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Action, Speech, and Meaning in Aristotle'Poetics

The power of stories

Abstract

In this work | focus on Aristotle’®oeticsand how the Greek philosopher developed a thebgyrts
based on his understanding of the elem@pijoic mpacewe (imitation of actions), which helps to
comprehend how artistic manifestation can havengli¢it connection with the political disciplinen |
order to support this claim, | first analyze thpexts that define tragedy in tReeticsand then | explain
the political elements present in text thanks tonmddn Arendt’s theories on the subject and the
commentaries of thinkers such as the philosophequis Maritain and the Film theorist Juan José
Garcia-Noblejas. | also explain some key elemehtAristotelian fiction such as action, speech, and
catharsis. | conclude by explaining how stories lcame an impact on the reader or observer dueeto th
fact that each of them brings into light deep humeatities.
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Although Aristotle's Poetics has had an enormous influence on Western cultime,
transmission of this text, and its study, has bggte irregular when compared with the rest of
the Aristotelian corpisWe know, for example, that during the Middle Adgesvas hardly
mentioned. Perhaps because of its author and ledaaddresses the Greek tragedy of that time,
the Poeticshas been studied through multiple approachesogdhical, historical, linguistic,
literary, etc. The problem with such interdiscipliity lies in the fact that sometimes all of these

perspectives have not been successfully integrated.

Thus, during great part of Western history, sinagade, inspired by thBoetics wrote his

Epistola ad Pisonesir Ars Poeticathe teachings of AristotleRoeticshas been understood in a
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strict normative wayr aspecifically technical manner. Many literary agithroughout history

have understood tHeoeticsas a kind of formula by which to measure the aqua@hment of a

literary work. These critics judged stories depagdon how well these followed a certain
method. A similar approach could be found in pamtiwhere several masters followed the
golden ratio during centuries. It is clear that thygplication of this pictorial standard has
produced effects of great beauty in the HistoryAdf but it would also be shortsighted to say
that this is the only way to obtain an accomplisipaéhting. Something similar can be said

about literature or about any other artistic magidaon.

In this work | wish to focus on a rarely visitedoast of thePoetics the political dimension
within fiction™ . | plan to study the relation between these tvaziglines through the articulation
of Aristotelian action(zp[1&ig) and speechiééic). With the help of Hannah Arendt’s thoughts on
the subject, | would like to focus on these itemd gee how they have an influence on the
production of fictional works, which can be bottetary and cinematographic. To this purpose, |
will also support my argumentation with the helptloihkers such as the philosopher Jacques

Maritain and the Film theorist Juan José Garciakja¥'.
Relevant elements of théoetics

Although at first glance a political approach totibn may seem quite unconventional, it is
not precisely new. Already in hiRepublicPlato noticed the relationship between these two
elementsthough he presents that relation in a negative’ wafyer a long discussion about the
poets, Plato accuses them of being harmful ta#fig or city-statebecause very frequently their
works did not adjust completely to true standaAlso, for Plato, poets did not always present
good behavioral models by which the citizens cduddeducated. Due to these reasons, Plato
considers that poets are potentially dangerougtasréfore makes their expulsion from thg.ic

necessary. This applies even to Homer.

Such a reprobation of poets and their art was dpeariticism at the time and is still
controversial nowadays. In this matter, | sharedme extent David Mamet’s statement: “Art is
not political, nor is it educational. And it onlyneobles in the sense that aesthetic joy may

dignify all human beings” (104). This is also thgiroon of Aristotle, which separates himself
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from what his master said in tfRoetics:“Moreover, the standard of what is correct is r t
same in the art of poetry as it is in the art afisloconduct [politics] or any other art” (1460b
13-15).

Although Aristotle’s claim is true, that does natan that there is not an inherent connection
between the political discipline and the artistigioic”. Despite the fact that Plato condemns
this relationship, he was right in noticing thagr is one. But to understand how this is possible,
one should stay away from any kind of technicatiptetation of artistic creation. It is true that
in the process of creating an art piece technixpérise is heavily involved. Aristotle suggests

this when discussing the imitation of objects ie &t of painting:

We have, then, a natural instinct for represematiod for tune and rhythmfor the metres are obviously
sections of rythms and starting with these instincts men very grdgiuggdveloped them until they produced poetry
out of their improvisation§Poetics1448b 22-23).

