INFORMATION TO USERS

This material was produced from a microfilm copy of the original document. While
the most advanced technological means to photograph and reproduce this document
have been used, the quality is heavily dependent upon the quality of the original
submitted.

The following explanation of techniques is provided to help you understand
markings or patterns which may appear on this reproduction. '

1.

The sign or “‘target” for pages apparently lacking from the document
photographed is ““Missing Page(s)”. If it was possible to obtain the missing
page(s) or section, they are spliced into the film along with adjacent pages.
This may have necessitated cutting thru an image and duplicating adjacent
pages to insure you complete continuity.

. When an image on the film is obliterated with a large round black mark, it

is an indication that the photographer suspected that the copy may have
moved during exposure and thus cause a blurred image. You wiill find a
good image of the page in the adjacent frame.

.When a map, drawing or chart, etc., was part of the material being

photographed the photographer followed a definite method in
“sectioning’ the material. It is customary to begin photoing at the upper .
left hand corner of a large sheet and to continue photoing from left to
right in equal sections with a small overlap. If necessary, sectioning is
continued again — beginning below the first row and continuing on until
complete.

. The majority of users indicate that the textual content is of greatest value,

however, a somewhat higher‘quality reproduction could be made from
“‘photographs” if essential to the understanding of the dissertation. Silver
prints of “photographs’” may be ordered at additional charge by writing
the Order Department, giving the catalog number, title, author and
specific pages you wish reproduced.

.PLEASE NOTE: Some pages may have indistinct print. Filmed as

received.

Xerox University Microfilms

300 North Zeeb Road
Ann Arbor, Michigan 48106



76-24,946

MILNER, Edward Willis, 1930-
MYTHS, MORALS, AND MODELS: IMPLICATIONS FOR
SPECIAL EDUCATION.

University of North Carolina at Greensboro,
Ed.D., 1976

Education, curriculum and instructions

Xerox University MiCﬁ’Oﬁams, Ann Arbor, Michigan 48106

@ 1976

EDWARD WILLIS MILNER

ALL RIGHTS RESERVED



MYTHS, MORALS, AND MODELS: IMPLICATIONS

FOR SPECIAL EDUCATION

by

Edward W. Milner

A Thesis Submitted to
the Faculty of the Graduate School at
The University of North Carolina at Greensboro
in Partial Fulfillment
of the Requirements for the Degree
Doctor of Education

Greensboro
1976

Approved by

N

(M -

b \kxk,o (‘ i\?\ LLALL_/Q_

Dissertation Adviser \



APPROVAL PAGE

This dissertation has been approved by the following
committee of the Faculty of the Graduate School at the

University of North Carolina at Greensboro.

T ( A\ !‘, ") /

. . . ; U v A t{

Dissertation Adviser AR IR,
i

(0

~, 5 p—

1 / ‘ /

. A -
Committee Members ,/424/wm"7 ’//JQV"JQJAL\A

’( / // //l/ﬁ
/Tﬂ /u“ [ VZ/ &‘ [L.L»;Lf;f/——

Loy - Y6

Date of Acceptance by Committee




MILNER, EDWARD WILLIS., Myths, Morals, and Models: Impli-
cations for Special Education. (1976)
Directed by: Dr. David E. Purpel. Pp. 304.

The dissertation is an essay in curriculum criticism.
Its method is interdisciplinary. It is modeled on curricu-
lum theorizing and literary criticism; it uses typologies
taken from ethics and theology; and it is patterned after a
hermencutical method taken from philosophy. 1In this inter-
disciplinary venture curriculum criticism becomes a method
of inquiry and a means of self-understanding. It is used
to construct three curriculum models from the literature in
Special Education, to investigate_curriculum at a diagnostic
center, and to put an alternate type of curriculum into
practice at the center. The essay concludes reflectively
with a dialogue that explores the implications of myths,
morals, and_models for curriculum.

