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Hardy's psychological insight is the basis for #iled of novels he wrote.
Their diversity and multiplicity of interests exged in them spring from
his sensitivity, and humane sympathy for a widéetarof human beings, a
compassion which includes all living things.

—Rosemary Sumner

... [the] twin principles of Hardy's melioristic etté can be derived
distinctly from the study of his novels: resignatio the neutral world, and
compassion to all creatures. They are both quiteedtive, and absolve
him effectively from the charge of pessimism in aywinsuspected by his
critics.

—Jugdish Chandra Dave
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PREFACE

Treatment of Hardy's tragic narratives under thegective lens of
evolutionary literary theory has led to three bdisidings: First, within the
scope of the analysis of the five major tragic atiwes, representation of
Hardy’s evolutionary aesthetics of human ethicstdms of altruistic
sympathy and compassion, shows that adapted phientstment in
children indicates the reason why women submit do @mnd suffering
more than the men do. The costly investment of worme maternal
behaviour leads to submission in many cases, ngtimn they gain better
fitness for survival and reproduction than men. sThs implicitly
highlighted as a force of superiority in the traigsdstudied, as the male
characters often invest in heroic deeds over ttigiidren. Second, that
which has for many years been identified as pessmnin Hardy's tragic
narratives is in fact a surface cognitive layerdemwhich is an implicit
teaching of evolutionary aesthetics of human ethidgch guides to a true
fithess of human life. Third, sympathy and partiely compassion are not
only human emotions but also adapted cognitiveuegtthat centre on
ethical teaching.

Thus, an integrated model of science and humaridreart and literary
analysis is required to address not only those mfliEh language and
literature departments, but also those alignedhéoidea of integrating the
two methods. A scientific and objective view of hamlife is in
opposition to postmodern and structuralist appreachwhich have
generally been considered as the centre of inteegtg the latter half of
the 20" century.

| hope my effort in developing this book will be encouragement to
second and foreign language teachers and learmeldwide. | have been
a foreign speaker of English language since thecageelve, and during
the last twenty-four years have researched andchtabgth theoretically
and practically, the treatment of English languagd literature. Such a
long period of experience of the matter in variopssitions, and
particularly at Mustafa Kemal University as the theaf the ELT
department for thirteen years, has encouraged mepesvided me with
the chance to develop this book.
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INTRODUCTION

In the world of literary theory and criticism, senthe time of the ancient
Greek literary scholars, innumerable studies, aspi® discussions and
articles have been written and published on thaticglship between
author, character and reader. Classic, modern astimpdern literary
theory have established many manifestos, but hedéddite continues
nonetheless. In the work at hand, a developmera ofultidisciplinary
evolutionary literary approach is put forward tofide the states and
functions of three categories—author, character esater. There is
particular focus on the relation between the austmat the work in order to
illuminate the nature of evolutionary aesthetics lafman ethics as
represented in Thomas Hardy’s major tragic nareatirhe expectation is
that this will help to come to more scientific, reaeable and predictable
conclusions, acquired by considering evidence ilhated by empiric and
experimental studies recently achieved in sciencetmanities.

To begin with, Hardy arranges events, settingaratter circumstance
and interaction, and treatment of various themek sajects to generate
aesthetic human ethics of his own in order to eduttee reader. It is clear
that the interaction of behaviour and emotion cdluénce the reader and
stir in them some adapted or by-product human emstithus raising
consciousness of the ideas of the writer, which d&pendent on cross-
cultural differences, become vivid in the mind bé treader. Repetition of
this procedure can instil whatever the author otflein their literary
product. Thus, such learning can affect the imaginaand decision
making of the reader and even determine their éulnraccordance with
what is learnt during the process. Furthermore gthphasis and aesthetic
quality of the narration can quicken the educatibthe reader, no matter
whether it is a narrative driven story or poem. &ggent on the force of
the aesthetic quality of the literary productiohe tlesson or pleasure
becomes influential in refining the intellect oktheader.

For the circumstance of the reader as well asvtiter and the work of
art, we must consider different criteria in compan with that of the
human being in general. In testing any aspect efwhiter, reader and
work of art with that of people living in a differecultural or geographical
scenario, the frequency of such tests along witivensal empirical
evidence has to be considered under the lightettndition in which a
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writer writes and the work is read. The three stagdated to the process of
creating and consuming art are cognitively orgashlzehaviours, acting in
a conscious manner to fulfil their own purposesweleer the universal
basic human emotions and behaviour criteria eliteiaad ignore cultural
and geographic differences so as to acquire liamts measures acceptable
everywhere on earth. That is why measuring theunistance of the
writer, artwork or the reader against universalibdsuman criteria
requires a different method than that applied tos¢hwho belong to
different cultures. Evolutionary literary criticeve a ready criteria acquired
from empiric and experimental studies performedniyaldy evolutionary
psychologists. The universal basic human behaviares not proper
measures to be applied to the state of the wiitearacters represented in
the works and the circumstances of the reader,hascognitive and
emotional states are completely different to thesasidered for the
construction of the criteria of the basic univerBamework. Therefore,
what is the difference? What are the necessary idenagions for
evolutionary critics when applying evolutionary peglogy measuring
criteria? Do they really need a different model arriteria for the
consideration of basic human behaviour and emdtoruse in literary
analysis? The answer is yes—a different model, toteast a literary
reconsideration and rearrangement of the evolutjopaychology model
of the basic universal human behaviours and enmtisnrequired. A
writer, a work of art or a reader is not a commbament, or a person who
has no intellectual background capacity to copeh witerary text,
understand, consume and guide them with the infoomaeflected in the
mechanism of the artwork construction. These tluaeses display highly
organized cognitive behaviours and emotions.