He admits, therefore, a kind of evolution of tecju@ or mastery in the creation of things,
including works of art. These considerations beltelp understand the word “masterpiece”,
which would be the result of a refinement in teciue. Nonetheless, the Stagirite himself is
aware that this perspective does not completelpestithis reality when he later says: “And that
is why poetry needs either a sympathetic natura wradman, the former being impressionable
and the latter inspiréd(Poetics 1455a 33-35). In the Greek original, the words dman"
(uavikog) and the expression "inspired”lxoratnikog) made reference to realities that were
beyond a person and even transcended him or heru3é of these terms in tReeticsquickly
brings to mind the Platonic doctrine, developethmPhaedrus(244th-245C) and thien (533e
y 535c¢), abouthe enthusiasmi (vBovoiacudc) or divine madness that made poets go beyond
themselves because they were supposed to be paddmsfature or the Divine. This kind of
madness helped them create their works df .a@onsidering that in these texts Plato uses the
term uovikog and UvBovaiaouog to describe this animic state so particular toahest, then it is
possible to discover some similarities between vidatid by Plato and what Aristotle mentions
in his Poetics It is true that they may disagree in the treatnodrihis element. But surely both
philosophers refer to the perplexity, already pnése the classical thinkers, which was caused
by the reality known as poetic inspiration: thatsge force that impels some people to relate

beautiful stories. Evidence of this special sewisjtito the issue of inspiration can be appreciated
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in the fact that in the classical world, at theibagng of most stories, an invocation to the Muses
and the divinity in general may be found. Whilgsitrue that such formulas were, in some cases,
merely a rhetorical tactic, they suggest an imparteality underlying all art and of which the

classical thinkers were awére

Taking into account all these arguments, it canséie that artistic creation includes two
realities deeply related: inspiration and technidlige detailed treatment of these two exceeds
the scope of this wofkbut their mention allows us to see how a widegeaaf elements are
involved in artistic creation. This is because,Aasstotle puts it, the key element in artistic
roinoig 1S theuiunoic mpacews. That is, the imitation of human actions. As suthelates to the
practical reason and, therefore, is related toradieeiplines such as ethics, aesthetics, rhetorics
and politic§. An analysis of the constitutive elements of trhgan the Poeticswill better help

understand this idea. In chapter 6 of Beetics Aristotle gives a definition of tragedy:

Tragedy is, then, a representation of an actionishfaeroic and complete and of certain magnituaemeans of
language enriched with all kinds of ornament, easbd separately in the different parts of the piayepresents
men in action and does not use narrative, and ¢gfrqity and fear it effects relief to these andikimemotions
(1449b 24-28).

Almost immediately, the Greek philosopher turns &tiention to some key aspects of that
definition:

And since tragedy represents action and is actdiving persons, who must of necessity have centialities
of character and thoughtor it is these which determine the quality of ai@n; indeed thought and character are
the natural causes of any action and it is in eirdfi these that all men succeed or(f#ilfollows then that it is the
plot which represents the acti{fPoetics1449b 36-1450a 4).

For this work, | will focus my attention on the & "representation of an actioQliunoic
npacews) and the expression "relief to these and similartemse”. That is, catharsigdfapoig).
Also, | will analyze what Aristotle meant by thoudbidvora) and charactef16oc). Among all
these, the term action atpl1&d™ will have a key role. For Aristotlegpli&c is “an
autoperfective activity in the intellectual and itige order of nature” (Gonzélez [ed.] 931). Itis
a goal-oriented activity that aims for a particul&o¢ or final cause in its same operation and

implies freedom of choice. It is known as an imnmmnaperation. In Aristotelian philosophy,
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“praxisis one of the three basic activities of human beifthe others beintheoria or theory

andpoiesis or skillful manufacture)”(Blackburn [ed.] 286).

This last statement about the different basic huawivities can make us think of an actual
opposition betweenp [1&i¢c androinoig, since the first one involves a final cause inhetents
same execution and the second one is performedhasan to another thingdowever, there is
no contradiction with what has been said so famust be remembered that precisely because of
this aspect, artistic creation in poetry is a veoynplex issue, since it consists ofu@anoic or
imitation of zp 1&g, a "reproduction™ or "reinterpretation” of an acti The artisticroinoic is,

therefore, a special kind @binoic.

A thinker that clearly differentiated between therencommon productiveoinoic and the
artistic woinoic was Jacques Maritain. When he addresses this issuajses a different

terminology, but all the same he clearly mentians kinds ofzoinoig:

Cognitivity and creativity are the two essentighexts of the intellectual nature. Now let us coesithese two
aspects of the intellect in three significant ins&s: Scienceljeorid, Art [productiveroinaig], and Poetry [artistic
roinoig] [...]. Poetry, as distinct from art, has no objdatean to say that in the case of poetry, therething to
which the creativity of the spirit tends so as éxspecifiedandformed,nothing which originally plays with regard to

this creativity a specifying or formally determigipart (Maritain 168-170).

Here, science refers to theeoriamentioned before by Blackburn in the definitiormpfidic.
Art“" refers to the productiveoinoic and poetry to the artisticoinoic. For Maritain, the only
goal of artisticzoinoig is to give expression to that knowledge creatednbpiration, which is
made possible thanks to the poetic intuition. i concept “poetic intuition” Maritain relates
the artisticroinoic or poetry to the free non-conceptual life of theellect and the free creativity
of the human spirlt. We shall return to this distinction of two kindszoinsic when exploring

Hannah Arendt’ theories on the artist.

