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VI.—Aristotle, Horace, and Wordsworth

JOHN PAUL PRITCHARD

WASHINGTON AND JEFFERSON COLLEGE

This article is summarized in the concluding paragraph.

Wordsworth does not welcome investigation of his sources. The
difficulties he encountered in the composition of his autobiographical
poem, The Prelude, may have entered into his discouraging similar
attempts; ! if he found it a difficult task to unravel the strands of
his own mental fabric, he may well have feared the result of such

[Reference is made to the following editions of Wordsworth’s poems, prose, and
letters: The Poetical Works of William Wordsworth, edited by Thomas Hutchinson
(Oxford, 1916); Wordsworth's Literary Criticism, edited by Nowell C. Smith (London,
1905), hereafter referred to as ‘“Smith’’; Letters of the Wordsworth Family, edited by
William Knight (3 vols. Boston, 1907), hereafter referred to as ‘' Knight'’; and three
editions of the letters by Ernest De Selincourt: The Early Letters of William and

Dorothy Wordsworth, 1787-1805 (Oxford, 1935), hereafter referred to as Early Letters;
The Letters of William and Dorothy Wordsworth: The Middle Years (Oxford, 1937),
hereafter referred to as MY, and The Letters of William and Dorothy Wordsworth:
The Later Years (Oxford, 1939), hereafter referred to as LY. A valuable collection is
an unpublished dissertation in the Cornell University Library, Literary Criticism in
William Wordsworth, by Everett Morrison Hankins, dated June, 1941. In The White
Doe of Rylstone, By William Wordsworth: A Critical Edition, by Alice Pattee Com-
paretti (Ithaca, New York, Cornell Univ. Press, 1940), the introduction and notes
contain valuable information concerning Wordsworth and Aristotle. Foracquaintance
with the two books mentioned above, I am indebted to Professor Lane Cooper.

For Aristotle, Aristotle on the Art of Poetry, ed. by Ingram Bywater (Oxford, 1909),
is used. For Horace, the edition by Charles E. Bennett and John C. Rolfe (Boston,
1901) is used. A valuable source of information about Wordsworth'’s indebtedness to
Horace is The Influence of Horace on the Chief English Poets of the Nineteenth Century,
by Mary Rebecca Thayer (New Haven, Conn., Yale Univ. Press, 1916; now published
by the Cornell Univ. Press). Miss Thayer lists thirty-one unquestionable traces of
Horace, and eleven probable traces of Horace, found in Wordsworth’s works, exclusive
of the letters.]

1 Who . . . shall point as with a wand and say
** This portion of the river of my mind
Came from yon fountain?’’

Wordsworth’s suggestions made to Walter Scott about editorial practice are enlighten-
ing as to his attitude: ‘*‘ A correct text is the first object of an editor; then such notes
as explain difficult or unintelligible passages, or throw light upon them; and lastly,
which is of much less importance, notes pointing out passages or authors to which the
Poet has been indebted, not in the piddling way of a phrase here and a phrase there
(which is detestable as a general practice), but where the Poet has had essential
obligations as to matter or manner.”” Early Letters 541.
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inquiry by another. His belief that the poet before entering upon
composition should think long and deeply, and his conception of
poetry as arising from emotion recollected in tranquillity, both
imply modification and combination of the raw materials he had
taken into his mind. Anyone who tries to discover the sources which
entered into the poet’s thought and issued in its expression must
consequently expect to find his literary timber worked into mental
furniture which betrays a varied origin.2  Authors of ability inferior
to Wordsworth, such as Poe or Lowell, have a habit, if one may
alter the figure, of bolting their food without having chewed it
sufficiently to help digest it; this food often lies heavily upon their
mental stomachs as an unassimilated classical quotation, which
shows by its lack of similarity how alien it is to the body which
encloses it. In Wordsworth, on the contrary, a single source usually
is so thoroughly assimilated as to be not readily distinguishable,
combined as it is with other elements. One may not, therefore,
assert categorically of any statement which does not contain an
actual reference to or quotation of his source, exactly whence each
idea therein was derived. In the following discussion, which is an
attempt to indicate how much of Wordsworth’s thinking had its
origin in Aristotelian or Horatian sources, I shall try to show the
various ideas of these critics which are woven into the pattern of
his mind.

Wordsworth's assertion of intimate acquaintance with the works
of Horace is amply attested by his education, by the testimony of
friends, and by numerous echoes in his works. These reminiscences
of Horace, which occur throughout his long life, indicate also his
abiding interest in the Roman poet.? For his acquaintance with
Aristotle, the evidence is less definite. Aristotle was not, like

2 Smith 15: ““Poems to which any value can be attached were never produced
upon any variety of subjects but by a man who, being possessed of more than usual
organic sensibility, had also thought long and deeply.” Ibid. 25: ‘“‘Poetry is the
spontaneous overflow of powerful feelings: it takes its origin from emotion recollected in
tranquillity; the emotion is contemplated till, by a species of reaction, the tranquillity
gradually disappears, and an emotion, kindred to that which was before the subject
of contemplation, is gradually produced, and does itself actually exist in the mind.
In this mood successful composition generally begins, and in a mood similar to this
it is carried on.”

3See Mary Rebecca Thayer, The Influence of Horace on the Chief English Poets
of the Nineteenth Century 53—64. In writing to the classically proficient Walter Savage
Landor, Wordsworth asserts: ‘“ My acquaintance with Virgil, Horace, Lucretius, and
Catullus is intimate.”” LY 70.
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Horace, master of the inevitable phrase, and the Greek of the
Poetics is too difficult for it ever to become a popular text-book.
Moreover, Aristotle’s critical terms, variously translated, have be-
come the stock in trade of later writers; many who employ them
are unaware of their origin. Another difficulty lies in the fact that
Wordsworth, perhaps because he lacked an adequate library, relied
heavily upon the brilliant memory of Coleridge, who in at least one
instance demonstrably led him astray. His acceptance, in the year
1800, of Coleridge’s mistaken rendering of Aristotle, indicates slight
acquaintance in his earlier years with the Poetics.* The fairly
numerous passages which are Aristotelian in his later essays and
letters are fairly strong evidence that at some time subsequent to
1800 he came to know the Poetics at first hand.

Where Aristotle and Horace treat the same subject, they are in
substantial agreement; in other matters, they are complementary.
One may, therefore, fuse their ideas on literature into one system.?
The parts of this system with which Wordsworth shows familiarity
are discussed in this paper.