Thus, the model of the study and interpretationbas$ic universal
human emotions and behaviour throughout this stady purposely
reconsidered and rearranged in accordance withapeitive characteristics
of writer, literary text and reader, so as to reachcientific conclusion
regarding different life experience models. The rappnsion of life
experience models is the force driving the decisitaking processes of
the reader, as well as the writer, and for the mdg@zisions we make in
our life. The more influential the consuming an@ating processes of
artworks, the greater role art plays in the dewslept of our behaviour
and emotions and the process of human evolutiogemmeral. This link
between art and emotion is what brings the forcawhan evolution to
the fore, and consequently its beautifying of Iifean artistic manner also
makes the point to be considered an evolutionasghatic function that
influences human psychology and the process ofrlifgeneral. It is clear
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that emotions in literary works are expressed icoet with the writer's
view of life through the character, upon whom thesponsibility of
communicating with a reader lays. Although literdeghniques provide
essential support in generating emotions, theyuétimately channelled
through the character. It is therefore essentiat #motion modelling
techniques are understood and taken into accotheyfare to communicate
implicitly with the user and maintain cognitive @siion and contextualisation.
The aim of the model is to provide essential knaolgkein understanding
the relationship between literary text and emotidram a character and
creator perspective. In order to achieve sufficliemwledge in this area,
this book investigates Hardy’s major tragic nauesi

In line with the model applied in this book, timséparable functions of
mind, body and emotion are the main constituentarmfevolutionary
literary approach according to the adaptation $heas pioneered by
Joseph Carroll, Brian Boyd, Nancy Easterlin, doaa Gottschall and
Marcus Nordlund as literary Darwinian, Darwiniatetary approach, bio-
cultural approach or bio-poetics. Evolutionary réigy theory regards
works of art as cognitive products of adapted humetnire. Artworks are
also accepted as documents about human natureoasdroed by adapted
human needs. This is an oppositional approachdsettt-oucauldian and
Deridaian structuralist approaches at the centrecritical attention
throughout the second half of the 20th century (€emirk 1998a).
Popularization of the gene-culture relationshifRighard Dawkins (1976)
in The Selfish Genend E. O. Wilsons’s empiric studies on socio-djyl
has attracted scholars of literature. In additionthis, developments in
various disciplines ranging from genetics to ecgjayolutionary biology,
anthropology, developmental psychology, and cogmitieuroscience has
attracted scholars of literature to integrate arminailate empirical
evidence and apply it to the field of literature & recent interview,
Carroll explains and supports the idea of gen&soilco-evolution to
illustrate the base of the evolutionary literarpagach as follows:

Let's assume for the sake of argument that litesngly manages to get
past its own blockages. What then? All the worldéfore them: large-
scale explanatory principles to hash out, a whal®romy to found on
underlying principles of human nature, whole cwdtuepochs to analyze
from a bio-cultural perspective, multitudes of ek locate, with all their
specific meaning structures and imaginative forimsthese yet-to-be-
established bio-cultural contexts. We have befaréhe macro-world of
human evolutionary history and the micro-world b tbrain, cultural
history to incorporate with human universals; néueging and
neurochemical analysis to integrate with tonal siytistic analysis.

(Carroll 2009)
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Carroll regards structuralist literary critical appches as “blockages,”
favouring art as discourse rather than an evolvaghitive product of

human nature, as in Roland Barthes’s championirthefgnorance of the
author in his famous 1967 study “Death of the Authéle offers an

escape from the narrow, personal structural appemcconsidering
literature as a “macro-world of human evolutionhistory” and a “micro-

world of the brain,” represented in “neuroimagingdaneurochemical
analysis.”

