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literary composition ulhich Test manifests the creative incginastionts
povwers, The creation of character, whicu in order to be counvincing
and succecsful demands the annibhilation of the author's own person=
ality and Lils identification through sympathy with the essential
nature of lthe cluaracter he depicts, is for Hazlitt the foundaiion
of the dranetic,

The characters which the dramatist creates must not bhe
meye puppety, and neither anust they be extensions of the poetls own
nature. They nust be true to 1life, and internaily concistent or
"proballe;" as must be the events in which they are involved,
Chaucerts »ilyrims, Hazlitt felty, fulfil these reguirements, and
sc vis poetry may fairly be describved as drematic: his sentiment

is not the v

ndulgence of the poetis fancy,
but is founded upon the habituzl prejudices and passiocns
0oy tne vevry characters he introduces, His poetry,
therefore, is essentially picturesque and drematic.l
Integral in his delineatlion of character 1s Chaucer's careful
co=ordination of nll the parits of his composition, and their
subordination to what Hazlitt seces as the poet's major purpose--

the presentetion of convincingly realistic and significant human

types. Description there is in the Canterbury Tales, but it is

not inserted by Chaucer for its oun sake; the picturesqgue and the
dramatic,; which in Hazlitt'!'s view are usually opposed, are in
Chasuger "in a great measure the sane thingy for he only describes

external objects as comnected with character,~- asg the symbols of

L . . . . I - -
USiomondaily Literature ol the doutu," Vorks, XVI, 57,
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the order in which things have been impressed on the

senses, and to connect the same properties with different

objects, and different properties with the same objects:

to combine our original impressions in all possible

forms, and to modify these impressions themselves to a

very rreat degree.d
The impressions are greatly modified because the objects in their
first impression on the senses,; no matter how intense and immediate
those impressions might be, are "fixed and dead” without the active
end intuitive mouiding of the imagination~~the "heightenings of the
imagination." (Coleridge's theory coincides with Uazlitt's on this
point, as the Table Talk entry ror Junc 23rd, 1834, bears witness;
there, Coleridge remarks that the imagination "modifies images, and
gives unity to variety; it sees all things in one, il piu peli!

-~

__g."a) Mere association, although it too changes the order of
sense impressione and in this way produces rovelty, is unable to
fuge these impressions into one-=-since fusion is an active process=-
which is the very stuff of great poetry. Asscocilation cannot escape
from the original forms of the sensory impressions which it links,
and ie therefore denied the apprehension of the "power™ or "“intensity"
of impression, the creation of which is a primary object of all great
arts

The poetry of the Bible is that of imagination and of faith:

it is abstract and disembodied: it is not the poetry of

form, but of power; not of multitude, but of immensity. It
does not divide into many, but aggrandizes into one,2

lég'Essa s Ly 27

See elso Lectures and Kotes on Shakespeare . . . by
Samuel Taylor Coleridage (ed. T. Ashe; London: Georze Bell and Dons,
1904;, p. 220,

"On Poetry in General ,* V, 16.
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Shakespeare's "instinct of imagination" placed him in the forefront

of those who had what Hazlitt calle "gusto'--a rare and profound
excitation of the imagination, emotional in character, by which in
its identifying process it is stimulated to apprehend the dynamic
character of the object, and to express that character in a vivid
emotional equivalent., The process is not a cloaking of the cbject
with the artist's feelingse, & half-contrclled overflow of natural
sensibility; it is not a projection of the artist's feelings into
the object which has aroused them, an empathic response; it is
rather intuition, through sympathy, of the dynamic¢, informing
essence of the external object, and is therefore an objective
process., In grasping the character of the object, the imagination
grasps a form of truth; in a state of vital and intense sympathetic
emotion, or gusto, the imagination is able to fuse and quicken into
a new creation the different sensory and emotional aspects of the
object. When the artist has gusto, when his imaginetion's fusing
power comes into play through sympathetic excitement, then all the
artist's senses will be brought into operation--they will receive
and modify the various sense-impressions of the object, and they
will involuntarily augment each other, producing such imagery as
Keats's "His soul shall taste the sadness of her might," or

I cannot see what flowers are at my feet,

Nor what soft incense hangs upon the boughs,
But, in embalmed darkness, guess each sweet . . .