For both Maritain and Aristotle, artistic creatia®m a free activity that leads to a non-
conceptual product. For the Stagirite, this noneeptual product has to do with the
representation of an action, which somehow mantmeusitate a real human situation. Indeed,
when a poet writes a story, he or she does soghraudechnique that imitates something real. In

this particular case, fiction is the imitation ofeal action oep1&ic. However, no matter how
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genuine a story seems, its imitative character Ishoot be forgotten. This is illustrated by what
Aristotle says: “a poet’s object is not to tell wiatually happened but what could and would
happen either probably or inevitabl§Poetics1451a 37-38). The realm of the poet is the realm
of plausibility, of the things that are possible this specific matter, Aristotle explains in chept

9 (1451a 36-37) that stories should be made follgwie principle of verisimilitude, or of what
is to be expectedcgd 1 £lxdc), and the principle of necessity ¥ayxallov). The first one refers
to what is expected from a real human actionr@riéic. The second one refers to what is
expected from processes of nature. Stories shdwldya be plausible in how they portray
human behavior and in how the world the charadieesin has a certain intern logic, be that
world a fantastic one or a more conventional onendtheless, Aristotle explains that
verisimilitude should always be preferred to neitgq$oetics1460a 28-29). That means that
the plausibility of human actions is more importantrifafictional world with an internal logic.
This makes sense when we remember that for theri8athe goal of fiction is to manage and

achieve a representation of actionzpriég.

For Aristotle, the imitation of actions help comste the plot or myttu[16o¢) of the story a
complex structuring of events and situations thathgred together compose a specific and
uniquenpl&ic or action that comprises the other lesser actowrsvents of a story. To achieve
this, the poet uses the actions performed by ehahacter([16o¢) and what they safiséic). In
this matter, it is important to remember that faiséotle the speeches of the characters come
from their thoughtgdidvoia). All these elements can be seen in Chapter 6 oPtetics where

Aristotle states how action is the key elementadgédy:

Moreover, you could not have a tragedy withoutagtibut you can have one without character-study A
further argument is that if a man writes a seriespeeches full of character and excellent in pointdliction and
thought, he will not achieve the proper functiortrafgyedy nearly so well as a tragedy which, whifetior in these

gualities, has a plot or arrangement of incidebd$0a 24-33).
The close relationship betweeoc anddigvoro can be explained further:

asethosis revealed mainly by action, siianoiais revealed inogoi spoken or written, in demonstrations and in
generalizations. [...]JEthos kai dianoiaare the two aspects of the whole man, correspgndimugh rather

superficially, to character and intellect (Lucad.[e106).
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Indeed, Aristotle distinguishes two kinds of visuéhose that are ethical or moral virtues and
those known as dianoethical or intellectual virt(dcomachean Ethic§103a 5). According to
the didvoia or thinking capacity that a person has, he orwslleponder a specific situation
differently. According to the specifiClfo¢ or character of a person, his or her reactions to
certain events will differ. It is important to mert that didvoia is not limited to mere
ponderation, but it is also made evident througtiah or speeclécic). In the Poetics Jéfic is
more than the style in which things are said. Wlaes the entire process of combining words
into an intelligible sequence. After all, in the ter@al world opinions tend to be materialized
through wordS§. It is therefore through actions and speech, pexd by characters who
deliberate, that the myth or plot is built.

After all these considerations, we can understaatithe final cause afloc of the tragedy,
and any kind of fiction, lies in the creation oktplot, the myth on16o¢c. And to this end the
"16o¢ anddidgvoio are articulated through actiomp(1¢ic) and speechiééic). Moreover, genuine
poetic works not only achieve a certain mythuorfog, but they also succeed in obtaining the
effect mentioned in the definition of tragedy: “atittough pity Eleoc] and fear popog] it
effects relief kafapoic] to these and similar emotiorfRoetics 1449b 27-28)". From ancient
times until now, the phenomenon of catharsis asdniganing have been subject to many kinds
of interpretations. Garcia-Noblejas presents dyfgilausible interpretation that encompasses

various aspects present in catharsis.

To talk about reaching catharsis in the poeticvidgtis to agree with AristotleRoetics 1448b 6-20) on the
human natural tendency to have pleasure in learhing The human being experiences pleasure, famgplte,
when he gets to understangvhen he knowgar coeurl] that certain action constitutes a moral evilslaipleasure
to know this even though that knowledge of a lifeation_Jwhich is not to be mistaken with a simple theogdtic

understanding is not completely conscious (Garcia-Noblejas “Rehsy” 283-284).

With this comment on catharsis, Garcia-Noblejastioas a great variety of items which do
not only include literary elements, but other pbdphical and vital realities as well. The film
theorist states that through catharsis fiction ésain the reader or spectator a certain kind of
vivid non-theorical knowledge. Such an interpretatof fictional products has an enormous
potential. The mention by Aristotle of pity and feahen discussing tragedy, eventually brings
into consideration the emotions atdyudrwv (Poetics1449b 28) produced by the story. Trough

a complex process, these emotions are purgéthfoic) and transformed by the same story in
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order to create a specific vital experience. Acoaydo Garcia-Noblejas, catharsis is the result of
accomplishing a non-conceptual understangiag coeur ofnot only evil actionsbut also of
good deedsFor this film critic, fiction, both literary andudiovisual, offers people a different
way to grasp reality aside from theoretical or édphical reflections. It enables a person to
have a vital or experiential knowledge about huns#tmations without experiencing them
firsthand. We will return to this process later angblain more on the subject. For the moment,
after having considered all these relevant elemgmsent in théoetics we shall now see how

stories have an inherent connection with the alitiiscipline.