In line with Carroll, the model of my analysis éfardy’s tragic
narratives is to underline the link of art to thdapted basic human
behaviours and emotions which are linked in turtht forces of natural,
sexual selection. Dennis Dutton (2009) has recentlgstigated this same
thing in The Art Instinct: Beauty, Pleasure, and Human Etfoiu Thus,
my model of examination of Hardy’s tragic narrasvenderlines the link
of art to sexual selection, for | am constructing averall evolutionary
literary approach covering both the structural ahematic features of
literary works in general and Hardy’s major tragarratives in particular.
The causality principle must be considered as theklione of human
evolution as well as in creation of art. Hardy paysch attention to this
principle, and an examination is required of itastration in the tragic
narratives, for the same manner of treatment botlifé and in fiction
should be based on the same mechanism. The differbatween the
existence of causality in art and its actual fumetin natural evolution
carries a possible risk for misinterpretation dof titerary pattern. For this
reason, the nature of the action both in fiction #ctual life has to be
considered from the very beginning to illustratee@mpact and sound
objective treatment of the literary text for sciéat considerations in
social disciplines and humanities. For an evolwignexplanation of the
principle of causality in line with Dawkins’s ap@ch to the theory of
evolution, Tooby & Cosmides argue that “[o]rganieokition has two
independent components, which together explain abwf the evolved
features of organisms came into being.” Representbf these factors in
Hardy’s tragedies are examined in separate pariseirbook to illustrate
exact evidence of the complete nature of his eimiaty aesthetics.
Randomness is treated as chance happening and imeseas the
causality principle, “which by its inconstant acabricious nature cannot
build anything organized” (Tooby & Cosmides 200}, I6 is frequently
termed a “blind force” by Hardy. Tooby & Cosmidesjreement with
Dawkins’s thesis about the causality principal e tbasis of “natural
selection, which drives the incorporation of adegdi functional features
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into a species’ design over evolutionary time.” Tdaaisality principal is
substituted for the operation of nature.

For the sake of clarity | have developed thregtda in part Il of this
book, the first of which is for the representatmfnchance happening, the
second for the treatment of nature, and the tlircbiver parenting, mating
and cognition to illuminate the adaptive forcesH#rdy’s evolutionary
aesthetics. An evolutionary reading of the operatibcausality is similar
to the principle of chance occurrence—the naturehef action of an
evolutionary change is dependent on the interaaifovarious pressures,
and that is why the term forces is preferred.

Advances in technology and the growing number efearchers
joining the field of evolutionary literature andt aresthetics have given
way to developments of various paradigms on theodé mind and
emotions, shedding light on the basic universalufes and functions of
the mind and human emotions. Considering recentremrapevidence of
emotion and the body, genetics in particular hasoeraged the
interpretation of scenes in Thomas Hardy's tragicratives to discover
the represented central evolutionary existenceuafidn basic behaviours
and emotions. This book offers an examination dhgmination of
Hardy’s representation of “Evolutionary Aesthetick Human Ethics,”
which is possible to define as a result of exangriydsic human action
and its construction in relation to the represémtabf adapted tragic
human emotions. Thus, the first part of the bohkriinates the theoretical
background while the second focuses on the clatitio of the nature of
human action, while the third clarifies the souled logic of tragic
human emotional behaviour. The aesthetics of Hardghstruction of the
basic human actions, along with the scenes of pauh suffering, are
examined so as to bring out the essence of the gl nature of adapted
human emotions.

Adapted human aesthetics is arranged for exaromas follows: to
begin with, Hardy’s human ethics can be develofedugh a Darwinian
or evolutionary aesthetic reading of his tragicatives. After the required
background information regarding evolutionary bl criticism, the basic
adapted actions of Hardy's tragic narratives agméred to illuminate the
evolutionary aesthetic constructions of tragic a@wes and the way they
are constructed to show when, where, how and whytrgic incidents
happen. Since the time of Aristotle, tragediesdefined as pity and fear
generating art. Asking the questions of “how” anghy” these tragic
scenes are built naturally leads to the centralmemnt of this book, which
is simply to apply a scientific approach to the rak@tion of Hardy's
representation of adapted human sympathy and caiopasHardy
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encourages the reader to agree with his adaptezhamtd his manner of
adapted representation. Where scenes of painapiétysadness exist, there
automatically emerges, as evolutionary psychologyinds the basic
universal human emotions: sympathy, compassionpatig and apathy,
while self-identification frequently becomes possibIn the tragic
narratives, most of the scenes examined show thatpathy and
compassion are the most favoured emotions triggdrgdaltruistic
behaviour of the characters and the aesthetic septation of Hardy’s art.
Hardy’'s adapted aesthetic of human ethics meansyhgathetically
favours the tragic characters. Hardy's idea ofesenting life, based on an
adapted aesthetic of human ethics of sympathy antpassion, displays
that human nature is evolved both genetically artlally in accordance
with the adapted human universal emotion, amonglwaitruism remains
at the centre of human evolution.