Although the content of the essay is curriculum for
communication problems in Special Education, the essay's
focus is on the method of curriculum criticism. Typologies
that account for alternatives and allow for self-definition
enable the critic to define himself as living within one
type of world view or morality but at the same time to admit

the viability and the seriousness of alternative world views



and moralities. The world views typologized are Greek,
Judeo-Christian, and Modern. The moral action that is ty-
pologized is heteronomous (other-directed) or autonomous
(inner-directed) or theonomous (transcendent). The critic
reflects on his own world view and on his own moral action,
but at the same time he discovers the moral action and the
world view revealed within the work in curriculum. The
critic, like the student, engages the curriculum's action
and world view as he feels his way into them. Judgment of
the curriculum is within in terms of the integrity and the
organic unity given by the moral action and the world view.
This method of curriculum criticism is applied in three
different ways. First it is used to discover the types of
curriculum in Special Education. One type is of a Greek
nature. The setting is that of milieu therapy. Its action is
allegorical of play or of dream work. As the student en-
gages this curriculum, his action is of an autonomous nature.
The Judeo-Christian type of curriculum has an action sym-
bolic of equilibrium between play and literal imitation.
Its setting is that of open education. As the student
engages this curriculum, his action is of a theonomous na-
ture. The Modern type of curriculum has an action that is a
literal imitation. 1Its setting is that of behavior modifi-
cation. As the student engages this curriculum, his action

i35 of a heteronomous nature.



The second application of the method of curriculum
criticism is to the observation of Special Education curricu-
lum as practiced at a diagnostic center for retarded chil-
dren. The center has a Modern curriculum. The action is a

literal imitation; language is '"trained in."

The setting is
that of behavior modification. The morality is heteronomous;
normalization is valued. Contradictions regarding values
and world views reveal some discord beneath an otherwise
convincing Modern curriculum.

A third application of the method is seen in practice.
At the diagnostic center the author constructs a Judeo-
Christian type of curriculum in music with an equilibrium
between play and imitation. Theonomous morality evolves in
playful communication. Territoriality does not prevent the
Judeo-Christian curriculum from complementing the Modern
curriculum of the center.

This mode of complementarity is continued reflectively
in an imaginary dialogue between Greek, Judeo-Christian, and
Modern curriculum critics. The method is projected into
another area of education. The essay concludes with specu-
lations on the implications of myths, morals, and models for
curriculum construction, for curriculum under observation,

and for curriculum in practice.



PREFACE

The inquiry into education is as problematic as the
process of teaching. Questions give birth to more questions.
Doubts give rise to further doubts. The inclusion of the
methods and insights of the natural and the social sciences
in the study of education is well founded, for by them the
inquirer hopes to gain objectivity. But to omit the methods
of the humanities is to suggest that education is inhumane.
The inquiry in curriculum criticism that I shall engage in
bere is built upon my experience as a teacher (a theological
literary critic), and it should be no surprise, therefore,
that T will be grasping for what seem to me to be similar-
ities between literaturec and education, literary criticism
and curriculum criticism, theological literary criticism,
and what I shall call theological curriculum criticism.

And, of course, it is my hope that these analogies, which
seem so real to me and may seem so fanciful to the ques-
tioning reader, will point us both to the largexr truth, for
I hope that both my reader and myself share a common concern

for humane education.
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Traditional in the humanities is the concern for and
the study of morals and moral education. Everyone today is
willing to admit to our moral chaos, but few are prepared
to trace it to immaturity in the study of the humanities.
Religion has been disestablished, education has not; and
the study of morality lies foundering in between. Mini-
courses in morality will not patch up the mess. The first
sign of growth will be the acceptance of relativism. The
question then becomes 'relative to what?" The question of
morality raises the question of a world view which nourishes,
which fosters, and which legitimates morality. Humanizing
education pushes us back from the surface of education to
moral education, and now, to another question, ''what world
view?"

One presupposes the answer to this question, for it is

not given in the nature of things. '"The nature of things"
is what it is because of what one presupposes. However,
our opening the door to the humanities does not, as the
scientist so often fears, open the door to chaos, to sub-
jectivity, to emotionalism, but rather to a healthy recog-

nition that after one states his own world view, his own
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presuppositions, that one then is in a better position to
look at alternatives to one's own position; one is in a
better position to accept a typology that will include
viable options to one's own position--whether it be a ty-
pology in religion, or a typology in morality, or a typology
in mythology. So, in accepting this responsibility and in
stating my own position in the first person and then in
projecting a typology, I hope I will enable the reader to
envisage alternatives to my morality and mv world view.