For both Wordsworth and Aristotle, the principle of artistic
imitation is fundamental. Wordsworth’s synonym for uiuneis is
“imagination.” §

Imagination . . . has no reference to images that are merely a faith-
ful copy, existing in the mind, of absent external objects; but is a word of

higher import, denoting operations of the mind upon those objects and
processes of creation or of composition, governed by certain fixed laws.

Imagination and fancy, he declares, are requisite to the production
of poetry; they modify, create, and assimilate; " a good subject is
“eminently poetical . . . because it is creative.” 8

Wordsworth in three instances takes a position which indicates
his acceptance of the basic principles expressed in the introductory
chapters of the Poetics. First, he employs Aristotle’s distinction
between epic poetry and the drama. In epic poetry, however much
the poet may put into the mouth of the speaking agents, he is the

4 See note 12, below.

5See ‘“‘The Poetics and the Ars Poetica” in my Return to the Fountains: Some
Classical Sources of American Criticism (Durham, North Carolina, Duke Univ. Press,
1942) 6-12.

6 Smith 157. Aristotle discusses artistic imitation in the Poetics, chapters 1-4,
1447° 8-1449° 20.

7 Smith 151.
8 Smith 50.
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“source from which everything flows.” In the drama, the poet
does not appear at all, and the action is conducted entirely through
what the agents say and do; ‘“music,” he adds in Aristotelian vein,
“being admitted only incidentally and rarely.”® Secondly, his state-
ment that the drama is ‘‘ that species of composition of which action
and motion are essential’’ is in agreement with Aristotle.!® Finally,
he follows Aristotle again when, in discussing poetry, he declares
that ‘“metre is but adventitious to composition.” Ut

Upon this Aristotelian principle as a foundation, Wordsworth
rears a framework that is also in accord with that of the Poetics.
In his ninth chapter, Aristotle had been at great pains to mark the
boundaries between poetry, or artistic imitation that chiefly uses
words, and history, or matter of fact. The ideas of this chapter
are of great importance to Wordsworth. In the year 1800, he
writes: 12

Aristotle, I have been told; has said, that Poetry is the most philo-
sophical of all writing: it is so: its object is truth, not individual and local,
but general, and operative; not standing upon external testimony, but
carried alive into the heart by passion.

Wordsworth is, it is true, led slightly astray here, in all probability
by Coleridge; and yet, although the statement exaggerates Aris-
totle’s idea, it is not a contradiction. Others of Wordsworth’s
remarks are quite in harmony with the attitude taken in this
chapter by Aristotle. He once expresses the fear lest his Eccle-

® Smith 152. The ‘“‘incidental” use of music which he mentions is an echo of
Poetics 6, 1449 28-31: Neyw 8¢ Hdvopévor uév Noyov tov Exovra puiudw kai dpuoviav kal
péos, 76 8¢ xwpis Tols elbegt TO Sia péTpwy &ia ubvov mepaivesBar kai whAw Erepa dia
uélovs. A letter written in 1815 to Robert Southey indicates that Wordsworth’s idea
of epic poetry came through Renaissance and earlier English channels: * Epic poetry,
of the highest class, requires in the first place an action eminently influential, an action
with a grand or sublime train of consequences; it next requires the intervention and
guidance of beings superior to man, what the critics, I believe, call machinery; and
lastly, I think with Dennis that no subject but a religious one can answer the demand
of the soul in the highest class of this species of poetry.” That Renaissance criticism
is on his mind is indicated by his immediate application of this summary to Tasso’s
Jerusalem Delivered.

LY 355. Poetics 2, 14482 1: &mel 8¢ uipovvrar ol uuobuevor Tpbrrovras. . . .

"1 Smith 46. Poetics 1, 1447® 28-9: 4 ¢ [émomoula] ubvov Tols Néyous Yihols # Tols
pérpois kal TobTows elte wuyvioa per’ aAMAwy €8’ &i T véver xpwpévy TEY pérpwy
<avwvupos > TUYXaveL oloa uéxpl Tob vi.

12Smith 25. Poetics 9, 1451 5-7: 810 kai ¢pthogopdrepor kai amovdaidrepoy woinats
ioTopias éoriv: ) pév yap moinows uaN\hov ta kabdhov, % &' iocropia Td kab' aorov Néyed.
Cf. Samuel Taylor Coleridge, Biographia Literaria (New York, 1906) 237.
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stastical Somnets ‘‘suffer as poetry from the matter of fact, there
being unavoidably in all history, except as it is a mere suggestion,
something that enslaves the fancy.” ¥ He sees also that the effect
of the scientific spirit upon poetry may be akin to that of history: 1

Much confusion has been introduced into criticism by this contra-
distinction of Poetry and Prose, instead of the more philosophical one of
Poetry and Matter of Fact, or Science.

The reason he gives for having written his Lyrical Ballads com-
bines the principle of artistic imitation, or imagination, with the
doctrine of poetic universality.?®

The principal object, then, proposed in these Poems was to throw
over them a certain colouring of imagination, whereby ordinary things
should be presented to the mind in an unusual aspect; and, further, and
above all, to make these incidents and situations interesting by tracing
in them, truly though not ostentatiously, primary laws of our nature.

Poetic truth is indeed ‘‘truth, and of the highest order’’; ¢ it is

the gleam,
The light that never was, on sea or land,
The consecration, and the Poet’s dream.!?

Like Aristotle, however, he admits that poetry does not always
transcend nature in expressing the universal. Aristotle concedes
the possibility of history that is also universal; in The Excursion,
Wordsworth writes of

Nature . . . who sometimes undertakes,
For the reproof of human vanity,
Art to outstrip in her peculiar walk.!8

Together with universality, Aristotle requires unity in an artis-
tic imitation. This principle, too, looms large in Wordsworth’s
thought. He echoes several of Aristotle’s terms. He asserts that
a sonnet, an epitaph, and ‘‘every other legitimate composition”

B LY 65.