PART |

THEORETICAL BACKGROUND

She lived unknown, and few could know
When Lucy ceased to be;
But she is in her grave, and, oh,
The difference to me!
—"“Lucy,” William Wordsworth (1770-1850)

The implication in the final words of Wordswortrémigmatic, lyrical but
simple poem “Lucy,” “... oh, / The difference to melas well as in
Descartes’ famous “I think, therefore | am,” Caé&séyou too, Brutus?”
or Shakespeare’s “To be or not to be” are powerfsifimulative phrases
in triggering the interaction between brain desamd the basic human
behaviours and emotions. In accordance with therthef Darwinian
brain design, the basic human adapted behaviouls emmotions “are
guided by different functionally specific psychoicgl adaptations ...
Darwinian aesthetics has great promise for eluitigathe design of the
psychological adaptations” involved in human bebawiand emotion
(Thornhill 2003, 9). In line with the informatiorrgressing dynamics of
brain design, scientists have observed specifidezie in recent empiric
studies. For instance, in the abstract Rrinciples of Evolutionary
Educational PsychologyD.C. Geary states that ‘illustration of the
mechanisms of natural selection and their applinath human motivational,
cognitive and behavioural evolution” (2002, 317puld hopefully help us
to detect and learn the state of human nature lhednvay it organizes
different mechanisms to cooperate for the increppnobability of human
survival and reproduction. Furthermore, “[tlhe piples of natural and
sexual selection are being used to guide theotetichempirical research
in the behavioural and social sciences with indreagrequency.” On
selection category, Geary argues that “naturaktele generally refers to
factors, such as illness caused by parasites, itifatence survival
prospects, sexual selection refers to social fadtat influence reproductive
prospects” (ibid., 319). It is clear that “[flemalehoose mates on the basis
of indicators of physical or genetic health, anas#h choices often
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influence the health of her offspring and thus liietime reproductive

success” (ibid., 19). Together with this, he expesghat “[tlhe motivational

disposition must of course, be integrated with éomad, cognitive, and

behavioural systems that support attempts to aelaecess to and control
of essential resources” (ibid., 323). He also lyelethat “[ijn addition to

managing social relationships, humans living inurelt contexts have to
secure food and other resources from the localoggolThese demands
create selection pressures that would have resuitatie evolution of

cognitive and brain systems for processing biolalgiand physical

information” (ibid., 32).



CHAPTERONE

EVOLUTIONARY HUMAN AESTHETICS
BEHAVIOUR AND COGNITION

Descartes, Caesar, Shakespeare and Wordswortmie ioetaphors (for
such treatment of metaphor, see Oztiirk, 2009) duab®ve modify the
interrelatedness of the human brain, action andtiemso as to let the
human individual maintain successful fitness fasence. In line with the
mechanisms of mind, body and emotion, aesthetiasstandard feature of
beauty and pleasure which exists in the mind ofitkiésidual. Tooby &
Cosmides find a rewarding interaction between nmamd work of art,
arguing that “[tlhese rewarding states of mind sesmatural to us—so
obviously the product of the works of art themsshathat their existence
seems to require no other explanation” and askatt“these experiences
would not be possible unless the mind containeldoeide reward systems
that produced them in response to some stimulirmathers.” They also
consider the ability to tell stories and find thémeresting as “the first
step, not the last, in the chain of explanation0Q2, 8). Scientists and
scholars of evolutionary psychology have attempedarify the reasons
behind the interaction of storytelling and inter@ststories. However,
information processing is not precise and consigtareach person. In the
minds of those who are well educated and try taepate values of life,
the standard features of aesthetics naturally eagsthey are adapted traits
of human nature. Evolutionary psychologist Paul BRni1999) and many
others calculate that basic human emotions areedidpfence mechanisms.
Thus, while some of the emotions are adapted, dlperon particular
conditions, others are by-products and parasitiotions are generated
by the human mind in accordance with the internatl axternal
information processed to operate natural and sehwabkn adaptations.
This book will clarify types of motivational adapions that help to
construct Hardy's ethical philosophy of life. Whyncahow does Hardy
construct them? The evolutionary aesthetic adayptatf his representation
leads to the arousal of the adapted human motivatal sympathy and
compassion, which builds the central framework &f philosophy of
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ethics. Thus, we find evidence of the altruisticotions of sympathy and
compassion, leading to specification of the chamstics of his
evolutionary aesthetic criteria of human ethics.al&hile, it should be
restated that aesthetics is considered as the atefdature in the
construction of the model throughout of this book.

To begin with, telling and listening are two cdgrée human
adaptations that are “aesthetically-driven actgiti and “not marginal
phenomena or elite behavior without significanceridinary life.” Tooby
& Cosmides add that:

[hlumans in all cultures spend a significant amoohtime engaged in
activities such as listening to or telling fictidr&tories ... thinking about
imaginary worlds, experiencing the imaginary craasi of others, and
creating public representations designed to comaoatai fictional
experiences to others.