Hannah Arendt and thevita activa: the nexus between political theory and action.

Perhaps one of those who noticed the huge pdltmaponent in the creation of stories was
the German thinker Hannah Arendt. In her bobke Human ConditignArendt studies the
various components of thata activa With this expression she wanted to designatesthey
non-theoretical activities that correspond to ohthe basic conditions under which life on earth
has been given to a person: labor, work, and acBecause a correct understanding of these
elements helps us better understand the politiedries of the German thinker, | will briefly
explain each of them.

Labor is the activity that corresponds to the latal process of the human body, whose
spontaneous growth, metabolism and eventual deealyn&ed to the vital necessities produced
and fed by this activity. The human condition dfda s life itself. Within this notion, one can
speak of a person asimal laborans The things less durable are those things necetsathe
processes of life. Its consumption barely survitles act of its production. Anything that is
procured for subsistence, after a short periodmsemed and returns to the natural process that
originally produced it. Thus, this activity is doethto be dependent of the eternal cycles of
nature. The human being may be the master ofvaligicreatures, but still he or she is a servant
of his or her own nature. Nevertheless, #mmal laboransmay redeem from this perpetual
process of life through work, which relieves frohetpain and discomfort of labor and also

builds a lasting world, a world of things in whiehperson, once relieved from the burden of
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procuring his or her subsistence, may engage ier@ttivities that are more appropriate to the

human being.

Work is the activity that corresponds to the unrelhess of human existence, which is not
embedded in the species’ ever-recurring life cydlerk provides an “artificial” world of things,
clearly distinct from all natural surroundings. Wit its borders each individual life is housed,
while this world itself is meant to outlast andisaend them all. The human condition of work is
worldliness. The human being, in this activitykieown as théaomo faber Through the work of
his or her hands, a person produces an endlesgtyafithings, whose total amount constitutes
the human artifice. According to Arendt, work prods things of lasting nature and it brings,
from a material point of view, some objectivity tiee world because of the objects it creates.
Without these objects, without a reality betweennnand nature, there would be eternal
movement. But there would not be objectivity orbdity. The essential difference between the
things made by labor and the things made by weskih the fact that the first group of things is
made to be consumed. These things also tend toeexptdecay very easily. The second group of
things is designed to be used. And while the examtestruction or decay of the products of both
activities is inevitable, destruction is contingéntthe things produced by work and inherent to
the things made by labor. For Arendt, fabricatitwe work ofhomo faberconsists in reification
Following a certain idea or model, the human bemerrupts the innate processes of nature and
alters them in order to produce something new:lgacb that is always artificial due to the fact

that its existence is only possible through the iatexh of a person.

Even though work is necessary to liberate onesaififife’s cycles, this activity can lead to a

potential risk due to the congenital element ofrimeentalization underlying work:

Man, in so far as he isomo faber instrumentalizes, and his instrumentalization liegpa degradation of all
things into means, their loss of intrinsic and ipeledent value, so that eventually not only the abjef fabrication
but also “the earth in general and all forces dfired, which clearly came into being without thdgef man and
have an existence independent of the human warsd their value because [they] do not present gHfieation

which comes from work (Arendt 156)

It could be argued that it is possible to find megnthrough thought, but within theta

activa homo fabercan only be redeemed from the devaluation of alles, and from the
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inability to find valid models in a world determoheonly by means, through the interrelated

faculties of action and speech.

Action is the only activity that goes on directlgttveen men without the intermediary of
things or matter. This activity is the one that mmsmes into our interest, since it corresponds to
the human condition of plurality, the fact that pko not one person alone, live on earth and
inhabit the world:

While all aspects of the human condition are somehelated to politics, this plurality is specifibalthe

condition—not only theonditio sine qua narbut theconditio per quam-of all political life (Arendt 7).

For Hannah Arendt, action identifies with the Astsfic termzp(1&ic. It is autoperfective,
immanent, goal-oriented and the result of humaadoen. For the German thinker, action would
be an unnecessary luxury, a capricious interferamte the general laws of behavior, if all
human beings were merely endless, reproduciblditieps of the same model, whose nature or
essence was the same for all and as predictablkeasature or essence of any other thing.
Plurality is the condition of human action becauskile we are all, to some extent, the same
(that is, human), "nobody is ever the same as angdse who ever lived, lives or will live"
(Arendt 8).