14 Smith 21, note.

15 Smith 13-14.

16 Smith 92.

17 Elegiac Stanzas, Suggested by a Picture of Peele Castle, in @ Storm 14-16.

18 The Excursion 6.301-303. Poetics 9, 1451® 29-32: «kdv édpa ouuBfi yevoueva
ToLely otfey ArTov TOTHs Tl TAY Yap Yevopévwy Evia obdty kwhbel ToladTa elval ola av
elkds yevéoBar kai Suvard yevéoOar, kaf' & ékelvos abT@v wounThs éoTuw.
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must possess ‘‘ the three requisites of a legitimate whole, a beginning,
a middle, and an end.” An epitaph by Chiabrera is ‘“a perfect
whole, there is nothing arbitrary 6r mechanical, but it is an organized
body, of which the members are bound together by a common life
and all are justly proportioned.” !* Plot he defines after the for-
mula set by both Aristotle and Horace, as ‘‘ things done by design,”’
in a necessary sequence. His dislike of the improbable and the
supernatural is also in harmony with that of his predecessors.
Nothing, he insists, should detract from ‘‘that species of credi-
bility upon which it [the action] rests.” 2 Like Aristotle, he prefers
:n poetry a probable fiction to a less probable fact.

The appropriate business of poetry, . . . her privilege, and her duty,
is to treat of things not as they are, but as they appear; not as they exist
in themselves, but as they seem to exist to the senses, and to the passions.

We find him declining to use for his White Doe of Rylstone the factual
records furnished by Walter Scott; he ‘‘followed (as I was in duty
bound to do) the traditionary and common historic records.” 2
Equally strong is his objection to the use of the supernatural.?

The Poem of Peter Bell, as the Prologue will show, was composed
under a belief that the Imagination not only does not require for its

19 LY 652-653; Smith 136. Poetics 7, 1450P 26-34: 8\ov 8¢ éoTw 16 Exov &pxAw Kkal
pégov kal TeNeuTy. bpxn 0 éoTw 8 alTd pév pi) & dvaykns per’ ENNo éotiv, per’ iketvo &
érepov mépukev elvar §j yivesfar- Tehevrn 8¢ Tobvavtiov & alrd per’ dANo mépuker elvar § &
avérykns §) s éml 70 wOND, perd 8¢ TobTo &NNo 0ldér- pégov 5¢ 8 kai abTo per’ &NNo kal per’
éxelvo Erepov. Oel dpa Tols ouvesTdTas b uifous und’ omober, Ervxer dpxeabar uhd’ Smov
éruxe TeNevtdr, &NNa kexpficBar Tals elpnuévacs idéais. Ars Poetica 151f.:

Atque ita mentitur, sic veris falsa remiscet,
Primo ne medium, medio ne discrepet unum.

Cf. Smith 153; Henry Alford, Life, Journals, and Letters (London, 1873) 61.

20 LV 193. Poetics 9, 1452% 3-7: 76 vyap Oavpagrov obTws éke paNlov % amd Tod
abropdrov kal Tiis TOXNs, émel kal TV &mwo TUXNs Tabra Qavpacibrara Sokel doa Homep
éritndes paiverar yeyovéevar. MY 610. Poetics 24-25.

21 Smith 169; MY 458e. Cf. Gilbert Murray, The Classical Tradition in Poetry
(Cambridge, 1927) 131-132. .

22 Letter prefacing Peter Bell, Poems 236. Ars Poetica 191-192: Nec deus intersit,
nisi dignus vindice nodus Inciderit. Poetics 15, 1454® 33-P8: xp3 8¢ kal & Tols fifeaww
Gomep kal &v Tf 7OV wpaypuhTwy ovoThoe del {nTely § TO dvaykalov § 1O €lkés, HoTe TOV
TowobTov Td ToalTa Neyew 4 wparTew #i dvaykalov # eixds kal Tobro perd TobTo yivesfar
A dvaykalov # eikés. pavepor obv 87 kal Tas Nooes &y ptbwv & abdrod det Tod pbbov
ovpBaivew, kai pn dowep & 1§ Mydeig amd unxaviis kai &v 75 'I\4de 76 wepi Tov drdmhouw.
A&NNG pnxav§i xpnoréov émwl T4 Ew TOD dpdpatos, § Soa wpd ToD Yéyover & obx oldv Te
dvbpwmov eldbvar, 7} 8oa oTepov & SeiTar Tpoayopeloews Kai dyyeNias: dmwavra Yap &mwodi-
douev Tols feols 6pdv. &Noyow 8¢ undéy elvar & Tols wpdyuacwy, e 8¢ ph, Ew Tis Tpaywdias,
olov 76 & 7 Oldimod 76 Zodokhéovs.



78 John Paul Pritchard [1943

exercise the intervention of supernatural agency, but that, though such
agency be excluded, the faculty may be called forth as imperiously, and
for kindred results of pleasure, by inctdents within the compass of poetic
probability, in the humblest departments of daily life.

Like Horace, Wordsworth insists that the selection of a suitable
theme is a necessary step toward successful writing. Much of
Gray’s success, he feels, is attributable to his felicitous choice of
subjects; and he advises Edward Quillinan, his son-in-law, to look
for the best subjects if he would succeed in poetry.?

Two of the steps the poet must take in order to secure unity of
plot are, first, to make an outline, and, secondly, to select the
episodes with care. These directions, emphasized by Aristotle, re-
ceive also great stress from Wordsworth. He regrets that Coleridge
never seemed to have in mind the complete plot of Christabel. As
for the choice of episodes, four of the powers listed by Wordsworth
as requisite to the production of poetry contribute to success in
this matter. They are imagination and fancy, which modify,
create, and associate; invention, which composes characters out of
the materials furnished by observation; and judgement, which de-
cides how, where, and in what degree each of these faculties shall
be exerted. The result of the action of these four powers is an
artistic imitation.? In a famous letter to Lady Beaumont, Words-
worth clearly demonstrates and explains his method.®

Who is there that has not felt that the mind can have no rest among
a multitude of objects, of which it cannot single out one individual

23 Ays Poetica 38—40:

Sumite materiam vestris, qui scribitis, aequam
Viribus, et versate diu quid ferre recusent,
Quid valeant umeri.

LY 1142. On October 18, 1842, Wordsworth wrote to his son-in-law, Edward
Quillinan: *“ The subject [of Henry Taylor's drama, Edwin the Fair] is most unfor-
tunately chosen, and it is still more unfortunately treated—in fact, it has betrayed the
Author.” Cf. LY 897.

24 Poetics 17, 14558 34-P2: rols 1€ Aéyous kal Tols Tewounpévous Set kal adTov woolvra
txrifeabar kaBbélov, €18’ obTws émeigodioly kal wapareivew. Ars Poetica 42-45:

Ordinis haec virtus erit et Venus, aut ego fallor,
Ut iam nunc dicat iam nunc debentia dici,

Pleraque differat et praesens in tempus omittat;
Hoc amet, hoc spernat promissi carminis auctor.

