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Antanas Andrijauskas
Recherches des principes de I’«Esthétique non-classique»

Les premiers symptomes de crise de I’esthétique classique occidentale
se font sentir dans la conception irrationaliste de Schopenhauer, dans la-
quelle on constate une limitation du rationalisme des Lumiéres, ou ’on
apercoit les tendances de la problématique philosophique de I’esthétisme
et de I'ontologisme, ot 'on souléve le probleme du dialogue entre les tra-
ditions esthétiques de I'Est et de I’Ouest. En élargissant les traditions
irrationalistes, Kierkegaard et Nietzsche, précurseurs de I’ «esthétique non-
classique», s’engagent dans la voie de la déconstruction des principes basi-
ques de I’esthétique classique. Independement I'un de I'autre, ils cessent
de respecter la ligne principale du développement de I’esthétique classique
pour orienter la conscience esthétique vers la formulation d’une «esthéti-
que non-classique» dans laquelle la vie humaine, elle-méme, est considerée
comme art. Ces penseurs dénoncent la limitation de I’appareil des catégo-
ries de I'esthétique classique et celle des principes de raisonnement, ils ap-
portent une nouvelle expérience unique de I’«existence» (Kierkegaard) et
de la «vie» (Nietzsche). En premier lieu y surgissent I’«ontologie subjective»
etl’idée de la disharmonie du monde qui nie I’optimisme des Lumiéres et
annule les liens avec le concept classique de ’harmonie et de la beauté.

Les idées esthétiques de Nietzsche et celles de Kierkegaard, transfor-
mées au XX s., ouvrent aujourd’hui une nouvelle «esthétique non-classique»,
qui se manifeste dans la culture post-europocentriste de métacivilisation; elle
sort du cadre imposé par I'esthétique classique occidentale, s’évade de ses
stéréotypes de raisonnement et tient a élargir son objet de recherches eny
incluant les phénomeénes esthétiques chassés vers la périphérie et la
marginalisation. De la vient son exceptionnelle attention aux formes non-
classiques de raisonnement, de création, d’art d’expérience esthétique, qui
se sont cristallisées dans les civilisations traditionnelles orientales, dans les
cultures exotiques et marginales.

L’«esthétique non-classique» cherche les points de contact entre les
interprétations des problémes esthétiques basiques, surgis dans les cultures
et les civilisations différentes, elle renonce au totalitarisme, au monopole
d’une seule vérité, proclame «la transparence» de la raison, le pluralisme
de la vision du monde, rejette le rationalisme superflu, la réflexion binaire,
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Antanas Andrijauskas

souléve I'idée de coexistance des systeémes différents d’évaluation esthétique
et celle du polylogue, se penche sur un style poétique et non-systématique
de raisonnement, sur les catégories contextuelles et celles de situation. Elle
se caracterise par I’aspiration a franchir les limites qui séparent ’expérience
esthétique, la philosophie, I’art, la poétique du quotidien en les assemblant
tous pour former un phénoméne esthétique cohérent.

La transition de ’humanité vers une nouvelle étape de métacivilisation
marque la conscience esthétique postmoderne dans laquelle interférent les
idées sur I’esthétique et la philosophie de I’art des civilisations occidentale,
indienne, chinoise, japonaise, arabe, ainsi que latino-americaine, africaine
et conduit a une réévaluation des ambitions universelles de I’esthétique
occidentale classique, ce qui accentue la méditation sur la relation entre les
grandes traditions de I'esthétique, leur spécificité et leurs points communs.

Pendant de longues années, dans I’esthétique et la philosophie de I’art
occidentales classiques on se fondait sur quelques idées majeures héritées
a la fois des traditions esthétiques antiques et occidentales. Cet héritage
formait le fondement pour des spéculations abstraites sur I’expérience es-
thétique et sur des valeurs artistiques universelles considérant comme mar-
ginales et non représentatives des catégories esthétiques cristallisées dans

“d’autres civilisations qui s’écartaient des schémas de la pensée occidentale
stéréotypée et rationelle.

La comparaison des idées nées dans la civilisations indienne, chinoise,
japonaise, arabe classique, byzantine et occidentale fait ressortir de certai-
nes tendences dominantes. La tradition occidentale en matiére d’esthéti-
que et de philosophie de I’art, fondée sur I'antithése entre subjectivité et
objectivité, met I'accent sur les aspects objectifs et rationnels de la percep-
tion esthétique du monde et de I’essence de 'art. D’oti ressort I'intérét pour
le monde réel, les faits empiriques et I’analyse, alors que plusieurs textes et
penseurs de 'Inde (Natyaceastra, Gitalamkara, Aitralaksana, Bhamacha,
Vamana, (Eankara, Anandavardhana, Abhinavagupta), de la Chine (Zhong
Bing, Wang Wei, Su Shih, Mi Fu, Kuo Hsi, Shi Tao) et du Japon (Ki-no-
Tsurayuki, Murosaki Shikibu, Fujiwara Teika, Zeami, BashG, Motoori
Norinaga) mettaient traditionnellement un accent plus fort sur les médita-
tions esthétiques sur 'unité harmonique de ’homme et de la nature et sur
une expérience esthétique trés subtile. La tradition esthétique arabe des
concepts rationnels (Al Farabi, Ibn Sina) et des concepts intuitifs (Al Gha-
zali, Ibn Arabi) était plus proche de la tradition esthétique occidentale que
de la tradition esthétique de I’Extréme-Orient.

Dans notre ére postmoderne caractérisée par la mondialisation de la
culture humaine et la révolution de I'information cette différence entre les
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Recherches des principes de I'«Esthétique non-classique»

traditions en matiére d’esthétique et de philosophie de I’art encourage la
concurence entre elles et nous ameéne a rechercher des points de contact.
La recherche des contours d’une nouvelle théorie universelle «oecuméni-
que» s’impose. Ainsi donc, au point de vue comparative, les traditions de
l‘esthétique et de la philosophie de I’art nées dans les civilisations différen-
tes peuvent étre considérées comme les voies différentes conduisant a la
réalisation du méme objectif la création d’une esthétique et d’une philoso-
phie de I'art post-eurocentriste qualitativement nouvelle et «<non-classique».

L’un des plus importants points de la présente thése est celui de
I’«esthétique non-classique» de I’époque du postmodernisme, dans le con-
texte plus large de la perspective historique et dans celui de ’analyse de ses
traits typologiques: la réflexion, la conception de I'univers, les principes de
création, I’echelle des procédés de I’expression artistique; le pole intellec-
tuel, humaniste, le postmodernisme, sur le plan qualitatif, se présente a nos
yeux comme un nouveau phénomeéne de Ia culture universelle planétaire,
qui différe principalement des phénoménes précédents. Ses principaux
traits typologiques sont les suivants: le renoncement aux points de vue uni-
latéraux des préceptes de I'art, celui a I'esthétique classique de 1’Ouest; le
pluralisme des principes, le style multiforme, le fait de soulever une multi-
tude de nouveaux principes de création et de réflexion, empruntés aux
autres civilisations; alors qu’une telle vision multiforme du monde était jus-
qu’alors impossible.

AT'époque du postmodernisme actuel nous sommes témoins d’une des
plus importantes fissures dans I’histoire de I’esthétique et de I’art de la civi-
lisation occidentale, fissure qui change radicalement de nombreux princi-
pes de la création de I’art européen formés au cours des siecles. Méme le
regard, le plus superficiel, jeté sur les processus actuels nous fait voir, selon
les mots de O. Spengler, les symptomes de la transition de la culture vivante
en civilisation technocratique endurcie.

Une question naturelle se pose: I’esthétique et I’art occidental contem-
porain entrés dans une nouvelle ére d’informatique et des moyens de com-
munication de masse subissent — ils vraiment la crise globale? Nous devons
répondre positivement a cette question compliquée si nous restons attachés
aux principes classiques occidentaux de I'art et de ’esthétique. Bien qu’il
soit difficile de nier une chose si paradoxale — celle des phénomeénes qui
accompagnent toujours des crises et qui ont pour origine la crise elle-méme,
qui a son tour, fait sentir et voir les maux de I’étre humain, de 'art et de la
culture. Néanmoins en analysant le phénoméne du postmodernisme nous
devrions parler non de la crise de I’art, de 'esthétique et de la culture en
général, mais — de la crise des mythes de la culture occidentale classique,
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qui, trés concreéte semblait éternelle et inébranlable ainsi que de I"appari-
tion de nouvelles formes «ouvertes» d’art, de réflexion, et de conception
«esthétique non-classique», qui sont fortement influencées par les cultures
de I'Est, exotiques et marginales.

Il devient de plus en plus evident qu’au fur et a mesure de se former
les principes esthétiques du postmodernisme, atteignent qualitativement un
nouveau stade du phénoméne postmoderniste, c’est un post-eurocentrisme.
En effet, le postmodernisme c’est tout ce qui succéde chronologiquement
au modernisme, néanmoins ce n’est pas une simple réaction au syst¢éme de
valeurs créé par des maitres du modernisme et au systéme des principes de
la vision du monde artistique, mais c’est une vraie reconstruction de I’épo-
que, un vrai changement radical des orientations spirituelles des paradig-
mes de la culture, dont nous n’avons pas encore tout a fait compris la signi-
fication.

Donc, les tournants radicaux qui se sont cristalisés dans la culture
postmoderniste contemporaine ont une signification historiosophique glo-
bale et non locale. Nous sommes témoins de I'autodestruction des idéaux
de I'art, de ’esthétique et de la philosophie classique trop rationalisée, qui
s’etait cristallisée dans la culture occidentale de I’époque moderne. C’est
pourquoi les esthéticiens postmodernistes rejettent le langage philosophi-
que traditionel et rationnel ainsi que tous les systémes fermés, ils s’orien-
tent vers le style oriental de la réflexion «poétique», vers les catégories es-
thétiques individuelles, attentives aux situations de I’expérience unique.

Les idéologues du postmodernisme, ayant recours aux idées esthétiques
du tadisme, ch’an, zen, voudraient créer la métaphysique qui n’en est pas une
métaphysique universelle, moderne ou autrement dit une «métathéorie», qui
jetterait les bases méthodologiques essentielles pour une nouvelle pratique
de I’«esthétique non-classique» et de I'art de I'époque postmoderniste.

Elle est ainsi — ironie bizarre du destin — malgré le désir passionné des
alliés du postmodernisme de nier le syst¢tme d’ideaux et de valeurs esthéti-
ques posé par les maitres du modernisme classique: un nouveau mouvement
a repris le caractére dualiste du modernisme. Deux poles essentiels de
I'orientation divergeante se dessinent tant dans le postmodernisme que dans
le modernisme, dans le cadre desquels se fait voir ce mouvement a plusieurs
faces.

On pourrait appeller le premier péle populaire ou formaliste
esotérique, c’est celui ou 'on admire la nouveauté d’'une forme et d’une
idée, la conception en elle-méme. Le culte hypertrophiée du jeu (au sens
général du patrimoine culturel et des «textes») lié aux formalistes et aux
besoins pragmatiques de la societé de consomation postindustrielle et la
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conscience des masses. Ce tournant, ayant des tendances formalistes et su-
perficielles a repris a la popculture la désacralisation de I’art, son orienta-
tion vers I’art de grandes masses, vers les phénoménes choquants du kitch,
du contexte quotidien qui se trouve souvent bien loin des limites de I’éthi-
que et de I’esthétique classiques. Il s’oriente vers la deuxiéme face noire de
I’«ego» de notre sosie: le méme tournant a repris de la contreculture — la
tendence aux actes destructifs, a la décanonisation des idéaux de Iesthétique
classique, a sa destruction brutale. Les oeuvres des adeptes alliés de cette ten-
dance sont bien influencées par I’«esthétique négative», antiesthétique et par
les idées de I'esthétique de déconstruction, ils aspirent a rompre ’attitude
traditionelle de la raison, de ’humanisme, de la spiritualité, du sexe et a faire
voir une nouvelle réalité, privée de préjugés stéréotypes. C’est une recher-
che éternelle du nouveau.

Le tournant populaire du postmodernisme est étroiment lié aux besons
de la culture de masses, de la stratégie du marché de I'art, de la publicité,
de l'activité commerciale, des magasines a la mode, des galeries d’art mo-
derne. On peut y voir beaucoup de phénoménes éphémeéres, spectaculai-
res. En premier lieu on fixe attention par un emballage brillant, par une
forme extérieure au style criant.

Le rapport étroit avec les valeurs commerciales quasiesthétiques
impossées par les mass media, explique I'apparition des instincts primitifs et
de la suggestivité toxicomane, du sentimentalisme, de la pauvreté spirituelle,
du pragmatisme dans ce tournant populaire du postmodernisme. Assez
souvent on s’y oriente vers les stéréotypes de la réflexion et de la conscience
philistine et cela devient un fantome idéologique menacant, on cache scru-
puleusement I’absence d’idéaux humanistes, de philosophie vivace, d’esthé-
tique, d’art, de vie elle-méme, de transcendance.

L'un de ses traits principaux — c’est la disparition de la plénitude de
I’étre, celle du contact d’un créateur avec le monde réel. C’est une vraie
simulation de la réalité, comblée de suggestivité, c’est un univers d’écrans
de télé, de virtualité, de mystifications, de fictions, de langage artificiel
inauthentique, qui change le rapport de ’homme avec le monde réel. Dans
cette aile du postmodernisme qui ignore la réalité, prédominent les tendan-
ces féministes et érotiques. Ces derniéres cachent une interprétation trés
forte de la mise en relief de la sexualité féminine, de la transsexualité, des
problémes des minorités sexuelles.

Le deuxi¢me poéle ~ intellectuel, humaniste. Ses adeptes, grace a leurs
valeurs esthétiques et artistiques, ayant renoncé au tragique de la vision du
monde actuel a leurs prédécesseurs modernistes, aspirent a rendre la tradi-
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tion locale, nationale et ethnique a ’homme qui réfléchit et qui est térrorisé
par la culture de masse et par sa technocratisation agressive.

C’est seulment en nous rendant compte de cette «dualité» de princi-
pes dans I'art et dans I’esthétique postmoderniste, de son orientation vers
les idéaux divergeants, que nous pouvons comprendre et expliquer la mul-
titude de paradoxes de I’«esthétique non-classique» contemporaine.
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W. Stephen Croddy
The Epistemology of Analytic Cubism

1. Introduction

Analytic Cubism was central to the development of twentieth century
art. It consists of the paintings Picasso and Braque created between 1908 and
1912. A principal influence of these works was the evolution in their style.
Braque’s »Viaduct at L'Estaque« of early 1908 commences the development.
Picasso’s »Ma Jolie« of early 1912 exemplifies its most advanced stage.

Contrasts between these two paintings illustrate five attributes toward
which Picasso’s and Braque’s imagery evolved. They are:

(1) A minimum degree of realism'

(2) Shallow depth

(3) Fragmented and flattened forms

(4) Extensive passage

(5) A reduced palette

My purpose is to explain why the development of Analytic Cubism
culminated in these particular features. This account will increase our un-
derstanding of what these influential paintings achieved.

I will show that three components of Structural Linguistics can con-
tribute to this explanation and thereby to our understanding. Two are the
concepts of »acceptability« and of an »environment« for a sign. Structural
Linguistics investigates the environments for the signs of natural language.
The third component is the certain manner in which this study develops.

Several critics have proposed that Analytic Cubism is an investigation
of the signs for representation.” The above constituents of Structural Lin-

! By »realism« I am speaking of the illusionistic depiction of the (supposed) visual
appearance of one or more objects.

2 Leo Steinberg interprets the paintings to be a »reflective analysis of a/lknown formal
devices. The whole inventory of space and body-building devices is up for trial.«
[Steinberg(78), p. 126, his emphasis.] Rosalind Krauss takes Picasso and Braque to
be investigating the »structure of the sign«.[Krauss, p. 273.] Edward Fry interprets
the works to be an analysis of the »grammar of representation«.[Fry, p. 96.] Christine
Poggi describes Picasso’s approach as »self-consciously structural«.[Poggi, p. 27.]
William Rubin finds him to be »exploring sequentially the more remote implications
of one evolving language«.[Rubin (89), p. 26.] In contrast to Rubin I am maintaining
that it is the exploration of the language that evolves, not the language itself.

Filozofski vestnik, XX (2/1999 - XIV ICA Supplement), pp. 15-23 15
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guistics provide a more precise description of the type of analysis these com-
mentators suggest.

I will show that specifically it is the environments of the signs that are
being investigated. I will argue that the investigation being of this particu-
lar type accounts for the five features which characterize the culmination
of Analytic Cubism’s development.

Furthermore, I will use Structural Linguistics’ concept of »acceptabil-
ity« to establish that the progression of Analytic Cubism’s investigation of
the environments for the signs of representation is parallel to the progres-
sion of Structural Linguistics’ investigation of the environments for the signs
of natural language. This symmetry is part of the explanation of the five
features.

My account of Analytic Cubism’s evolution is philosophically relevant not
only for aesthetics but also for epistemology. The reason is that we employ signs
of representation in our acquisition of knowledge through visual perception.
Philosophy’s analysis of this process requires a description of the signs’ struc-
ture. Analytic Cubism’s investigation of the signs’ environments and thereby
of their structure is a significant contribution to this description.

II. Structural Linguistics’ Procedure

Structural Linguistics employs a procedure to arrive at an analysis of
the structure of a natural language’s signs. The procedure proceeds from
the fact that a sign occurs as a member of an arrangement of elements. The
environments for a sign are those arrangements containing it which the
language’s fluent speakers consider to be acceptable.’ The structure of a sign
is a description of the types of environments for the sign.

Two dimensions of the procedure reveal the manner in which the analysis
of asign’s environments develops. The first is that the procedure is designed
so that it is applicable to unknown languages. Consequently it begins its in-
vestigation with a certain type of environment. Itis one which occurs frequently
and thereby is easier to discern.* Thus it has a higher degree of acceptability.®

* Chomsky (57), p. 49. Harris, p. 31.

* Nida(62), p. 177, #25.

% Chomsky notes »Obviously, acceptability will be a matter of degree, along various
dimensions.« He adds »The more acceptable sentences are those that are more likely
to be produced, more easily understood, less clumsy, and in some sense more natural.«
[Chomsky (65) pp. 10 and 11]

See Quine’s »Progress on Two Fronts« and works referred to for a discussion of the
investigation of unfamiliar languages from a philosophical point of view.
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The procedure’s second dimension is that each sign can occur in an
indefinitely large number of types of environments. The set of a sign’s pos-
sible environments includes not only ones with a higher degree of accept-
ability, but also those with the lowest degree. In order for Structural Lin-
guistics’ analysis to be adequate, it must provide for all of these types.® Thus
to insure the accuracy of the investigation, it is necessary that the proce-
dure be applied to a broad spectrum of kinds of environments.” This re-
quires that it study those approximating the lowest degree of acceptabil-
ity.

The progression of the investigation, therefore, takes a certain direc-
tion. As we have noted, it begins with more acceptable environments. Then
in order to assure the accuracy of the structural analysis, it includes a wide
diversity of types. This requires that it develop toward those environments
which approach the limits of acceptability.* Consequently, most environ-
ments considered during the advanced stage of the investigation approxi-
mate the lowest degree of acceptability. One of the principal questions,
then, at this level of the analysis is what are the parameters of acceptabil-
ity.

In summary, Structural Linguistics’ investigation of environments is
a certain type: It evolves from the more to the least acceptable. I will ar-
gue that Analytic Cubism’s evolution is analogous.

Two similarities are notable. One is that Analytic Cubism’s investiga-
tion also includes environments which have a minimum degree of accept-
ability. The second is that it is this type of environment which occurs dur-
ing the investigation’s most advanced stage, high Analytic Cubism.?

III. Realism

One reason the progressions of the two investigations are analogous
is that, like Structural Linguistics, Picasso and Braque employed a crite-

®  Chomsky (65), p. 4

7 Ibid. Nida (61), p. 145.

® Harris briefly describes how this might be accomplished, which would be during the
latter stages of the investigation. See Harris, p. 1.

A principal difference between the two investigations is that Structural Linguistics’
includes a larger variety of highly acceptable environments. In contrast Analytic
Cubism’s focus, as I will discuss, is on environments with a minimum degree of
acceptability.
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rion of acceptability.!’ It was that a painting must to some extent be realis-
tie

A painting comprises an arrangement of signs. Thus it can be viewed
as an environment. Employing this concept from Structural Linguistics, then,
we can interpret Picasso’s and Braque’s requirement to have been that in
order for a painting to be acceptable and thus constitute an environment,
it is necessary that to some degree it be realistic.

IV. Minimal Realism

This is my thesis: The paintings of Analytic Cubism constitute an investiga-
tion of the environments of the signs for representation.

We have seen that an investigation of environments progresses from the
more acceptable to the least acceptable. Picasso and Braque equated accept-
ability with realism. Therefore, through the use of concepts from Structural
Linguistics my thesis predicts that Analytic Cubism’s development will
progress from the more realistic to the least realistic.' The paintings from
1908 to 1912 demonstrate that this prediction is correct.” Thus my thesis
accounts for the first feature which culminated Analytic Cubism’s evolution:
A minimum degree of realism.

I would like now to discuss the manner in which Picasso and Braque
decreased depth in order to diminish realism. This compression of space

% In Semiotics of Visual Language, Fernande Saint-Martin provides an excellent discussion
of the importance of this criterion for establishing the structure of the signs for
representation.

1" As Yve-Alain Bois points out, they never go as far as »total pictorial abstraction«.
[Bois (92), p. 174] Similarly, Rubin maintains that »Representation is more than a
commitment for Picasso, it is an obsession.« [Rubin(89), p. 24] Kahnweiler states
»Les peintres cubistes étaient profondement conscients de la mission de 'art plastique
qui est de créer - en fait, de recréer, constament - le monde exte’rieur des
hommes.«[Kahnweiler, p. 4]

2 I take Bois to have this point in mind when he maintains that Braque and Picasso are
»reflecting on the minimal conditions for the readability of pictorial signs«.[Bois(90),
p- 82]

¥ For examples of paintings which exemplify this type of evolution consider Braque,
»Viaduct at L’Estaque«, early 1908; Picasso, »Cottage and Trees«, 1908; Picasso,
»Reservoir at Horta«, summer 1909; Braque, »Violin and Pitcher«, early 1910; Picasso,
»Portrait of Ambroise Vollard«, 1910; Picasso, »Ma Jolie«, 1911/12; and Braque, »Le
Portugais«, autumn 1911-early 1912. All are reproduced in Picasso and Braque:
Pioneering Cubism.

See Hempel, pp. 365-376, for a discussion of the relationship between prediction
and explanation.
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fragmented and flattened the forms. As a result, compositional unity became
central for maintaining some degree of realism. The principal means by
which this was achieved was through the use of both types of passage in con-
junction with a reduced palette.

V. Decreasing Depth: Flatness and Fragmentation

The perception of a three-dimensional space is the primary illusionistic
component of a realistic image. Thus the reduction of depth was the princi-
pal method by which Picasso and Braque diminished realism.

It occurred in two respects. One was a decrease in those portions of a
figure which occupy depth. The other was a contraction of the space between
the ground and the picture plane. Thus neither of these types of spatial re-
duction occurred laterally, i.e. either vertically or horizontally across the can-
vas. In fact, with the decrease in depth there was a corresponding increase in
the significance of lateral space. We will see that this occurred with Picasso’s
and Braque’s use of one of the types of passage.

In order to appreciate the consequences of their reducing depth, let’s
consider their approach to realism at the beginning of Analytic Cubism.

Braque’s »Viaduct at L'Estaque« from early 1908 is an illustrative ex-
ample. Here surfaces are oblique to one another and to the viewer. Figures
with a sense of amplitude are the result. This approach to the depiction of
objects occurs within an inwardly extended space. The consequence is a
moderate amount of illusionism.

The investigation then moves toward a minimal degree of realism. The
progression occurs by bringing the ground forward. This compresses the space
between itand the picture plane. Nevertheless, the number of aspects is main-
tained. Thus the contraction in depth causes many of the forms to fragment
and flattened to a position approximately parallel with the canvas’ surface.

During the reduction, most curved shapes became linear. This accounts
for the considerable angularity in high Analytic Cubism, the culminating stage.
Picasso’s »Ma Jolie« from this period exemplifies the resulting type of imag-
ery with its extensive planarity.

VI. Composition Unity

I have been considering Picasso’s and Braque’s manner of significantly
reducing depth with its resulting flatness and fragmentation. This interpre-
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tation accounts for these salient features of the type of minimum degree of
realism found in works during the advanced stage of the investigation, e.g.
Braque’s »Le Portugais«, Picasso’s »Man with a Violin«, and »Ma Jolie«.

During the progression towards this culminating phase, fragmentation
threatened to compromise composition unity and thus realism. Therefore
methods for preserving structural coherence became of prime importance.
The following analysis of some of Picasso’s and Braque’s techniques reveals
further aspects of the investigation’s evolution.