For Arendt, of all the activities present in humammmunities, only two are suitable for
political life. Those are the same two that, accaydo Aristotle, constitute thgio¢ moditikog
(the political life): action(zp1éig) and speeckésic), which is also a form aofpl1ic. Together,
both constitute the sphere of human affairs. Andrendt both are related:

Action and speech are so closely related becaesgrimordial and specifically human act must attame time
contain the answer to the question asked of evewcamer: "Who are you?" This disclosure of who soody is,

is implicit in both his words and his deeds (178).

According to the German thinker, th@lic, properly speaking, is not the city-state in its
physical and historical situation. It is rather thrganization that emerges from people speaking
and acting together. The true space ofoaic transcends the material: it spreads among all
people living together towards a common goal. is ffense, to act politically would consist on

leaving the private sphere, at least for a momantl reveal oneself to others in the public

10
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sphere. To manifest oneself means to appear in éfoothers and individualize oneself through
action and speech. These two cases ofviteeactiva have arélog or final cause inherent to

themselves. And in this sense, they both redeemhtmo faberfrom the trap of eternal

instrumentality. This is because, unlike other\aitis, the purpose of actiom( ) and

speech A¢fic) lies in their own realization. They exhaust tHall meaning in their performance.
Fiction and power: catharsis as a way of dialogue

At this point, it is now possible to understand these relationship between what is said by
Aristotle in thePoeticsand the political reflections of Hannah Arendt,onlosely follows the
thought of the Stagirite. The previous argumentatias shown how some elements that once
were only considered as part of the tragegy ¢i¢c andAééic) are now also essential components
of the political life.

As seen before, thenimal laboranss redeemed by theomo faber And this one, in turn, is
saved by the interrelated faculties of action gmekesh, who come to produce meaningful stories
that bring to light the life of every person, aliogy us to remove ourselves from collective
anonymity. However, action and speech are fragi&ities. Life in a non-biological sense, that
is, the period of time that every man has betweadh bnd death, manifests itself in action and
speech. These two elements share with life itsnéisdrailty. The great deeds and words of
every human being are doomed to disappear with ¢inher. To conquer some kind of
durability, it is necessary to resorthomo fabelin his or her highest capacity. That is, the artis
In this way, Arendt also distinguishes between potide and artisticroinoig, since she
mentions ahomo faberthat produces things to be used anldoao faberthat, paradoxically,
produces things that are useless:

Among the things that give human artifice the ditgbivithout which it could never be a reliable herfor men
are a number of object which are strictly withoay autility whatsoever and which, moreover, becatls®y are
unique, are not exchangeable and therefore defglizgtion through a common denominator such as mahthey

enter the exchange market, they can only be aritgiced (167).

Through art, the intangible and fleeting essenceawh human life is made tangible in the
material world. Without the help of the artist, thtery created by the life of each human being,

the actual account that gives meaning to each pewsould be doomed to disappear. The artist

11
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manages to immortalize these by reification, whachurs by writing something down, painting
an image, modeling a figure or composing a meldaall these cases reification brings to the

tangible world intangible realities.

The sphere of human affairs is made up of the wiehuman relations that any person
establishes between others wherever they decilileettogether. The revelation of “who” one is
through speech, and the establishment of a newnhiegi through action, always take place
within the previous human actions and speechestof:a. Each person’s story affects other life
stories while configuring itself at the same tirBach new beginning of a particular story brings

a change to the whole interrelation of human astemd speeches in the public sphere.

It is in this process of perpetuating the meanihgroaction through a story where Hannah
Arendt appeals directly to Aristotle and eetics.For the German thinker, the specific content
as well as the general meaning of action and spewghtake various forms of reification in art

works. Only trough art pieces an extraordinary ¢wan be shown in its full significance:

The specific revelatory quality of action and spgedbe implicit manifestation of the agent and &eeais so
indissolubly tied to the living flux of acting arsppeaking that it can be represented and “reifiedy through a kind
of repetition, the imitation omimesis which according to Aristotle prevails in all alist is actually appropriate
only to the drama (Arendt 187).

This assertion should not lead to think that thé@ative element lies only in the art of the
actor. Aristotle and Arendt claim that it also liesthe making or writing of the play, at least to
the extent that the drama comes fully to life owlyen it is enacted in the theater. According to
Arendt, only the actors and speakers who re-emh&cstory’s plot can convey the full meaning,
not so much of the story itself, but of the “hefoeko reveal themselves in it. This is the reason
why Aristotle sometimes mentions how the repregemaor imitation of action #p[1£ic) is
shown through the agentg@rrovieg) ( Poetics1448a 1 ff., 1448b 25, 1449b 24 ff.).

In terms of Greek tragedy, this would mean thatstioey’s direct as well as its universal meaningeigealed by
the chorus, which does not imitate and whose consneme pure poetry, whereas the intangible idestitif the
agents in the story, since they escape all gematan and therefore all reification, can be comeepnly through
an imitation of their acting. This is also why ttieater is the political apgar excellencgonly there is the political
sphere of human life transposed into art. By thees#oken, it is the only art whose sole subjeatnan in his
relationship to others (Arendt 187-188).