Smith 150-151, 159. For Wordsworth’s conception of the action of a poem, see Com-
paretti, The White Doe of Rylstone 1-5.
2 Smith 51-52.
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whereupon may be concentrated the attention, divided among or dis-
tracted by a multitude? After a certain time, we must either select one
image or object, which must put out of view the rest wholly, or must
subordinate them to itself while it stands forth as a head.

Quoting a passage for consideration, he then analyzes the specimen
in a way reminiscent of Dante’s method in the Vita Nuova, clearly
showing how he has achieved unity in the midst of multiplicity.

According to both Aristotle and Wordsworth, the agents also
are products of artistic imitation; as we have seen, Wordsworth
assigns to the inventive faculty the task of composing characters
out of elements supplied by observation. He does not consider
valid Aristotle’s generalization which makes the greatly renowned
or famous the most suitable tragic agents, but prefers the ordinary
Cumberland shepherd, professing to find in him adequate capacities
for tragic suffering.?® He nevertheless concedes the value of the
traditional or historic theme, provided that it receive poetic, not
merely historical, treatment. He admires Livy’s boldly imagina-
tive rendering of

those bold fictions that, by deeds assigned
To the Valerian, Fabian, Curian race,
And others like in fame, created Powers
With attributes from History derived,
By Poesy irradiate.?’

His preference for humble, rustic agents is based on his belief that
such characters display ‘‘our elementary feelings’ in a state of
greater simplicity than can be found elsewhere, in which state they
may be more accurately studied and imitated.?® When he prefers
such characters, he is praising that universality which Aristotle
finds desirable in the agents; and the same idea is expressed in the
wish that his poems shall contain

not transitory manners, reflecting the wearisome unintelligible obliquities
of city life, but manners connected with the permanent objects of nature
and partaking of the simplicity of those objects. Such pictures must
interest when the original shall cease to exist.2?

26 In Poetics 9 and 15, Aristotle tacitly assumes that tragedy will generally draw
its agents from men of elevated rank or great fame. See note 19 and Poetics 15,
1454P 8-9: émel 8¢ piunals éorw 1 Tpaywdia fertibvwy. . . . Smith, 13-14; Early Letters
221-222; LY 127. Cf. Early Letters 262 (in which he quotes Quintilian 10.7.15); The
Excursion 6.538-557.

27 Musings near Aquapendente 277-284.

28 Smith 14.

29 Early Letters 221.
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He praises the universality of Burns's agents; we read Burns, he
says, with all the pleasure of recognition. This is in harmony
with Aristotle’s requirement that the agents be true to type.3?
That he believed in Aristotle’s further demand that the agents be
individuals, no one can doubt who knows Wordsworth’s own prac-
tice. And in a letter to Edward Quillinan he condemns the hero
in a tragedy they have been reading on the ground that “he is a
piece of incongruity—nay, of impossibility throughout.” 3 His
Idiot Boy he describes as essentially of the comic type indicated by
Aristotle, ‘“by no means disgusting in his appearance, quite the
contrary.’’ 32

Wordsworth’s poetic diction also shows the influence of the
Poetics. The language which he employs, and which he defends
in his Prefaces, is so markedly different from the poetic diction of
his earlier days that he has been accused of that meanness which
Aristotle condemns. Such faults in his language are, however, the
exception rather than the rule. In his Prefaces, he recommends
the language of ordinary men purified of what he considers its
defects; his ideal is the Aristotelian standard of clarity without
meanness. The devices he uses to avoid meanness are, moreover,
those mentioned by Aristotle: an admixture of unusual words, and
carefully chosen metaphors. His strange words are partly archaic
forms, partly words drawn from the local, Cumberland dialect,
both of which are types noted for use by Aristotle.3

30 Poetics 15, 14542 22-24: debrepov 8¢ 76 dpubrrovra- érTw yap avdpetov pév 76 ffos,
AN’ obx dpubrTTov Yuvaikelw TO dvdpetov 7 dewny elvar. Early Letters 222.

31 Poetics 15, 14548 26-28: téraprov 8¢ 70 dualdv. K@y yap dvduaNds Tis §j 6 THY
plunow rapéxwy kal TowodTow fifos brotifels, duws dualds dvdualov 8¢t elvar. Ars Poetica
119-127. LY 1142. ’

32 Poetics 5, 1449® 32-37: 4 8¢ kwuwdla éotly Homwep elmopey piunais pavlorépwr pév,
ob pévrol karé wagay kakiay, GANG Tob aloxpod égTL TO YyeNolov udpiov. T yap yeloiow
toTw Gubprué T kal aloxos avdduvov kal ob dfapTikby, olov €bBis TO yeNolov wpbowmoy
aloxpby Tt kal deaTpaupévoy dvev 6dbvns. Smith 9-10. In connection with Words-
worth’s knowledge of the Aristotelian treatment of the agents, two passages from
Aristotle’s works, though not from the Poetics, deserve brief mention. One is in a
letter, written in 1805 to Sir George Beaumont under the stress of his brother’s recent
death at sea. In it, he transcribes a passage from an unnamed review, which, he says,
is “from Aristotle’s synopsis of the virtues and vices.” It is drawn from the Ilepi
aper@dv kal xax@v (Knight 3.389). The second occurs in a letter published in The
Friend (Smith 63f.); it is an analysis of the characteristics of youth that apparently
derives from Rhetoric 2.12. There is no reason to suppose that Wordsworth had read
either of these treatises of Aristotle.

33 Poetics 22, 1458% 18-23: Néfews 8¢ dpert) cadi kal uj) Tamewny elvar. cadpesTarn
uév oy EoTw % & TGV Kupiwy SvophTwy, GANG Tamewn  wapdderyua 8¢ 7 Kheogpavros
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Wordsworth is as deeply impressed as Aristotle by the poetic
importance of metaphor; both consider it a gift which is the sine
qua non of the poet. Wordsworth’s Wanderer in The Excursion
had received

A precious gift; for, as he grew in years,

With these impressions would he still compare

All his remembrances, thoughts, shapes, and forms;
And, being still unsatisfied with aught

Of dimmer character, he thence attained

An active power to fasten images

Upon his brain; and on their pictured lines
Intensely brooded, even till they acquired

The liveliness of dreams.

A number of his letters contain discussions of the proper use of
metaphor. English poetry, he complains, had for decades been
failing to draw its images directly from external nature. And a
mixture of metaphors is intolerable to him.3

Horace also supplied Wordsworth with his principles of poetic
diction, especially with his distrust of new-coined words.

