragedy 

 1. A perfect tragedy should be complex and not simple.  
 2. It should imitate actions which excite pity and fear- this is distinctive mark of tragic imitation.  
C. The Nature of Tragic Characters 
 1. The change of fortune must not be that of a virtuous man brought from prosperity to adversity: 
  a. This moves neither pity nor fear. 
  b. It merely shocks us.  
 2. It must not be a bad man passing from adversity to prosperity:  
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  a. This has no tragic quality. 
  b. It neither satisfies the moral sense nor creates pity or fear.  
 3. The downfall of the utter villain should not be exhibited.  
  a. This would satisfy the moral sense, but would not inspire pity or fear. 
  b. Pity is aroused by unmerited misfortune and fear by the misfortune of a man like us.  
  c. Such an event will be neither pitiful nor terrible.  
 4. There remains the character between the two extremes: 
  a. A man who is not eminently good and just. 
  b. Whose misfortune is not caused by vice or depravity, but by error or frailty.  
  c. He must be highly renowned and prosperous. 
D. A Well Constructed Plot 
 1. Is single in issue not double.  
 2. The change of fortune should be from good to bad.  

3. It should not result from vice, but from a great error or frailty in a character as described, or better rather than worse.  
4. The practice of the stage supports this.  
 a. Poets originally recounted any legend.  

b. Now, the best tragedies are based on the story of a few houses. 
5. A perfect tragedy according to the rules of art should be of this type.  
6. The best proof is that on the stage such plays, if well worked out, are the most tragic in effect. 

D. Second Rank 
 1. A double thread of plot and an opposite catastrophe for the good and the bad.  
 2. It is seen as the best by weak spectators. 
  a. The poet is guided by the wishes of his audience.  
 3. The pleasure derived is not the true tragic pleasure.  
 4. It is proper to Comedy, where the deadliest enemies quit the stage as friends and no one slays or is slain. 
 

XIV The tragic emotions of pity and fear should spring out of the Plot itself. 
A. Creating Fear and Pity 
 1. Fear and pity may be caused by spectacular means. 
 2. They may result from the plot, which is better, and indicates a superior poet. 
 3. The plot should be constructed so simply hearing it will cause horror and pity.  
 4. Producing this effect by mere spectacle is less artistic and depends on extraneous aids.  
 5. The pleasure of tragedy is from pity and fear created through imitation. 
B. Pitiful and Terrible Circumstances 
 1. What circumstances strike us as terrible or pitiful? 
 2. Actions capable of this effect must happen between friends or enemies or the indifferent.  
 3. Killings between enemies or the indifferent do not create pity -except so far as the suffering is pitiful.  
 4. Tragic incidents between those near or dear can be terrible or pitiful. 

5. He may not destroy the framework of received legends-but ought to show invention and skillful handling of the material. 
 C. Knowledge and Action 

 1. First: the action may be done consciously and with knowledge of the persons. 
  a. As Euripides makes Medea slay her children.  
 2. Second: The deed may be done in ignorance, and the tie of kinship or friendship discovered afterwards.  
  a. Sophocles’ Oedipus. 
 3. Third: To be about to act with knowledge of the persons and then not to act.  
 4. Fourth: When one is about to do an irreparable deed from ignorance and makes the discovery before it is done.  
 5. These are the only possible ways: the deed must be done or not done and done wittingly or unwittingly.  
D. Quality and Knowledge & Action 
 1. To be about to act knowing the persons, and then not to act, is the worst.  
  a. It is shocking without being tragic, for no disaster follows.  
  b. It is never or very rarely found in poetry.   
  c. The Antigone, where Haemon threatens to kill Creon.  
 2. The next and better way: the deed should be perpetrated.  
 3. Still better: it should be perpetrated in ignorance, and the discovery made afterwards.  
  a. There is then nothing to shock us, while the discovery produces a startling effect.  
 4. The last case is the best. 
 

XV The element of Character in Tragedy. 
 A. Four Things to be Aimed At in Character 
  1. First and most important: it  must be good.  

 a. Any speech or action that manifests moral purpose will express character: the character will be good if the purpose is good.  
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  2. Second: propriety.  
   a. There is a type of manly valor. 
   b. Valor in a woman, or unscrupulous cleverness, is inappropriate.  
  5. Third: it must be true to life. 
  6. Fourth: consistency. 
   a. Though the character be inconsistent,  he must be consistently inconsistent.  

B. Deus Ex  
 1. A person should speak or act by the rule of necessity or probability. 

2.  The unraveling of the plot and the complication must arise from the plot and not by  'Deus ex Machina.’ 
 4. The 'Deus ex Machina' should be employed only for events external to the drama. 
  a. Antecedent or subsequent events beyond the range of human knowledge and which must be reported or foretold. 
  b. To the gods we ascribe the power of seeing all things.  
 5. Within the action there must be nothing irrational.  
 6. If the irrational cannot be excluded, it should be outside the scope of the tragedy.  
C. Persons 
 1. As Tragedy is an imitation of better persons, the example of good portrait-painters should be followed.  
 2. They make a likeness true to life, yet more beautiful.  

3. So the poet, in representing men with defects of character, should preserve the type and yet ennoble it. 
 

XVI Recognition: its various kinds, with examples.  
A. Recognition 
 1. The least artistic is recognition by signs.  

a. Some are congenital. 
b. Others are acquired after birth: bodily marks like scars or external tokens, as necklaces. 

2. Using tokens for proof and any formal proof with or without tokens is a less artistic mode of recognition.  
 3. Next are recognitions invented at will by the poet and on that account wanting in art.   
 4. The third depends on memory when sight of an object awakens a feeling. 
 5. The fourth is by process of reasoning.   

 a. There is a composite kind of recognition involving false inference on the part of one of the characters. 
 6. The best is that which arises from the incidents themselves, where the startling discovery is made by natural means.  
  a. Oedipus 
  b. Iphigenia- it was natural that Iphigenia should wish to dispatch a letter.  
  

XVII Practical rules for the Tragic Poet.  
A. Placing the Scene 
 1. In constructing the plot the poet should visualize the scene.  

2. Seeing as a spectator he will discover what fits and be unlikely to overlook inconsistencies.  
B. Working Out 
 1. The poet should work out his play with appropriate gestures. 
 2. Those acting out an emotion are most convincing via natural sympathy with the characters they represent. 
 3. Hence poetry implies either a natural gift or madness.  
  a. If gifted, he can play any character. 
  b. If mad, he is lifted out of his proper self. 
C. Story 
 1. First sketch its general outline and then fill in the episodes and amplify in detail.  
 2. After this, the names being given, it remains to fill in the episodes-they must be relevant to the action.  

  
XVIII Further rules for the Tragic Poet. 

A. Parts of Tragedy 
 1. A tragedy has two parts: Complication and Unraveling or Denouement.  
 2. Extraneous incident are frequently combined with the action  to form the Complication. 
 3. The rest is the Unraveling.  
 4. Complication: all that extends from the beginning of the action to the turning-point of good or bad fortune.  
 5. Unraveling: What extends from the beginning of the change to the end.  
 6. Many poets tie the knot well, but unravel it ill-Both arts should  be mastered. 
B. Four Kinds of Tragedy 
 1. Complex: depends on Reversal of the Situation and Recognition. 
 2. Pathetic: The motive is passion. 
 3. Ethical: The motives are ethical. 
 4. The Simple.  

  5. The poet should combine all poetic elements; or failing that, the greatest number and the most important. 
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 C. Identity 

 1. In speaking of a tragedy as the same or different, the best test is the plot.  
 2. Identity exists where the Complication and Unraveling are the same.  

 D. Epic 
 1. The poet should not make an Epic structure into a Tragedy. 
 2. Epic structure: one with a multiplicity of plots. 
 3. In Epic, due to its length, each part assumes its proper magnitude.  
 4. In drama the result of using the Epic structure will be poor.  

 a. Proof: poets dramatizing the whole Fall of Troy fail or succeed poorly.  
 

XIX Thought, or the Intellectual element, and Diction in Tragedy.  
 A. Thought 
  1. What is said is Rhetoric, to which inquiry it more strictly belongs.  
  2. All effects that must be produced by speech: 
   a. Proof and refutation. 
   b. Excitation of feelings. 
   c. Suggestion of importance or unimportance.  

3. Dramatic incidents must be treated as dramatic speeches, when the object is to evoke pity, fear, importance, or probability.  
  4. The difference: 
   a. The incidents should speak for themselves without verbal exposition. 
   b. The effects aimed at in speech should be produced by the speaker’s speech. 
 B. Diction 

 1. Knowledge of Modes of Utterance belongs to the art of Delivery. 
  a. It includes knowing what is a command, prayer, statement, threat, question, answer, etc..  
 2. Not knowing these things involves no serious censure on the poet's art.  
 3. This is an inquiry that belongs to an art other than poetry. 
 

XX-XXII Removed 
 

XXIII Epic Poetry. 
A. Subject 

1. In poetic imitation with a single meter, the plot should be constructed on dramatic principles.  
 2. The subject should be a single, complete, whole action with a beginning, middle, and end.  
  a. It will thus resemble a living organism in its unity and produce its proper pleasure.  

3. It will differ in structure from historical compositions-They necessarily present not a single action, but a single period. 
 b. All that happened within that period, as little connected as events may be.  

c. The fight at Salamis and the battle with the Carthaginians in Sicily occurred at the same time, but did not tend to one result. 
d. In the sequence of events, one thing sometimes follows another without producing a single result.  

 4. Here the transcendent excellence of Homer is manifest.  
  a. He never attempts to make the whole war of Troy the subject of his poem 
  b. It would have been too vast and not easily embraced in a single view.   

 
XXIV Further points of agreement with Tragedy.  

A. Epic Poetry 
 1 Epic poetry must have as many kinds as Tragedy: simple, complex, 'ethical,' or 'pathetic.'  

2. The parts, except song and spectacle, are the same. 
 a. It requires Reversals of the Situation, Recognitions, and Scenes of Suffering.  

 3. The thoughts and the diction must be artistic.  
 4. Homer is our earliest and sufficient model. 

a. Each poem has a twofold character: The Iliad is simple and pathetic, the Odyssey complex (Recognition), and 'ethical.' 
   b. In diction and thought they are supreme. 

 5. Epic poetry differs from Tragedy in scale and meter.   
B. Epic Poetry’s Capacity 
 1. Epic poetry has a great and special capacity for enlarging its dimensions.  

2. Tragedy cannot imitate several lines of actions carried on at the same time. 
 a. It is limited to the action on the stage.  
3. The narrative form of Epic poetry allows the presentation of many simultaneous events. 
 a. If relevant to the subject, they add mass and dignity to the poem.  
4. Epic has an advantage conducive to grandeur of effect, to diverting the mind, and relieving the story with varying episodes.  
5. Sameness of incident soon produces satiety, and makes tragedies fail on the stage. 

C. Metre  
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1. The heroic is the stateliest and most massive and hence most readily admits rare words and metaphors. 
 a. This is unique to the narrative form.  
2. All poems on a great scale have been in heroic verse.  
3. Nature and experience teach the proper measure. 

D. Role of the Poet  
 1. Homer is only poet who knows the part he should take himself.  
 2. The poet should speak as little as possible in his own person, for it is not this that makes him an imitator.  
 3. Other poets appear as themselves and imitate but little and rarely.  

4. Homer after a few words brings in another person, each with a character of his own. 
E. The Wonderful and Lies 
 1. Tragedy requires the wonderful.  

2. The irrational, on which the wonderful depends for its effects, has wider scope in Epic because the actor is unseen.  
 a. The pursuit of Hector would be ludicrous on the stage-the Greeks standing still and Achilles waving them back.  

  b. In Epic the absurdity is unnoticed.  
3. The wonderful is pleasing: every one tells a story with his own addition, knowing his hearers like it.  

 4. Homer has chiefly taught other poets the art of telling lies skillfully.  
5. The secret of it lies in a fallacy. 

a. Assuming that if one thing is or becomes, a second is or becomes, men imagine that if the second is the first is or becomes.  
  b. This is a false inference.  

 c. Hence, if the first is untrue, it is quite unnecessary, provided the second be true, to add that the first is or has become.  
 d. For the mind, knowing the second to be true, falsely infers the truth of the first.  
 e. Note-Aristotle seems to be writing about affirming the consequent: If P, Then Q. Q, therefore P. 

F. Possibilities & Impossibilities 
 1. The poet should prefer probable impossibilities to improbable possibilities.  
 2. The tragic plot must not be composed of irrational parts.  

3. Everything irrational should be excluded or be outside the action of the play. 
4. The plea that otherwise the plot would be ruined is ridiculous: such a plot should not be constructed.  
5. If the irrational is introduced and made likely, we must accept it despite the absurdity.  
 

XXV Critical Objections brought against Poetry, and the principles on which they are to be answered. 
 A. Objects of Imitation 
  1. The poet being an imitator must of necessity imitate one of three objects. 
  2. Things as they were or are. 
  3. Things as they are said or thought to be. 
  4. Things as they ought to be.  
 B. Faults 
  1. Within the art of poetry there are two kinds of faults: essential and accidental.  
  2. If a poet imitates incorrectly by lack of capacity, the error is inherent in the poetry (essential).  

3. If the failure is due to a wrong choice, the error is not essential to the poetry (accidental).  
 a. Example: Introducing technical inaccuracies in medicine, or in any other art 

C. Matters which concern the poet's art.  
1. He is guilty of an error if he describes the impossible. 
2. The error is justified if the end of art is thus attained-the effect of the poem is made more striking.  
 a. Example: the pursuit of Hector.  
3. If the end might have been as well, or better, attained without violating the rules of poetry, the error is not justified. 
 a. All errors should be avoided if possible. 
4. The key question is whether the error touches the essentials of the art or some accident of it. 
 a. Example-not knowing a hind has no horns is a less serious matter than painting it inartistically. 