The model then that I set forth is a model with a dis-
tinctive humanities flavor. It is a model from the humani—
ties which I feel may fruitfully be used to explore the
mythical and moral dimensions within a work in curriculum.

My own world view runs something like this: I was
born in a world characterized by obsession with the sur-
face, a world scientifically divided into physical and
mental components, in which the physical is real, and the
mental is only subjective, a world in which man belongs to
a collective wherein morality is gauged in terms of con-
formity with the collective's norms. I found myself in this

world and felt that the drive for success is built out of



frenzy and despair in the lack of meaning or in the possibil-
ity of selfhood. I pushed beyond this modern world view to
a Greek world view wherein man is basically reason and where
man is heroically able to call the gods for what they are--
ruthless, inimical, fateful--and courageously to accept not
the other, but himself, as the arbiter of his fate. The
discovery, which I came to make through the insights of pys-
chiatry and education, was that the mental was as real as
the physical but somehow tragically flawed. 1In spite of the
fact (cxr perhaps because of the fact) that I had studied
theology the better half of my educational career, I did not
capitalize on the existential insights of religion and of
the Bible. Quite late in my studies I came to see that God
was not the void nor the enemy but the friend, no less but
no more real than I, creating and suffering and judging, and
working with me and the world for my and the world's reali-
zation. I came to see that the physical and wmental dimen-
sions of reality are inextricably related and intertwined
with each other. I began to see that morality is not
heteronomy, the rule given by the group; nor autonomy, the

principle given by the self; but theonomy, the process
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emerging from within the self as the self experiences an
awareness of its limitation and of its finitude in relation
to a judging and compassionate God. So my world view is
characterized by a movement from the Modern world view to
the Greek world view to the Judeo-Christian world view. 1T
feel that for the masses the Modern world view is in the
driver's seat (although severely questioned by the facts of
history), for the aristocrats of religion or education or
politics the Greek world view is ascendant, and that the
Judeo-Christian world view, often ignored in mainstream
Judaism and Christianity, surfaces here and there in mar-
ginal grodps in culture, in art, in healing, and in education.
My way of looking at all there is suggests that for me
the Greek story and the Modern story are transcended by the
Judeo-Christian story. The Modern story with its emphasis
on the symbol of the Adamic innocent, the universal hope of
education, is espoused by the majority. The aristocratic
elite, although not explicitly acknowledging the Platonic
origins of the quest for knowledge, or the myth of the
tragic fall, nonetheless embrace a Greek view of life., I

would argue that these world views are absorbed by and
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transcended by the view that I call the Judeo-Christian
view, in which the presiding symbol is that of historical
man being judged by, and yet being redeemed by, a trans-
cendent dimension. The reality to which this symbolism
points is not the substance God of orthodox literalism but
the process God who is immanent within the universe and
within the human spirit, but whose transcendence lies in
being absolutely related to absolutely everything.

The dynamic of my typology thus is that while it does
not presuppose an inexorable Hegelian-type movement from the
Modern to the Greek tc the Judeo-Christian story, it does
envisage a method of interpretation, or hermeneutics, which
combines scientific inquiry with human self-understanding.

I am aware of the difference between the stories within
Western culture and those of the peoples of Africa or India
or China or Japan. African world views assume a High God in
a cosmos where time moves backward. Buddhist views assume
an absolute skepticism about the uniqueness of personality
and a cyclical view of history. Confucian views absorb
Marxism as simply one more kind of orthodoxy to be swallowed

by the Chinese mind. These views represent world views for
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the majority of the peoples of this earth. Entry into the
question of mythology and world view is not a passing fancy.
There are obvious political, religious, and educational
implications. But in fact, politics, religion, and educa-
tion in the West are still Western, and to make a curriculum
enterprise viable for the human spirit and free from a sim-
plistic positivistic picture-view of reality, it is to the
dynamics of a typology that we must turn.