Joying for joy, or joyance, is not to my taste, indeed, I object to such
liberties upon principle. We should soon have no language at all if the
unscrupulous coinage of the present day were allowed to pass, and be-
come a precedent for the future. One of the first duties of a writer is to
ask himself whether his thought, feeling, or image cannot be expressed
by existing words or phrases, before he goes about creating any new
terms, even when they are justified by the analogies of the language.®

molnais kal B ZOevélov. oeuvr) 8¢ kal EaNNarTovaa 10 IBLbTikov 7 Tols Eevikols kexpnuévn:
Eevikov 8¢ Neyw YAQTTAY kal peTadopdar kal émékTacw kal Tav T wapa 76 kbpov. Smith
13-15. For Wordsworth’s footnotes explaining the use of rare or local words and
peculiar expressions, see Poems 133, 148, 160, 175, 177, 180, 238, 272, 341. These
are a few among many.

3 Poetics 22, 1459 4-8: éotw 8¢ péya uév 10 ékaoTw TOV elpnuévwy mpembvTws
xpiiofai, kai 8uwhols dvéuact kal YAGTTaLs, TOND 8¢ uéyioTov 70 ueragopkdv elvar.  ubdvor
Yép Tobro obre wap' ENNov €07t NaBelv ebduias Te onuelov éoTL TO Yap €) perapépew 1O TO
Suowoy fewpety éoriw. Ibid. 17, 1455% 22-26: 8l 8¢ Tods uifovs ourioTévar kal 7§ Aékew
ouwvamrepyafesfar 6T pahioTa wpd dpuaTwy Théuevor: obTw Ydp v &vapyéorara [6] Spdv
Homep wap' abrols yuyvbuevos Tols wparTouévols edplorol TO wpémov Kai fkioTa av Aavfa-
vou[7o] Ta Vrevavria. The Excursion 1.139-148; Smith 159-160; 184-185; LY 158-159,
274, 355. Wordsworth's diction has been stiidied in great detail by Lane Cooper in
‘“Matthew Arnold’s Essay on Wordsworth,” Evolution and Repentance (Ithaca, N. Y.,
Cornell Univ. Press, 1935) 1-17; * The Making and Use of a Verbal Concordance,”
tbid. 18-53; ‘“Some Wordsworthian Similes,” Aristotelian Papers (Ithaca, N. Y.,
Cornell Univ. Press, 1939) 3-17; and * The Verbal ‘Ornament’ (Kéouos),”” ibid. 101—
128.

% Horace permits the coinage, from the Greek, of new words si forte necesse est.
but they must be parce detorta. The privilege, moreover, is licentia sumpta pudenter.



82 John Paul Pritchard [1943

The diction of poetry is, in short, as much an artistic imitation, a
product of the imagination, as any other element in the poem.

Since Wordsworth did not devote himself to the drama so much
as to other literary species, one does not meet in his poetry many re-
minders of Aristotle’s peculiarly dramatic criticism. In his letters,
however, occur scattered bits of dramatic comment which indicate
his familiarity with this part of Aristotle’s critical findings. He
shows in a general way a conception of a cathartic effect which is
produced by literature as well as by the other arts.*® He is doubt-
ful of the dramatic value of stories the scene of which is laid in
distant climes, ‘‘as if the tale had been told for the sake of the
imagery only.” His objection is tantamount to Aristotle’s rejec-
tion of the type of play in which spectacle is treated as if it were
more important than plot. He does, however, admit the force of
the Aristotelian defence of the exotic scene on the ground that it
allows the author freedom from some degree of restraint.’” He
mentions a situation in one of Fletcher’s plays as constituting ‘“‘a
fine reverse.”” 3 And the only instance in which he quotes the
Greek text of the Poetics is a bit of dramatic criticism: 3°

In the plays of Euripides, politics come in as a disturbing force:
Homer’s characters act on physical impulse. There is more introversion
in the dramatists: whence Aristotle rightly calls him rpaywdTaros.

Wordsworth’s conception of the poet likewise owes many of its
details to Aristotle and Horace. To Wordsworth, the poet is the
vates sacer, the prophet and priest who derives his light from heaven.
In addition to Horace’s use of the Latin term, Wordsworth cer-
tainly was aware of its adoption by Italian and English critics from

See Ars Poetica 48-33. Aristotle, while mentioning the use of ‘‘strange words”
(yA@TTau), prefers that style achieve dignity through the use of ‘‘lengthened, curtailed,
and altered forms of words,”’ which are basically familiar. Cf. Poetics 22, 14582 34-b5:
olk ENdxioTov 8¢ uépos avuBallerar eis 70 cadés Tis Métews kal un BuwTkdy al émekTdoels
kal dmokomwal kal ééalhayal TAV dvoudTwy: SLa utv yap 76 GNAws éxew 1 &s 7O kUplov Tapa
70 €lwdos yiyvouevov 10 un BtwTikdy wotnaet, dua 8¢ TO kowwvely Tob elwddTos TO dades éoTat.

36 Poetics 6, 1449% 27-28: [tpaywdia] 8t é\éov kal $pofov Tepaivovoa THv TGV TowobTwWY
Tafnudrwy kdapaw. Early Letters 527; Smith 15-16.

37 Poetics 6, 1450P 16-20: 5 8¢ dyts Yuxaywywov uév, drexvératov 8¢ kal fKioTa
olkelov THis wouTikfls® 1) Yap ThHs Tpaywdias dhvauis kal dvev &ydvos Kal UmokpiTGY €0Tuw,
€. 8¢ kupwTépa Tepl THY amepyagiav TV Sfewy 1) ToU okevowoLoU TEXYN Tis TV wOMTEV
torw. Cf. ibid. 25, 1460P 32-14612 4. LY 346-347; Smith 208.

38 Poetics 11, 14528 22-24: éoTL 8¢ TepLmwéTeLa uev 1) €ls TO évavTiov TOV TPATTOUEVWY
ueraBoly kafamep elpnTat, kal TovTo 8¢ dhamwep Neyouer kara 76 eikds i dvaykalov. LY 193.