(2001, 7)

For this reason, the human adapted cognitive bebavionsidered is an
“[iInvolvement in fictional, imagined worlds [and]ppears to be a cross-
culturally universal, species-typical phenomenditvid., 7). Telling is a
similar adapted action linked to talking and listgn So why do we talk?
Why do we write? Why do we listen? How, when, artere do we talk
and listen? Our evolved mind, intention, and aitentind all levels of
consciousness are influenced by our evolved humaotiens. For
instance, we talk because we need to satisfy alves¢ human needs, and
we write and listen for the same purpose. Writirggding and listening
are forces of adaptive behaviours that guide humature no matter
whatever the stimuli is, in all cases gaining awttor concrete experiences.
A sound guidance of the experience provides us witietter chance of
survival as well as reproductive advantages. Eligigg entity is gifted
with its own method of expressing themselves inoedtance with their
own process of evolution, and doing so in veryetght behaviours. From
gesturing, through crying and singing, humankind baolved a process
of speaking. The evolution of oral communicativdigbgave way to the
evolution of writing and reading skills. Finallyriters developed the skill
to express the aesthetics of their life experiefite mechanisms of basic
human behaviour are depicted in cognitive documetitss human
aesthetic cognitive life experience is narrated iariety of literary types,
ranging from stories to poetry, drama and the noVekrefore, human
engagement with storytelling and listening and awther aesthetic
experiences “are the functional products of adaptatthat are designed to
produce this engagement.” Furthermore, Tooby & Gdemconsider art



DyNAMICS OF BEHAVIOUR AND COGNITION 11

as a "by-product” more than an adaptation. Howetlery have latterly

changed their mind in accordance with recent figdiby scientists and
evolutionary scholars, and at present considermarain adaptation that
supports human survival and reproduction (ibid), These literary types
are the developed and evolved version of very eargthods of oral

communication by our ancestors. The more they &xhthe better they
expressed their emotions and behaviour. Theseandhvritten documents
have become accessible to guide, teach and edugatout not only the
basic needs and behaviour of our ancestors bubalsthetically about the
details of their emotions, such as love, hate, grjgg, desire, ambition,

etc. The cognitive documents (stories) generally:

revolve around human relationships of every varistcial coalitions of
kinship or tribal affinity; issues of status; rempal exchange, the
complexities sex and child rearing struggles oesources; benevolence
and hostility; friendship and nepotism; conformiiyd independence,
moral obligations, altruism, and selfishness ... ¢hissues constitute the
major themes and subjects of literature and itsatecedents. Stories are
universally constituted in this way because ofrtile story telling can play
in helping individuals and groups develop and deepeir own grasp of
human social and emotional experience.

(Dutton 2009, 118)

Considering diverse human behaviour, it can be saat we have
adapted minds which also help us to develop asliin reading and
writing. So, to simplify, we can pose the questfaiy do we write and
read?” We read and write to learn and refine ounmetences in our
adapted traits of thinking, decision making, spegkiistening, envying,
playing, resting, learning, teaching, preferringyihg, hating, fearing,
agreeing, disagreeing and so on, to enhance oumes§t for survival,
reproduction and socialisation. Literary and naerliry reading and
writing function at different levels in line withé needs of the author and
the reader. Particularly, literary text reading awiting require different
capacities and life experiences.

First, let us discuss the reason why we write ggatl, then give an
account of the tools and experiences needed td fhém, and finally
specify the dynamics of writing and reading. Treatnof some of the
basic adapted human traits will provide us with filnedamental nature of
reading and writing. For instance, “why do we mdkeisions?”, “why do
we like and dislike?”, “why do we play and rest?dasuchlike. These
actions and triggered reactions force us to prgariin accordance with our
own natural, sexual, emotional and cognitive liflaptations. Literature
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therefore imitates the basic adapted human actéos reactions. The
producer and consumer of the literary artefactsgifted with the same
adapted human dispositions, the tone and styldefauthor and reader
fulfilling their cognitive experience of writing arreading reflecting some
mutations of by-product, but the basic adaptedufestare always present.
For instance, both reader and author will contittuevorry about survival,
caring about their fitness of reproduction, matingarenting, and
socialization, however differently they apply thequirements of the
adapted human disposition. Timing. setting, quii¢éaand gquantative
particularities are nothing more than by-produchawsour. Change in
quality of adapted behaviour does not mean its vammom human life.
The aesthetic quality of pleasure may change dépgrh the expectancy
and cognitive experience of the individual, thetlaetic quality of life
changing in accordance with their preferences. Hewetheir needs and
endeavours in life are determined in accordanch thitir adapted human
traits.