D. Description 
 1. If it is objected the description is not true to fact, the poet may reply: 

 a. The objects are described as they ought to be. 
 b. The objects are described as they actually are.  
 c. “This is how men say the thing is.”  
3. In examining if what has been said/done is poetically right or not, we must not look only at the particular act/saying. 
4. We must also consider by whom it is said or done, to whom, when, by what means, or for what end. 
 a. Example: whether to secure a greater good, or avert a greater evil 

C. Impossible 
 1. The impossible must be justified by artistic requirements, higher reality, or received opinion.  
 2. A probable impossibility is preferable to an improbable possibility.  
 3. The impossible is the higher thing-the ideal must surpass the real. 
 4.  To justify the irrational, we appeal to what is commonly said to be.  
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5. The irrational sometimes does not violate reason: just as 'it is probable that a thing may happen contrary to probability.' 
6. What seems contradictory should be examined by  
 a. The rules of dialectical refutation: if same thing is meant, in the same relation, and in the same sense.  
 b. Reference to what the poet says himself, or what is tacitly assumed by a person of intelligence. 
7. The irrational and depravity of character are justly censured if there is no inner necessity for introducing them. 

 D. Five sources from which critical objections are drawn.  
 1. Things are censured either as impossible, irrational, morally hurtful, contradictory, or contrary to artistic correctness.  
 

XXVI A general estimate of the comparative worth of Epic Poetry and Tragedy. 
A.  Is Epic or Tragic mode of imitation higher? 

1. If a more refined art is higher, and the more refined appeals to a better audience, the art imitating anything and everything is 
manifestly most unrefined.  
2. The unrefined audience is supposed to be too dull to comprehend unless the actors make gestures. 

 3. Tragedy is said to have this defect.   
 4. Epic poetry is addressed to a cultivated audience, who do not need gesture and Tragedy is for the inferior.  
 8. Being unrefined, tragedy is claimed to be the lower of the two. 
B.  Reply to Gestures 

1. This criticism does not hold against the poetic but against the histrionic art. 
 2. All action is not to be condemned any more than all dancing-only that of bad performers.  

3. Tragedy produces its effect even without action; it reveals its power by mere reading.  
4. If in all other respects it is superior, this fault is not inherent in it. 

 C. Reply-Tragedy is more pleasurable. 
1. Tragedy is superior because it has all the epic elements.  

 2. It has vividness of impression in reading as well as in representation.  
3. It attains its end within narrower limits and is more pleasurable than one spread over a long time and so diluted.  

 D. Reply-Tragedy has more unity 
1. Epic has less unity-any Epic poem will furnish subjects for several tragedies.  
2. Such length implies some loss of unity, if the poem is constructed out of several actions. 

 E. Conclusion 
1. If Tragedy is superior to Epic poetry in these ways and fulfils its function better, it is higher as it attains its end more perfectly. 
2. Each art ought to produce, not any chance pleasure, but the pleasure proper to it. 

 
 
John Stuart Mill (1806-1873)  
I Background 
 A. Background  
  1. Born May 20, 1806 in Pentonville, London, England  

2. Died May 8, 1873 in Avignon, France  
 B. Education 
  1. Educated by his father, Jeremy Bentham and Francis Place.  
  2. Had an extremely rigorous upbringing and was not allowed to associate with boys his own age.  
  3. His father, a follower of Bentham intended to create a genius to further the cause of utilitarianism. 
  4. At three he learned the Greek alphabet and Greek words. 

5. By eight he had read Aesop's Fables, Xenophon's Anabasis, Herodotus, Lucian, Diogenes Laërtius, Isocrates, six Platonic 
dialogue, history in English and had learned arithmetic. 

  6. At twelve he studied scholastic logic and Aristotle's logical treatises in Greek.  
  7. At thirteen he studied Adam Smith and David Ricardo. 
  8. At 21 he had a nervous breakdown. 
 C. Life 
  1. Worked for the British East India Company. 
  2. A Liberal member of Parliament.  
   3. In 1851 he married Harriet Taylor. 
 D. Works 
  1. (1843) A System of Logic  
  2. (1844) Essays on Some Unsettled Questions of Political Economy  
  3. (1848) Principles of Political Economy  
  4. (1859) On Liberty  
  5. (1861) Utilitarianism  
  6. (1861) Considerations on Representative Government  
  7. (1869) The Subjection of Women  
  8. (1873) Autobiography 
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What Is Poetry 
-J.S. Mill 
Revised: 3/14/2005 
I About Poetry 
 A. Poetry 
  1. Can exist in prose and verse. 
  2. Does not require words and can be presented via music. 
  3. It can also be presented via visual arts: sculpture, painting, architecture. 
  3. Is nothing or the better part of all art and real life.  
 B. Felt Difference Argument 
  1. The distinction between poetry and non-poetry is felt to be fundamental. 
  2. If everyone feels a difference, there must be one.  
  3. The appearance of a difference is a real difference.  
  4. Appearances must have a cause because what can cause anything, even an illusion, is real.  
  5. So, the distinction between poetry and non poetry must be real. 
 C. Philosophy 
  1. A half-philosophy disdains the classifications and distinctions in popular language. 
  2. The highest philosophy: 
   a. Frames new classifications while retaining and correcting the old.  
   b. Cuts fresh channels for thought and traces existing ones more deeply, broadly, and distinctly. 
 D. Mill’s Goals 
  1. Not to coerce and confine nature in an arbitrary definition, but to find the natural boundaries.  
  2. Not to call mankind to account for having misapplied 'poetry’, but to clear up the existing concept.. 
 
II Poetry and Narrative 
 A. The Object of Poetry and Distinctions 
  1. To act upon the emotions. 
  2. This distinguishes poetry from its logical opposite: Matter of fact or science. 
   a. As claimed by Wordsworth. 
 B. Distinction  
  1. Science deals with belief, poetry with feelings. 
  2. Science convinces, poetry moves. 
  3. Science presents propositions to the understanding. 
  4. Poetry offers interesting objects of contemplation to the sensibilities. 
  5. This distinguishes poetry from one thing, but not from everything. 
  6. Hence, more is needed for a definition.  
 C. The Object and Similarities 

1. Poetry is not unique in presenting images and ideas to act on the emotions-novelist also do this. 
  2. The faculty of the poet and the faculty of the novelist are distinct. 
  3. A person might have both, but they have no natural connection. 
 D. Poetry &  Novels 
  1. Many of the finest poems are novels and almost all good novels contain poetry. 

2. The interest felt in a novel is from incident while interest in poetry is from representation of feeling. 
3. Poetry: the source of the emotion excited is the exhibition of a state(s) of sensibility. 
4. Novels:  the source of the emotion excited is a series of states of outward circumstances.  

 E. Audiences 
  1. All can be affected by novels and all or almost all by poetry. 

2.  The distinction between novels and poetry is mirrored by a distinction in people. 
  3.  The distinction is such that a passion for one seems to entail indifference to the other. 
 F. Fans of Novels 

1. Those hunting for external excitement are lacking in intellectual powers or depth of sensibilities. 
2. They engage in sight-seeing, gossip, and fashionable dissipation and have a natural delight in fictitious narrative. 

  3. The excitement it creates comes from the outside.  
  4. They are rarely lovers of poetry, but may think they are because they like novels in verse. 
 G. Fans of Poetry 
  1. Poetry delineates the deeper and more secret workings of the human heart. 
  2. Poetry appeals to those who are reminded of what they have felt by it. 
  3. It appeals to those it causes to imagine what they could feel or might have felt if their life had been different. 
 H. Combining Elements 
  1. Poetry and narrative can be combined in a work and called a novel or a poem. 
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   a. As red and white combine on a face or canvas. 
   b. As oil and vinegar blend in the same composite taste.  
  2. The dramatic requires poetry and incident, but the two are still distinguishable and can vary in quality and proportions. 

3. The incidents might be scarce and ineffective while the delineation of passion and character is excellent. 
   a. Example: Goethe's Torquato Tasso. 

4.  The story may be a coherent and probable series of events, though it presents the feelings falsely or poorly. 
5. The combination of the two makes Shakespeare so generally acceptable-Each finds what is suitable to their faculties. 

   a. To the many he is a great storyteller and to the few he is a poet. 
 I. Charge & Reply 

1. Charge: a definition of poetry was not found, but made in opposition to the usage of the English language. 
2. Poetry has been presented as the delineation of feelings and not outward objects.  

  3. It is commonly held that there is descriptive poetry. 
4.  Reply: Description is not poetry because there is descriptive poetry. 
 a. No more than science is poetry because there are didactic poems. 

   b. No more than Greek or Latin is poetry because there are Greek and Latin poems. 
 J. Descriptive Poetry 

1. A describable object or scientific truth may motivate a work of descriptive/didactic poetry. 
2. Poetry is neither in the object nor scientific truth, but in the state of mind. 

  3. The description of dimensions and colors of external objects is no more poetry than a geometrical plan is painting. 
4. Descriptive poetry describes things not as they are, but as they appear-as seen via the imagination set in action by feelings. 

  5. Example: Describing a lion. 
a. The poet won’t describe it as a naturalist or honest traveler would; s/he will describe it by imagery. 
b. This seems to describe the lion, but actually describes the spectator’s excitement. 
c. The poetry could actually be improved by a false or exaggerated description of the lion.  
e. If the emotion is not painted with scrupulous truth, the poetry is bad poetry- not poetry at all, but a failure. 

 
III Poetry, Soliloquy, Eloquence, and Music 
 A. Poetry and Eloquence 
  1. Poetry and eloquence are expressions of feeling. 
  2. Eloquence is heard and supposes and audience. 
  3. Poetry is overheard- it is marked by the poet's utter unconsciousness of a listener.  
  4. Poetry is feeling confessing itself to itself, in moments of solitude. 
  5. Poetry is feeling presented in symbols-the nearest representations of the poet’s feelings. 

6. Eloquence: feeling poured forth to others, courting sympathy, trying to influencing belief, or move them to passion or action. 
 B. Soliloquy 
  1. All poetry is soliloquy.  
  2. Poetry printed and sold is a soliloquy in full dress on the stage. 
  3. This is not absurd: what we have done or said in solitude may be said or reproduced before others.   

4. The poet’s words must show no evidence that the eyes of others are upon him. 
  5. An actor knows an audience present; but if he acts as if he knew, he acts poorly.  
 C. Creating Poetry 
  1. A poet who writes poetry with the intent to publish or sell is less likely to actually create poetry. 
  2. To create poetry the poet  must exclude from his work every vestige of looking-forth to the outward and everyday world. 
  3.  The poet must n express his feelings as felt in solitude, or as he feels they should be felt, though they remained unuttered. 
  4.  A work ceases to be poetry and becomes eloquence when: 
   a. The poet addresses himself to another.  
   b. The act of utterance is not the end, but a means to act on another’s feelings, belief, or will. 

c. The expression of his emotions or emotional thoughts is tinged by the desire of making an impression on another. 
 C. Distinction: Eloquence & Poetry. 
  1. Poetry is the natural fruit of solitude and meditation 
  2. Eloquence is the fruit of interaction with the world.  

3. Those with most feeling of their own have the highest faculty of poetry. 
  4. Those who best understand others’ feelings are the most eloquent.  

5. Those who tend to excel in poetry are least dependent for happiness on the applause, sympathy, or concurrence of the world. 
6. If so, the true theory of the distinction holds in the language of words, all other language, and all art. 

 D. Music 
1. There are two distinct styles of music: poetry and oratory. 

  2. Accepting this distinction would put an  end to much musical sectarianism.  
  3. The passion expressed by Rossini is not the musing, meditative tenderness, pathos, or grief of Mozart, the great poet of his art. 

a. Its passion is directed outward, thus it is suitable for dramatic effect, having a natural adaptation for dialogue.  
  4. Mozart is great in musical oratory but his most touching compositions are soliloquy.  
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   a. Who can imagine 'Dove sono' heard?-We imagine it overheard. 
 
IV Visual Arts and Poetry 
 A. Introduction 

1. In the visual arts the same distinctions hold between poetry, oratory, narrative, and simple imitation or description. 
 B.  Painting 
  1. Pure description is exemplified in a mere portrait or mere landscape. 
  2. Being works of imitation and not creation, they are art but are mechanical rather than fine arts.  

3. It is possible for a portrait or landscape to also be a picture.  
  5. A portrait by Lawrence, or view by Turner is not a mere copy from nature: 

a. Lawrence combines with the features the particular expression they can wear and which can produce greatest beauty.  
b. Turner unites objects of the landscape with sky, light and shade so they can most strongly impress the imagination. 
c. In both, there is creative art- not copying an actual model, but realizing an idea.  

 C. Painting & Sculpture 
  1. Character: a certain state of feeling grown habitual. 

2. Whatever in painting or sculpture expresses character is the poetry or eloquence of the painter's or sculptor's art. 
a. Poetry: if the feeling declares itself by signs produced when we are unconscious of being seen. 
b. Oratory: if the signs are those used for voluntary communication. 

  3. Examples 
a. The poetry of painting’s highest perfection is in Rembrandt’s Peasant Girl or any Madonna or Magdalene by Guido. 
b. The poetry of sculpture has its highest perfection in almost any Greek statues of the god. 