39 Poetics 13, 14532 23-30; Smith 254.
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the time of the Renaissance. Both at the beginning and at the
end of The Prelude, these two functions of the poet are prominently
displayed. ‘‘The poet,” he wrote in 1800 to John Wilson, ‘‘ought
to travel before men occasionally as well as at their sides.”” Horace’s
corollary, that the poet, being a prophet, cannot compose without
inspiration (invita Minerva), is also Wordsworthian doctrine. Many
times in his letters he mentions his dependence upon a ‘‘fit of in-
spiration’’ in order to commence or to finish a poem.*®
Wordsworth agrees with Horace in reprehending the author
who believes his claim to genius sufficient excuse for irrational or
irregular conduct. He mentions also John Dennis’s division of
poetic passion into two kinds, ‘‘imaginative and enthusiastic, and
merely human and ordinary.” Whether he has also in mind Aris-
totle’s statement that poetry is produced by the highly endowed
man rather than by the madman cannot definitely be determined.*
“All good poetry,” writes Wordsworth, ‘‘is the spontaneous
overflow of powerful feelings.” He is as insistent as Horace upon
the fundamental need of sincerity in the poet. In his second essay

40 Odes 4.9.25-28. The Prelude 1.50-54; 13.301-305; Smith 7. Cf. Odes 4.8.27;
Ars Poetica 400; and Poems v:

If thou indeed derive thy light from Heaven,
Then, to the measure of that heaven-born light,
Shine, Poet! in thy place, and be content.

See also Ars Poetica 385-386:

Tu nihil invita dices faciesve Minerva,
Id tibi iudicium est, ea mens.

Smith 15; The Prelude 8.365-376; MY 6, 30, 427, 713, 760; LY 47-48, 136, 161, 323,
348, 1231.

41 Ars Poetica 295-301; MY 746f.

42 Poetics 17, 14558 32-34: 810 ebpuovs 7 mwomTikn éoTi <uallov> 7 uavikov:
TOUTWY Yap ol uév ebwhaoToL ol 8¢ ékoTarikol elow. I have followed here the reading of
Alfred Gudeman, Aristoteles Ilepi Mowprikis (Berlin and Leipzig, 1934). Such an inter-
pretation was preferred by Castelvetro, whom Dennis may be following. See Gude-
man’s Commentary ad loc. 307-309, and Allen Gilbert’s note to this passage in Literary
Criticism: Plato to Dryden (New York, Am. Book Co., 1940) 117f. MY 617: “ Poetic
passion (Dennis has well observed) is of two kinds: imaginative and enthusiastic, and
merely human and ordinary.”” Wordsworth has evidently been reading John Dennis’s
*“The Grounds of Criticism in Poetry,” chapter four of which discusses the Vulgar
Passion and the Enthusiastick Passion. Dennis says that the Vulgar Passion, which
is moved by objects themselves or by ideas in ordinary life, is preferable in poetry,
since all men are moved by it. He adduces this as Aristotle’s reason for preferring
tragedy to the epic; since tragedy uses objects throughout, it has a distinct advantage
over the epic. See E. N. Hooker, The Critical Works of John Dennis (2 vols. Baltimore,
The Johns Hopkins Press, 1939, 1943) 1.338-339.
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Upon Epitaphs, after mentioning some of the principles that should
guide in their composition, he adds:

These suggestions may be further useful to establish a criterion of
sincerity, by which a writer may be judged; and this is of high import.
For, when a man is treating an interesting subject, or one which he ought
not to treat at all unless he be interested, no faults have such a killing
power as those which prove that he is not in earnest, that he is acting a
part, has leisure for affectation, and feels that without it he could do
nothing.

As late as 1844, he wrote:

Now I believe . . . that no man can write verses that will live in
the hearts of his fellow creatures but through an over powering <sic>
impulse in his own mind.#

That objectivity which Aristotle commends in the poet is also
desired by Wordsworth. Homer and Shakespeare, he asserts, can
reach every variety of thought and feeling without bringing in
their own individuality; for this reason he places them at the head
of his first class of poets. In The Prelude, he mentions the ‘‘juvenile
error’’ about the 'French Revolution which had led him to consider
how British judgment had been affected by events in France. Of
this notion, he remarks:

But this is passion over-near ourselves,
Reality too close and too intense,

And intermixed with something, in my mind,
Of scorn and condemnation personal,

That would profane the sanctity of verse.

In 1840, he wrote to Barron Field: “One last word in matters of
authorship: it is far better not to admit people so much behind the
scenes, as it has lately been fashionable to do.” # Although he
called The Prelude an “‘autobiographical poem,” he gave it for a

43 Ays Poetica 99-111; Smith 108: MY 731; LY 1231. Cf. Smith 125-126; LY 537;
and E. L. Griggs, Unpublished Letters of Samuel Taylor Coleridge (2 vols. London,
1932) 1.70-71: “Wordsworth complains, with justice, that Southey writes too much
at his ease—that he seldom ‘feels his burthened breast

Heaving beneath th’ incumbent Deity.””

14 Poetics 24, 1460® 5-11: "Ounpos 8¢ &A\\a 7€ moAN& dfios émawetofar kal 87 kal 87u
ubvos TGy ToT@Y obk &yvoel & €l wowelv abTév. abTov yap Sl TOV woupTiy ENdxiOTa
Nevew: ob yép éoTi katTd Tabra uunTis. ol uév obv &Xhow abrol uév 8¢ é\ov dywrifovTar,
upobyrar 8¢ dNiya kal dNiyakis: 6 8¢ dAlya ¢potutacéuevos ebfis eiodye &vdpa 7 yuvaika
# &\\o 71 #fos, Kkal obséy’ &y &AN' éxovra #y. The Prelude 11.57-61; Smith 248-249;
LY 998.
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sub-title, ‘“The Growth of a Poet’s Mind,” not ‘“The Growth of
My Mind.” Apparently he felt that the poem was an objective
account of his mental and emotional self, or sufficiently generalized
in its import to deserve the name of poetry, or possibly he felt it
to be both.

Horace's description of the poet as a man of special gifts (to
which, we have seen, Aristotle agrees) who has been carefully trained
in their practice, meets with Wordsworth’s complete approval. He
hopes that his collection of miscellaneous sonnets shows the work-
manship that results from ‘‘simple Nature trained by careful Art”’;
in Aristotle’s phrase, the product of artistic imitation by a gifted,
well-trained artist. In The Excursion, he exlaims:

Oh! many are the Poets that are sown

By Nature; men endowed with highest gifts,
The vision and the faculty divine;

Yet wanting the accomplishment of verse,
(Which, in the docile season of their youth,
It was denied them to acquire, through lack
Of culture and the inspiring aid of books,
Or haply by a temper too severe,

Or a nice backwardness afraid of shame).