Therefore, why and how does an author write ane€ader read? For
instance, Hardy generally depicts man’s evolutigr&ruggle in life and
his narratives therefore naturally focus on theresentation of tragic
human existence. With this in mind, a reader mad relardy’s tragic
narratives for many different purposes—for the ddtiee, language,
narrative theories, themes etc. Together with thesshould keep in mind
the cross-cultural differences when we considdetasaesthetic quality of
the reader as cognitive life experiences in linéhwhe quality of mind
development. Furthermore, the readers’ individeagdds can play a role in
the appreciation of the structure and content efrthrrative. However, the
dynamics of this structure are organised accorttirte author’s decision—
making regarding beauty and pleasure of aesthelibss means that
interrelatedness of sexual selection prioritiedsitt’s “beauty making” or
“making special’” as termed by Dissanayake (2008) aupported by
Dutton, Cosmides & Tooby,and Miller, is what underlines this book’s
thesis as evolutionary aesthetics of Hardy's huratrcs in his tragic
narratives. In accord with what Dissanayake poses,can read the
similarity between art aesthetics and sexual seleetesthetics as Hardy's
processes of human ethics which simply refer tdaattes of life as they
are throughout the life span of the individual. thadoes this with his
own authorial manner of constructing aesthetic grexfces of the
individual in the given eco-cultural environmenhal is why it is said that
reading Hardy’s tragic narratives is a processassoming pessimism—
one possible understanding of Hardy's tragic naveatonly, but one that
is frequently supported.
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In contrast with traditional readings of Hardy'sonks, this book
suggests an evolutionary reading, providing speefidence and support
for optimism rather than pessimism. How is this gilole? First,
evolutionary reading approaches artworks as adaptatThis means that
an effort for fictional cognitive consummation adslses the reader’s
reciprocal gain, the negative becoming acceptatiehfe sake of gaining
in fitness. Thus, Hardy’s evolutionary human etlapgrate in accord with
the regulation and selection among all probabdite reach the best, the
fittest, a method of attaining the best in life an objective way. It is
agreed that the selective mechanism of evolutiahthair interaction with
one another, and a link with the aesthetic reoggiain of the mechanism
and their imitations in a cognitive literary documeare what bring out
the quality of the evolutionary aesthetics of huredtrics in Hardy's tragic
narratives. What | would like to develop is an emmnary approach to
Hardy’s tragic narratives to examine and explasdhbality and dynamics
of his evolutionary representation of human nature.

Evolutionary Human Aesthetics

First, let us concentrate on one behaviour spetdfibe human species, so
as to develop a clearer idea about human adaptedioerr and aesthetics.
Decision making behaviour is a simple idea prodygmocess of the
human mind. The “yes” and “no” actions and readi@me operated in
accordance with our likes and dislikes. Why do ike knd dislike? This
is a response based on the nature and quality obe@auty and pleasure
costs and benefits. If we find an action proper disr we accept and
accomplish it. If not, we reject it, as it may be@improper to the criteria
of our instinctual and learned experience. Suches&pces are the true
face of our aesthetic quality of beauty and pleas@ll animal and human
decision making mechanisms are bound to the inmat eutput of
information into the mind with any one of the basénses, and as a result
of information processing we and all animals ddgmore doing things.
Thus, beauty and pleasure preferences are an ddaggthetic mechanism
for all human nature. Educated and well experierfu@ahans have high
quality decision-making mechanisms. Age, sex andremmental factors
play a role in the development of the informationgessing mechanism,
being an adapted feature of human nature. It cantrm a divergent
manner of decision-making from very simple to veintellectual
preferences of beauty. Those reading a narrativ& wabfiction apply the
same information processing mechanism to the appstébn of beauty
and pleasure, providing action and reaction. To&hgosmides liken the
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interaction of story and mind to an operation @& thind in processing a
dream. They argue “some psychological subsysteli@bhereact to it as
if it were real, while others reliably do not. lanticular, fictional worlds
engage emotion systems while disengaging actiotersgs (Cosmides
and Tooby 2000, 8). We generally favour certaimastand emotions and
in accord with our own evolved emotional and bebaral requirements
we disfavour those that we find ill treating or legsant. “We feel richly
but act not at all, indeed losing awareness oftmglies and non-relevant
senses and activities in proportion to how absagyltie fictional input is.
A real lion actually lunging at us would evoke teriand flight—the
emotion program and behavior are linked,” and To&hyosmides provide
an example of someone watching a film where a charés threatened by
a lion—in this instance, they state, we feel affgtiremain in our seat. In
line with the quality of storytelling, we feel weeaprovided with a series
of life like games among which we test and educateselves in a
selective manner our mind is capable of operatiflgis selectivity in how
our mental subsystems respond suggests functiesard (Cosmides and
Tooby 2000, 9).