Their methods employed versions of the signs for representation. As
discussed in the preceding section, in the shallow space of high Analytic
Cubism these signs typically occurred as arrangements of angular segments
of shading.

Two of Picasso’s and Braque’s techniques for maintaining composi-
tional unity involving these signs employed both types of passage. One type
integrates the over-all image internally. The other unifies it laterally.'® Fur-
thermore, achieving both of these kinds of integration motivated the par-
ticular hues Picasso and Braque selected and the manner in which they
employed them. Thus the use of passage is a reason for the reduction in
palette.

One of Picasso and Braque’s techniques is applied to interior space. It
employs a limited range of moderate hues in representing the principal
figure(s). This consistent subdued tonality is presented against a ground of
a similar value. Picasso and Braque then employ these diminished shades
to integrate their imagery inwardly. The result is one of the types of passage.

As »Le Portugais« illustrates, their method of achieving this kind is to
allow intermittently the shade of the ground to show through the figure’s
image. Similarly, periodically the hue of one plane in the shallow depth
occurs on another. Their employing moderate tones in conjunction with this
technique enables them to create a subtle modulation that contributes to
two types of partial unification: 1) of forms on different planes, and 2) of
forms with the ground.

Picasso’s and Braque’s second type of passage employs modelling. It
incorporates their reduced palette as well. Its purpose is to conjoin
continguous forms.

They accomplish this lateral linkage by subtly gradating the shade in-
side the forms. This decreases their delineation. In addition, their contours
are drawn as incomplete allowing them to open onto one another. Picasso’s
»Portrait of Ambroise Vollard« demonstrates how the resulting elision en-

4 For an insightful analysis of passage and its significance, see the discussions in
Steinberg(79)and Rubin(79).
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ables the close-value gradation to progress from one form to the next. This
creates a continuous flow of light and space that links the forms together.!®

Note that this kind of passage is neither a horizontal nor a vertical com-
pression of the forms. Hence it does not reduce lateral space. On the other
hand, the passage that integrates forms and the ground inwardly creates a
more shallow depth.

This consequence of interior integration brings out a paradox of high
Analytic Cubism. It is that this type of passage simultaneously both increases
and decreases the degree of realism. Its contribution to compositional unity
increases realism. Whereas its reduction of depth decreases it. This paradox
is a source of the tension found in the paintings.'®

Reconsider the two kinds of passage, which achieve both types of inte-
gration: lateral linkage and modulation between planes. The preceding
discussion demonstrates that they require a minimum variation in subdued
shades. Thus the principal formal procedures Picasso and Braque employed
to achieve structural unity are one part of the explanation of their use of a
reduced palette. The other is that the employment throughout the canvas
of a restricted spectrum of neutral hues contributed further to this coher-
ency."”

VII. Conclusion

I have given an analysis of the methods by which Picasso and Braque
employed both types of passage in conjunction with diminished hues. Their
purpose, I proposed, was to maintain structural unity and thereby preserve
a degree of realism. I argued for an account of why Analytic Cubism’s evo-
lution resulted in extensive passage and a reduced palette as well as a con-
siderable reduction in depth with the resulting flattened and fractured
forms. Employing concepts from Structural Linguistics, the explanation of
these particular features is that the paintings constitute an investigation of
the environments of the signs for representation. The features are the con-

15 »The handling of space, of light, and the linkage of planes are...central to a definition
of Cubism.« Rubin(77), p. 180. The effectiveness of Picasso’s and Braque’s techniques
in achieving the second type of passage is brought out be contrasting them with the
process by which contours are formed in visual perception. Cf. Osgood, chapter 6.

15 »the dramatic tension of...high Analytic Cubism« Rubin(89), p. 24.

17" Additional contributions include the rhythmic distribution of light and dark across
the canvas and the use of only one subject which is presented iconically, i.e. it is
frontal, vertically centralized, and anchored to the base of the canvas. Simplified
themes contributed to the unity of the content.
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sequence of this investigation’s evolution toward a minimum degree of re-
alism.

Two results of my explanation are philosophically relevant. One is that
it increases our aesthetic understanding of what the paintings accomplish.
The other is that it shows that Picasso’s and Braque’s investigation of the
environments of the signs for representation can contribute to the
espistemological analysis of the process by which we acquire knowledge
through visual perception.
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Pietro Kobau
Welches Interesse haben wir an einer
aufkldrerischen Asthetik?

Heutzutage scheint der Begriff »Asthetik« zu viele Bedeutungen zu haben:
heutzutage versicht die Asthetik Argumentationen, die sich gar nicht mehr auf
das fastunbegrenzte Wort »Kunst« beziehen, sondern die wegen ihrer Bestre-
bung zur Vollstandigkeit fast-tautologisch zu sein scheinen (man denke nur an
die postmodernistischen Ausfithrungen iiber die »Asthetisierung«). Die Asthetik
scheint auf alles hindeuten zu kénnen und an ein UbermaB an RechtmiBig-
keit zu leiden. Selten wird ein Versuch gemacht, jene historischen Begrindun-
gen herauszufinden, die die Asthetik auf so wirkungsvoller Weise — vielleicht
sogar zu wirkungsvoll — mitlegitimiert haben.

Wenn diese heutige Situation unbefriedigend ist, wére es vielleicht
angebracht, auf jenen Augenblick zurtickzugreifen, der die erste Gelegen-
heit fiir diese Disziplin dargestellt hat. Das Moment der Griindung der As-
thetik in den Absichten der Schulphilosophie besitzt in der Tat nicht nur den
Reiz eines Anfangs (der noch offen fiir Ausfihrungsweisen ist, die sich von
dem tatsichlich befolgten Weg unterscheiden), sondern auch den zweideu-
tigen Reiz eines Projekts, das moglicherweise jenseits oder sogar gegen sei-
ne urspriinglichen Absichten ausgefiithrt worden ist. Man will also damit
folgendes sagen: angenommen, daB sich die Aufklirung je eine Asthetik wie
die gegenwirtige gewilinscht habe (die sich mittlerweile wegen deren tota-
lisierenden Bestrebungen in Verlegenheit ist), so hat sie sie aber unter ei-
ner bestimmten Bedingung verlangt. Nach den Worten Baumgartens, heift
es also: die Asthetik bleibt vorwiegend »die Wissenschaft der sinnlichen Er-
kenntnis«; sie ist ein methodisches Mittel, eine notwendige Erganzung der
Logik. Zudem wird der oft darunter (nicht unbedingt im kiinstlerischen
Sinn) verstandene Begriff der Schonheit nicht von unseren — weder ir-
rationellen, noch ausgleichenden, noch kritischen — Interessen gedacht oder
gesteuert.

1. Wohin gehort die Philosophie der Kunst?

Nach langen und miihseligen Vorarbeiten veréffentlicht der Rest
Fenner Verlag im Jahre 1845 in London die Encyclopaedia Metropolitana. Die
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Grinde des Projekts dieses Werks sind im passenden Treatise on Method ent-
halten, das hier gemeinsam Coleridge und einem bestimmten Doktor
Stoddard zugeschrieben wird, wahrend in den darauffolgenden Ausgaben
allein Coleridges Name erscheint. In Wirklichkeit tduscht die Ausfiihrung
dieses enzyklopadischen Projekts seine urspringlichen Absichten: die Ur-
schrift des Treatise on Method, die Coleridge im Jahre 1817 fiir einen mind-
lichen und schematischen Bericht fiir den Verleger der Encyclopaedia ent-
worfen hatte, unterscheidet sich von der in der Encyclopaedia selbst enthal-
tenen Ausgabe, insbesondere dort, wo es um die Regulierung der systema-
tischen Struktur des Werks geht.

Der Unterschied ist letzten Endes nur einer, jedoch grundlegend;
Coleridge hatte in der Tat eine Dreiteilung vorgesehen, u.z: 1) reine Wis-
senschaften (die sich auf die »Relation of Law« stiitzen und sich mit der
kantischen Welt der Ideen befassen, die die Vernunft innerhalb der Gram-
matik, der Logik, der Mathematik, der Ethik, der Metaphysik und der Theo-
logie erkennen kann), 2) angewandte Wissenschaften (die sich auf die »Re-
lation of Theory« stiitzen, die die Vernunft durch die Beobachtung der Welt
der Phianomenen erkennen kann) und 3) schéne Kunste (die sich auf die
»Relation of Taste« stlitzen und die als Mittelwelt zwischen den anderen
beiden Bereichen dienen). Die Encyclopaedia ist stattdessen vorwiegend in
eine zweiteilige Struktur aus reinen Wissenschaften und angewandten Wis-
senschaften gegliedert, und die schonen Kinste finden ihren Platz eben
unter den letzteren (als angewandte Wissenschaften gelten also Poesie,
Malerei, Musik, Bildhauerei, Architektur; beachtlich ist es, daB die Poesie
an der Spitze steht und durch die Psychologie eingefiihrt wird). Es ist deut-
lich zu erkennen, daBl der Unterschied nicht duBerlich ist; dies fiithrt uns
direkt zum Problem der Rechtfertigung einer Wissenschaft der Kunst, be-
sonders im Rahmen einer allgemeinen Gnoseologie und Methodologie.

Im Versuch dieser untreuen Wiedergabe des Projekts von Coleridge
eine Erklarung zu geben, wirde man vorab versucht sein, sie durch die
Wandlung des intellektuellen Klimas zu rechtfertigen. Gesagtes Klima -
konnte man leicht sagen — ibereinstimmte urspriinglich mit der von Kant
abgeleiteten Romantik und wandelte sich spéter in eine wesentlich positivi-
stische Atmosphire um. Sehr gut zu verstehen ist darum die groie Zahl
Jener, die sich fur diese Erklarung ausgesprochen haben. Abgeschen von
unserer Befiirchtung bei der Benutzung solcher unhandlichen Begriffe wie
»Romantik« und »Positivismus« finden wir jedoch Griinde genug, um eine
andere Interpretation zu versuchen. Der Grund ist ganz einfach chronik-
artig: die untreue Wiedergabe von seiten des Verlegers ist nicht postum
gewesen; in anderen Worten, der Verleger hat nicht auf Coleridges Tod und
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auf eine Anderung des kulturellen Klimas gewartet. Coleridge hat tatsach-
lich seine Beziechungen zum Verleger in der Zeitspanne zwischen dem 7 April
1817 (Tag an dem der erste schematische Bericht der Treatisestattgefunden
hat) und den Dezember des gleichen Jahres abgebrochen; ferner, wihrend
Fenner schon im Januar 1818 privat einige vereinzelte Kopien des »neu
aufgearbeiteten« Manuskripts verdffentlicht, bringt Coleridge im gleichen
Jahr seine eigene — zwar auch »neu« aber nach dem urspriinglichen Ansatz
erarbeitete — Version, unter dem Titel Essays on Method (nach der neuen
Veroffentlichung von The Friend).

Diese chronologische Unmittelbarkeit des Streites zwischen Coleridge
und Fenner hilft uns zu verstehen, was wirklich geschehen ist. Kurz gefaBt
kann man behaupten, dafl ab sofort eine rein theoretische Alternative an-
geboten wurde: einerseits bietet man die Bestimmung der Wissenschaft der
Kunst als Teil der offenen Gesamtheit der angewandten Wissenschaften,
wobei jede davon eine empirische Rechtfertigung genieBt, wihrend die
Notwendigkeit eines methodischen (transzendentalen, kénnte man auch
sagen) Fundaments ausschlieBlich der geschlossenen und autonomen Ge-
samtheit der reinen Wissenschaften vorbehalten bleibt. Andererseits steht
eine Wissenschaft da, die zur gleichen Zeit spezifisch und allgemein ist, da
sie zwischen den reinen und den angewandten Wissenschaften methodisch
vermittelt, indem sie sich insbesondere auf die Psychologie bezieht. Gera-
de darum hatte sich diese zweite Wissenschaftsart eher den Namen von
»Asthetik« verdient, als jene, die technisch beschrinkte »Wissenschaft der
Kunst«. Es stehen nun zwei Losungen zur Verfiigung, um jene Lage deutli-
cher zu erlautern, die auf keinen klimatischen Wechsel im Universum der
Ideen warten muBte, um zustande zu kommen. Uberdies hat das Interesse
an dieser Lage nicht ausschlieBlich historiographische Griinde, da heute das
Problem einer methodischen Rechtfertigung der Asthetik eher beiseite ge-
legt als befriedigend gel6st zu sein scheint.

Der erste Weg nach einer Losung wire auf der Geschichte der Ideen
zu beharren — jedoch auf eine synchronische Weise — und das Bild um den
Streit zwischen Coleridge und Fenner zusammenzustellen. Zwar wire die-
ser Vorgang sehr aufschluBreich, aber auch problematisch, insbesondere was
Coleridge betrifft; in der Tat, obwohl er au fond ein sehr systematischer Autor
ist (und das Treatise beweist es), ist er gleichzeitig auch sehr eklektisch in
seinen allgemeinen Hinweisen, und daher gerade an jenen Stellen um so
unklarer, wo er sich fiir unser Vorhaben mehr interessant beweist. Besten-
falls wiirden wir uns also wieder vor der Wahl befinden, die vom Verleger
mit der Hilfe von Doktor Stoddard gewaltsam aufgeldst wurde.
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Der andere Losungsweg stiitzt sich auf einen Anhaltspunkt, der in den
ersten Zeilen des Treatisebeinhaltet ist. An dieser Stelle erliutert Coleridge,
daB der Begriff »Enzyklopiddie« mittlerweile dermalen vertraut geworden
ist, daB es nicht mehr nétig sei, den Sinn von einem »Kompendium des
menschlichen Wissens« zu verdeutlichen; gleichzeitig klagt er jedoch tiber
die Tatsache, dal man nie dazugekommen sei, ein solches Kompendium mit
einer methodischen Struktur auszustatten, bzw. dal die wenigen Versuche
in diesem Sinne miBlungen sind, weil man nicht gentigend tiber die metho-
dische Prinzipien des Wissens nachgedacht hat. Es handelt sich dabei offen-
bar um eine solcher typischen Liigen, die stillschweigend von Verlegern und
Autoren zusammen ausgedacht werden, um die Aufmerksamkeit des Lesers
zu gewinnen, indem man seine Unwissenheit zuerst ausnutzt und spiter
heilt. Heute wiirde man sie als »trugerische Werbung« bezeichnen. Es ist ja
schlieBlich das Jahr 1817, in dem Hegel in Heidelberg die erste Auflage
seiner Enzyklopddie zu Lichte bringt, d.h. jenes Werk, das gleichzeitig sowohl
der letzte Schrei nach der kantischen methodischen Reform im Bereich der
Spekulationen tiber den philosophischen Systematismus als auch eines der
letzten Beispiele von Handbiichern darstellt, die fiir eine veraltete Disziplin
gedacht sind, die noch ihrer propéddeutischen Funktion wegen in den deut-
schen Universititen gelehrt wird. Auf jedem Fall kann es hin und wieder
nitzlich sein, solche kleinen harmlosen — oder sogar in bester Absicht gedach-
ten — Ligen nicht hinauszuschieben, so wie es sich manchmal lohnt, eine
rhetorische Frage ernst zu nehmen. Und das ist es auch, was wir jetzt versu-
chen werden, indem wir Coleridges erste (unhaltbare) Behauptung demen-
tieren werden. Wir werden zeitlich rickwirtig handeln, indem wir zumindest
die wichtigsten Momente in Betracht nehmen werden, die hinter dem Pro-
blem der Anordnung einer Asthetik, bzw. einer Wissenschaft der Kunst, in-
nerhalb einer methodisch strukturierten Enzyklopadie stehen.

2. Die Asthetik als Technik

Zahlreiche interessante Dementi von Coleridges Behauptung sind
wihrend der Zeit der Aufklirung zu finden, und sollte das Hauptziel der
Encyclopaedia Metropolitana sein, eine Antwort auf den Empirismus und auf
den Skeptizismus der franzésischen Enzyklopédisten zu geben, desto mehr
lohnt es sich, sich der deutschen Schulphilosophiezuzuwenden. Aus verschie-
denen Grinden sehr interessant finden wir hier in erster Linie die Entschei-
dung Wolffs, der die Philosophie der Kiinste innerhalb seines Wissenssystems
stellt.
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In dem Discursus praeliminaris de philosophia in genere, das der Logica des
Jahres 1728 vorgesetzt wurde (das Werk war schon im Jahre 1713 im Vor-
wort der Deutsche Logik vorweg bekanntgegeben, da der Autor die Absicht
hatte, seine Gedanken auch auBBerhalb Deutschlands zu verbreiten) —in dem
Discursus praeliminaris also, nachdem Wolff das philosophische Wissen als
Kenntnis der Griinde des Seins, bzw. des Geschehens beschreibt, und nach-
dem er es vom mathematischen und historischen Wissen unterscheidet (ob-
gleich er davon Gebrauch machen wird), legitimiert Wolff sogleich die
Philosophia juris, medicinae, artium (§ 39). Diese Formulierung werden wir nun
niher betrachten.

An erster Stelle, vom Standpunkt des herkémmlichen philosophischen
Gemeinsinnes gesehen, scheint Wolffs Rede von Philosophie der Kunst zu-
gleich geeignet und ungeeignet. Geeignet ist sie zwar aus einer rein termi-
nologischen Perspektive, unter der Bedingung aber, dal man Wolffs »Kiin-
ste« nicht zu eng mit Coleridges — oder der »gegenwartigen« — »Kunst« ver-
gleicht. Wolff redet nicht von Kunst im Sinne einer aus anthropologischen
Grinden bestehenden Entitdt, und schon gar nicht im Sinne eines auler-
ordentlichen auf dem metaphysischen bzw. antimetaphysischen Horizont
aufgestellten Wesens; er benutzt auch nicht das Wort »Kunst« als Sammel-
name fir ein »System der schonen Kiinste«, oder im Sinne einer »astheti-
schen Kunst«, nach der Benennung von Odo Marquard. Er spricht im all-
gemeinen von techneund schliet von diesem Horizont die Frage des Scho-
nen als grundlegend aus. Er zielt also auf die philosophische Angliederung
der Technica, bzw. der Technologia (§ 71); dementsprechend, damit keine
Zweifel tibrig bleiben, in der Anmerkung beziiglich auf den erwihnten §
39 bringt er das Beispiel der Kunst des Holzhackers an; er fithrt erst im § 40
sein — in anderen Fillen — sehr geliebtes Beispiel der Architektur an, das
sonst irrtiimlicherweise an eine Vorliebe fiir die schonen Kunste glauben
lassen wiirde. Daraus kann man schon eine erste wichtige Uberlegung er-
zielen, und zwar, dal} es nicht nétig ist, den Anbruch des Positivismus abzu-
warten, um der Rechtfertigung einer Philosophie der Kunst zu begegnen,
die als Philosophie der (offenen) Gesamtheit der Techniken betrachtet wird,
inbegriffen jener, die sich mit der Bearbeitung des Schonen befassen. Es ist
kein untreues Verhalten notwendig, wie das eines Verlegers gegeniiber der
Tiefgrundigkeit eines Coleridges; stattdessen gentigt schon das Ersuchen
nach der Angliederung eines ultratraditionellen Begriffs wie techne oder ars
an die Frage der Methode. Indem Wolff die Methodisierung der verschie-
denen Arten vom Wissen verfolgt, anstatt sich an ein Paradigma zu wenden,
das die Wissenschaft und die Technik — auf Grund der Anwendungs-Bezie-
hung eines theoretischen bzw. reinen Wissens — voneinander unterscheidet
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und zusammen verbindet, wendet sich Wolff an ein psychologisches Muster,
das der Schépfung des kunstlichen Wissens recht gibt und dem es gleich-
giiltig ist, ob dieses kiinstliche Wissen als theoretisch oder als praktisch de-
finierbar ist. In der Tat, stellt Wolff das Problem der Methode in der glei-
chen Weise wie jenes der Bildung und der Fortbildung der natirlichen
Fihigkeiten des Menschen. Im Kapitel »De Dispositionibus naturalibus &
Habitibus intellectus«, das der erste Teil der Psychologia empirica (1732)
schlieBt, setzt er in diesem Sinne eine Unterscheidung zwischen den natiir-
lichen Fihigkeiten (oder Begabungen) der Seele und deren mit der Ubung
gewonnenen »Anlagen« fest. Letzere unterscheiden sich wiederum in »Leh-
ren« oder »Kiinste«, je nachdem sie sich auf theoretischer oder praktischer
Weise entwickeln. Wichtig ist aber, daB diese Unterscheidungen keinen
ontologischen Unterschied zwischen Natur (die psychologischen Fahigkei-
ten) und Kunst (das erworbene und methodisierte Wissen) bedeuten. Wolff
setzt vielmehr seine Gedanken fort, indem er unterschiedliche psychologi-
sche Anlagen mit unterschiedlichen disziplinbezogenen Bereichen in Ver-
bindung bringt. Wir befinden uns hier vor einem argumentativen Muster,
auf dem zahlreiche Versuche einer methodischen Reform des Wissens-
systems nach Wolffs Beispiel unternommen worden sind; d.h. also dafl wir
uns vor einer Strategie befinden, die besserungsfahige und disziplinierbare
psychologische Fahigkeiten unzertrennlich mit enzyklopadischen Bereichen
zusammenkniipft, die geschichtlich schon in (theoretischen oder prakti-
schen) Wissenschaften zusammengestellt werden koénnen, aber auch nicht.
Ferner wird gerade in diesem Kontext von Wolff eine erste Verbindung
zwischen der Uberlegung tiber das Schone und der Uberlegung tiber die
Gesamtheit der besonderen Kiinste (immer gleich Techniken) durchge-
fithrt, die das Schone als Gegenstand haben. Stets in der Psychologia empirica
gibt es ein weiteres Argument, den »Experten der Kinste« gewidmet, wor-
uber nachzudenken ist. Vor allem behauptet Wolff (§ 531), daB solche Ex-
perten besser in der Lage seien, die Vollendung eines Werks zu entbl68en
und zu »messen«, und darum besser in der Lage seien, auch an den Kunst-
griffen dieser Werke GenuB zu finden. Die Fahigkeit sich (nattrlich und un-
mittelbar) iiber ein schones Werk freuen zu konnen wichst also im gleichen
Schritt mit der (technisch und methodisch vermittelten) Fahigkeit ein sché-
nes Werk herzustellen, da es sich auch hier darum handelt, die Schonheit
bewerten zu kénnen. Solche Bewertung steht gleichermafBlen an der Basis
sowohl vom »Kennen« als auch vom »Handeln«. Man kann also behaupten,
daB an der Basis einer »Wolffschen« Asthetik das Thema des »bewerten
konnen« steht; diese Fahigkeit ist zwiefaltig, weil sie gleichzeitig theoretisch
und praktisch ist. Da sie ein Wissen ist, stellt sie sich einem continuum ent-
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lang, das von der unreflektierten Wahrnehmung der Vollendung des Sché-
nes bis hin zur Kenntnis ihrer Griinde (ergo zu einer vollkommen philoso-
phischen Kenntnis) hintberstreckt. Gerade an dieser Stelle fiigen sich dann
verschiedene Vollziehungen des gleichen Projekts einer philosophischen
Enzyklopédie ein, innerhalb deren auch andere Varianten der Griindung
einer Asthetik stattgefunden haben (man kann hier z.B. an Gottsched, oder
an Bodmer und Breitinger denken). Aber erfolgreicher sind gerade jene
Versuche gewesen, die, indem sie diese doppelte theoretisch-praktische
Gliederung jedes Wissens fiir offenbar (bzw. allzu offenbar) hielten, das
Fundament einer Asthetik vor allem (wenn nicht sogar ausschlieBlich) in
der theoretischen Seite gesucht haben.

3. Die Asthetik als Logik

Baumgartens groBtes Verdienst liegt — mehr als in seinen spekulativen
Leistungen — in seiner gut gelungenen disziplinaren und zugleich didakti-
schen Reform-Initiative. Als er einundzwanzig Jahre alt war, hatte er schon
eine neue Wissenschaft entworfen, die nutzlich sein sollte, um den traditio-
nellen Streit zwischen Philosophie und Poesie neu zu schlichten; spiter, in
der Mitte des 17. Jahrhunderts hat er diese Wissenschaft als erster an einer
Universitat gelehrt; schlieBlich hat er 1750 ein Handbuch veréffentlicht, das
zum ersten Mal den Titel Aesthetica trug.