In Hazlitt's opinion, Raphael and Titian had gusto, but Claude,
Vandyke, and West did not; the sculptors of the Elgin Marbles

had it, but the later Graeco-Romans, as we have seen, did not:
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There is a guato in the colouring of Titian. Not only do
his heads seem to think--his bodies seem to feel. This
is what the Italians mean by the morbidezza of his flesh-
colour. It seems sensitive and alive all over; not merely
to have the look and texture of flesh, but the feeling in
itself. . . « The gusto in the Greek statues is of a very
gingular kind. The pense of perfect form nearly occcupies
the whole mind, end hardly suffers it to dwell on any
other feeling. It seems enough for them 1o be, without
acting or suffering. Their forme are ideal, spiritual.
Their beauty is power. By thelr beauty they are raised
above the frailties of pair or passion; by their beauty
they are deified.l

In other words, gustc in art "is power or passion in defining any
object; . . . there ies herdly any object entirely devoid of express-
ion," says Hazlitt,

without some character of power belonging to it, some

precise association with pleasure or pain: and it is in

giving this truth of character from the truth of feeling,

whether in the highest or the lowest degree, but always

in the highest degree of which the subject is capable,

that gusto consists,2
Thus gusto is both & characteristic of the products of irtense feeling,
and also the intense feeling itself which ocharacterises the creative
power of the greatest artists. It is an inherent guality, enabling
the man to concentrate his powsers on a given subject and to drein its
essence into telling expremsion. Through gusto, the artist is able
to provide the truth of character of his subject from the intersity
of his own feeling. In this way his work will reflect a universal
"eternal character,” & living principle, since he will not only have

caught with inimitable precisicn the character of the objeet (which

ie a ramrrete and particular voint in the wider scheme of nature),

luon Gusto," The Round Table, Works, IV, 77-79.

°Tpid., p. 77
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that the whole truth consists not 1n the delineation of the immediate

surface and momentary contouras of anything, but in its rdation with
what has been and what is to come, as well as with what ig. For this
reason, therefore, poetry is superior to painting, since
painting givee the object itselfy poetry what it implies,
Peainting embodies what a thing conteina in itself: pcoetry
suggestes what exists out of it, in any manner connected
with it. But this last is the proper province of the
imagination.1
Although the hidden smalogies are not, 25 we have already seen, inherent
in the object itself, nevertheless they comprise the whole truth of
thet object and cen only be perceived by the imagination.

Thus, for Hazlitt, the imagination (whkich ie essentially
vitel, while objects ae objects are fixed and dead) is directed in
its intuitive working to the fluctueting character of nature. Above
all, it tokes as 1ts exclusive province the elusive and hidden energy
and movement of human nature and emotion, "Shakespear's mastery over
his subject," Hazlitt averred, "was owing to a knowledge of the connect-
ing links cof the passions,“2 and it was in this knowledge and in his
ability to express it that his superlative skill resided:

The dialogues in Lear, in Macbeth, that hetween Brutuse and
Cassiue, and nearly all those in Shakespear, where the

interest is wrought up to ite highest pitch, efford examples
of this dramatic fluctuation of pattern. . . . In Shakespear

l"On Foetry in Genersl," V, 10, Compare Coleridge's
"peinting cannot go beyond & certain point; poetry rejects all
control, all confinement." Lectures and Notes on Shakspere and
Qther English Poets, ed. T. iAshe (London: George Bell and Sons,
1904), p. 92.

2"Lear,“ Characters of Shakespear's Plays, VWorks, IV, 260.
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the limits of the individwal’s actions and the limits of the state's
authority. The Project is less a theory of legislation than a
vindication, in the face of the near statism which so gradually
softened into the sustere concessions of 1832, c¢f the position and
potential of the individual as opposed to the power of the realm.

As such, it is radical, and consonant with at least one of the view-
points subsumed under that ommibus-word "Homanticism."