In line with the development of the theoreticahrfrework of this
analysis, so long as human nature exists, “thesapiat have been of long
interest to aestheticians” are and will continud¢onecessary for art and
philosophy. This has stimulated aestheticians dmitbgpphers to focus
attention on the issues of aesthetics for manyucierst “... aesthetics in
philosophy, is broad and diverse, including sughid® as the beauty of
..ideas as well as the beauty of body form, nataralscapes, scents, ideas
and so on” (Thornhill 2003, 9). Placing special é&wags on the
mechanism of evolution on earth, Thornhill statest t'all adaptations are
aesthetic adaptations, because all adaptatioegattin some way with
the environment, external or internal, and prefatain states to others.”
For an appreciation of the evolutionary aestheti€shuman ethics in
literature, and particularly in Hardy's tragic retives, we shall focus
upon recent findings which specify that “the Danam theory of brain
design, whether human or nonhuman, is that of nfiamgtionally specific
psychological adaptations ... It is the many psychiolal adaptations that
underlie the diversity of aesthetics experiencegtefest to aestheticians.”
The theory of Darwinian aesthetics asserts thatube experiences are
unconsciously realized avenues to high fithess umdm evolutionary
history,” and “ugliness defines just the reversitsid;, p.9). Thornhill's
Darwinian definition of aesthetics illuminates tHeatures primarily
required for a sound consideration of an evolutipnappreciation of
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literature. The following definition acts as a gaifbr the examinations of
the tragic narratives which follow:

The Darwinian theory of human aesthetic value & tieauty is a promise
of function in the environments in which humans legd, i.e., of high
likelihood of survival and reproductive successtle environments of
human evolutionary history. Ugliness is the prormagdow survival and
reproductive failure. Human aesthetic value is odpctive a scale of
success and failure in human evolutionary histagy, over the last few
million years.

(ibid., 9-10)

Together with the “taxonomy of the psychologicddptations underlying
the diverse experiences of interest to aesthesiciame shall rely on
Thornhill’'s “adaptationist program and how it agglito these experiences
in general way.” Thornhill defines three levels ad#sthetic beauty. The
first is considered to be the “academic disciplfi@esthetics,” which is a
study based on the treatment of the “rhetorical mmgp of beauty and
ugliness.” He explains that “arts and humanitiempete in creating the
effect of beauty in human minds; scientific aesti@ts use the scientific
method to understand how the effect arises andiidwists.” In addition,
scientific aesthetics not only considers the tremtmand meaning of
beauty by humans but also the aesthetic beauttimeterns animals. The
beauty of “showy flowers” and “the peacock’s tadte entities which
scientist have studied, and there is evidence stipgdhe hypothesis that
phenotypic features are a functional mechanisnménmating preferences
of an organism, resulting in the development ofcessful survival and
reproduction.

In the last few decades, biological aesthetics iasome a major
research area. A.R. Wallace and Zavahi have castieémpiric studies to
demonstrate evidence regarding the idea that “edédofeatures can
evolve to honestly signal phenotypic quality” (1978). Furthermore,
“for extravagant sexual traits such as the peasotdil, some biologists
ally with Darwin’s and R. Fisher's formulation aliothe evolution of
beauty and aesthetic preferences.” Linked to thiss, agreed that “mate
choice is focused on phenotypic (and often genojyguality and sexual
advertisement is basically about displaying phepiotyquality.” The
peacock’s tail mating strategy, the human matirfigreind the nature of
both mechanisms reflect similar sexual procedwegalise their survival
and reproductive success. In line with Brian Boyihseph Carroll, Denis
Dutton and many others, Thornhill agrees that:
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The psychology that motivates art production isusdix selected and art is
then a signal to potential mates of the artistisegal fitness. The scientific
study of human sexual attraction and attractiversesarried out by human
sexual selection aestheticians.

(2003, 11).

My interpretation of the evolutionary aestheticé tmman ethics
represented in Hardy’s tragic narratives mainly siders Thornhill and
Dutton’s philosophy of evolutionary aesthetics ameir hypothesis of the
relation of sexual selection with aesthetics. Alsgortant is Boyd'’s
reading of Dutton’s philosophy of evolutionary desics for his interest
and experience as well as experimentations on geohry literary theory
and practice. Furthermore, this will also lead a<arroll's paradigmatic
guidance throughout the evolutionary examination Hdrdy’'s tragic
narratives.

Brian Boyd, in hiCritical Discussion of Art and Selection, focuses on
Denis Dutton’sArt Instinct: Beauty, Pleasure, and Human Evolution,
emphasizing that Dutton is “the first philosopher take a sustained
evolutionary approach to the arts” and adding taiton “suggests that
much in art arises from sexual selection” (20094)2@n the one hand,
Boyd places emphasis on Dutton’s linking of artséxual selection in a
manner reminiscent of Thornhill's linking of sexisdlection to aesthetics
in literature. On the other, Boyd reminds us thasBnayake is “the first
to take a modern evolutionary approach to arthanWhat is Art for?”,
and that she “doubts that sexual selection caragxptuch about art.”