Baumgartens Asthetik ist zwar sicherlich das Ergebnis einer enzyklo-
padischen Ausbesserung, die nach einem schon vorgezeichneten Weg ent-
wickelt wurde, doch stiitzt sich dieses Werk auf einem begriffsmaBigen Vor-
schlag, der eine zweite Lesung wert ist. Kurz gefalt, zielte Baumgarten auf
eine Lehre des Schonen ab, die im poetischen und tiberhaupt kinstlerischen
Bereich anwendbar sein konnte, doch winschte er sich vor allem — und
diesem ersten Zweck dienend — eine Asthetik, die ein unverzichtbarer Teil
der Erkenntnistheorie sein sollte. Er dachte an eine Wissenschaft, die die
Art und Weise durchforschte, durch die unsere Sinne die Dinge zur Kennt-
nis nehmen und durch die diese Kenntnis zur Vollendung gefithrt werden
kann. Spater folgten dann — bei anderen mehr oder weniger von ihm ab-
hangigen Autoren — die Wissenschaft des Geschmacks, der Gefiihle...

Weit entfernt bleibt also die Philosophie der Kunst im Sinne Wolffs, und
das hat zwei Griinde: weil Baumgartens Asthetik weder der Kunst als Art der
Technik noch dem Thema der Schonheit als ein — innerhalb der allgemei-
nen Technologie — der Kunst umschreibendes Thema angewendet werden
kann. Um diese Stelle besser betrachten zu konnen, missen wir einen weite-
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ren Aspekt der Struktur der Wolffschen Enzyklopédie analysieren. In der Tat
muB Baumgarten fiir entscheidend empfunden haben, daB ein in der Uber-
lieferung als ontologisch betrachtetes Problem (d.h. das Thema der »Vollen-
dung« der Dinge, von der die Schonheit eine Art ist) bei Wolff rechtmaBig
Platz in einer Psychologie findet. Wolff befaB8t sich in diesem Kontext mit der
Schonheit, indem er sich vor allem auf unsere Neigung ihr gegentiber kon-
zentriert, und das auf eine Weise, die man fast phianomenologisch bezeich-
nen konnte. Daraus geht folglich hervor, dal das Vergniigen, das man vor der
Vollendung empfinden kann, nicht unbedingt von einem auf bewuBter und
korrekter Weise argumentierten Urteil vermittelt werden muB. In der Tat
(Psychologia empirica§ 510), wenn man die bewiesene Vollendung beziiglich
auf ein Objekt als »wahre Vollendung« betiteln kann, ist es dann gestattet
bei jeder Schonheit, die wir — moglicherweise wegen eines unbewuflten
Fehlers — irgend einem Objekt zuschreiben, von »scheinbarer Vollendung«
zu reden. Es folgt somit (§ 511), daBB der GenuB eine intuitive Erkenntnis
einer sowohl wahren als auch anscheinender Vollendung ist.

Wichtig scheint hier insofern zu sein, daBl Baumgarten in seiner Griin-
dung der Asthetik ganz und gar auf die Entwicklung eines Paradigmas ver-
zichtet, das zwischen der phanomenologischen (bzw. gnoseologischen) und
der ontologischen Ebene (nach dem »Anscheinend/Wahr«Paradigma)
vermittelt, und sich stattdessen eines rein erkenntnistheoretischen Paradig-
ma bedient. In den Meditationes de nonnullis ad poema pertinentibus (1735)
erkennen wir tatsichlich eine Umschreibung der wichtigsten Kenntnisse der
klassischen Poetik, doch liegt der von den Meditationes bis zu der Aesthetica
fast unberihrt durchlaufende und entscheidende Bestandteil in der engen
Entsprechung zweier (die eine gnoseologische, die andere disziplin-
bezogene) Entgegensetzungen: »Sinn vs Verstand« und »Poesie vs Philoso-
phie«. Wenn man den allgemeinen methodischen Wert der Meditationes
betrachtet, miBte also die in den ersten Absitzen vorgeschlagene Losung
stark auffallen; sie sieht nicht nur die Erwerbung des traditionellen poetischen
Wissens fur den Philosophie-Bereich sondern auch die notwendige Griindung
einer Asthetik innerhalb der Erkenntnistheorie vor. In anderen Worte, noch
wichtiger als die Methodisierung der Poetik gilt die Tatsache, dal Baumgar-
ten dessen Objekte thematisiert und bestimmt, indem er sie in den von den
poetischen Werken bedeuteten »sinnlichen Vorstellungen « auffindet — zusam-
men mit ihrer besonderen »Vollendung« (die »extensive Klarheit«). Im Be-
zug auf den Erkenntniswert besagter Vorstellungen beteuert Baumgarten
wieder mit einer Leibnizschen Terminologie die aristotelische These, nach
der es nicht moglich ware, ohne Bilder denken zu kénnen: der Mensch be-
sitze insofern kein — egal wie stark formalisiertes — Wissen, das an keiner Stel-
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le eine »verworrene Erkenntnis« bzw. irgendeine »sinnliche Idee« einschlieBt.
Eine als unvermeidbare Grenze postulierte (psychologische, anthropologi-
sche) Sachlage wird demzufolge das Fundament fir die (logische, methodi-
sche) Erlauterung des Objekts der »sinnlichen Rede« (§ 7), d.h. jener Rede,
die sich grundsatzlich nach der sinnlichen Erknntnis orientiert. Je grofler ist
die Zahl der sinnlichen Elemente in einem Diskurs, und desto vollendeter ist
die dadurch intendierte sinnliche Erkenntnis (§ 8).

In den letzten drei Abséitzen der Meditationes spitzt sich die Situation
sogar zu: die traditionell konfliktgeladene Beziehung zwischen Philosophie
und Poetik (oder Rhetorik) wird zu einer der Philosophie internen Proble-
matik, zu einer (methodisch regulierbaren) Beziehung zwischen zwei phi-
losophischen Disziplinen: die Asthetik und die Logik. Baumgarten schlagt
dementsprechend die Erganzung der » Logik« —im ihren traditionellen und
allgemeinen Sinne — mit einer Asthetik vor (§ 115), damit auch der Bereich
der von den Sinnen versorgten Erkenntnis darin miteinbezogen wird. Nach-
dem er sich fiir die Nutzlichkeit gesagter Erginzung ausgesprochen hat,
schlagt er ferner vor, dabei die Psychologie methodisch zu verwenden; nur
wenn man sich hauptsichlich auf diesem Fundament stiitzt (§ 116), kann
man sich erfolgreich in der Erkenntnistheorie auf die klassische Unterschei-
dung zwischen aistheta und noeta berufen.

Doch, auch wenn wir diesen Vorschlag einer vollig methodischen (und
sogar extrem gnoseologischen) Griindung der Asthetik annehmen méch-
ten, bleibt ein Problem ungel6st. Auf dem Kantianismus und auf die
Phianomenologie beruhend wiirden wir in der Tat jeden Vorschlag fir un-
annehmbar halten, der die Stiitzung einer exakten Methode auf eine (im-
mer empirische) Psychologie beabsichtigt. Ferner scheint diese Griindung
an einem Zirkularititsfehler zu leiden: die (in der Absicht) grindende (und
formlich universale) Methode stiitzt sich hier auf einem positiven Lehrkern
(d.h. auf eine Gnoseologie wie die Leibnizsche, die sich auf dem Lehrsatz
der Kontinuitiat der Wahrheitsgraden beruht). Gerade diesen Fehler, der das
ganze Wolffsche System betrifft, scheint Kant zu unterstreichen, als er in
seiner ersten Kritik (»Vorwort«) deutlich zwischen der positiven Wirkung von
Wolffs formalen Methode und dessen Dogmatismus unterscheidet — wobei
er in der Tat auf die Unterscheidung zwischen empirischen und transzen-
dentalen Methoden achtgibt.
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4. Die Psychologie verfiigt tiber eine Methode

Um den disziplinaren Sinn der »philosophia instrumentalis« — die
Gesamtheit der Instrumente des Verstands, die systematische Sammlung der
Erkenntnisvorschriften — leichter verstehen zu kénnen, wo sich nach der
Schulphilosophiesowohl die Asthetik als auch die Logik aufstellen, miiBte man
sich fragen, warum sich das Wolffianismus so unbedarfterweise der Beschul-
digung ausgesetzt habe, es hitte eine Art von »Psychologisierung der Logik«
durchgefiihrt —nach dem berithmten vom Idealismus gepragten Ausdruck.
In der Tat zielt die Schulphilosophienicht auf die Bildung einer »reinen« Logik
ab, die frei von pragmatischen Absichten bzw. anthropologischen Themen
ist; sie konzentriert sich vielmehr immer auf die Vervollkommnung der tat-
sachlichen Benutzung jener Techniken, die fir die Entdeckung und die
Bewertung der positiven Wahrheiten niitzlich sind. Ihr Ziel ist geradezu der
optimale Ablauf von Beobachtungs-/Versuchs- und Gesprachsverfahren, die
im voraus als wissenschaftlich angenommen werden. Auch aus diesem Ge-
sichtspunkt geht die aufklarerische Bestimmung der Methode nicht von
einer Differenzierung zwischen (reine) Theorie und Praxis, sondern von
jener (aristotelischen) These aus, nach der die Kenntnis sowohl in der Pra-
xis als auch in der Theorie immer aus einem Verfahren besteht; und nach
dieser Voraussetzung kann die Benutzung psychologisch-anthropologischer
Inhalte in einer »philosophia instrumentalis« weniger problematisch ausse-
hen.

Man will hiermit bestimmt keine disziplinare Reform (oder Gegen-
reform) vorschlagen, doch scheint zumindest ein Grundbestandteil der
»philosophia instrumentalis« eine erneute theoretische Debatte wert zu sein.

Das erkenntnistheoretische Thema der tatsichlichen und rechtmaBi-
gen Notwendigkeit der »sinnlichen Vorstellungen«, auf dem Baumgarten
seine philosophische Asthetik griindet, stellt nicht nur das (Leibnizsche)
Ergebnis einer Kritik gegentiber Descartes’ Gnoseologie dar (weitere Kriti-
ken sind tibrigens auch von Locke, Thomasius, u.a. getibt worden); es be-
inhaltet und verstirkt auch eine Voraussetzung, die sowohl von den Befiir-
wortern als auch von den Gegnern von Descartes gebilligt wurde. Kurz for-
muliert hei3t es, daB die Psychologie liber eine methodische Funktion ver-
fiigt, weil sie in der Lage ist iiber die griindliche Gliederung von Ontologie
und Gnoseologie Rechenschaft ablegen zu kénnen. Vielmehr: sie ist die
einzige Disziplin, die sich in solcher so glinstigen Lage befindet. Im Grun-
de genommen konnte man die ganze methodologische Debatte des Ratio-
nalismus als eine Fortsetzung der in der Regula XII enthaltene Problematik
verstehen, wo Descartes sich gezwungen sieht, ein psychologisches (bzw.
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sogar psychophysiologisches) Paradigma in eine Abhandlung tuber die
Methode einzufligen. Indem es auf die Fragen antwortet, was Verstand und
Korper sind, und wie der Geist den Korper informiert, beantwortet gesag-
tes Muster in Wirklichkeit eine viel allgemeinere Frage: jede Kenntnis —
sowohl die naturliche, als auch die methodisierte und formalisierte — wird
in der Tat auf das Sein durch eine psychologische Vorrichtung zuruckge-
fithrt, die seinerseits notgedrungen eine asthetische Vorrichtung impliziert.
Die Tatsache, daB sich Descartes in der Regula XIIverpflichtet sieht, dem De
anima eine Antwort zu geben und dabei dessen Paradigma der »tabula rasa«
zu bewahren und zu bearbeiten, hat damit zu tun, daB dieses Thema ubli-
cherweise benutzt wird, um die Verdoppelung der »auBlerlichen« Welt in
einer »inneren« Welt zu beschreiben. Diese Verdoppelung, bzw. Trennung,
ist seinerseits Muster und Metapher des Unterschieds zwischen »das, was es
gibt« und »das, was erfahren wird«, zwischen dem Bereich der Dinge, die
ganz schlicht existieren, und dem Bereich des Wahren und des Falschen.
Naturlich — man hat es sofort festgesetzt — gehéren »auflen« und »innen«
zu einer Metapher, denn es ist begriffsmaBig sehr problematisch, »das, was
es gibt« als »das AuBere« und »das, was erfahren wird — wahr oder falsch«
als »das Innere« zu bezeichnen. Doch der Versuch, diese Metapher in ei-
nen Begriff umzuwandeln, hat wihrend der ganzen modernen Debatte tiber
die Methode (zumindest bis zum Idealismus) eine zentrale Rolle gespielt.
Schon Bacon driickte es wie folgt aus (Novum organum, »Vorrede«): die
Methode dient zur »Wiederherstellung, bzw. Verbesserung jener Beziehung
zwischen dem Verstand und den Dingen, die auf der Erde, bzw. zwischen
den irdischen Dingen, nichts seinesgleichen hat«.

Es scheint nun schwer zu behaupten, da3 diese philosophische Arbeit
an der Metapher der zwei Welten (die auBere und die innere) diese Meta-
pher vollig abgenutzt hat, u.z. eine Metapher, aus der die aufklarerische
Asthetik entstanden ist, und derer Bestimmung als »einfach psychologische«
nie Uberzeugend sein kann. Doch, wenn auch dies der Fall wire, bliebe trotz-
dem eine Grundalternative: entweder beruht die Asthetik vor allem auf der
allgemeinen (sicherlich sehr abstrakten und unoriginellen) Problematik der
Beziehung zwischen dem, was es gibt, und dem, was wir kennen, oder sie
wird von einem besonderen Objekt bestimmt, das man ihr duBerlich zuteilt.
In diesem Falle, wiirde man ihr jedoch die Rolle einer Technik oder (be-
stenfalls) einer angewandten Wissenschaft zuschreiben — und das unabhan-
gig davon, ob sie sich dartiiber bewuBt ist, oder ob gesagtes Objekt ein gro-
Bes Ansehen genieBt.
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Yacouba Konate

Art, Philosophie et Modernité: L’Afrique en Effet

De quelle couleur une pensée philosophique? Grise ou noire bien sir.
Du moins, c’est 'impression qui se dégage a la fois de I'histoire de la Philo-
sophie en tant qu’étude des «moments historiques que la pensée humaine
a adoptés durant des si¢cles», selon le mot de Fr. Chitelet, et d’un certain
enseignement de la philosophie comme discipline scolaire. Cette histoire
et cet enseignement de la philosophie disposent que la connaissance des
textes d’auteurs est un exercice qui rend la réflexion familiére et habituelle,
et partant, ils aident chacun a s’orienter dans la vie selon son propre pou-
voir de réflexion. Descartes n’en attendait pas moins de la philosophie.

«(...) Il vaut beaucoup mieux se servir de ses propres yeux pour se
conduire, et jouir par méme moyen de la beauté des couleurs et de la lu-
miére, que non pas de les avoir fermés et suivre la conduite d’un autre; mais
ce dernier est encore meilleur que de les tenir fermés et suivre la conduite
d’un autre; mais ce dernier est encore meilleur que de les tenir fermés et
n’avoir que soi pour se conduire. Or c’est proprement avoir les yeux fermés,
sans ticher jamais de les ouvrir, que de vivre sans philosopher; et le plaisir
de voir toutes les choses que notre vue découvre n’est point comparable a
la satisfaction que nous donne la connaissance de celles qu’on trouve par
la philosophie; et enfin, cette étude est plus nécessaire pour régler nos
moeurs et nous conduire en cette vie, que n’est I'usage de nos yeux pour
guider nos pas» (Descartes, 1637).

On peut passer sous silence 1’éloge de la philosophie que comporte
cette pensée pour souligner les éléments esthétiques qu’ameéne la définition
cartésienne de la philosophie. Descartes en effet parle ici du plaisir des yeux,
du plaisir de voir et de découvrir qui reste peu de choses a c6té du plaisir
de la connaissance philosophique. L'exercice philosophique ne consiste pas
nécessairement a voir le monde en gris. Philosopher c’est se servir de ses
propres yeux pour se conduire, et jouir de la beauté des couleurs et des
lumiéres, le découvrir en couleurs et sous la lumiére. Descartes un penseur
de la modernité et un penseur moderne: cette vérité est bien établie, mais
Descartes un penseur en couleurs, voila ce qu’une lecture esthétique de cette
page permet d’ajouter. A la vérité, cet état de choses n’est pas surprenant
ou tout au moins elle ne devrait pas I’étre compte tenu du lien essentiel qui
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unit modernité et image dans I’histoire des idées en Occident. D’ou vient
donc que le philosophe apparaisse si souvent comme le spécialiste des cho-
ses grises et sombres? Notre propos ne sera pas de répondre directement a
cette question. Il vise cependant & montrer que par le biais de I'art, on peut
cultiver un rapport plus vivant et plus réel a la philosophie: la pratiquer sans
nécessairement s’ennuyer; la pratiquer en ouvrant ses propres yeux plutot
que voir le monde par procuration.

1 Art, Philosophie et Modernité

«A maints égards, le discours philosophique de la modernité rencon-
tre et recoupe le discours esthétique» (Habermas, 1985, préface). Qu’on la
pense comme rationalisation et désenchantement d’'un monde s’organisant
autour de ’entreprise privée et de I'Etat comme le fit Max Weber ou qu’on
la tienne pour un rapport réflexif entre les traditions (Comte), ou encore
pour la volonté d’éradication du mythe par la raison (Nietzsche et Adorno),
il reste que «c’est d’abord dans la critique esthétique que se précise la cons-
cience de la modernité qui s’en trouve posée comme question et comme
exigence «de se fonder par ses propres moyens» (Habermas, 1985). En ef-
fet c’est la fameuse «querelle des Anciens et des modernes» au début du
XVIIIé qui instruit et installe durablement la notion de moderne. Se rebel-
lant contre I’ordre ancien, les modernes se révoltent contre «I'idée que le
classicisme francais se fait de lui-méme en assimilant le concept aristotéli-
cien de perfection a celui de progreés, tel qu’il avait ét€ suggéré par la science
moderne» (Habermas, 1985).

S’érigeant contre la tradition de 'imitation des modeéles anciens, les
modernes rejettent le dogme d’une beauté parfaite, absolue et éternelle et
se fixe des critéres d’un beau moins prétentieux: un beau relatif et histori-
que. Dans cette volonté de rupture s’esquisse I'idée de nouveau commen-
cement, d’auto-fondation. Cette idée spécifique des Lumiéres se trouve déja
clairement articulée par Descartes. En effet lorsqu’il prend sur lui de ne plus
croire en ce que tout le monde croit et de n’admettre que ce qui aura sur-
vécu aux cribles de son doute devenu hyperbolique pour étre plus radical.
Descartes se détermine comme un moderne et ¢’est comme philosophe des
temps modernes qu’il prend sa place aux c6tés de Kepler et Galilée. Hei-
degger du reste voit dans I’engagement philosophique cartésien le para-
digme méme de la modernité. Est moderne celui qui a I'instar de Descar-
tes ne pense pas par reproduction d’un monde ou d’un ordre qui lui
préexiste, mais pense en son nom propre, se posant dans une opposition
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au monde. Vidée de tout sens préalable, le monde est investi 2 nouveaux
frais de sens et de valeurs qui le représentent, lui donnant une nouvelle
présence (Darstellung).

Si I'art est modernité qu’est-ce qui dans ’art atteste de la dite moder-
nité? Hegel répondrait «[’art est la manifestation la plus haute de 1'Idée».
L’absolu comme esprit existe en soi et pour soi. Dans le monde, il traverse
Iesprit fini, se donnant I'occasion de se saisir dans son essentialité. Le pre-
mier moment de ce savoir senti et immédiat, c’est I’art. L’intuition sensible
y donne a la Vérité sa formation sensible mais chaque phénoméne a une
signification autre que sensible. C’est en I’art que la Vérité atteint sa forme
la plus parfaite. Qu’est-ce a dire?

Pour Hegel I'art représente, c’est-a-dire présente a nouveau, les objets,
les hommes et les situations. Un objet artistiquement traité n’est plus seule-
ment lui-méme en tant que plate objectivité, il devient porteur de sens. Ce
qui signifie que la représentation par I’art apporte une certaine valorisation
de I'objet. Les souverains africains de tous les temps le savent qui s’adju-
geaient les meilleurs artistes et les meilleurs griots pour frapper a la porte
de I'histoire et les seigneurs d’aujourd’hui, le savent qui prescrivent a leurs
fonctionnaires de travailler sous la photo du président. Survivance d’idola-
trie?

Hegel aurait-il reconnu la modernité en Afrique s’il avait vu I’Afrique
des arts et des artistes au lieu de I'imaginer d’aprées les récits des voyageurs
de son temps? Aurait-il apprécié a sa juste signification le fait que I’art afri-
cain ne s’applique aucun interdit de la représentation? L'art africain dans
sa production dominante imagine davantage la nature qu’il ne I'imite. Les
cubistes ne s’y tromperont pas: les sculptures africaines valident une image
de I'homme créateur. Kant notait que ce n’est pas en répétant la nature mais
en la représentant que I'’homme se rapporte a Dieu, a I'Esprit, a la Liberté,
au progres, a la modernité. En cela, '’homme est bien a I'image de Dieu qui
comme chacun sait produit, crée des choses qui ne sont pas données dans
la nature. Il n’y a pas modernité sans représentation et la modernité est1’épo-
que de la représentation.

La modernité n’est pas seulement assomption de la représentation, elle
est aussi dépassement, recomposition, purification de la représentation. Si
les artistes tels Homére et Hésiode résistent a la mise au pas qui ressort des
propos de Socrate et Platon, c’est dire que le moderne et le non-moderne
ne sont pas nécessairement en rupture. Ils peuvent étre les versants contra-
dictoires d’'une méme époque.

L’Afrique des traditions est aussi Afrique de la modernité et inverse-
ment. C’est indubitable méme pour I'intellectuel africain, qui sur le chemin
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de I'université, temple du savoir nouveau, bute parfois contre des sacrifices
exposés aux carrefours comme pour narguer les feux rouges aux lumiéres
trop souvent aveugles. Les peintres naifs ivoiriens sont trés sensibles a cette
proximité distante qu’ils traduisent par une juxtaposition village-ville ou les
scénes de I'une débordent dans 'autre sans médiation. C’est que la moder-
nité qui se projeta comme Aufklirung, c’est-a-dire philosophie des Lumie-
res, proméne beaucoup d’ombres portées. Adorno et Horkheimer ont ana-
lysé avec beaucoup de perspicacité cette dialectique des Lumiéres qui ac-
cumule contradictions et ambiguités qui développe un monde. La raison
n’est pas comme elle le prétend, I'autre du mythe puisqu’elle développe le
mythe de la raison et le fétichisme de la rationalité. Effectivement les
prophétismes africains sont des moments de réenchantement du monde.
«En fait, si la christianisation, comme beaucoup d’auteurs depuis Max We-
ber I’ont souligné a propos de I’Europe, participe d’un mouvement de
sécularisation accompagnant notamment la formation de classes moyennes
attirées par le modéle occidental, les prophétismes contrarient peu ou prou
ce mouvement. Car en collant au plus pres des manifestations trés matérielles
de la modernité, ils refusent précisément a celles-ci tout caractére de désen-
chantement et perpétuent au contraire la mémoire vive d'une histoire ivoi-
rienne commencée sous le signe du miracle» (Dozon, 1995).

On comprend mieux pourquoi le chercheur en philosophie peut s’at-
tacher a I’art. Matrice primordiale de la modernité, figure inaugurale et
prospective de la modernité, I'art est comme le remarque Adorno, le der-
nier refuge de la subjectivité. Il porte une force novatrice que I'industrie
culturelle s’efforce de dévoyer en divertissement. Ainsi donc I’art offre a
'intelligence théorique des indices plus pertinents que I'occidentalisation
ou l'urbanisation. L’occidentalisation est le devenir-monde d’une vision
rationnelle du monde alors que la modernité, pour avoir été mise en évi-
dence quelque part dans le monde, n’est pas la chose propre d’une culture.
C’est plutét un appel de la raison a dépasser ses propres limites, ses propres
normes et partant, celles de son environnement immédiat.

L’enjeu d’une théorie des arts africains se décide autour d’'une propo-
sition centrale: L’Afrique a peut-étre été «sous-développée» quelque part,
sait-on jamais? Mais trés certainement, elle ne I’aura jamais été au plan des
arts. Au fait avez-vous remarqué que les afro-pessimistes notamment Etounga
Manguelle (1984) et Axelle Kabou (1990) qui font leur nid dans le cultura-
lisme, disséquant a longueur de pages ce qu’ils conviennent d’appeler la
culture africaine, en disposent, sans jamais le long de leurs péroraisons
écrire, ne serait-ce que quelques lignes, sur les arts et les artistes ! La cam-
pagne de I'inaptitude de la culture africaine au développement a partie liée
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avec eux la qui commettent le tour de force de barder I’Afrique d’une cul-
ture sans art et sans artistes.