Here, behind the reminder of Gray’s Elegy (and Wordsworth pro-
fessed to be able to discover from Gray's poetry most of Gray's
sources), one may see the Horatian imprint. Not long after The
Excursion had been published, he writes:

Do not let any Body persuade you that any quantity of good verses
can be produced by mere felicity; or that an immortal style can be the
growth of mere genius. ‘‘Multa tulit fecitque’’ must be the motto of
all those who are to last.

In 1834, he responds as follows to a request for criticism:

It would be insincerity were I to omit adding that there is here and
there a want of skill in workmanship, which I believe nothing but con-
tinued practice in the art can bestow. I have used the word art, from a
conviction which I am called upon almost daily to express, that poetry
is infinitely more of an art than the world is disposed to believe.

Ten years later, he writes to Isabella Fenwick of a poem submitted
for his criticism by F. W. Faber:

It is a mine of description, and valuable thought and feeling; but too
minute and diffusive and disproportioned; and in the workmanship very
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defective. The Poem was begun too soon and carried out too rapidly
before he had attained sufficient experience in the art of writing, and
this he candidly and readily admits.4

Not even Horace emphasized more strongly than Wordsworth
the need that the poet follow the best models. Constantly he
supports his own poetic practice by reference to Milton and Spenser.
He urges a friend: ““Keep, I pray you, to the great models.” He
refers with approval to Sir Joshua Reynolds’s notion that an

accurate taste in poetry, and in all the other arts, . . . is an acquired
talent, which can only be produced by thought and a long-continued
intercourse with the best models of composition. . . . If Poetry be a
subject on which much time has not been bestowed, the judgment will
be erroneous; and, . . . in many cases, it necessarily will be so.” 4

Upon no topic related to the poetic art does Wordsworth say
more than upon the studies of poets. His curriculum is also
Horace’s: books first, afterwards men. With books, Wordsworth
couples nature. In The Prelude, he clearly indicates his attitude
towards literary study. Although in later years he expresses dis-
satisfaction with the inadequate attention he had bestowed upon
books while at Cambridge, he yet insists that he did not slight
reading: ‘‘that were to lack all sense.” Harper warns us not to
take at face value his deprecation of his Classical studies at the
university, since his works afford ample evidence to the contrary.
The summer following Wordsworth’s first year at Cambridge was
spent in travel rather than in the customary reading; and he is
convinced that whatever casual knowledge of mankind he gained
during those idle months was a poor exchange for books. He was
not yet ready to observe ‘‘manners put to school.”

Far better had it been to exalt the mind
By solitary study, to uphold
Intense desire through meditative peace.

Let books and nature, he says, be the early joy of children. During
a year of residence in London, he frequents the theatre, and delights
in the crowded streets, ‘‘well pleased to note Among the crowd all
specimens of men.” When, however, he leaves the city, his chief

45 Ays Poetica 408—415; Miscellaneous Sonnets 3.39.12—14; The Excursion 1.77-85;
MY 731; LY 700, 1230. Cf. MY 713-714; The Prelude 8.365-376.

46 Ays Poetica 265-274; Sermones 1.10.72; MY 610; LY 475; Smith 39. Cf. LY
586, 1113-1114.
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regret is his separation from the bookstalls on the streets. ‘‘Fellow-
ship with venerable books’ was a principal source of distinction in
the democratic part of England where he had spent his youth;
as other sources of this distinction, he mentions acquaintance with
the evidenees of God found in nature and the love of liberty. In
The Excursion, which is in some sort a sequel to The Prelude, the
Wanderer commends the Solitary for his possession of both the
Horatian branches of instruction:

You have seen,
Have acted, suffered, travelled far, observed
With no incurious eye; and books are yours,
Within whose silent chambers treasure lies
Preserved from age to age; more precious far
Than that accumulated store of gold
And orient gems, which, for a day of need,
The Sultan hides deep in ancestral tombs.
These hoards of truth you can unlock at will.

Immediately thereafter; the Wanderer insists that the mind needs
both these kinds of provender:

He, whose hours
Are by domestic pleasure uncaressed
And unenlivened; who exists whole years
Apart from benefits received or due
"Mid the transactions of the bustling crowd;
Who neither hears, nor feels a wish to hear,
Of the world’s interests—such a one hath need
Of a quick fancy and an active heart,
That, for the day’s consumption, books may yield
Food not unwholesome.

“Love Nature and Books,”” he writes to Thomas DeQuincey; ‘‘seek
these, and you will be happy; for virtuous friendship, and love, and
knowledge of mankind must inevitably accompany these, all things
ripening in their due season.” He notes the culmination of these
qualities in Charles Lamb, who possessed

Knowledge and wisdom, gained from converse sweet
With books, or while he ranged the crowded city streets
With a keen eye, and overflowing heart.

Like Horace, who recommended the Socraticae chartae for poetic
matter, Wordsworth advises:

Remember, first read the ancient classical authors; then come to us;
and you will be able to judge for yourself which of us is worth reading.
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Wordsworth’s considerable reading of Plato indicates that he took
literally Horace’s recommendation of the dialogues as food for the
poet.47

Horace’s insistence upon care in execution (limae labor, et mora)
is exemplified throughout Wordsworth’s career. He spent the last
three decades of his life largely upon the revision of his earlier
poetry; and such poems as he did produce during those latter years
were subjected to painstaking re-examination. His care is illus-
trated in his handling of the epitaph which he composed for Charles
Lamb. He writes:

On the other page you have the requested Epitaph. It was com--
posed yesterday—and by sending it immediately, I have prepared the
way, I believe, for a speedy repentance—as I do not know that I ever
wrote so many lines without some retouching being afterwards necessary.

Within the week, he writes twice to Moxon, his publisher, “re-
touching” it; and for this epitaph nearly four months of corre-
spondence are required to satisfy his meticulous taste. His letters
record similar experiences with other poems. In one instance,
after writing a sonnet, he writes six letters to the same corre-
spondent, two of them on the same day, with numerous substitu-
tions and corrections. In a letter to William Rowan Hamilton,
he writes of

workmanship, the art by which the thoughts are made to melt into each
other, and to fall into light and shadow, regulated by distinct preconcep-
tion of the best general effect they are capable of producing.