12
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For Arendt, the fact that every individual life iveen birth and death can eventually be told
as a story with a beginning and an end is “thepptaical and prehistorical condition of history,
the great story without beginning or end” (18#)must be remembered that, even if it is
sometimes visible, the unique identity of each peralways retains certain intangibility. This
has to do with the inability to reach a definitiof each person, since all definitions are
determinations or interpretations of what is a harbaing and, therefore, what is ultimately
exposed is the set of qualities that every perbanes with other humans. The answer to “who”
a person is becomes tangible only in his or hefdlittory. But as such, it can only be known

completely as a palpable entity after it has fiatkh

The difference between a true story and a fictiama lies in the fact that the second one was
made by a poet, while the first one has not beempbetely created by human hands. True stories
tend to present a wealth of elements and circuroetaabysmally larger than those created by a
poet. For Hannah Arendt, it is much more difficitreach the full meaning of a true story, an
issue which creates some perplexity. This is becauany series of events that together form a
story with a single meaning, at the most we cataisahe agent that put the whole process in
motion, and although this agent is often the pramgsy, the hero of the story, it is not possible to

identify him or her as the sole author of the nmmd story.

However, it seems that in this particular subjectrlt doesn’t realize that there are fictional
cases that may lead to the same perplexity. Sthkeesaust, Don Quixote, The Divine Comedy
and many more are proof of that. Their great coriplemakes it very difficult to reduce
everything to the unique story of a single actasn@uixote, for example, would not have been
the same without his Amadis, Sancho Panza and madcilt seems that, at least in this case,
Hannah Arendt forgets her notion of plurality, sany times mentioned as the condition for
political life and as the true element by which lammrelationships really flourish. For all these
reasons, it is important to go beyond finding whe protagonist is. Rather, it is better to search
beyond the mere actors and understand the trutimd&he human actions and speeches, those
true reasons that actually motivate them in thet fitace. Indeed, it can be said that every human
being is the protagonist of his own story, busitiso true that no one is entirely responsible of
all the circumstances and situations that make igpohher life. Very frequently one’s story

depends on oneself, but it also depends on othergha true motivations that drive both oneself
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and others into action. Hannah Arendt said thatathiéty of reification of human actions and
speeches was appropriate only to the theater. Aadssright on that. But it is also true that, to
some extent, any work of art that participateshait tdramatic component can also manage to

accomplish the reification of action, speech amirtbonsequent meaning.

As already mentioned, according to Aristotle, ofieat of the tragedy was catharsis, the
purgation or relief of pity and fear. For such &gble purge to occur, these emotions must first
have been created in the reader or observer. Oddfiwition provided above, Garcia-Noblejas
mentioned a kind of recognition, a certain cogeittommunication inherent to this process.
Through a peculiar assembly of what is said ancedpnseveral characters, the story conveys a
non-theoretical knowledge accompanied by emotiam$ tal experiences. This is because
thanks to stories we get to know the identity gfeason, with the precise meaning of his or her
free human actions. With the help of stories treelee or observer reaches an understanding of
the true identity of the acting characters (#pérrovieg) and manages to decipher the meaning
behind their deeds. Garcia-Noblejas explains thafreat pleasure underlies in recognizing
oneself and the others as agents of immanent adiiwough the artistigoinoic because it helps
human beings reach some aspects from the humatereasthat theoretical knowledge doesn’t
fully grasp™. As the Spanish philosopher Manuel Garcia Morente said, one can get to know
Paris in two different ways: by studying the entity through its maps or by wandering through
all its streets until they are strange no mM8reFor him, the second option was clearly more

complete because it involved experience.

From these arguments, one can infer that behinaddtiearsis land the cognitive pleasure it
brings through recognizing lays the idea of communication. A communicatioattts not a
mere transmission of a message between sendeeegigar, but rather a dialogue in which not
only the story but also the reader or observewrelgticooperate to create such a recognition, to
discover the myth, and its meaning, behind eactiofial account. For Arendt, all kinds of

reification are paid. And the price is life itself:

It is always the “dead letter” in which the “livirgpirit” must survive, a deadness from which it tenrescued
only when the dead letter comes again into contébta life willing to resurrect it, although thissurrection of the

dead shares with all living things that it too, Iwlile again (169).
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This statement better explains why there is alvaagigalogue between the work of art and the
person that comes in contact with it. Though ratfen allows action and speech to linger in the
material world, the collaboration of a reader os@fter is necessary in order to prevent these
from truly disappearing. The reception by anothenspn is needed to bring these elements, and
its meaning, back to life again. Only through t&ablishment of this dialogue can a work of art
complete its goal. At the same time, only throughiprocity between people who share the
meaning of what is done and said carac really be settled. That is, a public sphere based
plurality that feeds itself from the complex webhofman relationships. As explained before:

Thepolis, properly speaking, is not the city-state in iygical location; it is the organization of the pkpas it
arises out of acting and speaking together, antluésspace lies between people living togethetHisr purpose, no

matter where they happen to be. “Wherever you go,will be apolis’ (Arendt 198).