Boyd’s argument regarding Dutton and other phipdsrs favouring
and disfavouring the link of art with sexual seiewct

... vividly demonstrate the link between human emuiand preferences
across cultures now and human survival needs thdsgsaf generations
ago ... Dutton shows that although recent philosoploé art have not
sought to ground art in human nature, that has teeraim of their
predecessors from Aristotle to Hume and Kant.

(ibid., 204-5)

Boyd expresses that “[flor Dutton the natural caht®r explaining the
cross-cultural accessibility of the arts is evalotiry and not definitional.”
To make it clear, Boyd argues that “[ijn evolutiopabiology an
adaptation is a physical or behavioural featur@ species that has been
shaped by natural selection because ... it offersamtdges in terms of
survival and reproduction” (ibid., 207). It can imerred that the factors
that contribute to the benefit of survival and mprction are of great
importance for evolution. In support of Dutton’®wi of art as a functional
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feature in sexual selection, Boyd places emphasiButton’s references
to various evolutionary literary critics citing:

three proposed adaptive benefits of fiction: asogate experience without
the costs and risks of real-world activities: asnaans of memorably
imparting factual information: and as a mode ofniefj social cognition.
He introduces and assimilates here proposals adedmncJohn Tooby and
Leda Cosmides and Pascal Boyer, who stress theuplecb nature of
fictional experience, Michelle Scalise Sugiyamapvgtresses fiction as a
means of imparting ecological information, espégial hunter-gatherer
societies, and E. O. Wilson and Joseph Carroll.
(ibid., 208)

In the treatment of any theme in accordance wighatissthetic competence
and performance of the narrator, the story becoanésxt that triggers
emotions and may influence the decision making haf teader, and
consequently guides them for better or worse inglaeess of survival
and reproduction. The generation of fresh and uiinmodels of human
life experience is always an attractive featureréaders. The discovery of
practical and enhancing possibilities in life offgotential pleasure for
those with the capacity to read and understand.tSerch works:

expand our sense of human possibility, in the aftarain the writer who
creates them, in the audience who engage with ctessa writers and one
another. We feel proud that we belong to a speoi@gich a few can use
what we all share to pose and solve problems unimabty richer than the
rest of us could foresee.

(Boyd 2009, 218)

For further clarification about the relation ofrhan behaviour and
literature as a fictional cognition, we can referGurrie’s suggestion of
looking back to very early human life to specify thatural relatedness of
aesthetics with sexual selection as a fitness atdic He argues that “[i]f
aestheticised hand axes are reliable signals, adhitey signal? There is a
range of possibilities here: the best known talefam natural to sexual
selection.” In line mainly with Dutton’s hypothegi§ sexual selection and
aesthetic relation, Currie expresses aesthetictpesmd pleasure as the
basic “forces shaping reproductive advantage byfezdng a certain
degree of attractiveness as a mate.” Furthermerppmts out that:

Axe construction requires significant spatial skitb produce a symmetrical
object; skill at resource location; and time, whiohturn implies general
efficiency and security in social matters. Kohn avidhen suggest that
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symmetrical, aesthetically wrought axe producticas\a means of reliably
advertising these qualities to prospective matapp8sing these creatures
already possessed a tendency to like their corfsgsebetter if they did or
made likable things, one mechanism to increaseattractions of the
maker is to ensure that the products themselveplaasing. None of this
assumes that our ancesteesv hand axes as signs of fitness; all that is
required is that they admire the handaxes in waki&lwenhance the
maker’s chance of reproducing.

(2009, 15)

In this context, admiration may be considered axaigf beauty and

pleasure of evolutionary human aesthetics. Toolyo&mides, Thornhill,

Dutton, Carroll and Boyd agree that sexual ativaoess has a direct link
in the interpretation of evolutionary aestheticsalksorganisms as well as
humans:

ought to be motivated to make choices, take actiongvite experiences
and interactions that change things in an adaplineztion. We expect that
humans have evolved motivational systems (or systed aesthetic
preference) that are designed to find rewardingkihds of actions and
experiences that would have been adaptive for ncesiors.

(Tooby & Cosmide001, 13)

Motivational theories of adaptation generally suppthe nature of
universal human behaviours such as “having sexuring cooperation,
aggressive defense, feeding your infant, winningisdoapproval, or

selecting a habitat to live in” in accord with theurvival and reproductive
benefit. Furthermore, Tooby & Cosmidekaw attention to the link
between art and aesthetics and argue that “[ijalso important to
distinguish “beautiful” as something attention iing, from “beautiful” as

the psychological registration of high value” (ihid8). They argue “this
sense of beauty refers to the cognitive coregistrtabf deep valuation
with the perceptual representation of the obje¢hefvaluation.” Together
with this, the authorities in question overemphadisat the deep or high
value of beauty “remains a distinguishable psychiclll phenomenon
from the beautiful as something attention invitin@-his “attention

inviting,” deep or high value of beauty becomes deamtral factor that
generates aesthetic features which interact rengigdi with the

operational system of the mind.