The model that I am proposing then is a typology that
envisages within the West three serious stories--the Greek,
the Judeo-Christian, and the Modern. Additionally the model
envisages a moral typology: the mofaiity of conformity or
heteronomy in the Modern world view, the morality of the
tragic view or autonomy in the Greek world view, and the
morality of the redemptive world view or thecnomy in the
Judeo~Christian world view. 1In each view the moral dimension
is undergirded by the larger world view out of which it comes.

The following is a glossary of terms that links my
moral and mythological world views cited above to my method
of inquiry and self-reflection, namely, my literary critical

method, to be developed in Chapter One.
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GREEK: The tragic view of life with its aristocratic tragic
figure. Greek dramatists have revealed this figure, but
humanists down through the centuries have also told and
retold this story.

JUDEO-CHRISTIAN: The redemptive view of life, with its hero

who suffers and is redeemed in the story.

MODERN: The Modern view of life, with its pathetic figure
who finds a life of conformity meaningless. Two false as-
sumptions are made about this character: (1) Because he is
pathetic, he is not a hero and should not be taken seri-
ously, and (2) because he evokes pathos and despair, the
story does not evoke the feeling the author intends. I
submit that the author intends pathbs precisely because the
character is serious.

HETERONOMY: This type of morality finds the law or author-
ity in others. The law comes from outside oneself. Heter-
onomy is a reaction to autonomy that has lost its depth.
AUTONOMY: This type of morality is not being willful or "a
law unto oneself,'" but rather being obedient to the princi-
ples of reason one finds within oneself. Many of the Greek

characters are autonomous.



THEONOMY: This type of morality is autonomy that has been
united with its depth. Theonomy moves beyond the rules of
others and the principles of reason to the depth process
within oneself.

The following is a diagram of the terms above. It in-
cludes both a list of the Aristotelian terms used in reading
imaginative literature and a typology that expands the

Aristotelian terms.

ARISTOTELTIAN TERMS USED

IN READING IMAGINATIVE LITERATURE

Plot Answers the
Character question '"What?":
Thought Formal Cause

Answers the

Diction
question '"Of what?'":
Me lody

aterial Cause

Answers the

Spectacle question "How?":
(Point of View) .
Efficient Cause

Answers the
Catharsis question ""To what?":
(Feeling) .

Final Cause
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THE EXPANSION OF ARISTOTLIE'S TERMS

BY THE TYPOLOGY

TYPOLOGY

TERMS GREEK JUDEO-CHRISTIAN MODERN
Plot j (Aristocrat Sinner Normal
Tragic Redemptive Pathetic
Character :J [:
Autonomous Theonomous Heteronomous
Thought :J Ede=Enemy God=Friend Cod=Void
Spectacle :j [: Greek Judeo-Christian Modern
(Point of View) World View World View World View
Catharsis :] [:Pity/Fear Judgmertfompassi on Pathos/Despair

An expansion of this will be given schematically in Appendices

VII-X.
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typist, Harriet Martin, to my adviser and mentor, David E.

Purpel, and to my wife, Holley, who have all admonished me

to deal with the issues and speak clearly. They should re-
ceive the credit for the rigor and the simplicity that may

be revealed here.

This work is dedicated to Wallace Phillips:

In spite of his duties, at all times

His office was openly a lure.

He was a thinker, a learner, and a doer.

As he looked over my handful of rimes,

He scanned my syntax and he parsed my crimes:
"Who will want to read this?" He could skewer
With sharp eyes and leave you there to cure,
And laugh because he also was a ham sometimes.

In the loose grip of time he unlocked

A sleeping friendship with expectancy,

Or resolved the dissonance of poetry.

He smiled with a saving wonder and shocked

Me with simple themes that hinged wmy world view
To the earthy academe he knew.

Edward W. Milner
February 29, 1976
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CHAPTER ONE

CURRICULUM CRITICISM IN A LITERARY MODE

The kind of reasoning that theological literary criti-
cism brings to bear upon a work of art is imaginative and
creative, It helps the critic project himself into the
literary object, and at the same time it helps the critic
recreate in his own imagination the whole work as though he
were the original artist. This kind of reasoning with crea-
tivity and imagination is needad as well in curriculum cri-
ticism, for it provides the curriculum critic with a method
of inquiry that is yoked to a process of self-reflection.