For Hannah Arendt, power is not material and cofrm® men when they act together and
vanishes the moment they disperse. Power keepdepémgether after the brief moment of
organization. The curious thing about this elemsnthat it cannot be stored up and kept in
reserve for emergencies, since it is only presdmdresword and deed have not parted company.
It only exists where words have not yet been erdptietheir significance and deeds are not yet
used to violate and destroy but to establish i@tatiand create new realities. In short, power is
only kept in the public sphere when it is basedptmality, because it is only through this
condition that all the words and deeds are takém account in arolic. And plurality is only
possible when each of the members ofh&c is revealed to others through their actions and
speeches, something that occurs only when citizeasaware of living with others inside a
community. This can only happen when citizens reeeusolipsism and interrelate with others.
Through the acknowledgement of others, each citizanhes his own meaning and the meaning

of a society as a whole.
Creating vital proposals™"

With this work | wanted to analyze the politicalnggonent within fiction. As it has been
explained, there are several points of connecfitwugh | have mostly focused my reflections
on fiction, which can be literary or cinematographinany of these arguments can also be used

for other artistic manifestations. It must be rerbened that Aristotle himself continuously uses
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musical and visual examples when speaking abodioriicon the Poetics However, this
connection with the political discipline should He&d to the conclusion that the artistigrnoic
has a political goal. According to Maritain, alltigtic manifestations rather obey to what he
called “poetic intuition”, which is based on thedrcreativity of the human spirit: “In poetry,
there is only the urge to give expression to timaWedge which is poetic intuition, and in which
both the subjectivity of the poet and the realitedsthe world awake obscurely in a single
awakening” (170).

From this statement it seems that not even beautlye specific object of artistiewinoic.
Indeed, an article of daily life can be beautifultiade, have many ornaments, and by no means
be called a work of art in the style oP&casso Arendt’s distinction on the production of useful
and useless things should be remembered here. tBioifjs can be beautiful, but one has an
instrumental goal and the other one does not. Faritdn, beauty is not the object of artistic
noinoic. Rather, the defining trait of artisti@inoic is the freedom to create without any kind of
instrumental goal. That free creative conditiondfeéself on the poetic intuition of the artist, on
the things that inspire him or her and move hinher to create a new object that will have a
meaning by itself. Beauty is rather a necessaryetaiive and an “end beyond any end”
(Maritain 170) of artisticroinaig. And if this is the case with one of the featutiest is most
commonly used to define artistic creation, the sa@e be said about a political dimension
within these. As mentioned before, in Aristotel@mlosophy thePoeticsrelates to the practical
reason and, therefore, it is in contact with otlisciplines such as ethics, aesthetics, rhetodc an
politics. This relationship between disciplinesbissed on the fact that they all study, through
different perspectives, the same subjectzjfiesic.

Therefore, although politics is not the object dfstic woinog, it is included within it. But
we must not forget that artistiminoic should not be made for political purposes. If ayste
made with that purpose, rather than artistitjoic, we would be referring to a pseudo artistic
product, a devaluated story that, instead of ptesgm@ particulamu(16oc or representation of
actions, would rather be presentiigvoia or ideas. The non-conceptual knowledge inherent to
stories would be replaced by concepts presentacstamy.

Because of this, Garcia-Noblejas mentions that téilss established th&oetics “as an

autonomous and practical philosophical discipliG(cia-Noblejas, “Pensar hoy” 271). And
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he did this because he was deeply interested attieg Plato’s educational and extremely
political focus on the poet’s art. Only by undenstimg these distinctions can it be properly
understood how th&oetics through the representation of action and speeah,come in
contact with the political discipline. They do sechuse both belong to practical reason. And it
is because of this relationship that it is betegrnshow artisticroinoic can contribute to the
creation of plurality and dialogue within the pubBphere, just as Hannah Arendt noticed.
Indeed, each fictional work, each story, is a dpediving proposal full of meaning. And
because of this, it is capable of influencing tha$® connect with that story by changing their
expectations, shaping their cultural universe @newn the most extreme cases, moving them to
action. It will all depend of the story presentet & the reader or spectator feels truly moved
by that specific story. This process cannot berotietd scientifically, yet it can truly occur
because, as it has been explained before, in dictignal work, in each story, there is a
possibility that the reader or spectator may féelesl by it. However, one must be careful with
this particular statement. Stories shouldn’t be en@dinfluence or manipulate, because in those
cases it would be more proper to refer to themrapgganda or, at best, education. As we have
seen before, the specific trait of artisti@noic is that it is free. Propaganda may be beautiful,
but it is not free since it is made with an instantal goal: persuasion or indoctrination. It is
because of all these reasons that true artisticestaay influence readers or observers only in
the sense that they broaden their capacity fobacsince they show him or her of what the
human being is capable of. But that kind of infloens never seeked. It is, as with beauty, a
necessary correlative of art works. The represiemtatf actions and speeches from others can
lead a person to consider his or her own actiors speeches. And is in this way that the
dialogue between a work of art and the person ¢bates in contact with it is created and
Arendt’s “dead letter” comes back to life.