 D. Historical Painting 
  1. Historical painting is narrative in style.  
  2. It is the most difficult branch of painting. 
  3. In its perfection it includes the perfection of all other branches.  
  4. As an epic poem, through not poetry as far as it is epic, is the greatest, because all kinds of poetry can properly be in it.  
 E. Historical Paintings Narrate Poorly 

1. An historical picture of an incident must be poor and ineffective-the narrative powers of painting are extremely limited.  
2. Scarcely any picture or series tells its own story without an interpreter. 

   a. You must know the story before seeing the beauty and appropriateness in the painting. 
  3. Single figures are the great charm even of a historical picture and in them the power of the art is seen. 
  4. In narration, visible and permanent signs are far behind the audible-the faces and figures are still. 
 E. Beauty & Paintings 

1. Some works of art first seem difficult to classify.  
  2. The direct aim of art as art is producing the beautiful. 

3.  There are beautiful things besides states of mind, so there is much art which seems to have nothing to do with poetry or 
eloquence as defined. 
4. The creation of beauty by grouping natural scenery, conformably to laws of outward nature, but not after an actual model yields 
a beauty more perfect and faultless than in an actual landscape.  
5. These contain a character of poetry without which they could not be so beautiful. 
6.  The unity, wholeness, and aesthetic congruity of the picture are in singleness of expression. 

   a. It is expression in a different sense from the above use of the term. 
8.  Objects in an imaginary landscape cannot, like words or notes, be the actual utterance of a feeling. 

  9. They must harmonize with and tend to create in the audience an emotion.  
   a. A feeling of grandeur, loveliness, cheerfulness, wildness, a melancholy, a terror. 

10. The painter must surround the principal objects with imagery that would spontaneously arise in a highly imaginative mind 
when contemplating them under the impression of the feelings they are intended to inspire.    
10. This is poetry, or so close as to be indistinguishable.  

 F. Architecture 
1. Architecture, to be impressive, must be the expression/symbol of an interesting idea: a thought with power over the emotions.  

  2. Modern architecture is paltry because it does not express any idea. 
  3. It parrots the architecture of the Greeks or  Teutonic ancestors with no conception of a meaning. 
 G. Religious Edifices: 

1.  Partake of poetry, in proportion as they express, or harmonize with, feelings of devotion. 
2.  Those feelings are different according to the conception of the god(s) in question.  
3. The Greek gods were incarnations of the greatest conceivable physical beauty, combined with supernatural power and Greek 
temples express this. 

a. Their predominant character is graceful strength, solidity and lightness: majesty. 
  4.  Catholics: the Deity is far less clear and definite, but powerful and greatly to be loved and more greatly to be feared. 
   a. Wrapped up in vagueness, mystery, and incomprehensibility. 
   5. The Gothic Cathedral: Mixed in all the genuine expressions of Catholic devotion are solemnity, doubt and trembling hope. 
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a. The majesty and gloom of its vaulted roofs and stately aisles, and the 'dim religious light' stealing through painted windows. 

 
V Conclusion 
 A. Imagery 

1. There is no distinction between the imagery expressing feeling and the imagery harmonizing with feeling.  
2. The imagery in which feeling comes from within is also that in which it delights when it is presented to it from without.  
3. All art, in proportion as it produces its effects by appeal to emotions, partakes of poetry-Unless it partakes of oratory, or 
narrative.  
4. The distinction which these three words indicate runs through all the fine arts. 

 B. Final Remarks 
  1. The above hints have no pretension to the character of a theory.  

2. They are thrown out for the consideration of thinkers, in the hope that if they do not contain the truth, they may suggest it.  
3. They would not be worthy of publication except in a country in which the topic has been ignored. 

 
 

 
The Creation of Art 
 
Introduction 
 
I The Debate over the Creation of Art 
 A. Key Questions 
  1. Is art a product of the emotions, the intellect or both? 
  2. Is art appreciated, understood or experienced by the emotions, the intellect or both? 
  3. Can art be taught or merely the mechanical techniques used to produce art?  
 B. Emotion-Plato 
  1. The most extreme version is put forth by Plato’s Ion. 
  2. Artists are “out of their minds” when creating art. 
  3. The audience’s emotions are influenced by the art-there is little involvement of the intellect. 
   a. This view leads to arguments for censorship in The Republic. 
  4. There are less extreme views that give emotion the sole or a primary role without the claim that the artists are 
  “out of their minds” or possessed. 
 C. Intellect-Poe 
  1. One version of this is put forth by Edgar Allen Poe. 
  2. He claims that he and other writers create works through careful and rational planning. 
  3. He denies being in a “frenzy” or being carried away by the emotions. 
  4. He does claim that the purpose of art, or at least poetry, is to affect the audience emotionally. 
  5. Other thinkers have considered the creation of beauty to be a matter of rational endeavor. 
   a. Example: Greek statues and architecture was created in accord with strict mathematical proportions. 
   b. Example: The Greek’s Golden Square-rectangular proportions of 1 to the square root of 2 (1.4142). 
 
Socrates (470-399 B.C.) 
 
I Background 
 A. Life and Death 
  1. 470-399 B.C. 
  2. The son of a sculptor and a midwife. 
  3. Eccentric in appearance and manner. 
   a. His clothes were rumpled. 
   b. Walked like a pelican. 
   c. Ugly, yet robust. 
  4. Served in the military. 
 B. Wisdom 
  1. A friend was told by the oracle and Delphi that Socrates was the wisest of men. 
  2. Socrates set out to prove the gods wrong by trying to find a wiser man. 
  3. He exposed the politicians, poets and craftsmen as all being less wise than they claimed. 
  4. Because of this he was eventually brought to trial. 
 C. Will the Real Socrates Please Stand Up 
  1. Socrates held that philosophy for a matter for conversation and not for books, hence he left behind no writings. 

2. It is claimed that the early Platonic dialogues are accurate transcriptions of his conversations and that the later dialogues have 
Socrates serving as a mouthpiece for Plato’s views. 



Aesthetics Notes LaBossiere Page 52 of 73 
3. However, the truth is not known and this remains a matter of debates. 

 D. Socrates and The Sophists 
  1. He studied under the sophist Prodicus but could only afford the cheap incomplete course. 
  2. He criticized the sophists for not seeking knowledge while presuming to instruct people about the nature of success. 
  3. He believed that the sophists were presenting people with images and illusions. 
  4. He believed that the sophists were a threat to the morality of society. 
 E. Ignorance 
  1. For Socrates, the greatest danger stemmed from ignorance. 
  2. The worst ignorance was not knowing that one does not know. 
  3. Socrates regarded his task as curing this ignorance.  
 
II The Socratic Method: Questioning 
 A. The Dialectic 
  1. A conversational method involving a series of questions and answers. 
  2. The defects in the student’s answers lead both the student and teacher towards a clearer and more precise answer. 
  3. The student is lead to realize his own ignorance and to begin the search for truth. 
  4. Socrates began his use of this method with the politicians who used moral terms without understanding them. 
 B. The Stages of Questioning 
  1.  Socrates meets someone and begins a conversation that soon enters the realm of philosophy. 
  2. Socrates focuses on a key concept that must be clarified before the discussion can progress. 
   a. Examples: justice, love, piety, friendship, virtue, knowledge 
  3. Socrates professes that he is ignorant of and confused by the concept and then asks for help in clarifying matters. 
   a. The other person then confidently provides a definition of the key concept. 
  4. Socrates then thanks the other person but says he needs some further clarification. 
   a. This leads to further investigation which reveals that the definition is flawed. 
  5. The other person presents a better definition which takes him back to stage four. 
   a. Socrates and the other person repeat stages 4 and 5. 
  6. The other person finally comes to the realization that he is ignorant. 
   a. The other person either finds an excuse to escape or agrees to join Socrates in seeking and answer. 
 
III The Socratic Method: Argumentation 
 A. Introduction 
  1. Socrates had three main methods of showing the flaws in definitions. 
 B. Finding a structural flaw in the definition 
  1. The definition is circular. 
   a. Example: “Piety is what a pious person has.” 
  2. The definition takes a part to be the whole. 
   a. Example: Using justice to explain virtue when justice is a part of virtue. 
  3. The definition provides a list of specific examples without presenting the common property. 
   a. Example: When Euthyphro lists a few actions he takes to be pious without actually defining what all pious 
   actions have in common. 
 C. Reductio ad Absurdum 
  1. Goal: To disprove position/claim P. 
  2. Step One: Assume that P is true. 
  3. Step Two: Derive Q from P. 
  4. Step Three: Show that Q is absurd, contradicts P, or contradicts another claim held by the person who claims P. 
  5. Example from the Republic 
   a. Thrasymachus: Justice = doing what it is interest of those in power. 
   b. So, to be just is to obey the laws of those in power. 
   c. Those in power can make errors. 
   d. Those in power might, out of error, make laws that are not in their interest. 
   e. Obeying said laws is not acting in accord with the interests of those in power. 

f. This leads to a contradiction: Being just is to do what is interest of those in power and is also to do what is not in the interest 
of those in power. 

   g. So, the definition is flawed.  
 D. The Method of Counterexample 
  1. Socrates presents an example that goes against (counters) the definition and shows it to be too broad or too narrow. 
  2.  Too broad: the definition of the term includes cases that should not be included. 
  3. Too narrow: the definition of the term excludes cases that should be included. 
  4. Example:  
   a. Meno: virtue is the capacity to govern. 
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   b. Socrates: A child could be virtuous but lacks the capacity to govern so the definition is too narrow. 
   c. Socrates: A tyrant can also govern, though he would not be virtuous, so the definition is too broad. 
III Reasoning and Definitions 
 A. Introduction 
  1. Aristotle said that Socrates contributed a type of inductive argument and universal definitions.  
 B. Inductive Reasoning  
  1. Socrates would reason from some specific examples to a general conclusion about the entire class. 
  2. When a universal term is applied to a number of particulars either: 
   a. The term has a different meaning in its different applications or it applies. 
    1. But there must have been a common basis for the application or language would fall apart. 
   b. The term refers to a property shared by all cases in which it applies. 
  3. This method leads to the development of universal definitions. 
 C. Universal Definitions 
  1. Particulars can be grouped into natural categories. 
  2. The universal concepts allow recognition and evaluation (in terms of fulfilling a purpose) of particulars. 
  3. Socrates does not seem to have a metaphysical basis for the concepts, but they are developed into the Platonic forms. 
 D. The Midwife 
  1. Socrates claimed that he was a midwife to ideas. 
  2. He takes this to mean that he lacks answers and wisdom, but can help other find them in themselves. 
  3. The truth was not found via the senses, but is “written in the soul.” 
  4. This is the notion of innate ideas, which is a rationalist position. 
 
IV Metaphysics 
 A. Introduction 
  1. Socrates did not appear to focus much on metaphysics, aside from his examination of the soul. 
 B. Earlier Greek Accounts of the Soul/psyche 
  1. The psyche was the breath of life and the body was the person. 
  2. The soul was not involved in the thoughts or emotions of the person. 
  3. The soul could exist as a type of ghost that could prophesize or seek vengeance. 
  4. The soul was not the person. 
 C. Socrates’ Account 
  1. The soul is the self and the body is secondary. 
  2. Caring for the body and ignoring the soul is a critical mistake. 
  3. An excellent soul is properly ordered, wise and has due control over the emotions and desires. 
  4. In the Apology Socrates consider the possibility that the soul might perish while also considering the possibility of immortality. 
  5. When Crito asks how Socrates should be buried and Socrates jokes that they will have to catch him first. 
V Ethical Theory 
 A. Virtue 
  1. The most important goal is not merely living, but living well (virtuously/justly). 
  2. To understand how to live justly, one must understand the standard of excellence (arête). 
  3.  Arête: good at a specific task, having excellence or fulfilling its function well. 
  4. Socrates was concerned with what it meant to be a virtuous human being-having arête.  
  5. By speaking in terms of arête, Socrates indicates that he is taking morality to be based in non-moral, naturalistic factors. 
  6. Morality involves being a successful human. 
 B. Why be moral? 
  1. Being virtuous is being successful at fulfilling human nature. 
  2. Thus virtue is the only thing that will lead to happiness. 
  3. Happiness was accepted by Greek thinkers as an end that needed no argument 
  4. Socrates’ conception of happiness differed from those of earlier thinkers. 
  5. For Socrates one’s real interests lie in being moral and not in being selfish. 
  6. People can be mistaken about their best interests and act unjustly or give in to bodily desires. 
  7. Injustice corrupts the soul and leads to unhappiness. 
 C. Ethical Intellectualism 
  1. Ethical Intellectualism: knowledge and virtue are one. 
  2. Without knowledge, the other virtues are either ineffective or actually harmful. 
  3. Unity of the Virtues: Having only some of the virtues can create a harmful person. 
 D. Knowledge and Goodness, Ignorance and Evil 
  1. Each person pursues his/her good by nature. 
  2. Our good is being virtuous. 
  3. To know the good is to do the good. 
  4. No one chooses to do evil knowingly, only out of ignorance. 
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  5. For Socrates knowledge is more than having factual information-true knowledge is wisdom. 
  6. This view was criticized in Socrates’ own time. 
   a. The playwright Euripides claimed that people did wrong from sloth or due to preferring pleasure. 
   b. Aristotle claimed that Socrates’ view “plainly contradicted the observed facts.” 
 