I intend to show in this work how theological literary
criticism may become a kind of curriculum criticism. In
the first chapter I will explain my method of theological
literary criticism. In the second chapter I will show its
relevance to curriculum criticism in a given arza, namely,
in special education. 1In the third and fourth chapters I
will show its relevance to curriculum in practice, in this
case the special education curriculum at a diagnostic cen-
ter: the Centev for Human Development, Finally, T will
reflect on the way in which this method has elucidated the

dimensions of mythology and morals in curriculum.



Literary terms like 'plot," '"character," "thought ,"

11 1 ]

"diction, me lody," and "spectacle'" are as old as Plato
and Aristotle, but they may serve to throw new light upon
curriculum. What I will do first, then, is apply these
terms to works of literature to show'what I mean by then.
These terms are subsumed by Aristotle under larger cate-
gories (Poetics, §1450) titled the formal, efficient, mate-
rial, and final '"causes." I will analyze literature then

to find its "causes."

The process of projection into the
work of literature and the recreation of the work carries
the reader quickly beyond the surface to thé mythological
and moral dépths of literature.

My approach to curriculum will be humanized by imi-
tating this method. Although this method might just as
easily have been focused on adult, or early childhood, or
secondary education, I have deliberately focused it on
special education for personal and professional reasons.

I will take a literary critic's view in surveying the
literature in special education, in looking at the curricu-
lum in language disorders at the Center, and in recreating
what I havelobserved.

It may appear awkward ac first to speak of the '"plot"

of an institution, or the "plot" of the curriculum, or the



"plot" of the writer, but I will prefer to sound awkward if
by so doing I will be able to make the application of lit-
erary criticism to curriculum criticism convincing. By my
final chapter I hope that this "artistic" criticism of
curriculum will allow me to reflect on two dimensions often
bypassed by a more literal view: morality and mythology.

I will conclude by presenting an imaginary dialogue between
the proponents of three myths as they focus on the four

causes of curriculum.

THEOLOGICAL LITERARY CRITICISM AND ITS TERMINOLOGY

Theological literary criticism is not new. As a
matter of fact, as T. S. Eliot points out in his essay on

1"

"Religion and Literature,'" what is new in literary criti-

cism is that it is not theological. I would like to ex~
press my indebtedness to this tradition by citing a few of
the authors who have shaped my own thinking. Plato's

Republic and Aristotle's Poetics have raised most of the

basic questions for me. Dryden's An Essay of Dramatic

goesz_and The Grounds QE_Criticism ig_Tragedx have been

influential both as works of criticism and of literature.,

The Biographia Literaria, like all of Coleridge's works,




give especial comfort to those of us plagued with divergent
minds. All of T. S. Eliot's essays have been particularly
influential upon me in looking at the moral, mythical, and
religious dimension within poetry, and in forcing me to
come to terms with my own theological presuppositions as a
theological literary critic. W. H. Auden and Amos N.

Wilder (Modern Poetry and the Christian Tradition) seem

less focused than Eliot but nonetheless important to me for
an understanding of the religious temper in art. Works by
other wodern critics such as Rourke, Richards, Empson,
Blackmur, and Hyman have given me insights into various
facets of literature and literary ériticism, while Wimsatt

and Brocks in their Literary Criticism: A Short History,

Brooks and Warren in their Understanding Poetry, Welleck

and Warren in their Theory of Literature, and the Chicago

Neo-Aristotelians (R. S. Crane, Richard McKeon, Elder

Olson, et al.) in their Critics and Criticism have pro-

vided me with the long view both of literature and of cri-

ticism. R. S. Crane's The Language of Criticism and the

Structure of Poetry has been most influential on my inter-

pretation of Aristotle. Finally, Robert Penn Warren and
the Fugitive/Agrarians have, in their essays and articles,

made me aware of the necessity of focusing first on the



myth in which one is reared, and then in moving into the
great tradition of artists and critics.