A good story never leaves anyone indifferent. AadArendt and Aristotle, good stories are
those that bring to life the great deeds of hunyasut that this heritage is not lost and the new
generations can learn about important deeds op#s¢ These arguments gain weight if we
remember that for centuries the Greeks introduseslyenew generation to théad and the
Odysseybecause they considered that those works presdatgmhuman realities every person
should know. Something similar can be said aboaitRbmans and th&eneid the Jewish with

their Torah the Indians with theiRamayanaland theirMahabharataand the Christians with
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their Gospels. A very interesting fact about a#tgh traditions is that they all share the same
trait: the telling of stories is essential to thanmd these particular stories have inspired human

beings throughout the ages.

i An insightful analysis on the history of the tsarission of thd?oeticscan be found in the introduction to
the Spanish version of tHeoeticsmade by Valentin Garcia Yebra. For this work Il Wié using the bilingual
(Greek/English) version done by Page.

i For Aristotle all arts are interrelated. ThatvBy he continuously uses pictorial and musical exesin
the Poetics Even though most of these considerations carppkea to all arts, my principal goal will be totne
critical elements on the art of telling stories,ynthese stories be literary or audiovisual. Buitds seen in the
Poetics it is very difficult to discuss this issue withmometimes addressing elements that are commalhads.

i In this work | will be using the word “fiction”"saa synonym of “story”. Here, the term “story” capply to
liteary and cinematographic manifestations. | shatladdress the classical discusion of how invkngeratives can
sometimes be confused with real life accounts. Kbekess, one of the consequences of the theasgemted here
is that this confusion on what is real and whatdsis caused by the fact that both kind of stopiesent the lives of

human beings and they do so by retelling theioastiand speeches.
v For this work | usually have translated from Sphrinto English all the quotes presented excepseh
from Hannah Arendt and Jacques Maritain. For tivseauthors | have used official English copieshair work. |
have also used two English editions of Baeticsand the Oxford Dictionary of Philosophy. The onigilanguage
copies of the references used is in the bibliogyalometimes | use square brackets ( [] ) in otdéntroduce a
clarification inside the references or shorten atgu

\

More on this issue in PlatoRepubli¢ chapter 10.
v In the Greek original, the word used by Aristafierodizix[¢, which was translated by the English editor
of thePoeticsas “social conduct”.

vi In the original text, Aristotle continuously usie® termroinixllc andzoinoic. Both meant “to produce”
or to “fabricate”. Here, the Stagirite uses thigrtein a very specific way because he applies italiguo the
production of art works. When using the term adigsbinoic or artistic creation, | will be referring to all atiis
manifestations. As explained before, the term itict will be referring to literature and film, whicare both a kind
of artisticroinoic. | am completely aware that lyrical manifestatiams different from narrative and drama. Due to
lack of space, | will have to explain on anotherkvbow lyrical works can also be understood witk theory
presented in thBoetics

vi A complete analysis on this subject can be coeduh Pieper, JoseEntusiasmo y delirio divino: sobre el
didlogo platénico “Fedro”.

i A detailed explanation on how the ancients unidedsinspiration can be found in Gil Fernandez,sLui
Los antiguos y la “inspiracién” poética

X More about art and its theoretical and practelaiments can be found at Maritain, Jacqu&®ative
Intuition in Art and PoetrylIn this book, Maritain proposes an interestingotty on how inspiration, which he calls
poetic intuition, responds to a subjective and senmscious faculty of human beings that strivesagotere reality in
a subjective way. Artistic manifestations wouldtbe material result of that particular subjectivasp of reality.

X A further discussion on the subject can be rda@aacia-Noblejas, Juan Josgomunicacién y mundos
posibles p. 206.
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i I am aware that Aristotle considered that theeetssl elements of tragedy were six. In order of
importancey[16o¢ (myth, plot or arrangement of incident§)dog (character)gidvora (thought),Aééic (diction or
speech)/Jwi¢ (spectacle) angdélog (song). For Aristotle, the last two of themyi¢ anduéiog, were less essential
for tragedy. Their study is not necessary for thgpse of this work.

Xiii

Here, Maritain uses the term “art” in order toptrasize the predominant technical nature of pradeict
roinaig. After all, it mus be remembered that the origim&laning of the term “art” in latin was “technique”

Xiv

With the term “poetic intuition” Maritain develsm@ theory about artistic inspiration. Please ste 0.

X The complex relationship between thoughtifoia) and speechi{fic) are contemplated in thHeethoric
and far surpass the purpose of this work. Theiogldtetween th&®ethoricand thePoeticsis a deep one and it also
helps understand better the political dimensiorhiwitartistic zoinoic. Nonetheless, this also should be left for

another work, once the elements of the Poetics haea settled in this one.
XVi

257-258.

For more information on this topic, see GarcidNas, Juan Jos€omunicacién y mundos posib|¢s.

Xvii

See the Introduction to Garcia Morente, Manuetciones preliminares de Filosofia

xviii

With the term “vital proposal” | refer to the tabat each story presents a specific way of living
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