VI Social & Political Philosophy 
 A. Distrust of Democracy 
  1. Since competence is a matter of knowledge, ruling requires knowledge. 
  2. People with such knowledge, which is philosophical,  will be uncommon. 
  3. As we would not chose a doctor by voting, we should not chose leaders that way. 
 B. Laws 
  1. The state should be obeyed. 
  2. Those that disagree with the laws should either persuade the leaders to change the laws or leave the state. 
  3. Though Socrates was unjustly convicted, he believed that disobedience would be an injustice and harm him worse than death. 
  4. He did say that he would practice philosophy even if the state ordered him not to-but this would still show respect for the state 
  By trying to persuade the leaders to change and by his willingness to accept the consequences of his actions. 
 C. Social Contract Theory 
  1. We have an implicit contract with the state. 
  2. We receive certain goods in exchange for our obedience. 
  3. We should keep to our just contracts. 
 D. Natural Law Theory 
  1. There is a universal moral law that can be known via reason and experience. 
  2. This law is not created by people and is above the laws of specific states. 
  3. The laws of specific states can be judged against these laws. 
 
VII Socrates’ Contributions 
 A. Plato 
  1. He had a significant and great impact of Plato. 
 B. Ethical Theory 
  1. Megarians. 
  2. Cyrenaics. 
  3. Cynics. 
 C. Personality 
  1. Socrates’ main influence was via the person he was, as oppose to the doctrines he espoused. 
  2. The philosophic life-the desire to know, the belief in the supreme importance of wisdom, and the conviction to follow the 
  Questions. 
  3. “Know thyself”-inscription at the temple of Apollo at Delphi. 
  4. “An unexamined life is not worth living.”-Socrates 
 
Plato  
Background 
I Background 
 A. The Death of Socrates 
  1. Socrates was Plato’s mentor. 
  2. Phaedo: “Such was the end…of our friend, who was, I think, of all the men of our time, the best, the wisest and the most just.” 
  3. Plato wondered why society could not tolerate the existence of Socrates and what sort of society would be needed to permit 
  Wisdom to prevail. 
 B. Life 
  1. Born 428 or 427 B.C. into an aristocratic family. 
  2. Trained to be a political leader. 
  3. Traveled, perhaps even to Egypt, and went to Syracuse, Italy in 388. 
  4. He founded the Academy located in a grove sacred to the hero Academus. 
  5. In 368 and 361 he attempted to educate the ruler of Syracuse, Dionysius the Younger.  
   a. He failed and barely escaped with his life in 361. 
  6. he died in 348 or 347 B.C.  
 C. Comprehensive Philosophy 
  1. Plato was concerned with ethical theory. 
  2. The fate of Socrates, an ethical person, convinced him of the importance of political philosophy. 
  3. He held that the answers to the ethical and political problems were to be found in metaphysics. 
  4. He realized that to make progress in these areas of philosophy required a theory of knowledge. 
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The Ion 
-Plato 
 
I Introduction 
 A. Background 

1. Ion: a rhapsode, who has just  returned from the festival of Asklepius at Epidaurus, where he won first prize. 
  2. Socrates   
II Socrates’ Argument #1 
 A. The set up: Socrates gets Ion to admit or accept: 

1. Ion is only capable of speaking cleverly on Homer and not others, even when they speak on the same topic. 
  2. When two poets agree and disagree in places about divination a diviner would be able to explain where they agree and 

disagree. 
  3. Homer writes on subjects other poets also write on. 
  4.  Homer writes better on all subjects than all the other poets. 
 B. Arithmetic  
  1. When people are discussing arithmetic and one speaks best, someone will know how to pick out the good speaker. 
  2. This will be a person who has mastered arithmetic. 
 C. Doctor 

1. When people are discussing healthy nutrition and one speaks best, it is not the case that one will know which is the best speaker 
and another will know which is the worse. 

  2. Instead one, a doctor, will know both the best and the worst.  
 D. General Point 

1. When people speak on the same subject, the same person will know how to pick out a bad speaker and a good speaker. 
2. If a person doesn’t know how to pick out a bad speaker, he won’t know a good speaker on the same subject. 

  3. So, the same person is "wonderfully clever" about both types of speakers. 
 E. Ion does not speak on Homer on the basis of knowledge: 

1. Ion: Homer and other poets speak on the same subjects, but Homer is superior. 
2. Socrates: If Ion knows who is speaking better, he will know who is speaking worse. 
3. Socrates: Ion has agreed that  
 a. The same person will be an adequate judge of all speaking on the same subjects. 
 b. Almost all poets speak on the same subject. 
4. Ion:  Ion has no interest in and nothing to say about other poets; but has great interest in and plenty to say about Homer. 
5. If Ion spoke on Homer on the basis of knowledge or mastery, then he would be able to speak on any poet. 
6. Socrates concludes that Ion does not speak on Homer on the basis of knowledge or mastery. 

 F. Poetry and other arts: 
  1. Ion agrees there is an art of poetry as a whole. 
  2. Ion agrees that the whole of any other subject has the same discipline throughout. 

3. Ion agrees that the same discipline is used throughout whenever one masters the whole subject. 
4. Ion agrees that painting is a subject mastered as a whole and hence one who is clever at showing one artist’s work is well 
painted is also clever with all painters’ works. 
5. Ion agrees that anyone who is clever at explaining which statues of one artist are well made can do the same for other artists. 

  6. Ion also agrees that the same is true in the case of musicians. 
7. Socrates concludes that Ion does not speak on Homer on the basis of knowledge or mastery. 

 
III The Magnet Analogy and Additional Arguments 
 A. The Divine Power as analogous to magnetism. 
  1. Ion has not mastered a subject, but is moved by a divine power. 
  2. A magnet pulls iron rings and puts a power in them so they can pull other rings, so sometimes there is a long chain. 
  3.  The power of each ring is dependent on the original stone. 
 B. Muses and Poets 
  1. The Muse inspires some people herself, and then they inspire others.  
  2. Epic poets are not masters of their subject-they are inspired or possessed. 
  3. The same is true for other artists. 

4. Poets are unable to make poetry until they are inspired, go out of their minds and their intellect in no longer in them. 
 C. Source of Poetry 

1. It is not by mastery that poets make poems or say many lovely things about their subjects, but it is a divine gift. 
2. If a poet knew how to speak beautifully on one type of poetry by mastering the subject, then  he could do so for all the others, 
but he can not. 
3. The god takes away the intellect of those it uses as servants, as with prophets and diviners, so we will know they are not the 
ones speaking such verses. 
4. Poems are not from human beings, but are from the gods. 
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5. Poets are nothing but representatives of the gods, possessed by whatever possess them.  
6. Rhapsodes in turn present what poets say, so they are representatives of representations. 

 D. Transfer of Emotions 
1. Ion admits that a rhapsode is not in her right mind when presenting poetry. 
2. Ion admits that rhapsodes act as if they were really feeling and doing what they are acting out. 

  2. The rhapsodes in turn affect their audience. 
3. The spectator is the last of the rings, the middle ring is the rhapsode or actor, the last ring is the poet.  

  4.  At the end of the chain is a god, pulling peoples’ souls. 
5. Hanging off the sides of the rings are choral dancers, dance teachers, and assistant teachers forming a huge extended chain.  

  6. In the case of Ion, he is connected to Homer. 
  7. Ion can speak only on Homer because it is a divine gift and he has not mastered a subject. 
 
 IV Poets are Possessed or Crazed when Presenting Poetry or Speaking on it. 
  A. Set Up 
   1. Ion claims that he speaks well on all the subjects that Homer speaks on. 

2. Ion claims he speaks well on subjects he knows nothing about if Homer speaks on them. 
  B. Chariot Racing and other Professions 
   1. A verse from Homer on chariot racing is given. 

2. Socrates gets Ion to admit that a charioteer would know better than a doctor whether Homer is speaking correctly or not 
because the charioteer is a master of that profession. 

   3. Each profession has the ability to know a certain function. 
4. What one learns by mastering one profession one doesn’t learn by mastering another. 
5. Ion admits that there are different professions and what distinguishes each profession is the subject. 
6. The same profession must teach the same subjects and a different profession must teach different subjects. 
7. A person who has not mastered a profession will not be a good judge of things belonging to it, whether said or done.  
8. Ion admits a charioteer will know better than him whether Homer is right about the chariot scenes because he is a rhapsode 
and not a charioteer. 
9. Socrates goes on to make the same point about doctors and fishermen and various other professions. 

  C. General 
1. Ion claims he would know what a general would say to encourage his troops.  
2. Socrates:  if a person had two or more professions, she would have knowledge of both, but each profession still has its own 
subject.  
3. Ion: He knows the business of being a general because being a general and being a rhapsode are the same profession. 
 a. So anyone who is a good rhapsode is also a good general. 
4. Socrates:  it follows that anyone who turns out to be a good general is a good rhapsode. 
5.  Ion disagrees. 

   6. Ion claims to be the best general and to have learned this from Homer. 
   7. Socrates, somewhat sarcastically, asks why no one has selected Ion as a general. 
  D. Conclusion 

1. Socrates points out that Ion assured him that he knew many lovely things about Homer. 
   2. Socrates asserts that: 
    a. Ion hasn’t told what he is clever about. 

b. Ion has changed himself in a general in order to escape proving how wise he is about Homer. 
3. Socrates’ dilemma” 
  a. If Ion is really master of his subject, then he is cheating Socrates of the demonstration he promised. 

b.  If Ion is not a master of his subject, then he is possessed by a divine gift from Homer, so he makes lovely speeches 
about Homer without knowing anything. 
c. He asks Ion whether he wants to be thought of as a man who is wrong or as someone divine. 
d.  Ion claims that it is much lovelier to be divine. 

4. Socrates: he thinks of Ion as someone divine and not as a master of a profession, and as a singer of Homer’s praises. 
 
The Philosophy of Composition 
-Edgar Allan Poe 
Revised: 2/20/2004 
I Part One 
 A. Poe’s Method 
  1. Every plot must be elaborated to its denouement before anything is written.  
  2. Only by keeping the denouement in view can the plot be given its indispensable air of consequence, or causation. 
  3. This is done by making the incidents and the tone tend to the development of the intention. 
 B. The Usual Methods 
  1 There is a radical error in the usual mode of constructing a story. 
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  2. History affords a thesis  
  3. Or one is suggested by an incident of the day. 
  4. Or the author sets to work in the combination of striking events to form merely the basis of his narrative. 

a. Intending to fill in with description, dialogue, or authorial comment, any apparent gaps of fact or action. 
 B. Poe's preference 
  1.  Begin with the consideration of an effect.  
  2. Keep originality always in view. 
  3. He considers which effect he will choose. 
   a.  He chooses a novel and vivid effect. 
  4.  Poe considers whether the effect can be best wrought by incident or tone: 
   a. By ordinary incidents and peculiar tone. 
   b. By peculiar incidents and ordinary tone. 
   c. By peculiarity of both incident and tone. 
 C. Steps 

1. It would be interesting to see a step-by-step detailing of the processes the author used to complete a composition. 
  2. Perhaps the vanity of authors is why there has not been such a paper.  

3. Most writers, poets especially prefer people believe they compose by a species of fine frenzy and ecstatic intuition. 
  4. Most writers do not want to let the public look behind the scene at the 
   a. Elaborate and vacillating crudities of thought. 
   b. True purposes seized only at the last moment. 
   c. Innumerable glimpses of idea that arrived not at the maturity of full view. 
   d. Fully matured fancies discarded in despair as unmanageable. 
   e. Cautious selections and rejections. 
   f. Painful erasures and interpolations. 

g. Wheels and pinions, tackle for scene-shifting, step-ladders and demon-traps, cock's feathers, red paint and black patches. 
6.  It is common for authors to be unable to retrace the steps by which their conclusions have been attained.  

 D. Poe and Steps 
1. He has no sympathy with the repugnance alluded to. 
2. He has no difficulty recalling the progressive steps his compositions. 
3. He will show the means by which the “Raven” was put together 

  4. He intends to make it manifest that  
   a. No one point in its composition is referable either to accident or intuition. 

b. The work proceeded, step by step, to its completion with the precision and rigid consequence of a mathematical problem. 
 
II Constructing The Raven: Intentions, Length, and Effect 
 A. Intentions 

1. The circumstance or necessity yielding the intention of composing a poem to suit the popular and critical taste are irrelevant to 
the poem. 

 B. Length 
  1. If any literary work is too long to be read at one sitting,  

a. The immensely important effect derivable from unity of impression is lost. 
b. If two sittings are required, the affairs of the world interfere, and every thing like totality is destroyed.  

2. As no poet can afford to dispense with anything that may advance his design, it must be determined if there is in extent any 
advantage to counterbalance the corresponding loss of unity. 

  3. The loss to unity is not compensated by any advantage. 
  4. A long poem is only a succession of brief ones-of brief poetical effects. 
  5.  It is needless to demonstrate that a poem is a poem only inasmuch as it intensely excites, by elevating, the soul. 
  6.  All intense excitements are, through a psychal necessity, brief.  
   a. Hence at least half of Paradise Lost is essentially prose with poetical excitement interspersed.  

b. Inevitably the extreme length deprives the whole of the vastly important artistic element- totality, and unity of effect. 
7. There is a distinct limit, as regards length, to all works of literary art-the limit of a single sitting. 

a. In certain classes of prose, such as Robinson Crusoe, (demanding no unity), this limit may be advantageously overpassed 
b. But it can never properly be overpassed in a poem.  

8. Within this limit, the extent of a poem may he made to bear mathematical relation to its merit. 
   a. Merit: the excitement or elevation or the true poetical effect that it is capable of inducing. 

b. It is clear the brevity must be in direct ratio of the intensity of the intended effect. 
d. One proviso: a certain degree of duration is absolutely requisite for the production of any effect at all. 