At this point I should also mention three separate
authors who have contributed most to the Greek, Judeo-
Christian, and Modern typology in theological literary cri-

ticism. First Hegel on Tragedy, edited by Anne and Henry

Paolucci, has many of Hegel's explicit comments on myths,
morals, and models. Even in reacting against Hegel's sys-
tem, one must acknowledge indebtedness to his comprehensive-
ness. Paul Tillich, the existentialist theologian, who

used much of Hegel, Schelling, and Kierkegaard, has perhaps
best put the case for the "Greek, Judeo-Christian, and

Modern'" typology in his volumes in Systematic Theology and

especially in his Courage To Be. Preston Roberts, Jr., has
related Tillich to the Aristotelian criticism in his
"Theology and Imaginative Literature: An Essay in Literary
Criticism from the Point of View of Christian Theology" and
his "A Christian Theory of Dramatic Tragedy."

Having acknowledged my indebtedness to Aristotle for
his literary terms (plot, character, thought, diction,
me lody, and spectacle) and his wmethod of reasoning (in-
ductively into the formal, material, efficient, and final

causes), to the philosophers and theologians for their




typologies, and to the theological literary critics for
their reunification of theology and literary criticism, I
now will sketch the application of this method to my read-

ing in literature.

THE USE OF ARISTOTLE'S TERMS IN READING LITERATURE

PLOT

Whether I am reading Crime and Punishment for pleasure,

or Hamlet for a class, or Job for background reading, or

The Plague because I have read and enjoyed one of the au-

thor's other works, I read the plot for the whole work. I
ease into the totality that the author projects for me, but
at the same time T project myself into the work to make it
come alive. I must not only relive, but also actually re-

create, the work as if I were the author himself. T suspend
my ‘'disbelief," and T engage my imagination. It is the or-

ganic unity or the '"plot'" of the work that makes this kind

of interaction possible.

DICTION AND MELODY

One of the pleasures in reading is derived from the
words and similes and images and symbols that the author
has contrived. From time to time the words in their lit-
eral meaning advance the movewent of the plot, and at other

times in their _symbolic meaning foreshadow events to come.




Every author has his way with words and stylizes the rhy-

thm or meter in his work in such an inconspicuous way that
they sink into the reader's subconscious and there work to

promote a rhythm or a tempo for the whole work.

SPECTACLE
As a reader T am confronted with something else beyond

the author's rhythm, namely, his point of view. Milton in

Paradise lLost speaks briefly of his blindness and takes a

view omniscient both to heaven and to hell. Henry James
has a way of bringing his reader to a point just behind the
main character's line of vision, and the reader must first

understand the main character's view before he, the reader,
can interpret the world rendered within the work. Shakes-
peare, like other dramatists, shows you what his characters
are saying and doing. Aristotle calls this dimension the
"spectacle," but I find Percy Lubbock's "point of view'" is

an accurate modern translation. Just as a Chinese panoramic

landscape might be considered "epic,'" and a Rembrandt group
portrait like the '"Night Watch' might be considered '"dra-

matic," the Iliad might be considered an epic, and Qedipus Rex

might be considered "dramatic,'" not because of some philo-
sophical "point of view,'" but because the author in the

first case '"frames" heaven and hell, gods and wmen, time and



eternity, and, in the second case, brackets what men are
saying and doing. Having made this distinction, it must be
added that a literary point of view can reveal a philosophic
point of view.

The world view of the author is sometimes very subtly
revealed in the author's use of time. Hemingway may tell
me a story in a straightforward manner, starting at the be-
ginning and going clean through to the end. Faulkner, or
Conrad, on the other hand, enjoy flashback and foreshadow-
ing, foreshortening, and suspense. The first chapter may
deal with the 1920's, the next chapter with the 1930's, and
the last chapter with the 1900's, The reversal and the dis-
covery for one character may be simultaneous; for another
character there may be a painful reversal of fortune, but
no discovery, while for another character there may be no
reversal at all. When the author focuses on the tale "told
by the idiot," and then focuses on the meanderings of a
genius's mind, and then moves back to an omniscient view of

reality: he tells me something about his view of reality

without having said the first word about metaphysics or

theology.