La reconnaissance de I’Afrique par I’Occident, Occident s’érigeant
comme «le phallus du monde» (Derrida, 1990), tut laborieuse et tardive.
Quoiqu’elle reste inachevée et peut-étre bien qu’elle est de 'ordre de
I'inachevable, son histoire révele la présence de 'art et des artistes aux avant-
postes de ce combat pour la reconnaissance. Cette reconnaissance ne se fit
pas sans violence. Lorsqu’au XVII¢ siecle, le marchand hollandais Dapper
sans jamais mettre les pieds en Afrique se passionne pour les objets d’art
Afrique, les objets qu’il collecte sont déja des objets volés ou arrachés. Cette
logique du rapt et de la violence fonctionne encore lorsque la mission Da-
kar-Djibouti, conduite par Marcel Griaule et animée entre autre par Michel
Leiris, parcourt I’Afrique dés 1929. Si bien que pendant que les cubistes font
une féte aux sculptures noires des voyageurs opérent a I’ombre de la domi-
nation. La reconnaissance de I'art africain dans I’art universel est le versant
rassurant d’une pratique d’expropriation violente. Réelle au départ celle-
ci s’est fait plus diffuse aujourd’hui; elle s’est fait économique, culturelle et
symbolique.

L’effectivité de cette réception plus ou moins douloureuse explique que
les artistes d’hier et la plupart de ceux d’aujourd’hui ne patissent pas de ce
nihilisme réactif qui sévit dans le débat intellectuel africain sous la forme
du «nous aussi»: nous aussi nous avons une écriture, nous aussi nous avons
une philosophie, une sociologie, une mathématique. Et pour I'attester, on
monta des «ethno-philosophies», des ethno-sociologies, des ethno-mathé-
matiques». Mais le savoir-faire et la virtuosité de nos chercheurs les plus émé-
rites n’arrivent pas a dissiper le scepticisme critique que nous réservons a
ces ethno-sciences apparaissant toujours déja comme des «sciences du pau-
vre» sinon des fausses sciences. La dessus le Nigérian Oruka (1972) nota
brillamment: «On présente comme ‘religion africaine’ ce qui n’est peut-étre
qu’une superstition, et on attend du monde blanc qu’il admette que c’est
en effet une religion, mais une religion africaine. On présente comme ‘phi-
losophie africaine’ ce qui dans tous les cas, est une mythologie, et une fois
de plus, la culture blanche est invitée a admettre que c’est en effet une
philosophie, mais une philosophie africaine. On présente comme ‘démo-
crate africaine’ ce qui a toutes les apparences d’une dictature, et ’on attend
de la culture blanche qu’elle admette qu’il en est ainsi. Et ce qui de toute
évidence est un anti-développement a-développement) ou un pseudo-déve-
loppement est décrit comme le développement et, de nouveau, le monde
blanc est invité a admettre que c’est du développement, mais naturellement
un ‘développement africain’.»
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Le pendant de cette philosophie au rabais c’est cette autre qui évitant
de se rendre compte qu’elle a un contexte et que seuls les contextes don-
nent une tessiture aux textes de la pensée, se forclot sur la litanie de préfé-
rence jargonnante des propositions générales invérifiables. Qu’un profes-
seur de philosophie €labore sur I’art en général et de préférence sur I’art
chez Platon ou chez Hegel, qu’il s’engage dans «les déserts glacés de ’abs-
traction» pour deviser en bonne compagnie sur des idées générales, des
notions et des concepts; qu’il se fasse «phonographe», citant ses maitres en
grec, en latin, en allemand en attendant de penser par coeur en anglais. 11
fera trés philosophe. Mais ce philosophiquement correct, ce ronronnement
qui donne I'impression d'une machine qui fonctionne, les moteurs qui tour-
nent ronronnent n’est-ce pas, cette musiquette des pensées qu’on n’a pas
pensées et qu’on agite, a la limite cela peut-étre faire de la philosophie, mais
trés certainement ce n’est pas encore philosopher. Descartes en conviendra:
garder les yeux fermés sur notre contexte pour se laisser conduire par des
yeux autres ouverts sur un autre temps et un autre contexte, n’est pas phi-
losopher. C’est encore moins étre moderne et nous ajoutons, tout au plus
ce serait philosophier.

Parce que les arts africains n’ont a liquider ni passif ni mauvaise cons-
cience de ce type, ils vivent leur africanité sans le poids du regard extérieur
etsans z¢éle, sans triomphalisme et sans auto-proclamation. Par conséquent,
ils acceédent plus sereinement a I'universel exprimant leur différence sans
entrer dans la logique conflictuelle de la réfutation. Les bronzes d’Ifé sont
universels, les sculptures baoulés et sénoufos sont universelles, les musiques
madingues, zairoises sont universelles.

Vous l'aurez remarqué, on parle des «bronzes d’Ifé», pas de Iguégua,
sculpteur a Ifé au XII¢. On ne parle pas davantage du maitre de la croix
perlée, ni du Maitre de la chaine de Léopard, ni du Maitre des casques gra-
vés. De chacun de ces fabuleux créateurs du royaume du Bénin au XIVe, il
existe des oeuvres de trés grande facture. Mais qui se souvient encore d’eux
et comment a-t-on pu oublier leur nom?

Pendant longtemps la théorie de I'art africain aussi bien celle des afri-
canistes que celle des africains dont des théoriciens de la négritude Senghor
y compris, se pama devant I’excellence des ceuvres africaines, passant sous
silence les noms des artistes. Or pas plus qu’il n’y a pas de science sans sa-
vant, pas plus qu’il n y a pas de philosophie sans philosophes, il n’y a pas
d’art africain sans artiste africain et il n’y a pas d’Afrique réelle s’il n’y a pas
d’Africains créateurs d’africanités. L’Afrique fantome c’est aussi I’Afrique
«imaginarisée» de I’extérieur par des gens qui trop apeurés par ce que I’Afri-
que réelle aurait pu leur révéler sur eux-mémes, la mythifie et la mystifie.
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Si notre mémoire et notre inconscient collectif restent surchargés de
personnages et de personnalités qui confrontent les idées qui font I’Afrique,
idées diffusées aussi bien par ceux qui se prévalent «d’avoir fait I’Afrique»
pour dire qu’ils ont résidé en Afrique, que par ceux qui comme Hegel la
construisent a partir de leur table de travail, si donc nous ne risquons pas
d’étre en manque d’Africains «bafrant, puant, suant», s’il est certain que
nous ne serons jamais en panne de guerres tribales, de famines, de mala-
dies insidieuses, de dictateurs aux petits pieds rappelant a la fois les intrépi-
des commandants de cercle et les roitelets réputés sanguinaires de I’histoire
nationale, en revanche, nous pourrions étre en panne si nous ne le sommes
déja de sujets créateurs de cultures, de valeurs; de sujets qui partent a «la
conquéte du monde en tant qu’image congue (...); de sujets par qui
«I’homme lutte pour la situation lui permettant d’étre I’étant qui donne la
mesure a tout €tant etarréte toutes les normes» (Heidegger), 1962); de sujets
restaurateurs de la conscience comme Cheikh Anta Diop qui recherchant
une médiane entre synthése et métissage culturels pense que «la plénitude
culturelle ne peut que rendre un peuple plus apte a contribuer au progrés
général de ’humanité et a se rapprocher des autres peuples en connaissance
de cause.»

Nous pourrions manquer d’agents de notre modernité car étre mo-
derne ce n’est point étre bardé des ustensiles de la modernité, radio, télé,
voiture, villa, téléphone et que sais-je encore?, a I'image des tirailleurs sé-
négalais, dont certains €taient ivoiriens, rentrant au village avec gamelle,
cuillers, fourchettes, brodequins, treillis, francais de tirailleur, toutes cho-
ses admirablement décrites par Ahmadou Kourouma (1990) dans Monné,
Outrages et Défis. La modernité ne se donne pas dans des récipients ou des
gadgets. C’est une attitude de convocation et de représentation du monde
global en mon propre nom; c’est un comportement qui consiste a rappor-
ter le monde au sujet qui le re-fléchit, a nouveaux frais. Ce sujet n’est plus
un vassal soumis a un souverain tout puissant, mais un citoyen, c’est-a-dire
un sujet de droits. La modernité est un acte d’assomption de soi dans le
monde et face au monde, tel que le citoyen éprouve sa liberté dans son
émancipation de toute tutelle. Un tel sujet ne saurait étre un individu, c’est
une singularité en ce sens qu’il porte au maximum d’intelligence les aspi-
rations d’une époque autant que ses errances, ses peurs, ses angoisses et ses
espoirs. Un tel sujet vaut par ses actes qui doivent en arriver a se décliner
au profit de son nom, promu au rang de signature, de marque.

Jacques Derrida (1984) montre a la faveur d’une histoire autour de la
déclaration d’indépendance des Etats-Unis, comment une signature peut
en arriver a se faire crédit et se fonder en droit. Jefferson le secrétaire ré-
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dacteur de la déclaration d’indépendance des Etats-Unis, Jefferson donc par-
lant au nom des représentants du peuple américain a proclamer par ladite
déclaration souffrait de se voir amendé, corrigé, amélioré, écouté par ses
collégues. Franklin pour le consoler de cette désagréable situation lui ra-
conte une histoire de chapelier.

«Le chapelier, (The Hatter) avait d’abord imaginé une enseigne (sign-
board) pour son magasin. Au dessus, I'image et en dessus un texte: ‘John
Thompson, Hatter, makes and sells hats for ready money’ soit: ‘John
Thompson, chapelier, fabrique et vend cash des chapeaux’. Un ami lui sug-
gére d’effacer ‘chapeaux’. A quoi bon, en effet, puisque ‘makes hats’, est
bien assez explicite. Un autre lui propose de supprimer ‘makes hats’, car
I’acheteur se soucie peu de savoir qui fait les chapeaux, dés lors qu’ils lui
plaisent (...) Le troisiéme ami, et Derrida de noter, ce sont toujours les amis
qui pressent d’effacer, I'invite a faire I’économie de ‘for ready money’ car
'usage veut alors qu’on paie ‘cash’. Puis, dans le méme mouvement, de
raturer ‘sells hats’; il faudrait étre un idiot pour croire que les chapeaux sont
donnés ou abandonnés. «Finalement I’enseigne ne porta qu’une image et
sous le signe iconique en forme de chapeau, un nom propre, John
Thompson» (pp. 29-30).

Un oubli du nom propre a pesé sur I’art et la pensée traditionnels et il
mous a paru important de contribuer a le conjurer tout au moins en ce qui
concerne les artistes contemporains. Illustrer des noms tels Alpha Blondy,
Christian Lattier, Frédéric Bruly Bouabré, Keita Fodéba, Souleymane Keita,
comme des moments critiques de la culture africaine, c’est situer quelques
enjeux: de notre modernisation. Devant les noms ci-dessus certains pour-
raient faire la moue et comme le héron de la fable dédaigner: est-ce 1a le
diner d’un héron ! Du menu fretin tout ¢a. A ceux la nous dirons: étes vous
certain de ne pas donner dans le réflexe du valet de chambre dont parle
Hegel apres Kant et en vertu de sa qualité de domestique ne voit que le coté
domestique des personnages? Certes I'important n’est pas d’avoir un nom
mais de I’avoir bon et comme le dit le griot «une belle chemise se préte, se
préte un beau pantalon, mais un bon nom ne se préte pas».

Par ailleurs, a flanquer les noms de nos péres fondateurs de noms de
philosophes, de sociologues, bref de noms de personnes curieuses des cho-
ses de I’esprit, on indique que le temps des fondateurs en politique, en art
ou en philosophie d’ailleurs est dépassé depuis le temps ou la raison hu-
maine dut renoncer a atteindre la pierre de touche.

En méme temps qu’elle reconnaissait ses limites a fournir les raisons
suffisantes, la raison humaine depuis au moins le XIX¢, a tiré les conséquen-
ces de ce que «ce qui nous donne a penser ¢’est que nous ne pensons pas
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encore (Heidegger)»; que ce qui nous donne a ordonner, a mettre de 1’or-
dre c’est le chaos; «que la bétise (non pas I’erreur) constitue la plus grande
impuissance de la pensée, mais aussi la source de son pouvoir dans ce qui
la force a penser» (Deleuze, 1968).

Par ailleurs, flanquer les noms propres d’une Afrique larmoyante de
ceux d’une autre chantant, sculptant, inventant, créant, c’est disposer
d’autres modéles a c6tés du modeéle hégémonique du politique. Oui jeunes
gens, on peut respirer en Afrique sans entrer en politique. Point n’est be-
soin d’avoir un grand nom. Au demeurant on sait que les noms comme
d’ailleurs les fétiches peuvent «se gater». Le nom n’est pas un fétiche et il
arrive qu’on en change le contenu et la forme. L’identité non plus n’est pas
une essence mais une existence, une construction. Tout comme on n’a pas
a rester I'identique de sa photo, on n’a pas a se murer dans une identité
identique. La modernité c’est ainsi la faillite de la représentation comme
identité et I'invention de l'identité de la non-identité. La modernité porte
une exigence de rupture. En cela, elle induit une crise des identités. Dans
le méme temps, elle recouvre d’un voile de transparence et de stabilité, le
mouvement irrépressible des exigences et des sensibilités nouvelles qui la
transbordent et qu’elle recycle et rebaptise en modernités.

Le dernier aspect de «la politique du nom» ainsi esquissée tient a I’ur-
banité. Les artistes ci-dessus mentionnés sont comme par hasard des citadins.
C’est le lieu de remarquer que pendant trop longtemps, la philosophie dite
africaine a tourné autour tout en restant dehors... De plus en plus raidie sur
son statut philosophique et sur son africanité, elle ne trouva que trés rare-
ment un chemin assuré a I'intérieur. Wolé Soyinka dirait: Elle en oublia de
bondir. Eta ne pas conduire a I'intérieur de la philosophie, cette insistance
proprement méta-philosophique a sous-développé la philosophie africaine,
la définissant comme une philosophie dont I’existence est a elle-méme pro-
blématique. La philosophie dite africaine se fourvoya aussi sirement qu’elle
se chargea du fardeau absolu de la rectification des bavardages de Kant, et
surtout de Hegel et Levi-Bruhl sur I’Afrique. Lorsqu’elle n’enroula pas in-
définiment sa réflexion sur cette critique et son propre statut, elle se recher-
cha dans les profondeurs improbables d’une tradition constituée comme
éternelle et chargée de lui projeter I'image rassurante d’une pensée etd’une
raison bien a elle. Devenu contempteur de traditions, le penseur ne s’éveilla
pas a la vérité selon laquelle «ce n’est pas dans les grands bois ni dans les
sentiers que la philosophie s’élabore, mais dans les villes et dans les rues, y
compris dans ce qu’il y a de plus factice en elles» (Deleuze, 1969). Cela dit,
nos communications sont écrites et dites en francais, avec des citations en
anglais sans oublier les nombreux philosophes allemands convoqués et com-
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mentés. Or il reste que le jour ou il nous sera donné de nous acquitter de
nos devoirs en langues nationales africaines, nombreux seront les haut-pen-
seurs et les haut-parleurs qui perdront et leur logique et leur voix, et a ne
point douter, des philosophes se retrouveront dans les petits souliers des
philosophieurs.

Parti pour discuter d’art et de philosophie en Afrique, voila que par
endroits et notamment devant le besoin d’illustrer des idées par des expé-
riences vécues, le «je» a refait surface. J’ai da parler sinon de moi-méme du
moins de mes recherches et j’ai parlé en mon nom propre. D’aucuns ont
pu penser que je voulais en faire une marque, une signature, un peu comme
le chapelier. Ce que nous faisons chacun, ce a quoi nous consacrons notre
vie et que nous visons a étayer par nos réflexions et nos engagements, ne
gagne-t-il pas en clarté lorsque nous la proclamons a haute voix? Par ailleurs,
je voudrais méditer avec vous ce passage ou Nietzsche détruisant la fausse
massivité de son moi écrit: je pense que je suis trop impie pour croire en
moi méme, je ne parle jamais aux masses. Pour tenter de «ranger» toutes
les hypertrophies du moi «au magasin des accessoires», on peut également
suivre Sartre jusqu’aux derniers mots des Mots au moment ou I'auteur se
définit comme «un homme fait de tous les hommes et qui les vaut tous et
que vaut n’importe qui» (Sartre, 1963). S’interroger a haute voix, ici et
maintenant suppose donc que I'expérience singuliére des recherches de
I’officiant qui ne croit pas trop en lui-méme, rencontre par endroits I’expé-
rience de chacun. J’espére avoir disposé dans ce laps de temps qui m’était
imparti quelques thémes, quelques problémes tendant a prouver qu’on peut
parler en son nom propre, a propos d’un contient entier, tout en contribuant
a la clarification de la conscience de soi d’une époque, I’époque du village
planétaire.
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Germina Nagat
Description and Explanation in Art Exegesis

Motto: » Aesthetics is a reason giving activity. <!

The topic of this paper, as implied by the title, is a question-beggar: it
is assumed that there is a relation between description and explanation in
art exegesis. Moreover, it is a topic that many aestheticians would be reluc-
tant to accept as valid and necessary to their field, so one could believe from
the beginning that it has a polemic mainspring. If we were to accept the
traditional disparities of this century’s philosophy, we could say that the theo-
retical status of description and explanation would not be an interesting
problem in a hermeneutical or metaphysical discourse, simply because in
such a perspective description is held as an elementary, self-evident opera-
tion, while the explanation of art passes for a nonsense. The conceptual pair
‘description — explanation’ announced by the title is obviously an analytic
binomial. However, my intention is not to augment the dispute, choosing
ab initio the analytic treatment of a problem that had a different career —
namely, a wrong career —in the continental, outdated philosophy, but rather
to enhance the benefits of pluralism, which can provide access to any series
of concepts or method that indicates even the smallest clarification or
progress in understanding art. The reason for designating the discussion of
art by an ambiguous and eccentric term, exegesis, is that in my opinion both
art criticism and aesthetics have to answer by specific means to two funda-
mental questions, more or less explicit: why does the work of art exist, and
how, and both questions are directly related to description and explanation.

I said that the relation between description and explanation is a typi-
cally analytic question. However, if we consider it strictly from the historio-
graphic perspective, its connection with art exegesis seems fallacious or ar-
tificial. From the very beginning, the leaders of analytic trend ignored or
referred only indirectly to the problems of art, partly because those prob-
lems did not seem essential to the clarification of the philosophical realm
and knowledge, partly because its sources did not include art among the
main issues.? Even now, when it is said that we have entered ‘the post-ana-

! William Righter, Logic and Criticism, London: Routledge and Kegan Paul, 1963, p. 22.
2 Arnold Isenberg thinks that the minor attention paid by the first analytic philosophers
to aesthetics and art criticism is due to the fact that »none of the leaders of the
analytic movement, such as Moore and Russell, have ventured into a field - i.e.

Filozofski vestnik, XX (2/1999 - XIV ICA Supplement), pp. 49-58 49
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lytic era’, analytic aesthetics does not enjoy more credit: on the contrary, it
is rejected as a late syndrome, some sort of childish disease which is embar-
rassing to experience as a grown-up. Despite this frivolous objection, I will
try to show, using description and explanation as a guideline, that, on the
one hand, analytic aesthetics is not at all excessive or tardy, and, on the other
hand, that its general principles which took their classical form decades ago,

can still be improved.
*

Looking back to the beginning of the century, when the »linguistic
turn« emerged from the principles of logical atomism, it becomes clear that
the theoretical status of description did not become any distinct for all its
vacillations between the opposite limits of the same trend. It is true that in
analytic terms description has been discussed mainly in its philosophical sense.
Its connection with art came later, and only to the extent to which art was
relevant as a source of examples in a specialised, logical context. Naturally,
description proved to be a questionable issue for aesthetics only after it was
admitted as a general philosophical problem.

The logical starting point in the analysis of description had a strong
influence on this concept’s career, including its aesthetic implications. In his
celebrated Theory of Descriptions, Russell stressed that description is the
background for a distinct type of knowledge (knowledge by description), as
distinct from knowledge by acquaintance, the latter being logically independent
from the knowledge of truths. Knowledge by description, although appar-
ently based on sensations, depends on the knowledge of particular truths
that make the connection between the object described and sensory data.
Despite the common impression that sensory data result from direct expe-
rience, in fact objects and other people’s minds cannot be known by acquain-
tance, but only by description. Therefore, description is an essential se-
quence in the knowledge of things, and, virtually, it becomes a prerequisite
to any discourse that records this knowledge (be it philosophical, scientific
or artistic).

In his theory of descriptions, Russell was led to the conclusion that most
of the nouns and proper names are, in fact, descriptions. More often than
not we have the impression of talking about things we know contiguously,

aesthetics — that was not shunned by Bacon, Hobbes, Locke or Kant.« See Arnold
Isenberg, »Analytic Philosophy and the Study of Art«, in Journal of Aesthetics and Art
Criticism, 46 (1988), pp. 125-36. Other authors, and among them Richard Shusterman,
who particularly insists on this idea, count Moore as »a prototype of analytic
aesthetics.« See Richard Shusterman, »Introduction: Analysing Analytic Aesthetics«,
in Shusterman (ed.), Analytic Aesthetics, Oxford: Basil Blackwell, 1989, p. 4.
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butin fact our knowledge emerges from prior, implicit descriptions that we
are not aware of. The leading part of description in the process of knowl-
edge comes from the fact that it allows us to transcend the limits of individual
experience and to communicate it to others by a meaningful language, re-
stored by logic. In order to be accepted as part of this language, descriptions
must be reduced to those elements that we know immediately, and take the
form of a non-ambiguous, definite description. An object is known by de-
scription when we know that »there is one and only one object that has a
certain property.«* The main thing about this definition is that this univo-
cal relation works as a truth condition: if there is no real object which has
the property mentioned by description, or there is more than one, that state-
ment is false. As for the descriptions of imaginary objects (non-entities), they
must be transformed into existential statements, whose truth condition — the
correspondence with a real object — can eventually be verified by a non-
mediated experience.

The philosophical implications of the theory of description have been
considered so influential that Russell’s perspective was at first greeted as »a
paradigm of philosophy«.* If we were to accept this enthusiastic perception
entirely, the consequences for aesthetics and art exegesis would be devas-
tating: one can hardly imagine a situation in art where an aesthetic quality
corresponds to a single object, in order to have definite descriptions for every
work of art and to transform the language of art exegesis into a »meaning-
ful language«. Subsequently, the critics rightfully stressed that Russell’s de-
mands against philosophical language are exaggerated, that he did not ex-
plain how the description works in common language, and mainly that the
univocity condition can be satisfied only in a logical, artificial frame. In most
of the cases, the way in which we can refer to a particular object cannot be
established except by particular circumstances: we leave it to the context to
show which specific object we are referring to. Despite the restrictive char-
acter that makes it unrealistic, among the advantages of this theory is that it
shows the importance of the distinction between the grammatical form of a
sentence and the logical form behind it, and that these two forms cannot
be made to coincide, although the perfect overlap would be ideal. But what
I think is an essential fact about Russell’s theory, even if apparently it indi-
cates nothing to art or aesthetics, is the accent on the idea of implicit de-

* By this rule of denotation, Russell restores the principle expressed by Occam a few
centuries ago, known as Occam’s razor, which confines the philosophical entities to
those which have a correspondent in the real world.

* Asanillustration of this enthusiasm, see F. P. Ramsey, The Foundations of Mathematics,

p. 263.
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scription underlying proper names, and especially on the binding correspon-
dence between description and object, namely, between description and
reality.

A completely different view has Ludwig Wittgenstein, the other founder
of the analytic trend, this time with an explicit reference to aesthetics and
artistic objects.® Again, the premises are not favourable to art exegesis, but
for different reasons and by different arguments. Wittgenstein found the
traditional course of aesthetics ridiculous, and also its official justification,
unchanged since the debut of this discipline: to define what is beautiful is
as ridiculous as it is to define a tasteful coffee, so absurd that it cannot be
put into words.® Wittgenstein was convinced that art criticism and aesthet-
ics are meant »to express a reaction«, usually emotional, but it can be a sen-
sory one as well. For this reason, aesthetic experience does not have too many
chances to transcend the status of a strictly individual affair, whose verbal
transcription is so inconclusive that it becomes useless, a mere flatus voct. A
gesture, a simple exclamation or, even better, its reiteration would suffice
in order to share such an experience. If we try to describe God’s expression
in Michelangelo’s Adam we will see that it cannot be formulated and that
»we should paint it again«. It is easier to justify a negative evaluation of an
artistic object, because it is easier to find reasons to motivate insatisfaction,
than content. It is so difficult to share the impressions you have in front of
an art object, that the chances to be approved or understood are real only
if your collocutor accidentally has the same reaction.