47 Ayrs Poetica 312-318; The Prelude 3.363-364; George McLean Harper, William
Wordsworth (2 vols. New York, 1916) 1.67; The Prelude 4.297-306, 5.421-425, 7.219-
221, 9.27-33, 234-238; The Excursion 4.562-570, 576-587; Early Letters 370; Written
after the Death of Charles Lamb 12-14. Harper quotes a letter written in 1799 by
Coleridge to Thomas Poole (1.372-373): ‘““Wordsworth was affected to tears at the
thought of not being near me—wished me, of course, to live in the North of England
near Sir Frederic Vane's great library. . . . Wordsworth was affected to tears, very
much affected. But he deemed the vicinity of a great library absolutely necessary to
his health, nay, to his existence.” On Wordsworth’s reading, see also Early Letters
51, 61, 264; MY 346, 487, 842; LY 1285; The Prelude 13.355-360, 14.312-313.

48 Ays Poetica 289-291; LY 761, 1013, 1033, 382. Cf. MY 6 and 713, and Harper,
1.411: “ The great poem [Michael], apparently so simple in construction and so free
from artifice in verse, cost Wordsworth immense toil. . . . The great calm of this and
other poems was not attained without vast expense of emotion.” This last sentence
reminds one of Ars Poetica 240-243:

Ex noto fictum carmen sequar, ut sibi quivis
Speret idem, sudet multum frustraque laboret
Ausus idem: tantum series iuncturaque pollet,
Tantum de medio sumptis accedit honoris.
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Another statement harmonizes with Horace’s plea that the young
author delay publication (nonum prematur in annum):

I am the last man to press publication upon any one, and I think it
for the most part very prejudicial to young writers.*?

Wordsworth desires criticism to be objective, based upon sound
principles, a requirement that is axiomatic with Aristotle and
Horace. The man who refers readers to the ancient classical
authors as standards leaves us in no doubt what those critical
principles are. His belief is partly the fruit of bitter experience.
After the publication of his first volume of poems, his sister Dorothy
writes to a friend:

I regret exceedingly that he did not submit these works to the inspec-
tion of some Friend before their Publication, and he also joins with me
in this Regret. Their Faults are such as a young Poet was most likely
to fall into and least likely to discover, and what the Suggestions of a
Friend would easily have made him see and at once correct. It is,
however, an error he will never fall into again, as he is well aware that
he would have gained considerably more credit if the Blemishes of which
I speak had been corrected.

He could himself serve as an Aristarchus to his friends. In a letter
written in 1816, he says:

Should it appear that the specimen you send of your poem requires
additional care and exertion, I shall not scruple to tell you so0.%°

In his conception of the purpose of poetry, Wordsworth is a
true classic. Although from time to time his emphasis wavers
between the utile and the dulce, his final position is that taken by
Horace, that poetry should give profitable pleasure; profit receives
the subordinate position. In 1800, his first Preface opens with
mention of the quality and quantity of pleasure ‘‘ which a Poet may
rationally endeavour to impart.”” Seven years later, he asserts to
Lady Beaumont that the function of his poems is

to console the afflicted; to add sunshine to daylight, by making the happy
happier; to teach the young and the gracious of every age to see, to

4 Ars Poetica 388; LY 185. Cf. LY 458, 761, 1013.

%0 Ars Poetica 438-452, 353-359; Early Letters 85, 489; MY 713-714; LY 134,
282-283, 340; Knight 3.98, 110. Cf. Knight 3.33, 72; R. W. Emerson, English Traits
19-24; E. V. Lucas, Letters of Charles and Mary Lamb (3 vols. London, 1935) 1.179,
240, 246-247, 2.51; Christopher Wordsworth, Memoirs of William Wordsworth, edited
by Henry Reed (2 vols. Boston, 1851) 2.313.
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think, and feel, and, therefore, to become more actively and securely
virtuous; this is their office, which I trust they will faithfully perform,
long after we (that is, all that is mortal of us) are mouldered in our
graves.

A year later, he desires ‘“‘either to be considered as a teacher, or as
nothing.” In 1812, he expresses the desire to contribute by the
completion of his literary projects ‘‘to the innocent gratification,
and perhaps the solid benefit of many of my countrymen.” In
1815, his dedicatory poem to The White Doe of Rylstone affirms:

He serves the Muses erringly and ill,
Whose aim is pleasure light and fugitive;

yet in the same stanza he calls the poem a ‘“‘moral strain” that
aspires to give solace to the sorrowful. The Horatian attitude
toward which he has been working appears in the next year, in a
letter written to a friend of Burns. In it, he declares that poetry
has ‘‘the right of imparting solid instruction through the medium
of unalloyed pleasure.” His works and letters of later date show
little change from this characteristically Roman attitude.®

Finally, we find in Wordsworth a full realization of the dis-
satisfaction which every poet, including Horace, expresses about
his poetry. After he has finished The Prelude, he writes to Sir
George Beaumont:

I have the pleasure to say that I finished my poem about a fortnight
ago. I had looked forward to the day as a most happy one. . . . But
it was not a happy day for me; I was dejected on many accounts; when
I looked back upon the performance it seemed to have a dead weight
about it, the reality so far short of the expectation.

The only way he can account for Shakespeare’s low estimate of his
writings is that, although they were so great, they were so infinitely
below what the dramatist felt they ought to have been.?

Of the attempt to discover Wordsworth’s indebtedness to clas-
sical literary criticism as embodied in the works of Aristotle and
Horace, this seems to be the end. The weight of the evidence

5t Ays Poetica 333-346; Smith 11, 7, 48; MY 170, 486; The White Doe of Rylstone,
Dedication 57-58 (The White Doe of Rylstone, edited by Alice Pattee Comparetti, 135);
Smith 217. Cf. Poems Chiefly of Early and Late Years, Prelude 20-23; Smith 51-52;
LY 813, 1018-1019.

52 Ays Poetica 25-31; Knight 1.190; Smith 256.
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indicates his first-hand knowledge, and recurrent use, of Horace’s
teachings from his youth up. As for Aristotle, although in his
younger days he apparently knew the Poetics at second hand, in
later days, presumably after the publication of his Prefaces, he
became acquainted directly with this fundamental critical work.
His criticism indicates his agreement with the principles advocated
by both the classical critics; even when, as in his choice of humble
characters for his poems, he went counter to the accepted inter-
pretation of the Poetics, he was nevertheless motivated by Aristotle’s
principles concerning the agents. Wordsworth’s debt to Aristotle
and Horace was great, and he was generally conscious of the sources
whence so much of his literary creed had been drawn.
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