Its outstanding weakness as a feasible theory of legislation
is inseparable from its method of composition. Hazlitt was no "bookish
theoric"; he tends continually in all his writing toward the empirical.
In the Project, however, he moves, as Locke did, demomstratively.

The essay is logical, reasonabdle, and without any ancher in human
experience. As Crane Brimton has pointed out, there is implicit
throughout ti.e work the understanding that if the demands men make
on society are refused, men will at some point revolt:
The first purpose, however, of both practical and theoretical
politics, is to locate this point of revelt . . . Hazliti
- « » places these natural rights, this point of reveclt, at
an abeurdly high level. For men sell all but the innermost
ward of their citadel and are often content with slavery. If
the point of revelt of a given soclety is very low--that is,
if its members will submit to a very greai deal of degradation

of their manhood btefore protesting--it is of little uszse to
maintain, as Hazlitt d4id, that it ougut to be wvery high.l

Now, while this point of revolt may differ wvastly from class to
class and from country to country, and while the Project may be
evidence of Hazlitt'!s incompetence in the field of theoretical

politics, two thinge are clear: Hazlitt doee not look on man as

lThe Political Ideas of the English domenticisis, p. 129.
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the most favourable conditicns, and it were to be announced just
before the curtzin rose that a notorious criminal were to be executed
in the next sguare, the audience would leave the theatre and "proclaim
the triumph of the real sympathy."l The true ansver to the question
why we feel pain at the reality and pleasure in the representation
is that "we delight in seeing things, which so far from deing, our
heartiest wishes would be to see redressed.” We do not, in other words,
desire tragedy to occur, but when it does, we are pleased by our
sympathy with the sufferers.2

Lord Xames, whose Elements of Criticism went through &
large number of editions after ite publication in 1762, was a little
nore conservative than Burke was in discussing the pleasure of tragedy.
In addition te accepting the well-worn argument that artisiry and
imitation are pleasing in themselves, he goes back to the old theory
of the agreeadble agitation of the passions: "objects that strike
terror in a spectator, have in pcetry and painting a fine effect.
The picture, by raising a slight emotion of terror, agitates the
mind; and in that condition every beauly makes z deep impression.”
Kames also accepts the notion that our realisation of our present
security is pleasurable in contrast to the action represented by the
tragedy, but, like Burke, he holds that the intuitive nature of our

percaption of the fiction is immediate and leaves no "leisure for

lenguiry, p. 47.
°Tpig.

5 Henry Home, Lord Kemes, Elements of Criticism (5th ed.;
2 vols.; Edinburgh: A. Kincaid & W. Creech et al., 1774) II, 365,
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sudience from an obscure first cause and from an equally obscure
and frighteningly cepricious scheme of things, and enlists its
sympathies for a protegonist whose fate is incongruous with his
great moral qualities, whose suffering and destruction are
tragically ironic; comedy enlists its audience's sympathies with

a moral scheme of things, and detaches them from the follies and
egotistical affectations, in their very nature defying that scheme,
indulgd in by the protagonist. Sympathetic identification with
others is the fourdation of Hazlitt's aesthetic and moral systems;
he gives tregedy pride of place over comedy not because the latter
depends for its effect on a measure of detachment or distance--
both forme, as we have seen, imply detachment--but because comedy
demands detachment from, and a eeverance of sympathy with, human
beingse, while tragedy brings us closer to man, makes us suffer
with him, enlarges our sympathy, and directs our desires to the
good. Comedy, in short, does nothing to diminish our selfishness;
tragedy enables us to realise ocur potential benevolence. Both
tragedy and comedy are "true"; but the truth of comedy is by
definition downgraded from that of tragedy, which is & collateral
reason for tragedy's superiority. Comedy's truth is intermal
congistency of structure, "keeping"” in the intrinsic relationships
of its characters, and faithful imitation of the nature of the
society it portrays. The truth of tragedy includes all this, but
transcends it in its fidelity to the permanent and universal
qualities of humanity which are its substance.

Hazlitt's insistence upon sympathetic identification





































