In his essay Philosophy of Art after Analysis and Romanticism,” Nicholas
Wolterstoff highlights the idea that, although analytic philosophy emerged
mainly as a reaction against romantic essentialism and »expressionisme,
analytic aesthetics did not succeed to getrid of all the obsessions of roman-
ticism and maintained some of its delusions, such as »the uniqueness«, »the
gratuitousness« and »the autonomy« of the work of art. I would add to this
list another prejudice, which I consider to be more discordant and incon-
sistent with the analytic ideal: the emotionalistic view, which bears both on

-

Iam talking, of course, about the later Wittgenstein and his controversial text Lectures
and Conversations on Aesthetics, Psychology and Religious Belief (Oxford: Basil Blackwell,
1966). Here I would like to prevent the usual objection, which I take to be shallow
and artificial, that these lectures are a doubtful record of Wittgenstein’s sayings, so
their credibility should be lesser. If we were to apply this rigour consistently,
Wittgenstein’s single work would be the Tractatus, because it is the only book he
published during his lifetime.

®  Wittgenstein, op. cit., 11, 2.

7 Nicholas Wolterstoff, »Philosophy of Art after Analysis and Romanticisme, in
Shusterman (ed.), op.cit., pp. 32-58.
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the art making and on the art criticism. It assumes that emotions are the main
source of creation and the only background of criticism, and that it is not
the work of art with its real features, but the reactions of the perceiver that
gives the topic of art exegesis. Unfortunately, this residual romanticism per-
sists even in Wittgenstein’s opinion about aesthetics. According to
Wittgenstein, the problems of aesthetics and the problems of the effects art
has upon us are the same thing. In a footnote to Lectures, the subject of aes-
thetics is even more clearly restricted to the emotionalistic outlook: the prob-
lems of aesthetics, which are due to the influence art has upon us, do not
concern the way these things are produced.® The reason why the work of
art cannot be described is that our personal feelings cannot be expressed,
but only suggested by words, or ideally, by gestures. This substitution between
the object and the emotional reaction to it is the core of Wittgenstein’s view
about description, and, eventually, about aesthetics.

Wittgenstein also rejects the possibility of a psychology of art, given the
fact that he rejects psychology in principle. Nothing about art would change
as a result of this science’s progress (even though there were many hopes
seton itat that time), since it is doubtful we can talk about laws of mind which
we can discover in the long run. The idea of aesthetics being a branch of
psychology, as well as that of a happy time, when all the mysteries of Art
(written with capital letters) will have been solved thanks to psychological
experiments, seems to him totally idiotic.” Under these circumstances, which
obliterate the chances of both metaphysical and scientific approaches of art,
the reach of art exegesis cannot be otherwise but insignificant to knowledge.

If we confront Russell’s and Wittgenstein’s views on description, we can
notice that analytic aesthetics obviously inherited from its forebearers noth-
ing else but a dilemma, perfectly summarised by Shusterman as »descrip-
tive accuracy versus prescriptive clarity«,'” and illustrated with a short, imagi-
native fragment from Philosophical Investigations: »won'’t it become a hope-
less task to draw a sharp picture corresponding to the blurred one? /.../ And
this is the position you are in if you look for definitions corresponding to
our concepts in aesthetics or ethics.«!! But the analytic survey of description
cannot stop to these two extreme options, because subsequently they pro-
duced compound versions, more sophisticated, but more ambiguous as well.
Between Russell’s view, which ascribes description a major role in the pro-
cess of knowledge and compels it to adequacy with the reality of the object,

¥ Wittgenstein, op.cit., IV, 1.

?  Wittgenstein, op.cit., I1, 35.

1o Shusterman, op.cit., p. 13.

' Wittgenstein, Philosophical Investigations, para. 77.
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and Wittgenstein’s contemptuous notes, which forbid any relevance to aes-
thetics and even the possibility of being verbally expressed, there are many
other readings of the problem. The new elements involved are the connec-
tion between description, evaluation and interpretation, and, for a less
conformistic approach, its openness to explanation.

A frequent assessment in art theory and criticism, as well as in the theory
of argumentation and even in epistemology, is that description cannot be
separated from evaluation (very much as observation is theory-ladden). The
reason for this overlapping is the usual vocabulary of descriptions, which is
almost identical with common language. Faced with a logical examination,
art descriptions show a serious handicap, which I would call the adjectival
handicap. Adjectives are not neutral, and more often than not to choose an
attribute implies a positive or negative valorisation; when one describes a
work of art, one implicitly states a value judgement. Moreover, the basic
concepts of aesthetics themselves seem to be mere adjectives, abusively in-
vested with a conceptual rank. Because of this adjectival source, some set all
their hopes on analytic aesthetics, while others abandoned this field in favour
of art theory,'? which is still regarded — probably by virtue of the natural
philosophical elitism — as a »second order« discipline. Under these circum-
stances, the question is: given its adjectival nature, what is the role of descrip-
tion in analytic aesthetics? Is it compatible with its anti-subjectivist, anti-ro-
mantic ideal and with the search for clarity?

I think the answer to this question is favourable to description. It also
pleads for the philosophical pluralism I mentioned at the beginning of this
text, and it contradicts the simplistic opinion that analytic aesthetics is an
attempt to sterilise art exegesis. Even if description seems to depend on
common language, it does not disturb the analytic ambitions at all: there is
no need to adopt an extreme position and to design a fictitious limit case,
in which description is neutral and evaluation is absent, as Northrop Frye
suggested in his famous book of the late 1950s, where he calls evaluation
»meaningless criticism« and «leisure-class gossip».!” Objections to descrip-
tion and evaluation are due to the same confusion underlying Wittgenstein’s
Lectures, which reduces artistic effects to emotional reactions. If we follow
this line of argument, we will be forced to adopt a paradoxical position and
to assert that, because of its adjectival handicap, any attempt to justify a state-

2 A good example of this attitude is Ernst Gombrich, who explicitly made his choice
for art theory, even if his work has a sufficient philosophical amplitude to lay claims
as aesthetics.

% Northrop Frye, The Anatomy of Criticism, Princeton: New York, Princeton Universtiy
Press, 1957, p. 18.
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ment in art exegesis is pointless, and every criticism is a private, first-person
affair which mysteriously tends to become public.

However, a further substitution emerged lateley, which dominates art
criticism and especially literary criticism, and combines description and inter-
pretation. If description is inevitably subjective and evaluation is implicit, the
concept of interpretation covers both meanings and gives them a new se-
mantic amplitude. But it necessarily adds reasons or motivations to descrip-
tions and evaluations, sometimes in a confusing assortment (for instance,
Morris Weitz makes a strange distinction between descriptive interpretations and
evaluative interpretations).'* Interpretation has been abundantly debated in
writing, especially in the theory of literature, without a clear guideline to-
ward a unique model. But the main thing about interpretation is that, be it
in analytic or hermeneutical paradigm, it relies on arguments, irrespective
of their nature." Therefore, by interpretation, which stands as its counter-
part, any description becomes a presentation of reasons. I hope this will make
using of the word explanation sound more natural in a discussion about art.

Again, if we were to follow the initial analytic direction and credit
Wittgenstein’s view on aesthetic reasons, the whole theoretical assessment
of them would be restricted to the observation that they »are of the nature
of further descriptions«, that they equals »the description of defects«, and
that their relation to evaluation is »neither an empirically causal relation,
nor a logical necessary relation.«!% It seems an aleatoric relation, based on
subjective experience; moreover, aesthetic justification by reasons can start
from a mere insatisfaction, very much as description does. If this is true, there
can be no progress as concerns the theoretical status of art exegesis, and
justification becomes useless, as a mere rationalisation of personal impres-
sions.

Suppose that Wittgenstein and other analytic philosophers are right,
and description is hopelessly subjective, because of its dependence on com-
mon language and because of the adjectival handicap. Still, this basic sub-
jectivism, which also extends on justification, does not change the need and
the constraint of reasons at all. It is precisely because description cannot

4 Morris Weitz, »Interpretation and the Visual Arts«, in Theoria, 39 (1973), pp. 101-
112.

15 Despite the common dependence on arguments, it must be said that there is a major
difference between these two types of argumentation: the hermeneutical discourse
starts from an initial intuition and selects as reasons only the elements which confirm
it (the procedure being known as hermeneutical circle), while the analytic one is
grounded on a critical attitude which consists in confronting the pro and the counter
arguments.

16 H. Morris-Jones, »The Logic of Criticisme, in The Monist, 50 (1966), p. 219.
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stand by itself as a background of evaluation that reasons and motivations
have been introduced in the analytic assessment of the language of art criti-
cism. The emotionalistic perspective I mentioned before — which might be
a fair evaluation of the discourse about art, of course, from a logical point
of view — is a false impediment for analytic aesthetics to be entirely consis-
tent and credible: it will always be a compulsory relation between the ob-
ject (in our case, the artistic object) and the word that describes, evaluates,
or simply designates it. The object of art is a real object, and any linguistic
or verbal approach of it must face at least the minimal conditions of truth
and assertability. But the work of art is more than a real object, it is a public
object, and I would like to enhance this fact in order to prevent the facile
objection that the reality of the object cannot be a sufficient condition be-
cause there are artistic objects whose existence is not material, but symbolic.
If there is any difficulty in understanding Russell’s idea about reality and
existential statements, is quite sufficient to admit that works of art are »public
and observable objects«. As Alan Tormey says, »one does not introspect,
notice, observe, feel or detect that he judges that ¢. Critical judgements are
formed, not found, and though the process of forming a critical judgment
may be private, the target of the judgment — the art work, the object judged
—is not.«'” Here, as elsewhere, if consistently stressed, subjectivism leads to
the relativistic paradox, and a logical paradox is unacceptable in any theo-
retical or at least non-fictional discourse.'

Therefore, reasons, as well as descriptions, cannot be entirely first-per-
son affairs. If they were, art exegesis would be unintelligible and maybe even
untransmissible. Probably, not even the polemics, which make the glory and
the relish of art criticism would not be possible, for there would be no ob-
ject to quarrel about. The absolute subjectivity cannot be expressed: if it is,
it means it surely hides intersubjective elements. To summarize, there are
two things that become obvious from the analysis of description. They might
sound as mere truisms, but they surely have the quality of the simple truths
which restores the path to knowledge from time to time.

First, we know that in common language description cannot be other-
wise but adjectival. We also know that it never stands by itself and always needs
a further argument, which implies the use of reasons. Second, the adjectival
handicap proved to be more like an advantage, because all the reasons, in-
cluding aesthetic reasons, are tested. Two of the most common tests are the
empirical test— the confrontation of the critical statement with the real object

17" Alan Tormey, »Critical Judgements«, in Theoria, 39 (1973), p. 41.
18 For an excellent discussion on relativism and its internal limits, on fundamental
philosophical topics, see Thomas Nagel’s book The Last Word, 1997.
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—and the corroboration test, namely the test of the professional community,
which always stands behind the word tradition.

Ifitis true that we can test and justify our claims about art with no need
to get outside the common language and to reject aesthetics or art exegesis
as irrelevant to knowledge or futile, why would it be necessary to introduce
the concept of explanation? Apparently, the analytic tradition itself seems to
make this operation pointless, since it credits description as a perfect sub-
stitute for explanation. For instance, in The Problem of Knowledge, Ayer shows
that in philosophy description works as explanation, since philosophical
problems cannot be settled by experiment. This position coincides with
Wittgenstein’s view that art cannot be »explained« otherwise than by the use
of reasons (while science can use the explanation by causes or by laws). It is
largely considered that justification by reasons is the only possible explana-
tion in art, as it is seen as an instance of »human affairs« (as well as psychol-
ogy, history, politics and so on).

And why wouldn’t the presence of reasons be enough for analytic aes-
thetics? I think the answer to this question implies different types of argu-
ments. First, there is a methodological argument: we still don’t have a mini-
mal model of critical judgement and its justification, and we still miss a ty-
pology of aesthetic reasons, not to mention a model of accurate description.
Maybe the use of this external model — namely the scientific model — would
help, even if it is rightfully considered too »strong« to be uncritically trans-
ferred to art exegesis. There are two major arguments against this transfer.
First, explanation in science is symmetrical to prediction. Obviously, predic-
tion in art is impossible, because each work of art is unique and its subjec-
tive background is beyond any doubt. We can hardly talk about an accurate
retrodiction in art exegesis (assuming that description and critical evalua-
tion can stand for retrodiction).!

However, it must be said that the comparison with science is contested
only because more often than not the image of science is naive and abridged.
The doubtful character of the symmetry between explanation and predic-
tion is a common place in epistemology, and in order to illustrate this I would
like to quote Patrick Suppes’s prophecy that »we shall never be able to move
from good explanations to good predictions«.? In science, it is a common
situation to face events that »are not predictable, yet in one sense explain-
able«, and here Suppes is not talking about the sciences of man or »hu-

' Michael Scriven, »The Objectivity of Aesthetic Evaluation«, in The Monist, 50 (1966),
pp- 159-87.

¥ Patrick Suppes, »Explaining the Unpredictable«, in Suppes, Models and Mehtods in the
Philosophy of Science: Selected Essays, Dordrecht/Boston: Kluwer, 1993, p. 119.

21 Suppes, op.cit., p. 115.
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man affairs«. I would suggest that three of the types of explanations Suppes
recommends as most plausible in science pose no problem to art exegesis:
ex post facto explanation by reasons, teleological explanation, and explana-
tion by randomness. (For instance, although I never saw an example of this
last one, I think it could be very interesting to exercise it with regard to con-
temporary aleamorphic art, and not only.) Another interesting proposal
comes from Von Wright, who, in order to elude the problems of method-
ological monism in the sciences of man concedes to a form of practical syl-
logism which could eventually explain most of the human actions.

There are many other arguments to support the need of explanation
in art exegesis that I can mention here. Personally, I take the search for »an
aesthetic counterpart of science«*? —which probably is a typically analytical
syndrome — as perfectly legitimate, as long as Russell’s observations about
language and things are valid. After all, the work of art is a real object, it is
a part of reality as much as a natural event, and all the statements about it
must face the criterion of truth and adequacy. However, the major argument
that I would like to bring in favour of explanation in art exegesis brings me
back to the why- questions I have mentioned before.

Despite their inherent problems, there is probably no reason why de-
scription and interpretation cannot be accepted as an appropriate answer
to the how-question about art. Still, this cannot replace the other major ques-
tion which I think is unavoidable, here as much as elsewhere, because it is
an essential element of the human mind. Description is not enough, and
we will always need and look for explanations, even if this search is not al-
ways explicitly assumed. Personally, I take any aesthetics to be mostly an at-
tempt to answer the implicit why-question of art. To answer this question,
all we have to do is to return constantly to our fundamental concepts and
problems, and to keep the critical spirit awake.

2 Shusterman, op.cit., p. 7.
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Ossi Naukkarinen
Philosophical Aesthetics and the Aesthetics
of Everyday Life

Introduction

The central aim of the XIVth International Congress of Aesthetics was
to illuminate the nature of aesthetics as philosophy. The theme inevitably
makes one think about the other side of it as well. Then, the question is, what
is non-philosophical aesthetics?

The focus of this paper is the relationship between philosophical aes-
thetics and other forms of aesthetic practice, and I believe that the nature
of aesthetics as philosophy can better be understood comparing it with non-
philosophical aesthetics.

I will concentrate on non-philosophical aesthetics, especially on the
aesthetics of everyday life, and outline its advantages and drawbacks. What
can be done in and through it? What not? If we talk about ‘everyday aesthet-
ics’, what should we pay attention to in the first place?

I'will illuminate the general question with the help of an example — what
is »said« of an aesthetic nature through make-up, hair-dos, clothes and other
things related to a person’s appearance, and what kind of aesthetics can be
manifested through such things? And how does this differ from philosophi-
cal aesthetics?

1

Itis clear that aesthetic conceptions and values can be manifested not
only through verbal expressions but also through deeds and action. One can
show what one appreciates simply by wearing a certain kind of clothes. In
philosophical aesthetics as an academic discipline the typical manner of
dealing with aesthetic issues and expressing one’s ideas is to write and talk
about them. One explicates in words how one connects one’s thoughts with
the earlier philosophical discourse. But this is indeed not the way one mani-
fests one’s aesthetics in everyday surroundings. There, non-verbal or tacit
cases of aesthetics are dominant.
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But if everyday aesthetics is to a large extent tacit, what does it mean
and what does it reveal of the nature of such aesthetics? If ideas are not
explained in words but shown through clothes or bodily movements and
deeds, what does this indicate? And can something like this be philosophi-
cal? What, indeed, can be done through this sort of aesthetics?

I start with some obvious drawbacks of such aesthetics, and move on to
its advantages in a moment.

First, the drawbacks — although we can discuss whether or not they
actually are drawbacks after all.

1. Firstly, the messages one sends through, say, clothes are often fairly
imprecise. Take a look at the accompanying picture, for example. It is easy
to see that this attire has something to do with rather unconventional ideas
about dressing up. But there are issues that are much more uncertain: what
does this person actually appreciate, for example? This particular color? Cut?
Material? Designer? How does she want to be understood? Does she like the
dress, or is she being forced to wear it? Is her getup an aesthetic statement
at all, or is it perhaps a sexual or political one? Tacit messages in everyday
life are hints or clues rather than clear signs. Thus, they cannot be very
philosophical in the standard meaning of the word, because philosophy, I
think, should be as clear and precise as possible. (What kind of clarity and
precision philosophy actually needs and what kind of clarity is possible is
another, very tough question, of course.)

2. The second point is close to the first one or defines it, namely, such
manifestations of aesthetics cannot be analyzed to reveal their nature, their
relation to other sorts of aesthetic solutions or to their background. They
cannot tell why they are what they are or why they are not something else,
and they cannot present alternatives. They simply are what they are. The
contrast to well formulated philosophical cases of aesthetics is striking.

3. Thirdly, tacit cases of aesthetics are unable to negate most things.
They cannot reveal what is not valuable, what is not appreciated and so on.
Tacit everyday aesthetics is dominantly affirmative. It accepts and empha-
sizes the things it shows but it does not actually say anything about the things
it does not show. A business suit does not deny the value of jeans since it does
not take any stand on them. The point of departure of everyday aesthetics
is not to question things and reflect ideas through that, in contrast to the
point of view of philosophy.

4. The fourth point is the last one, and it is perhaps the most interest-
ing one. Namely, it is obvious that one cannot reach many philosophically
interesting questions and areas at all if one sticks to clothes and other such
means of presenting one’s aesthetic ideas. How could one say anything on
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ontology or how could one define anything through that? Such questions,
however, are at the very core of academic philosophical aesthetics.

It must be stressed, however, that this last weakness is very strongly cre-
ated by the everyday context. Many art works are quite as mute as normal attire
but they can activate these problems because that is what we expect to hap-
pen in the art world. Pieces of canvas that look practically the same as pieces
of cloth can be seen as some sorts of definition of art or as ontological com-
ments. Consider certain works of Malevitch and their relation to figurative
art — they are philosophical, even if not quite in the same way as academic
studies. Or what is even more appropriate here, think about Eva and Adele!
They create their art through their personal appearance, clothes, make-up
and behavior. All in all, tacitness itself is not an absolute obstacle for some-
thing to be philosophical, but in everyday surroundings or contexts non-
philosophicalness seems to be the case.

Thus, many restrictions are largely due to the way we approach things
in everyday life. The things »in themselves«, so to speak, are not as impo-
tent as it might seem at the outset, but the everyday mode of dealing with
them leads us to think so. But this, of course, is only functional: our every-
day lives must rest largely on simple and unquestioned conceptions about
the world if we want to be able to do anything. If we pondered everything
profoundly, we would soon starve to death.

So much for the disadvantages of the aesthetics of everyday life.

On the other hand, there are clear advantages in presenting one’s aes-
thetic ideas and values in the tacit everyday way — advantages compared to
more philosophical and especially to traditional academic forms of aesthet-
ics.

1. Firstly, in one sense, visual or »displayed« manifestations of one’s
ideas are more precise than verbal or other conceptual approaches — even
if they lack other sorts of precision. One can look like one’s aesthetics, so to
speak, and it is important to notice that such visual presentations are able
to convey information on a nuanced level. I can say »She is wearing a black
dress«, but that is not at all as exact as the information one gets from look-
ing at her dress — then you see exactly what kind of black the black is. This
kind of information is only attainable through the senses, not through ver-
bal, conceptual descriptions, with which philosophers often are content.
Moreover, if one thinks of what detailed comparisons, as regards colors, for
example, one can make do with one’s eyes and how poorly equipped we
conceptually are in this regard, the difference becomes evident. There are
always many perceptually different colors that are described and remem-
bered through one concept only. (Note that even if we talked about non-
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verbal, visual concepts, they are also rough instruments when compared to
what we really see.)

2. Secondly, »wearable aesthetics« is very effective and rapid at convey-
ing information. One can see surprisingly many things practically in a frac-
tion of a second. I can see at least something essential of someone else’s
aesthetic ideas and show my own ideas to others without problems within a
brief moment when we meetin the street. Compare this to the time you have
to spend in reading an article or a book about someone’s aesthetic ideas —
not to mention the time that is necessarily spent on writing such works.

3. Lastly, everyday aesthetics is very swift to change and react to its sur-
roundings. If one wishes to present another sort of aesthetic idea, one only
needs to change one’s attire, and that can be done within minutes. And if
one wishes to react to anything in one’s surroundings quickly, this is also
easily done. Compare this, once again, to rigid academic/philosophical
forms of aesthetics. There, if one wishes to deal with aesthetic issues in a
typical way, i.e. through writing, it is not easy to do it very quickly, simply for
practical reasons. A profound analysis of any aesthetic question may take
years if not decades to produce. There is hardly point in talking about »re-
actions« here at all.

17

I have presented some of the drawbacks and advantages of everyday
aesthetics. Of course I have simplified matters. What one should think about
these aspects depends on what one wishes to say about aesthetic questions
and to accomplish by certain aesthetic practices. If one’s goal is to form a
philosophically penetrating analysis about anything, one cannot do it just
through wearing clothes. Then, muteness is a disadvantage; one needs words.
On the other hand, the aesthetics of everyday life is much simpler than criti-
cal analyses, and the place of philosophical aesthetics is not in everyday life.
There, other forms of aesthetics are more vital and practical, and speed and
simple, even superficial effectiveness count more than deep analyses or
conceptual precision. And, of course, tacitness is not a flaw in any serious
way.

But different kinds of aesthetics need not be completely disconnected
from each other. Philosophical aesthetics can analyze the crucial aspects of
everyday aesthetics. It can — and should - analyze what tacitness, impreci-
sion and affirmation mean, what speed or some sort of volatility means, and
so on. At the same time, by studying practices that are not philosophical,
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philosophy would, through negation, deepen its picture of its own charac-
teristics and capacities as well. Moreover, considering how art-dominated a
field philosophical aesthetics has been up till lately, one should try to find
out which concepts and questions of that kind of aesthetics are relevant in
the context of everyday aesthetics in the first place. Is it, for example, im-
portant to ponder what originality or creativity is, as it has been in the art
world? I would suggest that it is not crucial simply because such phenom-
ena are not very important in everyday life context. Rather, often their coun-
terparts seem to be.

A systematic map or even a comprehensive list of issues that are cen-
tral and worthy of attention in everyday aesthetics cannot be presented here
— I have tried to say something of that elsewhere — but it is clear that these
issues are not quite the same as those that have been pivotal in art philoso-
phy or in any other field of philosophy. The philosophical analysis of every-
day aesthetics must be of its own kind.

In any case, the most important thing to my mind is that it seems that
philosophical analyses of everyday life could be a good way to make philoso-
phy more interesting and understandable to more people. It would move
philosophy closer to their daily lives. On the other hand, stretching philoso-
phy beyond its traditional boundaries creates new kinds of problem for
philosophers to ponder. And this, I believe, is the only way to keep philoso-
phy alive in the long run.
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Dividing Lines, Impoverished Domains:
The Aesthetic and the Artistic

This paper is a preliminary investigation into the distinction between
two concepts, the viability of the distinction, the precise way of drawing it,
the motivation behind it and its general implications. The distinction I will
be talking about is one drawn between the concept of the aesthetic and that
of the artistic and is applicable to distinct kinds of judgement, value and
appreciation. The distinction is widely acknowledged and drawn in many
different ways with different purposes in mind.! Therefore, when I refer to
the motivation behind the distinction I do not mean a welcome desire for
conceptual clarity but, rather, much more specific motives: such as consid-
erations of purity at one end (the kind of aesthetic purism found in
Beardsley)? and the need to do away with the artwork in favour of the

' An overview of the different ways of drawing the distinction is given by Bohdan

Dziemidok in his »On Aesthetic and Artistic Evaluations of the Work of Art« in Peter
McCormick (ed. ) The Reasons of Art, Ottawa: Ottawa University Press 1985 and »On
the Need to Distinguish Between Aesthetic and Artistic Evaluations of Art« in R. J.
Yanal (ed. ) Institutions of Art: Reconsiderations of George Dickie’s Philosophy, Pennsylvania:
The Pennsylvania State University Press 1994. See also his »Controversy About the
Aesthetic Nature of Art« British Journal of Aesthetics 28 (1988) 1-17 and »Aesthetic
Experience and Evaluation« in J. Fisher (ed. ) Essays on Aesthetics: Perspectives on the
Work of M. C. Beardsley, Philadelphia: Temple University Press 1983.
With entirely different motivation, the distinction is made out by David Best who
links the artistic with the »possibility of expression of a conception of life issues«.
See »The Aesthetic and the Artistic, Philosophy 57 (1982) 351-372, reprinted as ch. 11
in his Feeling and Reason in the Arts, London 1985, and »The Aesthetic and the Artistic«,
chapter 12 in The Rationality of Feeling, London 1992. The same link is drawn by
Graham McFee in »Art, Beauty and the Ethical« (unpublished paper given in Antwerp
1996), whereas in »The Artistic and the Aesthetic«(unpublished paper given at the
Annual Conference of the British Society of Aesthetics 1998), McFee firmly locates
the aesthetic outside the domain of art arguing that »to attribute (merely) aesthetic
properties to artworks is to misperceive them« [p. 2]. See also »Basic Concepts«in G.
McFee Understanding Dance, London: Routledge 1992.