9. Based on these considerations, as well as that degree of excitement not above the popular and not below the critical taste, he 
selected 108 lines as the length. 

 C. Effect/Impression 
  1. He next turned to the choice of an impression, or effect, to be conveyed 
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  2. He kept steadily in view the design of rendering the work universally appreciable. 
 D. Beauty 

1. That Beauty is the sole legitimate province of the poem does not require any demonstration. 
2. The pleasure that is most intense, most elevating, and most pure is in the contemplation of the beautiful.  

  3. Beauty is not a quality but an effect. 
a. Intense and pure elevation of soul. 
b. Not of intellect, or heart, which is experienced in consequence of contemplating 'the beautiful.'  

4. Beauty is the province of the poem, because it is an obvious rule of Art  
 a. That effects should be made to spring from direct causes 

b. That objects should be attained through means best adapted for their attainment. 
c. No one denies that the peculiar elevation alluded to is most readily attained in the poem.  

 E.  Truth & Passion 
1. The object of Truth (satisfaction of the intellect) and the object Passion ( excitement of the heart) though attainable to a certain 
extent in poetry are far more readily attainable in prose. 
2.  Truth demands a precision, and Passion a homeliness absolutely antagonistic to that Beauty which is the excitement, or 
pleasurable elevation, of the soul. 
3. Passion or  truth may be introduced, even profitably, into a poem 

a. They may serve in elucidation, or aid the general effect, as do discords in music, by contrast. 
  4. The true artist will always contrive  
   a. To tone them into proper subservience to the predominant aim. 
   b. To veil them, as far as possible, in that Beauty which is the atmosphere and essence of the poem. 
 
III Constructing the Raven: Tone, Refrain, Repetition, and Supremeness 
 A. Tone 

1. The tone of its highest manifestation-one of sadness. 
2. Beauty in its supreme development, invariably excites the sensitive soul to tears.  

  3. Melancholy is thus the most legitimate of all the poetical tones. 
  4. The goal in the Raven 
   a. To find a pivot on which the whole structure might turn.  
   c. The universality of the refrain showed its intrinsic value, and spared the necessity of analyzing it.  

5. In common use  refrain is limited to lyric verse and depends on the force of monotone in sound and thought.  
   a. The pleasure is deduced solely from the sense of identity-of repetition. 

6. He resolved to diversify, and so heighten, the effect, by adhering to the monotone of sound, while varying thought. 
a. Goal:  to produce continuously novel effects, by varying the application of the refrain with itself mostly unvaried. 

 B. Refrain & Character 
1. Since its application was to be repeatedly varied, the refrain itself must be brief, for there would have been an insurmountable 
difficulty in frequent variations of application in any sentence of length. 
 2. In proportion to the brevity of the sentence, would, of course, be the facility of the variation.  

   a. This led Poe to choose a single word as the best refrain. 
   The question now arose as to the character of the word.  

3. Such a close, to have force, must be sonorous and susceptible of protracted emphasis.  
a.  He chose the long 0 as the most sonorous vowel, in connection with r as the most producible consonant. 
b. He needed to select a word embodying this sound, and at the same time in the fullest possible keeping with that melancholy 
which is the tone of the poem.  

   c. He chose the word 'Nevermore.' 
 C. Repetition 
  1. He needed a pretext for the continuous use of 'nevermore.' 

2.  It would be difficult to invent a sufficiently plausible reason for its continuous repetition. 
a. The difficulty arose from an assumption the word would be spoken by a human being. 
b. Difficulty: reconciling this monotony with the exercise of reason on the part of the creature repeating the word.  

  3. The idea of a non-reasoning creature capable of speech arose. 
   a. First thought: a parrot. 

b. Next: a Raven- equally capable of speech, and infinitely more in keeping with the intended tone. 
4. He now had the conception of a Raven 

a. The bird of ill omen monotonously repeating 'Nevermore,' at the conclusion of each stanza. 
 b. In a poem of melancholy tone. 
 c. In length about one hundred lines. 

 D. Supremeness 
   1. He does not lose sight of the object: supremeness, or perfection. 

2.  He decides that death is the most universally melancholy topic. 
  3. Death is most poetical when it most closely allies itself to Beauty. 



Aesthetics Notes LaBossiere Page 59 of 73 
a. The death of a beautiful woman is the most poetical topic in the world. 
b. The speaker best suited for such topic is the bereaved lover.' 

 
IV Constructing the Raven: Application, Climax, Locale, and de'nouement  
 A. Application 
  1. He needed to combine two ideas. 
   a. A lover lamenting his deceased mistress. 
   b. A Raven continuously repeating the word 'Nevermore.  

2. He needed to keep varying the application of the repeated word. 
a. The Raven would employ the word as answer to the queries of the lover.  
b. He could make the first query a commonplace one, the second less so, the third still less, and so on. 

3. Until the lover, startled by the melancholy character of the word, its repetition and the raven’s  reputation, wildly propounds 
queries  

a. Not entirely because he believes in the prophetic or demoniac character of the bird 
b. Which, reason assures him, is merely repeating a lesson learned by rote. 

   c. But because he experiences a frenzied  pleasure in modeling his questions to receive from the expected 'Nevermore' the most 
delicious because the most intolerable of sorrow.  

 B. Climax 
1. He established he climax, or concluding query- to which 'Nevermore' should be in the last place an answer. 
2. That in reply to which this word 'Nevermore' should involve the utmost conceivable amount of sorrow and despair. 
3. Here then the poem may be said to have its beginning-at the end, where all works of art should begin: 

 
  'Prophet,' said I, 'thing of evil! prophet still if bird or devil! 
  By that heaven that bends above us-by that Cod we both adore, 
  Tell this soul with sorrow laden, if within the distant Aidenn, 

It shall clasp a sainted maiden whom the angels name Lenore- Clasp a rare and radiant maiden whom the angels name Lenore. 
  Quoth the raven 'Nevermore. 
   
  4. Purpose of the stanza 

a. By establishing the climax, he would better vary and graduate in regards to seriousness and importance, the preceding queries 
of the lover. 
b. So he could d settle the rhythm, metre, length, general arrangement of the stanza. 
c. And graduate the stanzas which were to precede, so that none of them might surpass this in rhythmical effect.    
d. Had he been able to construct more vigorous stanzas he would have enfeebled them, to not interfere with the climacteric 
effect. 

 C. Locale 
  1. The mode of bringing together the lover and the Raven-via the locale.  
    a. The most natural suggestion might seem a forest or f ields. 

2. A close circumscription of space is absolutely necessary to the effect of insulated incident:   
   a. It has the force of a frame to a picture.  

b. It has an indisputable moral power in keeping concentrated the attention. 
c. It must not be confounded with mere unity of place. 

  3. He decided to place the lover in a chamber rendered sacred to him by memories of her who had frequented it.  
a. The room is represented as richly furnished-because of the subject of Beauty, as the sole true poetical thesis. 

 D. Introduction of the Raven 
  1. Its flapping at the window is heard as a 'tapping' at the door. 
   a. Prolongs the reader's curiosity. 

b. Admits the incidental effect from the lover's opening the door, finding all dark, and adopting a half-fancy  it was the spirit of 
his mistress that knocked. 

  3. The night was made tempestuous: 
   a. To account for the Raven's seeking admission. 
   b. For the effects of contrast with the (physical) serenity within the chamber. 
  4. He made the bird alight on the bust of Pallas 
   a.  For the effect of contrast between the marble and the plumage  
   b. The bust was suggested by the bird. 
    1. As most in keeping with the scholarship of the lover. 
    2.  For the sonorousness of the word “Pallas.” 
    3. Note:  “Pallas Athena” is the aspect of the Greek goddess Athena that instantiates wisdom.  
D. De'nouement  

1. De'nouement: the Raven's reply to the lover's final demand if he shall meet his mistress in another world completes the poem. 
 2. So far, every thing is within the realm of realism.  
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  a. It learned by rote the single word 'Nevermore.  
  b. It escaped from the custody of its owner. 

c. It is driven at midnight, through the violence of a storm, to seek admission at a window from which a light  gleams. 
d. The window of a student, occupied half in poring over a volume, half in dreaming of a beloved mistress deceased.  

  e. The window is opened at the fluttering of the bird's wings. 
f. The bird perches on the most convenient seat out of the immediate reach of the student. 

 3. The student  
  a. Is amused by the incident and the oddity of the visitor's demeanor. 
  b. Demands of it, in jest and without looking for a reply, its name.  
  c. The raven addressed, answers with its customary word, 'Nevermore' 
  d. The word finds immediate echo in the melancholy heart of the student. 
  e. He, giving utterance to thoughts suggested by the occasion, is startled by the repetition of 'Nevermore.'  

f. He now guesses the state of the case, but is impelled by the thirst for self-torture and by superstition, to make queries to bring 
him the most of the luxury of sorrow by the anticipated answer. 
g. With extreme indulgence of this self-torture, the narration, in its first/obvious phase, has a natural termination, and so far there 
has been no overstepping the limits of the real. 

 E. Artistic Eyes 
1. In subjects so handled, however skillfully, or with however vivid an array of incident, there is a  hardness or nakedness, which 
repels the artistical eye. 

  2. Two things are invariably required: 
    a. Some complexity or adaptation. 

b. Some suggestiveness of some under-current, however indefinite, of meaning. 
3. The words, 'from out my heart,' involve the first metaphorical expression in the poem.    
4. They, with the answer, 'Nevermore, dispose the mind to seek a moral in all previously narrated.  

  5. The reader begins to regard the Raven as emblematical. 
6. It is not until the last line of the last stanza, that the intention of making him emblematical of Mournful and Never-ending 
Remembrance is permitted distinctly to be seen: 

 
And the Raven, never flirting, still is sitting. still is sitting. 
On the pallid bust of Pallas, just above my chamber door; 
And his eyes have all the seeming of a demon's that is dreaming. 
And the lamplight o'er him streaming throws his shadow on the floor: 
And my soul from out that shadow that lies floating on the floor Shall be lifted-nevermore. 
 
 
  
Part Four: Art, Society and Morality 
 
Education in the Arts 
 
I Introduction 
 A. Key Questions 
  1. Should society expend resources to provide education in the arts? Why or why not? 
  2. What art or arts should be taught? 
  3. How should they be taught? 
 B. Some Effects of Art Education (http://www.menc.org/information/advocate/facts.html) 
  1. Secondary students involved in band/orchestra had the lowest use of alcohol, tobacco, illicit drugs. 
   a. Texas Commission on Drug and Alcohol Abuse Report. Reported in Houston Chronicle, January 1998  
  2.  In the US, nonprofit arts institutions and organizations generate $37 billion and pay $3.4 billion in federal income tax. 
   a. American Arts Alliance Fact Sheet, October 1996  

3. Students who are consistently involved in instrumental music in middle and high school show “significantly higher levels of 
mathematics proficiency by grade 12.” 

   a. This applies across socio-economic status. 
b. Catterall, James S., Richard Chapleau, and John Iwanaga. “Involvement in the Arts and Human Development: General 
Involvement and Intensive Involvement in Music and Theater Arts.” Los Angeles, CA: The Imagination Project at UCLA 
Graduate School of Education and Information Studies, 1999.  

4. Students in music performance scored 57 points higher on the verbal and 41 points higher on the math, and students in music 
appreciation scored 63 points higher on verbal and 44 points higher on the math, than those with no arts participation. 

a. College-Bound Seniors National Report: Profile of SAT Program Test Takers. Princeton, NJ: The College Entrance 
Examination Board, 2001.  
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5. Music participants receive more academic honors and awards than others and  the percentage of music participants receiving 
As, As/Bs, and Bs was higher than others 

   a. NELS:88 First Follow-up, 1990, National Center for Education Statistics, Washington DC  
 
 
On Education 
-Leonard Bernstein 
Revised: 2/25/2004 
Testimony before the House Subcommittee on Select Education in regards to a bill calling for a White House Conference on the Arts, 
NYC December 17, 1977 

 
I The Problem 
 A. America’s built-in distrust of the arts. 

 1. An aversion based on the Puritan concept of the artist as unmanly.  
 2. Congress laughed in the thirties when bills for government support of the artist were introduced. 
   a. A red-blooded American boy plays baseball not the violin and does not perform pirouettes.  

 b. The red-blooded American girl was better off playing with dolls or sewing kits than with cameras or sculptures.  
 B. In the days of Depression, fascism and antifascism. 
  1. The arts seemed particularly pointless to Congress.  

2.  Only the WPA saved the day and gave the biggest boost to our artistic life in its entire history up to that point. 
 C. 1977 

1. The arts are everywhere, booming and blooming.  
2. Anyone with any claim to being civilized has to have seen certain plays and ballet, heard certain concerts, and sampled the 
opera. 
3. Now there are arts councils everywhere and rants flow in all directions, on federal, state and municipal levels. 
 a. And the hearing. 

 D. The Problem Still Exists 
 1. We are still an uncultured nation. 
 2.  No amount of granting or funding is ever going to change that, unless – 
  a. A White House conference.  
  b. Money for artists.  
  c. Government subsidies. 
 3. We are still victims of our ancient attitudes, regarding the arts as  
  a. A light diversion. 
  b. An evening out. 
  c. A curious office building. 
  d. A comforting blanket of background music. 

e. An occasional BBC play about Richard the Third on educational TV. 
 
II Solution 
 A. Undercutting the Attitudes 

1. We will retain these attitudes until we become not only an art-producing people, but an art-consuming people;  
  2. That means a people prepared to receive the aesthetic product. 
  3. That means an educated people.  
  4. Only a society prepared by education can be a truly cultured society.  
  5. It is a simple case of supply and demand.  
 B. Education 
  1. The word "education" is a turn-off. 
  2. But that is only because education has been a forced activity, reluctantly endured. 
   a. Because there is no alternative if we wish to succeed in our careers and at our cocktail parties. 