THOUGHT AND CHARACTER

There is a consecution in literature such that one

element leads to another. Point of view issues into



diction and melody, and diction and melcdy issue into
thought, and thought issues into character, and character
issues into plot. As a reader, 1 identify with the action
that is imitated within the story. 1 walk into a real gar-
den with imaginary toads when I read 2 poem by Marianne
Moore; in reading Hower, I become iwmpatient in waiting for
Odysseus to take care of his wife's suitors; in Gogol's
Overcoat, I react by asking myself whethcr I have to be-
lieve in the supernatural to explain what happens. The
identification with the action cf the story becomes even
more pronounced when‘I encounter the thought of the charac-
ter; for, I do not ask myself, "Do these thoughts coincide
with mine ?" or "Are these thoughts portrayed in a lifelike
way?'" but rather I ask myself, "Can I identify with think-
ing in this fashion?"

Thoughts reveal character, and character reveals the
plot. I identify with the hero in terms of whether his
action is heteronomous and Modern, or whether his action is
autonomous and tragic, or theonomous and redemptive. I
project myself into Dante, or Volpone, or Antigone; and I
feel T am judging myself, or I am in despair about myself,

or I am fearful about myself.
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All of the above Aristotelian components of the read-

ing experience are separated only by abstraction. 'Plot,"

1 t 4

and '"'character," and '"thought," and '"diction," and '"melody,'
and "'spectacle" are inseparable, and they provide a lan-
guage that takes the reader into the "felt world" of the
imagination. The language enables one to reflect on the
work of art and arrive at a total feeling. I am given a
moratorium on myself as I read in literature, and T become,
as it were, the character himself. I have a chance to make
decisions, to use value judgments, and to propose to myself
how, if I were the character, I would get out of his di-
lemma. The reader can do this, I suggest, Eecause he has a
language that takes him not only into the work of art, but
also into the history of literature. The consistency with
which this language has held together has, of course,
varied from century to century, from author to author. On

the whole, this language since the time of Aristotle has

facilitated the creation and the recreation of art.

THE EXPANSION OF ARISTOTLE'S TERMS BY THE TYPOLOGY

One device that expands Aristotle's terms is a ty-
pology of plots. Aristotle himself foreshadowed it (§1453).

For Aristotle, a plot involved a reversal and a discovery,
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a complication and an unraveling. With the tragic hero as
the norm and with autonomy as the moral norm, naturally the
best plot reveals a noble hero, with some tragic flaw in
his fall from grandeur to suffering. But if one's hero is
redemptive and one's morality is theonomous, the best plot
will reveal a sinful or fallen creature's move from suf-
fering to reconciliation; or if one's hero is pathetic and
one's morality is heteronomous, the best plot will reveal a
sick and driven character's move from normality to pathos.
In theological terms, God, within the Aristotelian world
view, is the unmoved mover; God, within the Judeo-Christian
world view, is active and related; and God; within the
Modern world view, is God the void.

This typology is an heuristic device and is not a
doctrine to be proven. It should help the reader reason
inductively into the causes of the work of art, and it
should provide a language with which to do so. 1In my own
case it has helped me confront two dilemmas. On the one
hand, it is an aid to my memory. If I am reading a lyric
where my mind must perform microscopic contortions to follow
the symbolic flight of the author, as in "Peter Quince at
His Clavier'" by Wallace Stevens, or if T am reading an epic

like Moby Dick, or The Pentateuch, or The Aeneid where 1
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must engulf hundreds of characters and millions of details,
I am given alternative totalities to £ill in as T read the
minutae or the global. On the other hand, the typology
aids not only my memory, but as well my capacity to make
value judgments. Moving from one culture to the next and
from one century to the next, I would like to be sure that
all dramatic herces are not judged by only one, that is,
tragic, criteria. Even within the Greek culture there are
some tragedians who seem modern (Euripides) and others who
seem more Judeo-Christian (Aeschylus). Without killing the
element of suspense, I can enter into the imaginative world
and project the forward motion of a character, regardless
as to whether or not he is tragic, or pathetic, or redemp-
-tive. In this sense T can discover how well the author has

realized his plot.

DISCOVERING THE FORMAL, THE MATERIAL, THE FINAL,

AND THE EFF ICIENT CAUSES

Aristotle's plot, character, thought, diction, melody,
and spectacle are terms for language that facilitates the
action of the reader. It is a false dichotomy, however, to

think of the performance as a critic as something that