* M. C. Beardsley, Aesthetics, Indianapolis: Hackett 1980. Also Alfred Lessing, »What is
Wrong with a Forgery?«in Dennis Dutton (ed.) The Forger’s Art, Berkeley: University
of California Press 1983 and R. Rudner »On Seeing What we Shall See« in R. Rudner
and I. Scheffler (eds.) Logic and Art: Essays in Honour of Nelson Goodman, Indianapolis:
Bobbs-Merrill 1972.
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readymade at the other extreme (that occupied by some advocates of the
institutional theory)®.

My discussion is restricted in two ways: (a) by virtue of being prelimi-
nary in the sense that I focus on what I take to be the »prehistory« of the
distinction, and (b) by being narrow in scope. The main part of the paper
is therefore concerned with Beardsley’s distinction between objective and
genetic judgements and its supporting secondary distinctions. Beardsley’s
distinction amounts to a dichotomy between the aesthetic as perceptual and
to a narrow conception of the artistic as genetic, referring to the artist in
the terms of the doctrine of the Intentional Fallacy. The polarised, schematic
way in which the objective and the genetic domain are separated in the
context of this approach characterises also various subsequent attempts to
separate the aesthetic and the artistic, in particular when the distinction is
invoked in order to resolve the problem of forgeries, one of the so-called
»puzzles of Aesthetics« whose formulation relies precisely on the conception
of the aesthetic that is consequently invoked in order to dispel the confu-
sion. Thus in the concluding part of my paper I will discuss briefly the prob-
lem of forgeries in relation to the distinction. In a sense, the paper remains
inconclusive, so to speak, simply because the material I cover is highly se-
lective in a biased way and thus perhaps insufficient in order to support the
conclusion I would like to draw. This conclusion, which is implicitly present
throughout my discussion, amounts to the expression of extreme skepticism
with respect to the appropriateness of the concept of the aesthetic in defin-
ing the character of our appreciation of works of art. This line of thought
supports the idea of our appreciation of works of art seen as exactly this, i.e.
a holistic, well-integrated response whose character is art-historically, insti-
tutionally defined. On the other hand, a conclusion that can be supported
by my material is that the sharp delineation of the aesthetic domain effected
under the regime of considerations of purity leaves the aesthetic in a state
of extreme impoverishment.

Beardsley’s conception of the aesthetic object as it appears in his 1958
Aesthetics may sound dated today. However, the debate his theory of the aes-
thetic and the related anti-intentionalism stimulated is still very much alive.
Moreover, his later, refined, theory of aesthetic experience and the aesthetic
definition of art (involving the notion of an »aesthetic artwork« —a major
concession to intentionalism) are still quite influential.

* T. Binkley, »Piece: Contra Aesthetic« in J. Margolis (ed.) Philosophy Looks at the Arts,
Philadelphia: Temple University Press 1977. For a discussion of the institutional theory
leading to the distinction as a way of resolving what are considered to be its difficulties,
see Carolyn Korsmeyer, »On Distinguishing Between Aesthetic and Artistic«, The
Journal of Aesthetic Education 11 (1977) 45-57.
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Going back to Beardsley’s distinction between objective and genetic
reasons (judgements), i.e. those that are genuinely attributed to the work
itself and those that refer to the causes and conditions of the work and in-
clude not only psychological processes but also the physical processes that
brought the work into being, I am not concerned with discarding, quite
redundantly, an out-of-date distinction. Rather, I am trying to highlight the
surprising (to me, at least) fact that the terms in which this distinction is
conceived survive to some extent in later attempts to separate the aesthetic
and the artistic. That is, although nobody would think of casting the artistic
in Beardsley’s simplistic terms, it is still thought of as something external to
the work and it is often conceived in a schematic, polarised way. Which brings
me to the second reason why I find it useful to look at Beardsley again, a
reason that has to do with distinction-drawing strategies in general. For the
objective/genetic distinction is supported by a number of other distinctions,
some of them employing spatial metaphors like the distinction between in-
ternal and external characteristics of the aesthetic object which in their turn
define what lies inside and what falls outside the domain of the aesthetic.
There is also the distinction between veridical and illusory characteristics of
the aesthetic object, i.e. those that rely on direct sensory awareness (the
aesthetic object is after all defined as »a perceptual object«) as opposed to
the latter that involve the »obscurity« of inference. My claim with respect
to all the above is that Beardsley is not able to maintain the distinctness of
the dichotomies he proposes and that this fact renders his approach inco-
herent. To see why this is so requires (a) making a preliminary point about
translatability and (b) going through his list of genetic and objective reasons
and structuring it somewhat by organising some of them in opposing pairs.

First, translatability. Beardsley’s project of objective criticism is correc-
tive in character aiming at reforming criticism and shaking off even the last
traces of the intentional fallacy. In this context, he proposes a specific way
of correcting critical judgements by recasting them in objective terms. This
amounts to the principle of translatability of genetic to objective judgements.
But the mere possibility of translatability, involving as it would, the transfer-
ence of semantic content, unchanged (i.e. without any loss of meaning),
from the domain of the genetic to that of the objective shows that the con-
ceptual dichotomy between the two domains is not as rigid as Beardsley wants
us to believe. For clearly, the meaning of the genetic statement would be pre-
served in the objective one. So are we dealing with a continuum rather than
a distinction here?

The following observations should reinforce this impression. Thus
returning to the pairs of critical terms, we find that: (i) the statement »art-
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work x is well-organised« is accepted as an objective judgement as opposed
to »x is skilful« which is condemned as genetic, and (ii) the notion of style
is accepted as objective while »technique« is rejected. The sharp opposition
between the terms in each antithetical pair however can be challenged once
some additional considerations are introduced. This is what I will try to do
now.

Thus starting with the first opposition: Beardsley’s sharp opposition
between »skilful«, construed as »being skilfully made« and hence involving
the end-means terminology and thus ultimately being a hidden judgement
about the producer rather than about the work, and »well-organised« as an
acceptable »purely descriptive « judgemen‘t referring to the unity of the work
is easily challenged by pointing out that the latter has equal claims to being
construed as »x was organised in a very efficient manner« and thus involv-
ing the end-means terminology as well. This comes as no surprise: artworks
are created according to some principle of organisation that functions as an
ideal end to which various technical rules were employed as means. Artworks
should be seen as products of intelligent action and this organising intelli-
gence should always be inferred from their formal features.

But even after we discard the claim that ‘skilful’ is an attribute of the
artist rather than the work, we are still left with an opposition. However, we
can draw an analogy between those judgements that refer to the internal
organisation of the work and a class of judgements that attribute skill on the
basis of the correct application of technical rules. Thus »well-organised«, a
structural property, and »skilfule, a technical one, can be construed in an
analogous manner by reversing an argument that Stolnitz* gives in an at-
tempt to subsume artistic judgements under the broader genus of aesthetic
ones. The argument draws a link between attributions of skill and making
decisions and is useful in this context because decision-making is not unre-
lated to applying an organisational principle.

Stolnitz’s argument regards attributions of skill applied to what Stolnitz
refers to as »the perceptual content of music«, taking as his example the,
highly conventionalised, we should note, genre of the sonata. Focusing on
the statement S : »the transition at the recapitulation from the second sub-
ject to the first subject was skilfully made«, Stolnitz unfolds what he describes
as S’s »perceptual meaning«. Omitting the technicalities, it is enough to say
that there exist a range of conventionally established alternative ways in
which the transition can be effected. These vary from scale passages, i.e.
simple acoustic fillers, to rather intriguing harmonic constructions based on

4+ J. Stolnitz, »The Artistic Values in Aesthetic Experience«, The Journal of Aesthetics and
Art Criticism 32 (1979) 5-15.
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the interplay between the two themes. Since the transition follows at the end
of the development of the second subject when the first subject returns, we
are in a position, having listened so far, to anticipate the technical problem
the composer is going to face. We can think of the various alternatives that
are open to him. And yet, a technically perfect solution can still trigger our
admiration as well as a reaction of surprise: this would qualify as a skilful
solution.

In other words, the tactical move that Stolnitz resorts to here is to place
the perceiver in the composer’s position and enforce upon him the prob-
lem-situation that the composer is confronting. This amounts, for him, to a
case of aesthetic enjoyment of the art-making activity. Thus listening to the
work becomes a kind of composing it and, we may add, also the other way
around, composing is a kind of listening. The distinctness of the two activi-
ties is blurred as listening emerges as a cognitive exercise we engage in by
reconstructing the composer’s problem.

The point that needs to be made however is that this reconstruction
often has to be far more elaborate than the fill-in-the-gap situation that
Stolnitz envisages. And here I can only refer you to Michael Baxandall ‘s
excellent discussion of the technical problems that Picasso and Braque en-
countered and the solutions they provided each other with.” The implica-
tions of the possibility of such intricate reconstructions are far-reaching and
my time-constraints make it impossible to unravel them here. It is however
enough, for the purposes of my argument, to retain the point that by nar-
rowing down the genetic, hence artistic, and opening up the aesthetic, all
on the common basis of a construal that would employ the idea of a recon-
struction of the creative process even if this is recast as merely a series of
choices between a range of alternatives, we see how the aesthetic and the
artistic interpermeate each other.

A different argument leading to the same conclusion can be construed
with respect to the second antithetical pair that I singled out above, that is,
style and technique. This would involve reforming the notion of style as
employed by Beardsley by opening it up and unfolding its construal into a
discussion of technique. Beardsley defines style as »the recurrent features
in the texture or structure of a painting«. This amounts to a narrow formal
definition which reduces style to a statistical matter of counting repetitive
patterns. The theoretical debate on style,” however, is organised around two
major conceptions of style: (a) style as a matter of human disposition toward

®  Patterns of Intention: On the Historical Explanation of Pictures, New Haven: Yale University
Press 1985.
® See Berel Lang (ed.), The Concept of Style, Ithaca, N. Y.: Cornell University Press 1987.
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action’ and (b) style as a matter of choice among constraints set by the his-
tory of art or by artistic technique.® What both approaches share in common
is the idea that some reference to the artist, either direct or implicit, can-
not be eliminated.

Reforming, as I put it earlier, Beardsley’s conception of style would
involve asking how stylistic traits contribute to the work’s unity, how they
function together. In other words, it would amount to considering the sty-
listic traits’ organic function within the aesthetic object. This would involve
invoking a background of alternatives in a way similar to the analysis of skil-
ful above. Thus the formalistic definition of style would unfold itself into a
discussion of the, unacceptably genetic, according to Beardsley, notion of
technique.

What is now required is an argument in the opposite direction that would
recast »technique« in terms of the technical details involved in the produc-
tion of the work and show how many of them directly determine our percep-
tion, This argument is twofold: it involves construing technique as (i) related
to technical characteristics (the choice of materials), and (ii) as referring to
technical rules that were employed in the process of making the picture.

The first part of the argument relies on the idea that certain materials
are more appropriate than others in rendering a certain aesthetic effect, thus
treating attributions of aesthetic effect, such as e.g. »delicate« as category-rela-
tive. Noting that such terms are objective for Beardsley, this possibility leads
us to the following situation: we have an aesthetic term that refers to the form
of the painting and whose paradigmatic use is to be found within a category
of paintings that are classified as such by virtue of the materials employed in
producing them; thus our case amounts to an objective aesthetic term whose
use is partly determined by a non-objective characteristic.

Furthermore, and moving on now to the second leg of the argument,
contra Beardsley, technical rules may govern our perception, esp. in cases
where naturalism withdraws and the perceptual content of the work requires
deciphering of an intensely cognitive character. The obvious example comes
from cubism: a2 number of cubist devices or, otherwise, »modes of abstrac-
tion« were employed with the specific aim »to represent reality as per-
ceived«,’ that is from all perspectives. They involved, for example, the frag-

7 Cf. Wollheim’s claim that style has psychological reality, see »Pictorial Style: Two Views«
in Lang (ed.)

8 A definition along these lines is given by Leonard Meyer in »Towards a Theory of
Style« in Lang (ed.), p. 21.

 Foravery illuminating discussion of this point see Harold Osborne »Cubism, Cezanne
and Perceptual Realism« in his Abstraction and Artifice in Twentieth Century Art, Oxford:
Clarendon Press 1979.
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mentation of objects, the analysis of their volumes into various types of ab-
stract forms suggestive of their three-dimensionality, the combination of
different views of the same object (in profile, frontally, in elevation, in sec-
tion) etc. These devices, which are all matters of technique, hold the key to
our deciphering the representational content of cubist paintings; in fact,
artistic factors though they may be, they determine our correct perceptual
experience of the works. Thus now that the genetic/artistic attribution of
technique has taken us back to the aesthetic/perceptual experience of the
work/aesthetic object the inversion of the categories has been effected.

The key tactical moves involved in this whole transition from the aes-
thetic to the artistic and back consisted in (a) hypothesising about the al-
ternative technical solutions open to the artist and (b) reconstructing the
process of the work’s production. These strategies lead us to posit the fig-
ure of an apparent artist, a theoretical construction having the function of
a unifying principle. This conclusion would be sufficient to undermine the
watertight distinction between the aesthetic and the artistic as it appears in
Beardsley although the apparent artist is not a sufficient methodological tool
for the purposes of a more developed philosophy of art since apparent pro-
cess and actual production may diverge esp. in cases that involve elements
of forging (either a forged aesthetic effect or full-scale forgeries)."

The figure of the apparent artist is invoked in order to help illustrate
the idea that »we see in the work the action of producing it«.!" In both kinds
of cases mentioned above, however, and perhaps more interestingly in those
that I described as cases of forged aesthetic effect, such as Monet’s rapid
brushstrokes that turn out to be carefully and meticulously worked out
through thick layers of underpainting with just about zero real spontaneity
about them, the apparent artist is not a sufficient methodological tool any-
more. Such cases show that we need to move on from the idea of »apparent
process« to that of »reconstructed real process«. Now the claim that we see
in the work the action of producing it is stretched to its limits operating as
a constraint on our reconstructions. In some cases, this amounts to the claim
that there is nothing in what we see that contradicts the reconstruction of
the artistic process as this has been effected with the help of means that lie
outside the work: art-historical evidence, for example. Elsewhere, it has the

1 My example of what I refer to as a »forged aesthetic effect« relies on Rosalind Krauss’
deconstruction of Monet’s brushstrokes in »The Originality of the Avant-Garde« in
The Originality of the Avant-Garde and Other Modernist Myths, Cambridge Mass. : M. I. T.
Press 1994.

"' See Kendall Walton, »Style and the Products and Processes of Art« in Lang (ed.), p.
81.
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less problematic meaning that we discern the artistic action in the work af-
ter we have reached a full account of that action because the visual evidence
available was inconclusive.

These last remarks represent a major advance in our discussion so far.
In other words, up to this point my main concern was to refute Beardsley’s
dichotomies simply by showing that the aesthetic and the genetic/artistic
interpermeate each other. This was sufficient as far as Beardsley’s approach
goes but it may seem that in doing so, I am leaving open the possibility of
construing the aesthetic and the artistic in terms of the genus-species model,
subsuming the one under the other. My ultimate aim however was to show
that the artistic on its own is fully adequate to cope with the requirements
that the appreciation of art poses. Thus by expanding the artistic into the
grey area between that and the aesthetic, I do not intend to make it an
overarching concept but rather the only concept that is appropriate in or-
der to describe our appreciation of art.

Having said this, I can now conclude with some final remarks pertain-
ing to the problem of forgeries.The discussion of forgeries is centered
around the rather artificial paradox of the original and its perceptually
indistinguishable fake, a problem which is often resolved in a facile man-
ner by resorting to the distinction between the aesthetic and the artistic. It
is then argued that such identical paintings would differ in artistic value but
would be equal in terms of aesthetic value.

This kind of reply has the disadvantage that it legitimizes the paradox
by endorsing the possibility of perceptual indistinguishability between paint-
ings as a genuine possibility. Still, let us resist the temptation to continue the
argument along the lines of proving that the whole paradox of perceptual
indistinguishability is a non-starter and let us go along with it. According to
some proponents of the distinction, this paradox is dissolved by employing
the terms of the distinction in the following way: the aesthetic is defined as
pertaining to the visual qualities of the picture, i.e. the »actual« properties
that are exemplified by the canvas itself. The artistic is seen as completely
external to the work belonging to the domain of criticism or art history. This
approach, defended among others by Tomas Kulka,'" is further enriched
with a quantitative, school-textbook style model of measuring the aesthetic
and the artistic value in a work in a scale from 0 to 10, and with additional
links of the aesthetic to the pleasing and the beautiful. And it is precisely
this kind of argument that led me to claim earlier that the terms in which

12 T. Kulka, »The Artistic and the Aesthetic Value of Art«, British Journal of Aesthetics
21(1981) 336-350 and »The Artistic and Aesthetic Status of Forgeries«, Leonardo 15
(1982) 115-117.
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Beardsley casts his objective/genetic distinction survive in the aesthetic/
artistic distinction as it is commonly used. For what are regarded as art-his-
torical factors, such as originality or authenticity, are seen as so external to
the work that they end up in the same league as the artist’s biography. Once
again we have to put up with the internal/external dichotomy.

The conclusion I draw from all the above can be summarised as follows:
there is a genuine distinction between the concept of the aesthetic and that
of the artistic but their respective domains of application are very different
from what they are usually taken to be, that is, the distinction can be made
out with precision only if the aesthetic is to be excluded from the domain
of art.” It is of course possible, despite this, to insist that an original artwork
and an identical looking fake have equal aesthetic value but we would only
be able to secure that at a very heavy price: neither of them would then be
seen as a work of art. Such an implication runs contrary to the whole spirit
of attributions of aesthetic value. And even if it appears as appealing to those
who are inclined not to regard fakes as art, it has the disastrous consequence
that the fake »takes down with it«, so to speak, the original artwork as well.
This way we end up with an artwork that is regarded as non-art, i.e. as a mere
perceptual surface.'

3 For a similar conclusion arising out of different concerns see McFee, op. cit. My
concerns in following McFee’s radical line are much narrower, i. e. seeing the artistic
in terms of the technical and the institutional.

4 Twould like to thank Graham McFee for useful discussions on a number of occasions
as well as for allowing me to see his unpublished work on the artistic and the aesthetic.
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Post-Modernism as Decadence
On Aesthetics and the Philosophy of History

En route to the Ljubljana conference, and as yet unsure what to present
to it, I made for an historic library at the Stift Klosterneuburg, Austria. My
taxi was blocked from delivering me, however, since I was entering the sa-
cred city of St Leopold and the Babenberg house on the day that half its
bodily upright inhabitants engaged in a mass running race from its precincts
to the centre. I smiled. The competitors were all expensively clad in athletic
outfits to disprove »in the long run« what the European originator of this
»fitness enthusiasm« had first alarmingly bellowed: that Westerners were in
danger of physical, let alone cultural, »Degeneration«. I refer of course to
the well-known Jewish, indeed Zionist polemicist Max Nordau, who should
be rather better remembered for writing a very widely read volume —
Entartung (1892) —about the socio-cultural condition of the West a la fin du
siecle, at the end of the last century.!

An early summary statement in that volume speaks loudly of Nordau’s
assessments. What, he asks, does the fin-de-siecle phenomenon amount to in
his time?

It means a practical emancipation from traditional discipline, which

theoretically is still in force. To the voluptuary this means unbridled lewd-

ness, the unchaining of the beast in man; to the withered heart of the

egoist, disdain of all consideration for his fellow-men, the trampling

under foot of all barriers which enclose brutal greed of lucre and lust of
pleasure; to the contemner of the world it means the shameless ascen-
dancy of base impulses and motives, which were, if not virtuously sup-
pressed, at lease hypocritically hidden; to the believer it means the re-
pudiation of dogma, the negation of a super-sensuous world, the descent

into flat phenomenalism; to the sensitive nature yearning for aesthetic

thrills, it means the vanishing of ideals in art, and no more power in its

accepted forms to arouse emotion. And to all, it means the end of an
established order, which for thousands of years has satisfied logic, fettered
depravity, and in every art matured something of beauty.

One epoch of history is unmistakably in its decline, and another is an-
nouncing its approach. There is a sound of rending in every tradition,

! For background, especially S. Avineri, The Making of Modern Zionism (New York: Harper,
1981), ch. 10.
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and it is as though the morrow would not link itself with to-day. Things
as they are totter and plunge, ... because man is weary, and there is no
faith that it is worth an effort to uphold them...

The great majority of the middle and lower classes is naturally not fin-

de-siecle ... The Philistine and the Proletarian still finds undiluted satis-

faction in the old and oldest forms of art and poetry, if he knows him-

self unwatched by the scornful eye of the votary of fashion... It is only a

very small minority who honestly find pleasure in the new tendencies...

But this minority has the gift of covering the whole visible surface of

society, as a little oil extends over a large area of the surface of the sea...

And thus it appears as if the whole of civilized humanity were converted

to the aesthetics of the Dusk of the Nations.?

The question compels; have matters changed? or, colloquially, »so
what’s new?« Genuine pejorists and uninformitarians, of course, will have
already constrained us from expecting anything better from most times. That
reminds me, I did eventually get into the Stift Bibliothek, only to be de-
pressed by the past. I worked on a late sixteenth century Latin text by Juan
de Mariana about the history of Spain from her origins to the reign of Philip
II. Covering page after page of the turbulence, intrigue and venality, how-
ever, all preventing the outcome of a united Spain until nearer his own time,
the liberal Jesuit is left gasping for a breath of explanation (and his continu-
ator had to face the signs of Spain’s decline following the failed, fabled Ar-
mada). The nearest de Mariana could come to a covering principle —a rather
pessimistic one —is that humans are caught in an eternally conditioned web
of causes from which they never really extract themselves and which the
ancient Stoics called fate.® Perhaps this may resign us to expect »more of
the same« too concessively, for after all, there have always been voices of
lament over social dilapidations through the ages, as the clanging of bells
to slightly different tunes. Yet it is hardly a matter lacking interest that some
very important intellectuals in our time are sounding notes very like
Nordau’s, in the twentieth century West’s fin-de-siecle, fin-de-millénium situa-
tion.

Consider two recent and related treatises. One is by Ernst Gellner on
the affects of cultural and existential relativism as indicative of the post-
modernist condition: for him we are reaping expressions of fundamental-

2 The Nordau edition used: Degeneration (Heinemann’s Empire Library of Standard
Works 1) (London: Heinemann, 1895), pp. 5-7.

3 J. Mariana, Historiae de rebus Hispaniae libri triginta (ed. and add. J. E. Miniana) (The
Hague: Hag. Comit., 1731 edn.), vol. 2, p. 377 (Bk. XX, 16). On pejorism,
uniformitarianism, etc., G. W. Trompf, The Idea of Historical Recurrence in Western Thought
( Berkeley and London: University of California Press, 1979), vol. 1, pp. 110-12, 248,
291-5, etc.
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ist certainty as a reaction, together with the loss of faith in ideal beauty and
truth as a symptom of perplexing times.* The other is very recent, and a
daring attempt at a general history of Truth by Felipe Fernandez-Armesto,
eminent author of The Millennium. He decided that, given the yawning gap,
the West desperately rerquired such an account, which includes tracing
apprehensions of beauty, because a paradoxical combination of consumer-
ism, pluralism and faddish intellectual trends are making it increasingly
difficult to hold to any such profundities.” Macrohistorically speaking, both
analysts smell the corrupting of old socio-cultural cohesions.

Between the brilliance of late Victorian England, or Dionysian Vienna,
or Gustave Moreau'’s Paris, down to our own time there have been more than
enough traumas, indeed global ones, to make the discourse of decadence
continuingly viable, even world-wide, in its force. Somewhere in the chro-
nological middle W.B. Yeats summed it up poetically.