3.  We tend to tolerate education, to suffer it gladly for our own selfish interests. 
 a. Rather than to embrace it because we have been infused as children with the JOY of learning. 
4.  It is to this Joy of learning that he proposes the White House conference should address. 

a. Not at the expense of encouraging the arts with financial aid, but in addition to it. 
5. This urgent need to take hold of and develop the innate curiosity and immense learning capacity which all children share must 
take precedence over all other considerations. 

 C. Music 
  1. Music is  
   a. The most natural, inborn aesthetic human experience. 
   b. The most abstract and exalted of the arts. 

2. Though Music may lead the Muses, she is the stepchild, in terms of a public prepared for the musical experience.  
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   a. How many Americans can read music?  

b. How many Americans are minimally capable of following a Brahms symphony, a Mozart sonata, or a Gershwin tune? 
    c. A fraction of one percent.  
  3. Music needs a prepared public, joyfully educated ears.  

4. Everyone learns to read words, dance, act in school plays, have some appreciation of graphic forms and understand a poem 
by Keats or Robert Frost.  
5. Almost nobody is taught to read music, or to comprehend its basic principles.  
6. Music is and will be an orphan until we get a grip on a methodology of musical education of the young. 

 D. Proposal 
1. Proposes: the reading and understanding of music be taught to children from the beginning of their school life. 
2. That they learn to participate with enthusiasm in the study of music from kindergarten through high school.  
3. No child is tone-deaf; every child has a natural ability and desire to assimilate musical ideas and comprehend their 
combinations into musical forms.  

 4. Every child can be taught to read music as he or she is taught to read words. 
a. There is no reason why both kinds of reading cannot be taught simultaneously.  
b. It is only a matter of presenting this material in a way that does not turn the student off. 
c. With time, intelligent funding, and proper assistance, one can find the ways in which the project can be implemented on a 
national scale. 

5.  Children must receive musical instruction as naturally as food, and with as much pleasure as from a ball game.  
   a. This must happen from the beginning of their school lives.  

7. Only then will we produce a generation of Americans 
 a.  Prepared to receive the larger musical experience, 
 b.  Possessing the passion to probe ever more deeply.  

  8. Then we will have our true musical public. 
a. An alive, receptive, truly critical public which will demand the best that our artists can supply.  
b. That is what  he means by the simple law of demand and supply. 

E. Conclusion 
  1. We can become a cultured nation. 

2. We have only to learn how first to apply our energies and public dollars in the right places. 
  3.  Let us be proud of America, and of our limitless resources and potential.  
  4. And our children will be proud of us. 
 
 
Art, Morality & Censorship 
 
I Introduction 
 A. Key Questions 
  1. Should art be assessed on moral grounds? 
  2. Can art be morally corrupting? 
  3. Can art be morally enhancing? 
  4. On what grounds, if any, should the state censor art? 
  5. On what grounds, if any, should other organizations (such as TV and radio stations) censor art? 
  6. On what grounds, if any, should individuals (such as parents) censor art? 
  7. On what grounds, if any, should an artist censor his/her own work? 
II Arguments for and Against Censorship 
 A. Plato 
  1. Art is a deceptive imitation and we should be on our guard against its unhealthy influence on truth and reason. 
  2. Art has a corrupting influence on people; hence it should be banned from the ideal state. 
 B. LaBossiere 
  1. Violent art of a certain type can teach a moral lesson, hence violence of this sort should not be censored. 

2. While the imitation of vice in video games can corrupt, the imitation of virtuous behavior (even that involving violence) is 
acceptable. 

 C. Wilde 
  1.  Appears to hold that morality has no proper business in aesthetics, except as subject matter. 
 
Plato’s Epistemology & Metaphsyics (Republic, Theatetus) 
Last Revised 7/5/2005 
 
I Introduction 
 A. Knowledge and Opinion 
  1. Plato draws a distinction between opinion (belief) and knowledge. 
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  2. In developing his theory he argues against relativism, empiricism, and the view that knowledge is merely true belief. 
 B. Argument Against Relativism (Theatetus) 
  1. Plato agrees that some things are relative. 
   a. Example: a wind that seems chilly to one might seem pleasant to another. 
  2. Plato argues that relativism is self-refuting. 
   a. Protagoras claims all opinions are true. 
   b. This includes the opinions of his opponents who believe he is wrong. 
   c. So, his belief is false if those who disagree with him have true beliefs. 
  3. Protagoras charged for his teachings and justified this by claiming he was teaching people what they needed to know. 
   a. But once he claims that his teachings are better than those of others, he has abandoned his relativism. 
 C. First Problem of the Senses 
  1. The senses only provide information about a constantly changing world. 
  2. One cannot say what is true with certainty due to this change. 
  3. One can only report how things appear to him/her at a specific moment in time. 
  4. He argues that the objects of knowledge cannot be so fleeting and uncertain. 
  5. Thus, the senses cannot be a source of knowledge. 
 D. Second Problem of the Senses 
  1. Plato argues the objects of knowledge must be universal and unchanging. 
  2. He also claims that suitable, unchanging definitions for said objects are necessary. 

3. If there were not such definitions (and objects) and language only referred to the fleeting, changing objects of the world, then 
meanings would constantly change and language would not work. 

 E. Perfect Standard Argument 
  1. Physical things fall short of perfection, such as justice in this world or hand drawn shapes. 
  2. In order to know that they fall short, we must have knowledge about something perfect. 
  3. This knowledge cannot come though the senses. 
 F. Knowledge is Not Right Opinion 
  1. Plato distinguishes between having a true belief/right opinion and knowledge. 
  2. A true opinion “is not willing to remain long.” 
  3. True opinions must be “tied down by giving an account of the reason why.” 
  4. Thus, the difference between true opinion and knowledge is that knowledge has a rational justification. 
 G. Knowledge is: 
  1. Objective. 
  2. Not obtained by the senses. 
  3. Universal. 
  4. Changeless. 
  5. Based in reason. 
 H. The Forms and Ideas 
  1. Though the realm of particular things (tokens) is in constant flux, they fall under categories (types). 
  2. A Universal/Form is eternal, unchanging and perfect. 
  3. Particulars participate in the Forms, which makes them what they are. 
  4. Plato also used the term “Ideas” to refer to the Forms, but these Ideas are not things that exist simply within minds. 
 I. The Doctrine of Recollection (Meno) 

1. Meno presents a paradox: If you do not know what you seeking, then you will not know if you have found it; if you do know 
what you are seeking, there is no need to seek since you already know. 
2. Plato claims people have innate knowledge acquired before the soul enters the body. 
3. When the soul is not within the body, it ‘communes’ with the Forms and brings this knowledge with it when it enters a body. 
4. The soul then forgets that it knows. 
5. Through the use of the dialectic people can be lead to recollection. 

 J. The Divided Line 
  1. Plato presents the divided line to show the divisions between ignorance and knowledge. 
  2. A+B= the Visible World of Opinion 
  3. Segment A 
   a. Faculty:  Imagination 
   b. Objects: Shadows, images, reflections. 
  4. Segment B 
   a. Faculty: Belief 
   b. Objects: Physical things. 
  5. C+D = The intelligible world of Knowledge. 
  6. Segment C 
   a. Faculty: Thinking 
   b. Objects: Lower Forms, mathematicals 
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   c. The mind uses objects in the visible world as ways to understand the intelligible world-for example, using  geometic 
   diagrams to understand geometry. 
   d. This knowledge is fragmented and based on assumptions that are taken as self-evident (as opposed to being based on a 
   non-hypothetical first principle). 
  7. Segment D 
   a. Faculty: Rational Intuition 
   b. Object: The higher Forms. 
   c. The mind does not rely on assumptions or visual aids. 
   d. The mind has a rational intuition of the Forms and reaches “the first principle of the whole.” 
  8. The Good 
   a. “The first principle of the whole.” 
   b. It is the ultimate source of knowledge and reality. 
   c. Plato draws an analogy between it and the sun. 
   d. The Good goes beyond the partial truths that words can convey. 
   e. It is understood via a sort of enlightenment after a long period of “instruction” and “close companionship.” 
 
II Plato’s Metaphysics 
 A. The Forms 
  1. If the Forms are the true objects of knowledge, they must be real, objective, independent, and unchanging. 
  2. The Forms are not spatial-temporal entities. 
  3. This conception has lead to various problems regarding how they interact with the world of particulars and the soul. 
 B. Change 
  1. The paradox of change: to change, a thing has to also remain the same-if it did not, it would be destroyed rather than changed. 
  2. Heraclitus regarded change as the ultimate reality-permanence was an illusion. 
   a. Knowledge, in Plato’s sense, would be impossible. 
  3. Parmenides regarded change as the illusion. 
   a. But, change seems to be a fact. 
  4. Plato regarded them as partially right and partially wrong. 
  5. His solution was to reject their versions of monism and accept dualism (the view that there are two basic kinds). 
  6. The particulars are in constant change, are imperfect and are fit only for opinion. 
  7. The Forms are unchanging, perfect and can be known. 
 C. Particulars 
  1. Reality comes in degrees. 
  2. The Forms are the cause of the particular things. 
  3. The particulars resemble the Forms. 
  4. The particulars participate in the Forms in varying degrees. 

a. For example, a very beautiful thing participates in the Form of beauty in a greater degree than something that is less 
beautiful. 

  3. The forms group particulars (tokens) into types, making them intelligible. 
   a. Things are described in terms of their universal qualities. 
 D. The Allegory of the Cave 
  1. Prisoners are trapped in a cave and chained so they can only see the back wall. 
  2. Behind them is a fire and other men hold objects in front of it to cast shadows that can bee seen by the prisoners. 
  3. If a person escaped, they would first be blinded by the fire, then see the objects for what they are. 
  4. If the person left the cave, s/he would be blinded by the sun, but would eventually see. 
  5. If the person returned to the cave, s/he would seem foolish and the others would try to kill him/her if the person 
  Attempted to free them. 
  6. The cave is an allegory for Plato’s metaphysics and epistemology. 
   a. The cave is the world of opinion. 
   b. The shadows are illusions. 
   c. The objects casting shadows are physical objects. 
   d. The realm above the cave is the intelligible realm of the Forms and the Good. 
 
The Republic  
- Plato  
Translated by Benjamin Jowett 
Book X -Section on Poetry 
 
I Introduction 
 A. Characters 
  1. Socrates 
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  2. Glaucon 
 B. Claims 

1. All poetical imitations are ruinous to the understanding of the hearers. 
2. Knowledge of their true nature is the only antidote to them.  

 
II Imitation 
 A. Ideas/Forms 

1. When a number of individuals have a common name, we assume they have a corresponding idea or form.  
  2. There are many beds and tables in the world 

3. There are only two ideas or forms of them: A bed and a table.  
4. The maker makes a bed or a table for use in accord with the idea. 

  5. No artificer makes the ideas themselves. 
 B. Artist 
  1. One who makes all the works of all other workmen.  

2. Who can make vessels, plants, animals, himself, all other things, earth, heaven, things in heaven or under the earth, and the 
gods.  
3. There are many ways to quickly and easily accomplish this, none quicker than a mirror.  

  4. They are appearances only.  
 C. The Painter 
  1. The painter is a creator of appearances.  
  2. What he creates is untrue.  
  3. There is a sense in which he creates a bed, but not a real bed.  

4. He does not make the idea which is the essence of the bed, but only a particular bed.  
5. If he does not make what exists he cannot make true existence, but only a semblance of existence. 
7. The work of the maker of the bed or any other workman lacks real existence.  

 D. The Three Beds 
  1. One existing in nature, which is made by god. 
  2. Another is the work of a carpenter. 
  3. The work of the painter is a third. 

4. God, from choice or necessity, made only one bed in nature. 
5. Two or more such ideal beds never have been nor will ever be made.  
6. Even if he had made only two, a third would appear behind them which both would have for their idea. 
7. That would be the ideal bed and the two others.  
8. God knew this and desired to be the real maker of a real bed, not a particular maker of a particular bed. 
 a. Therefore he created a bed which is essentially and by nature one only.  

  
III Arts and Imitation 
 A.  Makers and Imitators 

1. God is the natural maker of the bed: by the natural process of creation he is the author of all things.  
  2. The carpenter is also the maker of the bed.  
  3. The painter is not a creator and maker. 
  4. The painter is the imitator of what the others make.  
   a. He is third in the descent from nature, an imitator.  

5. The tragic poet is an imitator, and like all imitators, is thrice removed from the truth. 
 B. The Painter 
  1. The painter imitates the creations of artists. 

2. A bed seen from different points of view will appear different, but there is no difference in reality.  
   a. The same for all things.  

3. The art of painting is an imitation of things as they appear, of appearance and not reality. 
4. The imitator is far from the truth, and can do all things because he lightly touches a small part of them-an image.  

  5. A painter will paint a cobbler, carpenter, or any other artist, though he knows nothing of their arts. 
6. If he is a good artist, he may deceive children or simple people with his pictures from a distance. 

 D. Knowledge 
1. Someone who claims to have found a man knows all arts and everything anybody knows with a higher degree of accuracy than 
any other. 

a. Must be a simple creature deceived by a wizard or actor whom he thought all-knowing. 
b. Because he was unable to analyze the nature of knowledge, ignorance and imitation.  