Turning and turning in the widening gyre,

The falcon cannot hear the falconer;

Things fall apart; the centre cannot hold;

Mere anarchy is loosed upon the world,

The blood-dimmed tide is loosed, and everywhere

The ceremony of innocence is drowned;
The best lack all conviction, whilst the worst

Are full of passionate intensity.®

And I am now beginning to ask myself, on your behalf in this context,
whether »the beast« he imagined slouching »towards Bethlehem to be born«
was: post-modernism. Or perhaps I should specify »the post-modernist con-
dition«, because in a short space I will obviously have to disentangle con-
cepts and terminology, in fact a lot of semantic confusion.

I mean, I honestly cannot pinpoint the origins of post-modernity as a
complex cultural trajectory. Each aesthetic and intellectual sphere will have
to be revisited time and again to unravel that special issue. I am obviously
more immediately concerned with post-War figures self-designating as minds
reacting against the so-called »Enlightenment Project«, taken by them as
axial modernity. A curiosity arises for me at this stage of the argument in that
I have remained immensely challenged and mentally invigorated by the great
protagonists for the post-modern — Lacan, Derrida, Foucault, Iragaray,

4 Gellner, Postmodernism, Reason and Religion (London and New York: Routledge, 1992),
esp. chs. 1-3, 5. ¢

> Fernandez-Armesto, Truth: a history (London: Bantam, 1997), esp. chs. 5-6 cf. The
Millennium: a history of our last one thousand years (London: Bantam, 1995).

% Yeats, »The Second Coming« (1926) in Collected Poems (London: Macmillan 1958
edn.), p. 211
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Jameson, and the like. Quite often I feel as disjointed and as ontically lonely
as Octavio Paz. I also revel somewhat in the imagic transformations of
quirkish post-modern art, although the list of captivating Gestalien would be
too inordinate to present here: Mark Kostabi’s Princess Diana as virginal
Madonna, a clothed Kate Moss as a beauty model posing in a feminist take-
off of Manet’s »Breakfast on the Green« with two male nudes, and so on.”
Why, I have to admit, I did not get aggravated enough to protest Andres
Serrano’s »Piss Christ«, let alone become implicated in the theft of Tania
Kovat’s »Virgin in a Condom« from the Sydney Museum of Contemporary
Art.® Like most of the people reading this paper I have to learnt to place
such »developments« in the world of aesthetics (which I concede could ac-
tually enervate one into a »lack of cultural conviction«), even if I do reserve
the right to lament, as I believe you would, what I sense to be »monumen-
tally bad taste«, or, to put a contentious matter cautiously, what is »uncon-
scionably uglifying«.”

But here I stand as a scholarly cultural symptomatologist; and in my
ongoing work on The Idea of Historical Recurrencein Western, and now more-
and more non-Western thought, I become increasingly familiar with the
reflective »sign reading« or »semeiology« of civilizational corruption, decay,
decline, degeneration, decadenza, Untergang, even disintegration. All sorts of
interesting things come out of comparative symptomatologies in relation to
aesthetics. Pursue but one small avenue for an impression. Well before
Theodor Adorno’s analyses of mass culture, for instance, or our very own
Arnold Berleant’s resiling over the world’s »Disneyfication«, Albert
Schweitzer intuited one of the best indices for The Decay of Civilization to be
the modern billboard.' Pace my own uncle, Percy Trompf, who was clearly
one of the world’s greatest billboard painters, there is a lot to this assessment.
You just have to travel in the central Canadian countryside, where the

7 I refer to Kostabi’s ‘The Sanctification of Virtue’ (1997). For the latter case, see W.
Klauser, »Das Model und die alten Meister: Kate Moss posiert in der neuern YSL-
Kampagne nach historischen Vorbilden«, Gala35/4 (Aug. 1998): 30-1. This ploy can
obviously be taken too far, as in the string of ‘spoofs’ on paintings in the great tradition
of the West by the Australian painter Brett Whiteley.

8  For the latter altercation, The Sydney Morning Herald, 18 Oct., 1997: 1.

9 Here I preempt issues being raised in F. Speed’s work in Aesthetics and Philosophy,
»The Physics of Ugliness« (Doctoral dissert., University of Lancaster), Lancaster
(forthcoming).

10 Cf. Schweitzer, The Decay and Restoration of Cilivization (trans. C. T. Campion) (London:
Unwin, 1961), cf. Adorno, Asthetische Theorie (eds. G. Adorno and R. Tiedemann)
(Frankfurt, Suhrkamp, 1974 edn.); Berleant, The Aesthetics of Environment
(Philadelphia: Temple University Press, 1992).
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wretched things are banned from the landscape, to see the point. And now,
of course, billboards are becoming trendily post-modernistic, so that even
today in this very city of Ljubljana, »beautifully decadent« as it is, we have a
monumental mini-piece of bad taste, with two crying so-called »Siamese«
twins advertising a Pop group.

But I suppose here we have to take stock of what is being meant by
decadence, since there is as much a need to dispell confusion in its connec-
tion as with postmodernity. Let us begin with nineteenth century France,
with notions and artistic articulations of decadence yielding a kind of locus
classicus, in the nineties, in that fin-de-siécle ambience Nordau sought to di-
agnose. There, with Gustave Moreau and the »dreamers of decadencex, as
Philippe Jullian introduces them, we find a kind of sickly poignancy that we
sometimes still hear in more occult art circles. It entailed the conceit that

Those who see Beauty in their eyes

Are condemned to death, and

Can serve no purpose on the earth.

Wer die Schonheit angeschaut mit Augen."!

The processes in French decadence theory, intriguingly, appear to run
from an earlier mourning over the loss of cultural cohesion and moral fab-
ric on to this kind of accepting indulgence.'

Of course focussing on that fin-de-siéclesituation could bring up various
difficulties in terms of paralleling the condition of early décadence with post-
modernity. Certainly, we could take Charles Baudelaire as the great mid-
century French poetic harbinger of the later decadence, and recognize in
his disdain for his own times a rejection of modernity and its mediocrity. »Je
deviens tellement I’ennemi de mon siécle.« The trouble is, however, he him-
self rejected decadence as a literary label, and his intimate friends knew of
him that he completely accepted »l<homme moderne«, and that he was a
»modernist« in the sense that he »preferred the artificiality and corruption
of a decaying society to the more robust virtues of less degenerate civiliza-
tions«.

" Juillian, Dreamers of Decadence: symbolist painters of the 1890s (London: Phaidon, 1971),
[p- 6 on the quoted ‘Tristan’ by A. Graf von Platen] et passim. Cf. (recently) L. Ingrisch,
Das Leben beginnt mit dem Tod (Vienna: Verlag Osterreich, 1997).

'* K. W. Swart, The Sense of Decadence in Nineteenth-Century France (Archives Internationales
d’Histoire des Idées 7) (The Hague: Nijhoff, 1964), ch. 6.

'* Baudelaire, Correspondance générale (eds. J. Crépet and C. Pichols) [in Oeuuvres complétes]
(Paris: Conrad, 1947-53 edn.), vol. 4, p. 99 (first quotation); Théodore de Banville
(1867), quoted in A.E. Carter, The Idea of Decadence in French Literature (Toronto:
University of Toronto Press, 1958), pp. 55-6 (second): Swart, op. cit., p. 114, cf. p. 116.
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Thus it is that tricky issues spring to light for one who would link post-
modernity and decadence in our own latter-day context, when meanings and
values put upon human developments can very easily slip from one side of
the interpreter’s anvil to another. Why, amid post-War uncertainties of the
Western bloc’s future, did not the French political theorist Raymond Aron
deem it respectable to defend a »decadent Europe, if it meant that she
happened to combine instability and the richness of civilization against the
culturally-stable military powerful societies?'* Then there is the imputation,
obviously begging attention, that decadence is a modern/modernist condi-
tion. After all, if, as many tacitly deem him, Nietzsche was the first of the
philosophic postmodernists, how resounding are his evocations against » the
[current] decadents«, although one admits this only by also conceding that
his views are highly idiosyncratic. Europe’s Untergangis for Nietzsche extraor-
dinarily deep-inured, a long-term wastedness reaped from imbibing Socratic
metaphysics and Christian slavische Morale.”” He denounces at a time, though,
when others can use him as legitimation for indulging in death, or succumb-
ing to neo-pagan temptations, and flout the rational Aufkldrung.'’

Nietzsche’s peculiar orientations and context aside, it remains pal-
pable that acclaimed protagonists of post-modernity through the last gen-
eration have set themselves up as analysts of decadence, which inevitably
entails them pronouncing over the inadequacies and demise of the mod-
ern. Consider Jacques Lacan handling the malaise de la civilisation, or Michel
Foucault’s diagnosis of Western humanity as the product of totalizing struc-
tures, both institutional and intellectual.'” And such scholars are good at
guarding their own backs by evading the implication that, in deconstructing
traditionalist and Enlightenment procedures for organizing societies, they
may be part of the problem of decline they believe they comprehend. That
last matter is the suspicion, to return to very recent critics, of Gellner and

14 Aron, »My Defence of our Decadent Europe«, Encounter 49/3 (1977): esp. 29.

5 Nietzsche, The Twilight of the Idols [1889] (trans. R. J. Hollingdale), Harmondsworth,
1968, esp. pp. 32-4, 39, 43, 45-6, etc.

16 Cf., e.g., W.J. McGrath, Dionysian Art and Populist Politics in Austria (New Haven and
London: Yale University Press, 1974); Jullian, op. cit., pp. 32-4, 164.

17 For guidance, P. G. Guéguen, »Lacan and the Malaise of Civilization« (Seminar paper,
Melbourne Centre for Psychoanalytic Research and the Department of General
Philosophy, University of Sydney, 3 Aug., 1993) (Sydney, 1993); D. Eribon, Foucault
(trans. R. Wing) (Cambridge, Mass.: Harvard University Press, 1991).

18 Start with S. Morawski, The Troubles with Postmodernism (London and New York:
Routledge, 1996), cf. B. Fetz and K. Kastberger (eds.), Der literarische Einfall (Profile
1/1998) (Vienna: Profile, 1998 (on literature in particular)).
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Fernandez-Armesto; and it seems built into the reactions of the »New Aes-
thetics« as well.'

Yes, even post-modernist decadence theorists can be very much part
of the Western predicament. If influential provocative and profound-look-
ing questions are ever asked of any encyclopaedic-globalist kind about
»where we are at« — and most well known post-modernist thinkers hardly
eschew macroscopic evaluations' — we would be foolish not to consider
seriously: »by whom« and »for whom« are these questions being put? Take
one of the most fetching statements of perhaps the most gifted contempo-
rary American post-modernist rhetoricians Frederic Jameson. »Never in any
previous civilization, he asserts, »have the great metaphysical preoccupa-
tions, the fundamental questions of being and the meaning of life, seemed
so utterly remote and pointless« (and he means aesthetic ideals as well).?
This seems like a sound recognition of a depleted sense of absolutes and the
problem of the paradoxically subjectivist closure (which reactives Gellner
and Fernandez-Armesto also cunningly identify); but for Jameson the new
condition is the making of a philosophical agenda. And one must ask »by
whom?« and »for whom?«, first, because the broad claim only makes sense
in a very limited Western (ized) intellectual forum, and second, because for
the overwhelming part of global humanity — and I say this as a published com-
parative ethnohistorian — Jameson’s statement is nonsense. Actually never
before have so many people been posing traditional (and strikingly West-
ern-looking) questions of Ultimacy and Existence than in our own time, and
yet been so ill-deserved by irresponsibly jargonistic and culture-bound philo-
sophical »sets« in the West.

The general implication of the argument has been looming enough.
Itis now necessary for philosophers and aestheticians to recapture basic and
more traditional apprehensions of decadence while faced with the intellec-
tual turbulence and conceptual muddles under our very noses. A sound
philosophy of history in particular can hardly let the self-inscriptions of
modernists, post-modernists and the like close them off from access to the
extraordinary wealth of Western reflection on the causes of cultural demise
developed through many ages. The Western tradition as an untruncated
continuum waits to be tapped for truths and warnings. Admittedly some
traditional models can drag entirely new sets of problems in their train. It is
a shared value old military realists from Sallust through Machiavelli and

' Start with F. Rella, The Myth of the Other (PostModern Positions 7), (trans. N. Moe)
(Washington DC.: Maissonneuve, 1994).

* Quoted in the introduction to R.P. Scharlemann (ed.) Theology at the End of the Century
(Charlotteville and London, University Press of Virginia, 1990), p. 14.
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beyond, for example, that societies enjoying too much external peace will
dissipate their energies in luxuriating expressions of internal achievement,
and both competing voices of theoretic discourse and aesthetic impetus, on
this reading, will reflect and partly generate a threatening social dissonance
(as they do now).?! The new problématique entailed here, I hasten to point
out, is that social health only comes by a fostering a sufficiently strong de-
gree of external aggression, which is a more persuasive stance than most
contemporary philosophers and aestheticians would like to recognize, and
rather too »close to the bone« when one considers the resurgence of eth-
nic nationalism next to Slovenia and the overreadiness of a hegemonic
United States to intrude into the Yugoslav region! The arresting and endur-
ing external/internal paradigm has to be noted, nonetheless, as part of the
rich repertory available to any traditionalist who wants to fathom the con-
nected lakes of symptomatologies (ancient, »Occidental, even Eastern), and
thus develop a more balanced perspective on our current dilemmas.
Among the many aetiologies, one more pertinent and carrying less

political burden concerns interests, that when private interests decidedly
outweigh public ones, a society enters decadenza. This was an important in-
sight of the Scottish Enlightenment,* yet it has obvious twentieth century
relevance. By the significant year 1918 the American sociologist Edward
Alsworth Ross repeated the dictum, with the supplementary notion that
»decay sets in after the we-feeling [corporateness of a people] has died«. He
also gathered up the complex French story of décadenceinto a covering state-
ment of more conventional wisdom.

Late in the last century the French passed through such a critical epoch,

during which artists relentlessly dissected, not only all elements of reli-

gious faith, but, as well, all moral, social, and civic ideals. The result was

a movement of unbridled individualism culminating in a widespread

moral disorganization, the symptoms of which were so plain early in the

nineties that the French got the repute for being a »decadent«and neg-

ligent people. About this time the group sense of self-preservation took
alarm, the intellectuals realized that negativism had gone too far, and

21 Sallust, Catil, ii, 1-iii, 2; N. Machiavelli, Istorie Fiorentine (Rome: Blado, 1532),V, 1.

22 [A]. Ferguson, »Essai sur I'histoire de la société civile«, in (G. Deyverdun and E.
Gibbon eds.), Mémoires littéraires de la Grande Bretagne pour U'an 1767 (London: n.p.,
1767), esp. p. 68.

2 (Although Ross resorts to the external/internal classical model by affirming that
France’s rebirth of solidarity was nowhere better illustrated than during the War!).
Ross, »Social Decadence«, The American Journal of Sociology 23/5 (1918): 6328-9, cf.
631 (earlier quotation).
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there was a reaction in the direction of the building up of sound ideals
in the rising generation.

The awareness of the pitfalls in (over-, hyper-) critical theories and
their disorganizing effects is strikingly relevant for the late 1990s;2* the no-
tification that intellectuals and the creative avant-gardedo and can acrtually
intuit that they have gone too far (or become irresponsibile) is momentous.
The intelligentsia, hopefully the least culturally forgetful lot in society, are
supposed to be teachers, not nihilists. They do what they do so that others
learn, and if, latterly, they are coming to abandon tradition in this sense,
never will their social vacuousness have presented itself so terribly. Alexander
Solzhenitsyn made a related point, in his Nobel Speech, about the passage
of Art (even but »one word of Truth«) from one country to another. He had
Eastern Europe on his mind in maintaining that art from one context can
perhaps save a »second nation ... from taking an unnecessary, mistaken or
even ruinous path ... Art can straighten the twisted paths of man’s history«.?
But at the bare minimum one has to defer to the basic tradition that Cul-
tural Artculaters do teach (even if some ostensibly spurn the didactic), and
what they pass on will either aid the world constructively, or misdirect it in
lessons it can ill afford.

The »traditionist« position I hereby espouse (and it is not tradition-
alism or reactive conservatism)® involves a call to blunt the heavy accentua-
tion of a contest between the Modern and Post-Modern, and engage with
the extraordinary scope of the Western tradition as a whole (including its
various interfaces with other socio-cultural zones). It is going to be the
broadly-based capacity to tap various and relevant resources from far Antig-
uity up to the immediate present that will count for our future.?” It is hardly
going to be productive for global survival just to »kill off the Enlightenment
Project« and read books published only after 1985. The positive reorienta-
tion, indeed, will involve deliberately avoiding misreadings of the world that
lack depth, though they have come to have such surprising, if superficial,

* For the close connection between critical theory and postmodernism, e.g., M. Poster,
Critical Theory of the Family (London: Pluto, 1978).

¥ Solzhenitsyn, ‘One Word of Truth ...’ (The Nobel Speech on Literature 1970) (London:

Bodley Head, 1972), pp. 14-15.

Thus Trompf, »Croce and Collingwood on Primitive Classical Aesthetics«, Literature

and Aesthetics 7 (1997): 131-6.

#" In aesthetics, E.H. Gombrich has set a useful tone for the future by avoiding as many
arbitrary periodizations as possible, cf. R. Woodfield (ed.), The Essential Gombrich
(London: Phaidon, 1996). On architecture, note intelligent conclusions by D. Erskine,
»Democratic Architecture«, in D. Lasdun (ed.), Architecture in an Age of Scepticism
(Oxford: Oxford University Press, 1984), p. 73.
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influence over a mass of people who do not understand them, like »a little
oil«extending »over a large area of the surface of the sea«.

Which brings my to point of a daring pedagogy, in conclusion, that
circumstances are fast compelling aestheticians who have not lost their so-
cial conscience and educative sensibilities to make a mature deference to-
wards pertinent social scientific (or »social studies«) insights. To cope with,
and avoid entrapment in, what is sapping our vitals and wishing us away into
an indulgent cultural narcissism and a defrauded spirituality, we need to do
some »sociology of knowledge and aesthetics« to discover and plot just how
rampant is the disjunction between Western intellectual or creative life and
the world’s social and environmental needs. There is too much in post-
modernism thatis despairingly irrelevant and irresponsible vis-a-vis the Third
or Two-Thirds World. The extent of jargonism and the increasing lack of
communicability have been clear symptoms of the disease. Aesthetic impov-
erishment in the West has been bad enough: for, outside the photographic
(and the »domestic-mediocre« genre), the landscape has all but dropped
out of painting, with nature rendered apparently boring. Recovering conti-
nuity, or retracing humanity’s ideas and techniques along the long »Rhodian
Shore« has become a matter of imperative, as against wrecking the (cultural)
dunes and paranoically always spotting dung in the water.?

We need to train ourselves in basic anthropology as well, to pinpoint
that all too frequently appearing »intellectual set«, especially among post-
graduate students, calling themselves post-modernists (in America often
being dubbed or self-inscribing as »pomos«). I write as an experienced
fieldworker, and inter alia as a well-seasoned traveller from one campus to
another. I can only confirm what many fellow academics report around the
Western world: on a burgeoning of disaffected, arrogant, jargonistic, dog-
matic, self-consciously troublemaking and everdispleased coteries of young
people who, as »second-generation imbibers« of post-modernism, I have to
imagine being among the intellectual leaders of the future. Perhaps I am
getting old, but I expected better; and I look longingly to a newer and more
inspiring breed: a »new Man«. To combine post-Nietzschean aggravation
with post-post-modernism, I presume to direct the future with a bold ges-
ture: Ecce homo. Exit pomo.

% See C. Glacken, Traces on the Rhodian Shore: nature and culure in Western thought from
ancient times to the end of the Eighteenth Century (Berkeley and London: University of
California Press, 1976 edn.), cf. C. Lasch, The Culture of Narcissism: American life in an
Age of diminishing expectations (New York and London: Norton, 1979).
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My Harmonious Aesthetics and Philosophy

Since the 1960s, starting from the simplest proposition that beauty is
harmony, I have inquired into the history of aesthetic categories, and sur-
veyed the historical process in the germination, development, fission and
transmutation of every concrete pattern of beauty (and art), from the study
of the highest potentially complete and rich perceptual objects of logical
analysis of abstract dialectical reason, and from the unfolding of the giant
abstract thinking route to the concrete logic of the transformation of his-
tory; here I have summarized this route.

The direct perception tells us that in the colourful boundless universe
everything is in everlasting motion; nothing is absolutely static, everything
is moving. There exists neither static eternal beauty, nor eternal art, nor
eternal aesthetics, but only motional beauty, motional art and motional
aesthetics. There exists neither abstract general beauty, nor general art, nor
general aesthetics; there are only historically particular beauty, particular art
and particular aesthetics. Abstract general beauty, general art and general
aesthetics exist only in abstract thinking; but grasping them in knowledge,
the thinking abstraction should further raise to thinking particularity. There-
fore, I think, in ancient times there existed ancient beauty, ancient art and
ancient aesthetics; in modern times there is modern beauty, modern art and
modern aesthetics; in contemperary times there is contemporary beauty,
contemporary art and contemporary aesthetics. The eras have changed,
therefore beauty is different, as is art and aesthetics.

I disagree with the viewpoints which regard beauty and art as two sepa-
rate entities, for I think they only differ in matter and consciousness, but are
identical in their contradictory nature and structural principle. For this rea-
son the essence of beauty and the aesthetic essence of art, as well as the his-
torical formation of beauty and the historical formation of art are identical;
the analysis of beauty virtually contains the analysis of art, for beauty and the
intrinsic quality of art merge into an organic whole. The analysis of ancient
harmonious art resembles my analysis of ancient harmonious beauty: in
essence they are in perfect correspondence. The analysis of modern sublim-
ity and sublime realism and romanticism, of ugliness and modernist art, the
analysis of absurdity and of post-modernism, and the analysis of dialectical
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harmonious beauty and socialist art are all like this, without exception. For
the same reason that aesthetics is the logical summary of beauty and art,
ancient aesthetics is an aesthetics of simple and unadorned beauty; modern
aesthetics is aesthetics of the sublime, and contemporary aesthetics is aes-
thetics of dialectical harmony. The objects and contents of the study of
aesthetics have developed along with the development of history, being dif-
ferent in each era. Aesthetics in the general sense, will be a condensed
mastery of the long process of history.

Ancient beauty (and art) is a simple and unadorned harmonious
beauty; it is its contradictory quality and structural characteristics that make
all the elements of beauty (and art) constitute an organic whole in a sequen-
tial, stable, balanced and harmonious way. But the long river of history, some-
times fortells rapids and dangerous shoals, sometimes emphasizes the weak-
ened wind and subsided waves; analogously the harmonious whole also pre-
sents the continuous development from the majestic via the graceful to the
sublime. Majesty, grace and sublimity in the embryonic stage are the three
forms of development of ancient harmonious beauty. But in ancient times,
the sublime exists only in the stage of germination, in an immature form;
strictly speaking, it was not until the modern day that it differentiated into
an independent category. For this reason the essential forms of ancient
harmony are majesty and grace. »Zhuangmei« (majesty) emphasizes the
contradictory opposition, while »youmei« (grace) emphasizes the mutual
complementation and permeation of contradiction. But both of them have
not broken through the ancient harmonious circle; the powerful and the
free of Su Shi (1037-1101) and Xin Qiji (1140-1207), and the subtle and
concise of Yan Jidao (¢.1030-c.1106) and Liu Yong (c.1004-c.1054), although
they are »Yanggang« (masculine) and »Yinrou« (feminine), are the beauti-
ful. In this sense, all the ancient arts are beautiful arts; the whole of ancient
culture is aesthetic culture. It is suited to the ancient agricultural society of
undivided subject-object, »zhonghe« (medium) cultural tradition, the simple
and the unadorned thinking mode of dialectics, and the psychological struc-
ture of the ancient people. There was no complete separation between the
ancient subject and object, for they both still existed in simple and un-
adorned harmonious relations. The ancient culture stresses the wholeness
of the subject-object interdependence, and mutual complementation and
transformation; man and nature are friends, and individuals merge in the
community. These are the ancient characteristics, as well as the ancient
merits and limitations. Speaking from the aspect of the subject, it depends
on the object, is restricted by it, and is based upon it — and therefore can-
not attain an independent development. Perception and reason present a
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primitive balance and perfection in the subject, which is the reason why this
kind of individual subject is often simplistic, and uncomplicated, abstract and
not concrete, impoverished and superficial, and not rich or profound. It is
characterised also by the lack of a subjective conscious awareness and the
lack of an independent individual awareness. Viewed from the aspect of the
object, in the eye of a primitive subject what is presented is not the purely
essential truth of the objective world, but the typicality which not only lacks
the concrete individual and perceptual characteristics, but is also deficient
in its rationality and in complicated and rich connotations. In art and in the
appreciation of the beautiful, it is often modelled and idealized, lacking
contingency, individuality and ugliness. All these have not come into being
until the emergence of modern society.