  2.  It is claimed the tragedians and Homer know all arts, all things human, virtue, vice, and divine things. 
   a. Because the good poet cannot compose well unless he knows his subject. 
   b. One lacking this knowledge can never be a poet. 
  3. There may be a similar illusion in this case.    
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   a. They may have been deceived by imitators. 

b. They may have forgotten their works are only imitations thrice removed from the truth. 
c. Being only appearances and not realities, they could easily be made without knowledge of the truth. 
d. Or they may be right, and poets know things about which they seem to the many to speak so well. 

  4. The real artist, who knew what he was imitating,  
   a. Would be interested in realities and not in imitations;  
   b. Would desire to leave as memorials works many and fair; 

c. Instead of being the author of encomiums, he would prefer to be their theme.  
 
IV. Homer 
 A. A question must be put to Homer. 
  1. The question is not about medicine or any arts to which his poems only incidentally refer. 
   a. Whether he has cured patients like Asclepius,  
   b. Or created a school of medicine such as the Asclepiads. 
   c. Or whether he only talks about medicine and other arts second hand. 
  2. We may fairly ask him about military tactics, politics, education: the chief and noblest subjects of his poems. 
  3. Homer is asked if he is 
   a. Only second removed from truth in what you say of virtue,  
   b. Not third-not an image maker or imitator 

c. Able to discern what pursuits make men better or worse in private or public life. 
  4. No State has ever been better governed by Homer’s help.  

5. No war on record was carried on successfully by him, or aided by his counsels. 
6. There is no invention attributed to him.  

  7. Homer was not privately a guide or teacher. 
 B. Argument against the claim about Homer. 

1.If Homer had been able to educate and improve mankind, possessed knowledge and had not been a mere imitator then he would 
have had many followers, and been honored and loved by them. 
2. The contemporaries of Homer or Hesiod would not have allowed them to go about as rhapsodistsif they had  been able to make 
mankind virtuous.  
 a. They would have been  unwilling to part with them. 

b. If they would not stay, the disciples would have followed them. 
3. It must be inferred that all these poetical individuals, beginning with Homer, are only imitators;  

   a. They copy images of virtue and the like, 
   b. But never reach the truth. 
 C. The Poet 

1. The poet is like a painter who makes a likeness of a cobbler though understanding nothing of cobbling; 
a. His picture is good enough for those who know no more than he and judge only by colors and figures.  

2. Similarly the poet with words and phrases lays on the colors of the several arts,     
   a. He understands their nature only enough to imitate them.  

3. Other people, ignorant as he, and judging only from his words, imagine if he speaks of cobbling, military tactics, or anything, 
in metre, harmony and rhythm, he speaks very well. 

   a. Such is the sweet influence which melody and rhythm by nature have.  
4. The tales of poets make a poor appearance when stripped of the colors music puts on them and recited in simple prose.  

 
V The Imitator 
 A. Appearances  

1. The imitator or maker of the image knows nothing of true existence; he knows appearances only. 
  2. The painter paints reins and bit. 
  3. The worker in leather and brass will make them. 
  4. The painter does not know the right form of the bit and reins. 
  5.  Even the workers who make them hardly know them. 
  6. Only the horseman who knows how to use them knows their right form.  
 B. Three Arts 
  1. There are three arts which concerned with all things:  
   a. One which uses. 
   b. Another which makes. 
   c. A third which imitates them.  

2. The excellence, beauty or truth of every structure, animate or inanimate, and of every action of man, is relative to the use for 
which nature or the artist has intended them.  

  3. The user of them must have the greatest experience of them. 
4. He must indicate to the maker the good or bad qualities which develop in use: 
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   a. Example:  

1. The flute-player will tell the flute-maker which of his flutes is satisfactory to the performer. 
2. He will tell him how he ought to make them, and the other will attend to his instructions. 

5. The one knows and so speaks with authority about the goodness and badness of flutes. 
  6. The other, confiding in him, will do what he is told. 

7. The instrument is the same, but the maker will only attain correct belief about the excellence or badness of it. 
8. This will be gained from one who knows, by talking to him and being compelled to hear what he has to say.  
9. The user will have knowledge.  

 C. The Imitator 
  1.The imitator has neither.  
   a. He will not know from use whether or not his drawing is correct or beautiful. 

b. He will not have right opinion from being compelled to associate with one who knows and provides instructions about what 
to draw.  

 c. He will not have true opinion or knowledge about the goodness or badness of his imitations.  
2. The imitative artist will not be in a brilliant state of intelligence about his creations. 
3. He will imitate without knowing what makes a thing good or bad, and so will imitate only what appears good to the ignorant 
multitude. 

  4. The imitator has no knowledge worth mentioning of what he imitates.  
5. Imitation is only a kind of play or sport, and the tragic poets are imitators in the highest degree. 

 
VI Principles 
 A. Imitation  
  1. Imitation is concerned with that which is thrice removed from the truth.  
 B. Illusions 
  1. A large body appears small when seen at a distance. 

2. An object appears straight when looked at out of the water, and crooked when in the water. 
3. The concave becomes convex due to illusions of color.  

  4. Thus every sort of confusion is revealed within us. 
5. This is the mind’s weakness on which the art of conjuring and deceiving by light and shadow and other ingenious devices 
imposes, having an effect like magic.  

 C. The Rational Principle and the Inferior Principle 
1. The arts of measuring and numbering and weighing rescue the human understanding. 
2. The apparent greater or less, or more or heavier, no longer have mastery over us, but give way before calculation and measure 
and weight. 

  3. This must be the work of the calculating and rational principle in the soul  
4. When this principle measures and certifies some things are equal, or some are greater or less than others, there occurs an 
apparent contradiction: 

a. The same faculty cannot have contrary opinions at the same time about the same thing. 
4. Hence, the part of the soul with an opinion contrary to measure is not the same as that having an opinion in accordance with 
measure. 
5. The better part of the soul trusts to measure and calculation. 

  6. What opposes them is one of the inferior principles of the soul.  
  7. This is the conclusion aimed at when it was claimed that Painting, drawing, and imitation in general, 

a. When doing their own proper work, are far removed from truth.  
b. Are companions of a principle within us equally removed from reason. 
c. Have no true or healthy aim.  

  8. The imitative art is an inferior who marries an inferior, and has inferior offspring.  
  9. The same is true of poetry. 
 
VII Poetry 
 A. Goal 
  1. Not to rely on a probability derived from the analogy of painting. 

2. To examine further and see whether the faculty concerned with poetical imitation is good or bad.  
 B. Imitation and Unity 

1. Imitation imitates voluntary or involuntary actions of men on which a good or bad result has ensued, and they rejoice or sorrow 
accordingly. 

  2. In all this variety of circumstances the man is not at unity with himself  
3. As  in the case of sight there was confusion and opposition in his opinions about the same things. 

  4. Here there is strife and inconsistency in his life. 
5. The soul is full of these and ten thousand similar oppositions occurring at the same moment. 

 C. The Good Man 
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1. A good man, who looses anything dear to him, will bear the loss with more equanimity than another. 

  2. Though he cannot help sorrowing, he will moderate his sorrow. 
3. He will he be more likely to struggle and hold out against his sorrow when seen by his equals. 

   a. It will make a great difference whether he is seen or not.  
b. When he is alone he will not mind saying or doing things he would be ashamed of being heard or seen to do. 

 D. The Higher Principle 
1. There is a principle of law and reason in him which bids him resist and also a feeling of his misfortune which is forcing him to 
indulge his sorrow. 
2. When a man is drawn in two opposite directions, to and from the same object, this necessarily implies two distinct principles in 
him. 

  3. One of them is ready to follow the guidance of the law that says: 
   a. To be patient under suffering is best, 

b.  We should not give way to impatience, as there is no knowing whether such things are good or evil;   
   c. Nothing is gained by impatience; 

d.  No human thing is of serious importance. 
e. Grief stands in the way of what is most required.  

  4. What is most required is that we should take counsel about what has happened,  
a. When the dice have been thrown, order our affairs as reason deems best. 
b. Not, like children who fall and waste time in setting up a howl. 
c. But always accustoming the soul to apply a remedy, raising up the sickly and fallen, and banishing the cry of sorrow by the 
healing art.  

  5. The higher principle is ready to follow this suggestion of reason. 
6. The other irrational, useless and cowardly principle inclines us to recall our troubles and lament and can never have enough of 
them. 

 E. Imitation 
  1. The rebellious principle furnishes a great variety of materials for imitation. 

2. The wise and calm temperament, being always nearly equable, is not easy to imitate or appreciate when imitated, especially 
before a promiscuous crowd assembled in a theatre.  

   a. The feeling represented is one to which they are strangers.  
3. The imitative poet who aims at being popular is not by nature made, nor is his art intended to please or affect the rational 
principle in the soul. 

   a. He will prefer the passionate and fitful temper, which is easily imitated. 
 F.  The Poet 
  1. The Poet is like the painter in two ways:  
   a. His creations have an inferior degree of truth. 
   b. He is concerned with an inferior part of the soul.  

2. Because he awakens and strengthens feelings and impairs reason. we shall be right in refusing to admit him into a well-ordered 
State. 

 G. Analogy 
  1. As in a city when the evil are permitted to have authority and the good put out of the way,  
  2. So in the soul of man the imitative poet implants an evil constitution, for he 
   a. Indulges the irrational nature which has no discernment of greater and less,  
   b. Thinks the same thing at one time great and at another small. 
   c. Is a manufacturer of images and is very far removed from the truth.  
 
VIII The Power of Poetry to Corrupt 
 A. The Power of Poetry 

1. The heaviest count in the accusation: the power poetry has of harming even the good (and there are very few who are not 
harmed), is an awful thing.  
2. The best when listening to a passage about a pitiful hero drawling out his sorrows in an oration, or weeping, and smiting his 
breast delight in giving way to sympathy. 
 a. And are in raptures at the excellence of the poet who stirs our feelings most.  
3. When a sorrow of our own happens, we pride ourselves on the opposite quality: 

   a. We would be quiet and patient, which is the manly part. 
c. The other, which delighted us in the recitation, is now deemed the part of a woman.  

 B. The Effect of Tragic Poetry 
1.We cannot be right in praising and admiring another who is doing what we would abominate and be ashamed of in our own 
person. 
2. When in misfortune we feel a natural desire to relieve our sorrow by weeping and lamentation, 
3.This feeling, kept under control in our own calamities, is satisfied and delighted by the poets; 
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4. The better nature, not having been sufficiently trained by reason or habit, allows the sympathetic element to break loose 
because the sorrow is another's.  
5. The spectator fancies there is no disgrace in praising and pitying one who tells him what a good man he is, and makes a fuss 
about his troubles. 

  6. He thinks that the pleasure is a gain-why should he be supercilious and lose this and the poem too? 
7.  Few persons ever reflect that from the evil of other men something of evil is communicated to themselves.  
8. So the feeling of sorrow which has gathered strength at the sight of the misfortunes of others is difficult to repress in our own.  

 C. The Ridiculous 
  1. The same is true of the ridiculous. 
  2. There are jests which you would be ashamed to make yourself, 

a.  Yet on the comic stage, or in private you are greatly amused by them.  
   b. And are not disgusted at their unseemliness. 
  3.  The case of pity is repeated. 
  4. There is a principle in human nature which is disposed to laugh. 

a. This, which you once restrained by reason, because you were afraid of being thought a buffoon is now let out. 
b. Having stimulated the risible faculty at the theatre, you are betrayed unconsciously into playing the comic poet at home.  

 D. Lust and Anger 
1. The same is true of lust, anger, desire, pain, pleasure and all the other affections which are held to be inseparable from every 
action 

  2. In all of them poetry feeds and waters the passions instead of drying them up. 
  3. Poetry lets them rule, though they ought to be controlled, if mankind is to increase in happiness and virtue.  
 E.  Homer 
  1. The eulogists of Homer declare 
   a. He has been the educator of Hellas. 
   b. He is profitable for education and for the ordering of human things. 
   c. You should take him up again and again and get to know him. 
   d. You should regulate your whole life according to him,  
  2. We may love and honor those who say these things 
   a.  They are excellent people as far as their lights extend. 

b.  We acknowledge that Homer is the greatest of poets and first of tragedy writers. 
3. We must remain firm in our conviction that hymns to the gods and praises of famous men are the only poetry which ought to be 
admitted into our State.  

  4. If you go beyond this and allow the honeyed muse to enter, either in epic or lyric verse, 
a. Pleasure and pain will be the rulers in our State. 
b. Not law and the reason of mankind, which by common consent have ever been deemed best,  

 F. The Ancient Quarrel 
1. Our  defense shows the reasonableness of our judgment in sending out of our State an art having the tendencies described; for 
reason constrained us.  
2. There is an ancient quarrel between philosophy and poetry. 

   a. The saying of 'the yelping hound howling at her lord,'  
   b.  Of one 'mighty in the vain talk of fools,' 
   c. 'The mob of sages circumventing Zeus,'  
   d. The 'subtle thinkers who are beggars after all';  
   e. And innumerable other signs of ancient enmity between them.  

4. If poetry proves her title to exist in a well-ordered State we shall be delighted to receive her. 
   a. We are very conscious of her charms. 
   b.  But we may not on that account betray the truth. 
 G. The Return of Poetry 

1. Poetry should be allowed to return from only the condition she make a defense of herself in lyrical or some other metre. 
2. We grant to her defenders who are  not poets the permission to speak in prose on her behalf: 

a.  Let them show not only that she is pleasant but also useful to States and to human life. 
  3. If it can be proved that there is a use in poetry as well as a delight we shall surely be the gainers  

4. If her defense fails, then like others who are enamored but restrain themselves when they think their desires are opposed to 
their interests, so we must, after the manner of lovers, give her up, though not without a struggle.  
4. We too are inspired by that love of poetry which the education of noble States has implanted in us. 

  5.  Therefore we would have her appear at her best and truest. 
6. So long as she is unable to make good her defense, this argument shall be a charm we will repeat while we listen to her strains. 

a. So we may not fall away into the childish love of her which captivates the many. 
7. We are aware that poetry is not to be regarded seriously as attaining to the truth;  
8. He who listens to her, fearing for the safety of the city within him, should be on guard against her seductions and make our 
words his law.  
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"Lights, Camera, Blood" 
Michael C. LaBossiere 
Revised: 3/9/2004 
 
I Introduction 
 A. Motivation 
  1. Increasing violence in the real world and cinema.  
  2. Some suspect there is a connection between the two.    

3. Many claim cinematic violence contributes to the creation of real violence. 
  4. Calls for censorship and against censorship are often strident and emotional. 
 B. Objectives 
  1. To avoid all strident calls and emotional appeals. 

2. To present a reasonable case for censoring cinematic violence. 
3. To use this case to present an even more reasonable case for including violence in films. 

 C. Background 
  1. Discussion of the effect of art on people dates at least as far back as Plato. 

2.  In the Republic Plato argued for the censorship of poetry based on its corrupting effect on the human soul.  
  3. In the Poetics, Aristotle claimed people like art because they learn from it.  

4. The idea that art can have a corrupting effect and an educational aspect inspired the arguments that follow. 
 
II Arguments for Censorship 
 A. Introduction 

1. Cinematic violence should be censored in order to reduce the occurrence of certain types of real violence. 
  2.  Two arguments will be presented. 
 B. First Argument 

1. Repeated exposure to sounds and images of cinematic violence can teach/condition one to accept them as normal.  
2. What counts as normal for a person is, at least partially, set by what s/he regularly experiences.  
3. If violence, even cinematic violence, becomes a "normal" part of a person's life s/he might become desensitized to violence.  
4. This "corruption" can lower a person's "violence threshold" so that it is easier to engage in violence. 
5. Censoring cinematic violence makes it possible to reduce exposure to such violent images and sounds, thus decreasing the 
chance that people will become desensitized to violence.  

 C. Second Argument 
1. The curriculum of cinematic violence often includes the lesson that violence is an effective and acceptable solution to 
problems.  
2. Films such as The Replacement Killers, The Matrix, and Lethal Weapon 4 seem to show the viewer that problems are best dealt 
with by killing people and destroying things. 

  3. A person can be taught to see such cinematic solutions as viable options for real life.  
a. This is especially true when a person is not exposed to other options for solving problems.   

4. Curtailing cinematic violence reduces the chance that people will be taught the lesson that violence is a viable solution to life's 
problems.  

  5. Thus, it seems reasonable to censor cinematic violence. 
 
III Argument Against Censorship 
 A. First Argument-First Part 

1. If the portrayal of violence in films has no effect on people, there is no reason to combat it on moral grounds.  
 2. If the portrayal of violence in films is powerful enough to have a negative effect on a person's character and teach people to 
engage in real violence, it might be reasonable to remove the violence from cinema.  

  3. However, this would be wasting an excellent opportunity.  
4. If cinematic violence can affect people in a negative manner, it can be used to affect people in a positive manner.  

 B. First Argument-Second Part 
1. In the Poetics Aristotle claims that people like art because they are at the same time learning. 
2. Aristotle's remarks about the educational nature of art took place within his discussion of tragedy.  

  3. Cinematic tragedy does have something to teach people. 
4. Tragedy involves the main character going from a state of happiness to a state of misery. 

  5.  This transition is best brought about through violence. 
  6. Psychologically, most people fear violence.  
   a. No one, as Socrates said in the Apology, wants to be harmed.  

7. Seeing violence, even fictional violence, inflicted on a person typically creates pity in normal people. 
8.  Since violence has such a profound psychological effect on people, and tragedy aims at creating pity and fear in the audience, 
violence is a suitable, even ideal means of creating this effect.  
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   a. It would be difficult to imagine a tragedy without some kind of violence. 
  9. The audience is supposed to feel pity and fear. 
  10.  Pity and fear certainly are proper and right responses to tragic violence.   

11 Tragic violence in films can teach violence is something to fear and that those who suffer it should be pitied.  
  12. People who learn this lesson would probably be less likely to engage in violence. 

13.  Because of this lesson, it would be a mistake to censor tragic violence in films such as Romeo & Juliet and especially films 
that dramatize real life tragedies, such as Malcolm X.  

 C. Objection 
1. In can objected that even if tragic violence is acceptable other types of violent films should still be censored.   

 D. Reply to Objection 
1. While tragedy is one of the most effective ways of teaching the proper lesson about violence, other types of films can teach 
similar lessons. 
2. These are films that clearly show that violence is a nasty business that leads to pain, loss and suffering.  
3. These films stand in contrast with films that teach that violence is glorious, without serious consequences, or is a desirable 
solution to problems.  

   a. Example: Saving Private Ryan 
   b. Other examples: various "social commentary" films. 

 4. If art has a powerful psychological effect on people, such films can teach people violence is a terrible thing 
5.  Teaching this lesson could certainly have a greater effect on people than simply purging violence from films. 
6. A positive lesson or influence is certainly better than the absence of a lesson or influence. 

  7.  The lessons taught by such films can: 
   a.  Have an uplifting, as opposed to corrupting, influence on the character. 

b. Teach the lesson that violence is not glorious and not a reasonable solution to life's problems. 
8.  Thus, as long as a film's portrayal of violence has a positive lesson or does not have a corrupting influence, then there would 
be no moral justification for censoring the violence in the film.  

 
IV Concerns 

A. Some people who oppose censorship might find the arguments less than satisfying for two reasons. 
  1. First Reason 

a. These arguments rest on the assumption that arts should teach a moral lesson or at least avoid corrupting people. 
b. Those who believe that art is above moral concerns or that aesthetic factors outweigh moral concerns will find these 
arguments less than pleasing.  

  2. Second Reason 
a. These arguments only serve to protect a very limited set of films from censorship. 
b. Since a majority of modern films containing violence do not fall within this set, it seems reasonable to be concerned that the 
arguments do not go far enough.  
 

VI Response to Concerns: The aesthetic argument for necessary violence.  
 A. First Part of the Reply  

1. In the Poetics Aristotle claims that a work is flawed if it contains elements that are not plausible.  
  2. This is a reasonable aesthetic standard.  
  3. Films that lack the right sort of plausibility will not be convincing to the audience.   
  4. So, the audience will not be able to suspend disbelief and become involved in and affected by the film. 
  5. A film that fails to engage the audience would be a flawed work from an aesthetic standpoint. 
 B. Second Part of the Reply 

1. Experience shows that many significant, powerful, and interesting events involve violence. 
   a.  Crimes, assassinations, intense personal conflict, social upheaval, revolution and war.  

2. To avoid portraying violence in films, filmmakers would either have to avoid such things entirely or present them in a 
"sanitized" manner.  

  3. Examples of "sanitized" violence abound in films aimed at children.  
   a. Guns are fired with wild abandon, but bullets only damage physical objects.  
   b. Cars flip and crash, but the driver and passengers walk away without a scratch.  
   c. Huge explosions merely toss people to safe landings. 
   d.  People fall from high places, but land safely. 
  4. The first option is unreasonable. 

a.  Leaving out such events when they should be present would create implausible and unrealistic works.  
b. Example: imagine films like Saving Private Ryan , Apocalypse Now and Thin Red Line with all violence removed.  
c. Without the violence, these powerful films would lose most of their power and would iseem extremely unrealistic. 

5. While excess and gratuitous violence is certainly undesirable, the second option is also unreasonable. 
a. "Sanitizing" violence is unrealistic, can lessen the power of a film, and even make the work appear silly.  
b. If art can have a powerful psychological effect on people, "sanitized" violence could have negative consequences.  
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c. The message that is sent by "sanitized" violence seems to be that violence does not have any serious consequences and that it 
is often something funny.  
d. Thus, if art does have a very powerful effect on people, it would be better to show the real consequences of violence than 
sanitizing violence. 

  6. Thus, it would seem that violence should not be censored. 
 
Virtual Violence and Moral Purpose 
Michael C. LaBossiere 
3/9/2004 
 
I Plato’s Argument and GTA 
 A. Plato’s Argument for Censorship in the Republic 

 1. The argument is based on the claim that art appeals to the emotions and encourages people to give in to them.   
 2. Giving in is undesirable because it can lead to shameful or even dangerous behavior.  

a. Viewing tragic plays might lead a person to give in to self pity and behave poorly.  
b. Exposure to violent art might cause a person to yield more readily to the desire to commit violence.  

  3. Solution: ban such art in order to prevent its corrupting influence. 
 B. Video Games 

 1. This reasoning is used to argue that violent video games should be banned or at least given warning labels.  
 2. Such games can, via their nefarious powers, have a corrupting influence that might result in undesirable behavior. 
 3. I saw the argument as unconvincing based on my experience. 
 4. Despite many hours of violent gaming, no detrimental effect on our characters was evident.  
  a. We still regarded real violence as, in general, a bad thing and continued to resolve disputes rationally.  
 5. Thus, for years I confidently rejected Plato’s argument. 
C.  Grand Theft Auto III.  
 1. In this game you play a rather bad person in a series of missions.  
 2. The missions involve unsavory activities, such as clubbing a pimp to death or driving a hooker to the local clinic.  
  a. You can strike off on your own and steal cars, mug hookers and  run over pedestrians. 

3. At one point my pockets were bulging with stolen cash and I had at least four ambulances and three police cars burning in the 
streets. 

 4.  At that moment I realized that Plato was at least partially right-I could feel the game’s corrupting influence. 
  a. So I stopped playing. 

5. When playing Halo, though virtual bodies were piling up around me, the feeling I had gotten from Grand Theft Auto III never 
returned. 

II Violence with a Moral Purpose 
A. The Difference 
 1. As a philosopher, I was determined to find the basis for the difference between the two experiences.  
 2. It was not in the violence itself-Halo and the other games all involved killing on a truly monumental scale.  
 3. The games that had no affect on me, all had a clear moral purpose behind the violence.  

a. In games like Doom, Quake and Half-Life you are fighting to save your own life and the human race against truly wicked 
opponents.  

  b. In Halo, you fight to save humanity from the Covenant-a group of aliens who are intent on exterminating humanity.  
 4. In Grand Theft Auto you are cast in the role of a bad person who is doing bad things for his own selfish ends.  
B. The Difference in Aristotelian terms. 
 1. In games like Halo one is acting in the right way towards the right persons for the right reasons.  

2. In games like Grand Theft Auto III, one is typically acting in the wrong way towards the wrong people for the wrong reasons. 
3. Thus, it is no surprise that games like Halo did not have a corrupting influence. 
 a. When playing them you can be acting in a virtually virtuous manner.  
4. It is  unsurprising that Grand Theft Auto III had a negative influence. 
 a. When playing it you are acting in a virtually vicious manner. 
 b. Appropriately enough, the sequel is called Vice City. 

 C. Conclusion 
 1. Thus it is not the corrupting influence of violence that we should fear.  
 2. Instead, what should be of concern is the moral purpose, or lack thereof, behind the violence.  
 

Preface from the Picture of Dorian Gray 
-Oscar Wilde 
 
I Wilde 
 A. Beauty 
  1. The artist is the creator of beautiful things. 
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  2. To reveal art and conceal the artist is art's aim. 
 B. Criticism 

1. The critic is he who can translate into another manner or a new material his impression of beautiful things. 
  2. The highest, as the lowest, form of criticism is a mode of autobiography. 
 C. Beauty 

1. Those who find ugly meanings in beautiful things are corrupt without being charming. This is a fault. 
2. Those who find beautiful meanings in beautiful things are the cultivated. For these here is hope. 

  3. They are the elect to whom beautiful things mean only Beauty. 
 D. Morality and Books 
  1. There is no such thing as a moral or an immoral book. 
  2.  Books are well written or badly written.  
  3. That is all. 
 E. 19th Century 

1. The nineteenth-century dislike of Realism is the rage of Caliban seeing his own face in a glass. 
2. The nineteenth-century dislike of Romanticism is the rage of Caliban not seeing his own face in a glass. 

 F. Morality 
1. The moral and immoral life of man forms part of the subject matter of the artist. 
2. The morality of art consists in the perfect use of an imperfect medium. 

 G. Artists 
  1. No artist desires to prove anything.  
  2. Even things that are true can be proved. 
  3. No artist has ethical sympathies.  
  4. An ethical sympathy in an artist is an unpardonable mannerism of style. 
  5. No artist is ever morbid.  
  6. The artist can express everything. 
  7. Thought and language are to the artist instruments of an art. 
  8. Vice and virtue are to the artist materials for an art. 
 H. Art 

1. From the point of view of form, the type of all the arts is the art of the musician.  
2. From the point of view of feeling, the actor's craft is the type. 

  3. All art is at once surface and symbol. 
  4. Those who go beneath the surface do so at their peril. 
  5. Those who read the symbol do so at their peril. 
  6. It is the spectator, and not life, that art really mirrors. 

7. Diversity of opinion about a work of art shows that the work is new, complex, and vital. 
  8. When critics disagree the artist is in accord with himself. 

9. We can forgive a man for making a useful thing as long as he does not admire it. 10. The only excuse for making a useless 
thing is that one admires it intensely. 

  11. All art is quite useless. 
 

 
 
 
 
 

 
 

 
 
 
 
 