Modern beauty is exemplified by sublimity (beauty in a broad sense).
Its contradictory nature and structural principle combine all the elements
of beauty (and art) into a whole in an opposing, disorderly, turbulent and
inharmonious way. The most fundamental distinction between modern sub-
limity and ancient harmony is that in the former the ancient harmonious
circular motion of the latter was completely annihilated by the modern
opposing principles. It is synchronous with the historical development in
which capitalism replaced feudalism, metaphysics replaced plain and simple
dialectics, and the modern people replaced the ancient people. The devel-
opment of these contradictions has different stages, with modern beauty
historically presenting the evolution from sublimity to absurdity via ugliness.
The sublime, the ugly and the absurd are the three forms of the develop-
ment of modern beauty (and art). Sublimity (in a narrow sense), realism and
romanticism appear as the unfolding of the subject-object opposition on the
subjective basis. In the sublime in its narrow sense imbalance is transformed
into balance, opposite struggle into harmony, and constraint into freedom
and liberation, which is why its opposition is of a limited nature. Ugliness
(and modernist art) carry further the fission and the separation and push
the limited oppositon to the extreme form of mutual repellency. The extrem-
ity of opposition, the anti-harmony, becomes the fundamental characteris-
tic of ugliness (and art). The absurd carries forth the extreme opposition
of the ugly, and it places every factor and aspect of the oppositon in a para-
doxical position. In ugliness there is anti-harmony between two opposite
sides, while in absurdity every aspect, each side and its elements themselves
are further found in an anti-harmonious paradox. This is a kind of a more
profound and more one-sided ugliness, thereby presenting absurdity and
confusion, running counter to the normal, and deviating from logic.
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Modern sublimity unfolds three concrete forms of the sublime, the ugly
and the absurd. Here I should explain that the category of »sublimity« has
two meanings: the first is the broad one, which contains three concrete
forms, i.e. sublimity, ugliness and absurdity. The overall features of sublim-
ity are the subject-object opposition which is unfolded on the basis of the
subject. No matter what differences the sublime (in a narrow sense), the ugly
and the absurd themselves have, all of them are in opposition on the basis
of the relation between the subject and the object. But sublimity in the nar-
row sense differs from ugliness and absurdity, for its features are the combi-
nation of opposition and harmony, arriving at harmony from opposition,
unlike the opposite extreme of ugliness and absurdity. Its correspondent
forms are only romantic and realist art, not modernist or post-modern art.
The evolution from sublimity to absurdity is suited to the flow of free indus-
trial society, monopoly industrial society and postindustrial society, and
suited to the gradual extreme opposition and mutual negation of the sub-
ject and the object, the rise of perceptual subject and the decline and fall
of rational subject, and to the development of metaphysics, negative dialec-
tics and paradoxical thinking.

Between the modern subject and object there is a deep opposition and
pronounced and complicated relations of conflict unfold on the basis of the
subject. The firstis the the rise of the subjective individual consciousness and
of human liberation. Human beings as rational subjects confront the objec-
tive reality of feudal theology; this is the era of the emergence of sublimity
and the successive replacement of romanticism with realism. The rational
subject is transformed into a perceptual subject; the objective world is thor-
oughly negated, and the perceptual subject is broadened, for it attains the
position of creating the world and dominating exclusively the earth beneath
heaven. »God is dead«, »human beings still live« is that extreme opposition;
the other is the opposition and change of symbolism and expressionism into
naturalism. Once the perceptual subject parts from the object, or the indi-
viduality breaks away from society, its extreme expansion, at the same time,
is diminishing too. The deep contradictory oppositon and paradox pre-
sented in the subject itself and between the subject and the object changes
into absurdity through the extreme fission of the ugly; in art the creation
of the theatre of the absurd, black humour and the New Novel appear. Along
with the continuous changes and development of the contradictory struc-
tures between the subject and the object in modern society, the subject and
the object themselves reveal different characteristics. Viewed from the as-
pect of the subject, modern aesthetics and art have covered a road which
began by extolling the rational subject, changed to eulogize perceptual sub-
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jectand eventually led to the contradiction, paradox and the expiration of
the perceptual subject itself. Compared with the ancient subject the ratio-
nal subject of sublimity is complex and multi-faceted (polyhedral) and not
simplistic; it is concrete, not abstract; it is abundant, not poor; especially, it
is conscious, having a strong individual and independent consciousness, and
does notattach itself to the object or the masses. But in the sensible subject
of ugliness, human beings have changed into anti-rational beings and sepa-
rated sensible life from reason; thinking and reason have changed into sen-
sual desire; apparent consciousness and conscious awareness have turned
into the subconscious, »sexual instinct« and »collective unconsciousness.
The subject of absurdity — what is left to a human being is only the »inter-
nality«, as Thab Hassan (1925-) has said, from the masters of the world fall-
ing low to self-denying wandering ghosts; human beings wander about with
no home to go to. Now not only »God is dead«, but also »human beings are
also dead«.

Viewed from the position of the object, the object in sublimity, espe-
cially the object in realism is essential and inevitable, not experiential or
typological; it is complicated, accidental, unique, and full of perceptual in-
dividual characteristics, not idealized or modelled. In the object of ugliness,
particularly in naturalistic art, it develops mainly in the direction of the in-
dividual, the perceptual, the accidental, the detailed and the purely objec-
tive. To the object of absurdity, the unity and the essentiality of objective
noumenon are completely negated; all has become centreless, depthless,
essenceless or meaningless. The process went from contradiction and para-
dox to dispelling all oppositions and differences, among these also the hazy
expectation of a new harmony and tranquility.

Contemporary dialectical harmonious beauty and art, are the newest
stage of the development of human beauty and art; this concept thoroughly
negates the absolute opposition of modern metaphysics and returns to the
unity of ancient harmony.

In brief, ancient harmonious aesthetics is integrated with ancient simple
and unadorned dialectical philosophy and modern sublime aesthetics is
related to modern metaphysical philosophy. In it the development from
sublimity via ugliness to absurdity is integrated with existential philosophy,
negative dialectics and paradoxical thinking. In the future dialectical har-
monious aesthetics will be integrated with conscious and scientific dialecti-
cal thinking. Scientific and dialectical thinking are the philosophical basis
of the system of my harmonious aesthetics and the development of the har-
monious aesthetics from the ancient and the modern to the present.
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Albert van der Schoot
Rational Order in Tone Scales and Cone Scales

The belief that nature must be considered as a standard from which art
can derive its guidelines (natura artis magistra) was firmly established during
many centuries. Not so firm were the reasons whyart should apprentice itself
to nature. The eighteenth century saw the transition from a neoclassical con-
ception of nature as being regularly ordered, and therefore an example to
mankind (as in Pope’s Nature methodized) to the Romantic idea of man being
overwhelmed by nature (following Burke’s delightful sublimity) . By showing two
controversies in very different fields I intend to show how, in a more subtle
way, also in other periods the idea of an intrinsically rational order in naturecomes
into conflict with a more practical, empirical attitude.

In his Istituzioni Armoniche of 1558, Italian musical theorist Giuseppe
Zarlino proposed to consider not only octave, fifth and fourth, butalso third
and sixth as consonant intervals. Historically speaking, this correction on
Pythagorean thinking was long overdue. Thirds and sixths had gradually
come to be accepted as harmonic shelters since the earliest forms of polyph-
ony came into existence. But not before Zarlino did the major third acquire
the prestigious position of being one of the cornerstones of the harmonic
framework.

Zarlino’s correction marks the end of the predominance of the
Pythagorean tetraktys as a theoretical basis for harmony: the tetraktys allows
only those intervals as consonant whose ratios can be expressed by the first
four numbers.! Zarlino introduces a new concept in music theory: the senario,
implying that six rather than four is the limit for the ratios that build up
consonant intervals. Enter the major third (5 : 4), the minor third (6 : 5)
and their counterparts, the minor sixth (8 : 5, where 8 is considered the
twofold of 4) and the major sixth (5 : 3). The Venetian maestro believed that
just intonation could be achieved by basing all intervals in a tone scale on the
fifth and the major third. That leads to the only type of intonation which
Zarlino is willing to consider as natural.? In other words: Zarlino did not so

! That is: the octave (2 : 1), the fifth (3 : 2) and the fourth (4 : 3) — and, trivially, the
prime (1:1).

2 Justand naturalare still in use as synonyms for this particular intonation (in German:
reine or natiirliche Stimmung).
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much overthrow the Pythagorean way of thinking in terms of rational order
based on numerical ontology, but rather saved it by extending the range of
fundamental numbers to six.

The attack on the ontological basis of this type of thinking was left to
Vincenzo Galilei, father of the famous astronomer but also a pupil of Zarli-
no’s. Galilei does not accept his master’s guideline of the senario. In partic-
ular, he attacks the status of fifth and third as »natural« intervals. No such
thing - says Galilei: all intervals, all tone scales have come to be established
by human convention. Exact rational proportions (in the mathematical sense
of being expressible as a ratio of integers) have no special meaning here.
There is no principal difference, in this respect, between the intervals of
music and the words of a »natural« language.

Galilei’s critical attitude towards his master’s authority is fundamental.
The idea that a consonant interval should be anything else but a rational
number would have been considered absurd during
the major part of European history. The foundation
of that thought goes back at least as far as Plato’s 7i-
maeus, where the very ratios of the tetraktys are consti-
tutive for the created order of the cosmos. Galilei’s
criticism clearly reflects more than just a musicologi-
cal comment; it heralds the paradigm shift with which
the name of his son will forever be linked. But before
going deeper into the heated debate between master
and pupil, we shall first take a look at a conflictin a
completely different setting and time —notabouta hu-
man product, but concerning the production of na-
ture herself.

Towards the middle of the nineteenth century,
a botanical debate flared up about the way in which
nature accomodates certain primordia around a cen-
tre — like leaves around a stem, scales on a pine cone,
sunflower seeds on a flower head, etc. Though we use
to wonder about the amazing spiral structures which
these plants show, we often do not realize that these
spirals were not there in the first place. They come
into existence step by step; in fact, the birth certificates
of all the sunflower seeds are issued one by one, in a
strict order that can even be traced subsequently. The
spirals we see are no more than an epiphenomenon
of a spiral we don«t see, but which we can obtain by
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connecting the scales in the order in which they popped up. We shall call this
the fundamental spiral (in the picture: 1-2-3-4 etc.), whereas the contiguous par-
allels as they become visible are called parastichies (in the picture: 6-14-22-30,
or 19-27-35-43 etc.).

By 1830, German botanist Alexander Braun had the brilliant idea to
use the precise order of these scales for the classification of coniferous
plants.? Classification being a favourite pastime for botanists, the subtle dif-
ferences between the implantation of the scales in the different species of
coniferous plants seemed to offer an ideal handle to come to grips with the
differences between them, and to label these differences. In order to work
out these labels, Braun introduced the notion of divergence in botanical par-
lance. By notating such a divergence as, say, 821 (as in the case of the pine
cone on the picture), Braun meant that 21 scales were found when the fun-
damental spiral had rounded the cone exactly 8 times.*

The presupposition of this project is that the position of (in this case)
the 22nd scale is exactly above the first. Braun’s conception implies that,
apart from the parastichies, each cone also shows parallel orthostichies (in the
picture: 1-22-43-64, or 9-30-51-72 etc.). Braun does indeed believe that af-
ter a natural number of scales the fundamental spiral has come full circle,
so that the ratio of the number of scales and the number of rotations can
be expressed as an exact rational number.

No such thing — say two French scientists who started investigating co-
niferous plants around the same time as Braun did. Auguste and Louis Bra-
vais observe the same cones as Braun, but see something entirely different.
In particular, they do not see a series of distinctly different ratios in the di-
vergences of the plants. Braun’s differentiation is but an illusion, or so they
claim. Nature has found the optimum angle for the implantation of every
next seed or scale; that angle ensures that all the primordia have an opti-
mum space to grow, and it remains the same at every turn: 137° 30' 28".° That
amounts to a repeated division of the circle according to the golden section,
which is an irrational measure and can, for that reason, never lead to the
rational classification that Braun pursued. It is, however, a constant measure
— the only one that grants equal rights to all primordia. The whole organ-

* A. Braun, »Vergleichende Untersuchung uber die Ordnung der Schuppen an den
Tannenzapfen als Einleitung zur Untersuchung der Blattstellung iiberhaupt, in Nova
Acta Academicae Caesareae Germanicae Leopoldinae, Nr. 15, 1830, pp. 199-401; reprinted
in book form in Bonn, 1831. Page numbers in this article refer to the book edition.

* Numerator and denominator of the divergence will generally relate as the numbers

(n=1):(n+1) from the Fibonacci series 1, 1, 2, 3, 5, 8, 13, 21, 34 ....

L. & A. Bravais, »Essai sur la disposition des feuilles curvisériés«, in Annales des Sciences

Naturelles, Seconde Série, t. 8¢me, 1837, pp. 70/1.
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ism benefits from this equal division. Recent research® has shown that this
is, in fact, the way nature behaves; one does not need to involve genetical
or teleological principles to find that the flower head of a sunflower is di-
vided again and again, by each new primordium, according to the golden
section.

Both controversies, the one in the Renaissance about the alleged ra-
tionality of tone scales and the one in the nineteenth century about the al-
leged rationality of cone scales, find their origin in opposing conceptions
of the value of rational order in nature. Of course, both pairs of opponents
have a lot in common, due to the preconceptions that even opponents would
share in a certain age. Both Zarlino and Galilei frequently call on »the an-
cients« to substantiate their own point of view; both believe that the ancients
had set an example, not so much by their high standard of cultural devel-
opment, but by their being closer to nature, that is, by their better under-
standing of natural order.

Zarlino believes that Mother Nature restricts herself to a well-consid-
ered dose of perfection by differentiating between the individuals that be-
long to the same species rather than just cloning the ideal archetype again
and again. He praises the ancients for transposing that principle to music,
where repetition of identical consonant intervals is to be avoided:

»Thus they held it as true that whenever one had arrived at perfect
consonance one had attained the end and the perfection toward which
music tends, and in order not to give the ear too much of this perfection
they did not wish it repeated over and over again.

The truth and excellence of this admirable and useful admonition are
confirmed by the operations of Nature, for in bringing into being the indi-
viduals of each species she makes them similar to one another in general,
yet different in some particular, a difference or variety affording much plea-
sure to our senses. This admirable order the composer ought to imitate, for
the more his operations resemble those of our great mother, the more he
will be esteemed. And to this course the numbers and proportions invite him,
for in their natural order one will not find two similar proportions follow-
ing one another immediately ....«’

Vincenzo Galilei is involved in a different battle. He is a member of the
Florentine Camerata, the think-tank of humanist scholars and noblemen who
paved the way for an entirely new form of art, a spectacle that would con-

% 8. Douady &Y. Couder, »Phyllotaxis as a Physical Self-Organized Growth Patterns, in
Physical Review Letters, Vol. 68, Nr. 13, 1992, pp. 2098-2101.

7 G. Zarlino, Istituzioni Armoniche, in O. Strunk (ed.), Source readings in Music History,
Vol. IT — The Renaissance, New York/London 1965, pp. 44/5.
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quer European stages in the seventeenth century: opera. Opera is typically
an art form that did not result directly from any development in musical
practice, but was prepared on the drawing board. The main impulse came
from the Florentine resistance against contemporary (»modern«) polyph-
ony. Galilei’s Dialogo della musica antica e della moderna® is an ardent plea for
a new type of music (»postmodernc, so to speak), that would do justice to
the natural expression of human affections — a task which polyphonic mu-
sic, with its intricate structure of simultaneous melodies giving voice to sev-
eral texts at the same moment, could not possibly fulfil. The polyphonic
music of Galilei’s contemporaries is an insult to human nature (so he be-
lieves), and the music of antiquity is put forward in his writings as an inspir-
ing guideline.

Intrinsically, differences of opinion between Zarlino and Galilei are not
as great as their personal feud might suggest. Galilei would have no trouble
with the quotation given above, regarding the desired variety in intervals,
and Zarlino would wholeheartedly agree with the Camerata’s preference for
words above melody when putting text to music. Those were in fact the cen-
tral issues of the time, and both authors were well aware of them. But un-
fortunately, both men were driven by ».... the desperate wish to contradict
each other«.” The advantage of this for later scholars is that their different
attitudes towards the importance of rational order received much empha-
sis, and thus clearly expose the difference between Zarlino’s neoplatonism
and Galilei’s more empirical approach.

Empirical research, as it became to be practised by the investigative
Renaissance minds, did not automatically imply a repudiation of rational
proportion. Galilei made a name for himself in the history of music theory
by correcting what the Middle Ages had believed was an observation by
Pythagoras himself: the discovery of the proportional relationships between
the weight of the hammers used by the blacksmith, and the pitches of the
sounds they produced. Every medieval music theorist knew that if a certain
pitch was produced by tying a weight to a string, the octave of that pitch
would be produced by tying the double weight to the same string, and a fifth
with the help of a weight one and a half times the original, etc. In other
words: these ratios were supposed to be the simple inversion of the (more
easily measurable) ratios for string lengths producing the same intervals. Not
so, says Galilei: to produce those intervals by tension, the weights would have
to be in squared inverse proportion to the lengths of the strings. Their rela-
tionships to the perfect consonant intervals are still perfectly expressible as

8 TFlorence, 1581.
?  D.P. Walker, Studies in Musical Science in the Late Renaissance, Leiden 1978, p. 16.
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ratios of whole numbers, but not anymore in the traditionally constitutive
numbers of the Pythagorean tetraktys.

How did Galilei find this out? Going by his repeated reference to ex-
perimental method (con il mezzo dell«esperienza), we may safely assume: by
trying out.

Zarlino, as we saw, did not stick either to the tetraktys to express the ratios
of the imperfect consonances, but his argumentational back-up is of a to-
tally different order. Why should the senario rather than the fetraktys be con-
sidered as the basis for our harmonic understanding? As if we could not have
guessed:

- God created the world in six days

— six signs of the zodiac are always above the earth, the other six are
invisible

— there are six »planets« (to Zarlino’s knowledge: Saturn, Jupiter, Mars,
Venus, Mercury, and the moon)

— there are six directions (up, down, ahead, behind, left, and right;
Zarlino calls on Plato to testify to this spatial insight)

—the number 6 is traditionally hailed as the first »perfect number; that
is, it equals the sum of its dividends 1, 2 and 3; moreover, it is their product

—in music, there are
six »authentic« and six
»plagal« modes.

Zarlino gives quite a
few more reasons,'’ but
these six will suffice to
show the gap that ex-
tends between the men-
tal world of Zarlino and
that of his pupil. Galilei,
who was an early pioneer
of equal temperament, did
not feel anything was lost
by giving up the perfect-
ly rationally ordered in-
tervals. Zarlino, on the
other hand, could not
imagine just intonation

Numeri

Sonori

Difdizpafon.

Eflachordo
maggiore.

-uojedeipyia
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10 See C.V. Palisca, Humanism in Italian Renaissance Musical Thought, New Haven/London
1985, p. 248.
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in any other way than by the numeri sonori of the senario, as this illustration
from his book shows: a well-ordered world of musical intervals, with the se-
nario in the centre.

The controversy between Alexander Braun and the Bravais brothers is
situated in a different age, against the background of different scientific strat-
egies. Experimental verification had become part and parcel of regular sci-
entific behaviour by the time Braun developed his theory, and he himself
was no exception: thousands of pine cones were collected by him and his
colleague, Carl Schimper, and meticulously sorted out and classified. And
yet, Braun is steered by another drive than collector’s mania or labelling neu-
rosis: he wants to unravel the hidden principle behind natural order as this
becomes visible in the arrangement of leaves, seeds, petals and scales along
a stem.

What Braun finds is fascinating, but much more fascinating is to know
what he is looking for. Braun was, in his own words, chasing the »joyful pre-
sumption of a law founded deeply in the life of the plants« (freudige Ahnung
eines tief im Leben der Pflanze gegriindeten Gesetzes)."" To this end, the exact de-
scription and classification of the outer appearance of the cones was not
enough. In looking for his hidden law, Braun believed he was following na-
ture herself. And when he found the constitutive spiral, the row that dictat-
ed the position of all the scales, he welcomed this »miraculous regularity of
order« (wunderbare Gesetzmdssigkeit der
Anordnung) with an almost religious
respect: »In this last, One Row, dawn-
ing upon our expectation, we behold
the true goal of our hope, the One
Ground of phyllotaxis, on which all
multitude and variety of rows must
rest.«'?

Braun’s drawing, within a circle,
of a bottom view of the pine cone
shows one layer of this rational order.
Itis almost reminiscent of the picture
in Zarlino’s book: a rounded way of
thinking that always comes back to its
point of departure.

" Vergleichende Untersuchung, p. 3.

2 »In dieser uns in der Erwartung vorschwebenden letzten, Einen Reihe erblicken wir
das wahre Ziel unserer Hoffnung, den Einen Grund der Blattstellung, auf dem alle
Vielheit und Vielartigkeit der Reihen beruhen muss.« Vergleichende Untersuchung, p. 22.
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There is an intriguing tension between unity and variety in Braun’s
conception of natural order, comparable to the way Zarlino deals with the
perfection of consonants and their necessary differentiation in musical com-
position. The unity that is firmly established in the overall ruling of the fun-
damental spiral serves as a condition to bring out a multitude of differenc-
es — differences by which the several species of cones can be distinguished
and labelled. Braun’s aim is a classification in the line of Linnaeus, arrived
at by means of empirical observation, but his regulative conception is that
of an overall rational order. In other words: Braun treats divergences as if
they were musical intervals according to a traditional system of temperament,
and he does so on the basis of a deeply rooted inner conviction that this is
how nature behaves. Braun’s phyllotaxis reflects an order of just intonation.

It is to this preconception that the Bravais brothers oppose. There is
no discrete classification of different divergences; when trying to attribute
one of Braun’s rational labels to a specific plant, the choice between, say,
8(21 or 13[34 often seems quite arbitrary. None of Braun’s alleged obser-
vations is as precise as the exactitude of the rational measure suggests. The
brothers carefully justify this statement with a number of illustrations. What
they object to is in fact not so much the validity of Braun’s equally careful
observations, but the very status of the starting point which led these obser-
vations to result in the conclusions that Braun presented. That starting point
is the concept of orthostichy, which, to continue the metaphor I have just in-
troduced, in Braun'’s system of just botanical intonation fulfils the role of
the octave, the point of reference for all the other intervals. The strong im-
pact of Braun’s conception becomes clear when we read that Carl Friedrich
Naumann considered the orthostichy as »the real essence« (das eigentliche
Wesen) and parastichies as »a mere phenomenon of phyllotaxis« (ein blosses
Phénomen der Blattstellung)."” The alternative which the Bravais brothers
present comes down to granting identical rights to primordia in the same
way tones have identical rights in equal temperature — with the proviso that
in the case of the plants, this equality is granted by nature.

Apart from carefully explaining their own theory, the Bravais brothers
make a stand against Braun’s position in a separate article." The tone of this
article is (as opposed to Galilei’s tone towards Zarlino) mild and respectful;
Braun and Schimper are given ample credit for their research, and the
opposition against the notion of orthostichyis very carefully presented. Braun

13 C.F. Naumann, Uber den Quincunx als Grundgesetz der Blattstellung vieler Pflanzen,
Dresden/Leipzig 1845, Vorwort.

14 Attached to the German translation of their work: L. & A. Bravais, Uber die geometrische
Anordnung der Bldtter und der Bliithenstinde, Breslau 1839.
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is less attentive in his reply to the brothers in a later book.'” In order to coun-
terdict the French criticism, Braun tries to find a theoretical peg from an
area where rational order had come to be understood and generally accept-
ed: crystallography. As this happened to be Auguste Bravais’s field of exper-
tise, and as he had even been one of the pioneers in establishing which class-
es of crystals were morphologically possible, Braun seems to beat his oppo-
nentat his own game when he claims that wiping out the differences between
the several rational divergences would amount to saying that all crystal forms
are not really different because they all have the sphere as their limit.!®

This argument sounds stronger than it is. Crystal forms are different
for constructive reasons; as opposed to phyllotaxis, each specific form is the
result of a different chemical build-up that is discretely established from the
beginning. Whatever possibilities there are, the sphere is not among them.
Butitis an excellentillustration of Braun’s way of thinking. He wants to see
his covering law as a regulative principle, not as a generalisation of empiri-
cal data. Transcendent unity must appear to the senses as phenomenal vari-
ety. The realm of truth is not to be found in experience, but in the mind:
»All truth is mental«, says Braun; »all facts become recognized truths only
when we can mentally construct them«."’

Itis almost touching to read how Nees von Esenbeck, the author of the
introduction to the German translation of the Bravais writings, tries to unite
the contribution of both parties in one encompassing reconciliation: hav-
ing made clear that it was his compatriots Braun and Schimper who led the
way and who took care of the essential discoveries, he compliments the Bra-
vais brothers for their mathematical fine-tuning of the issue. The discovery
of the »essentially irrational proportion« (das wesentlich irrationale Verhiltniss)
involved in the divergences, leads in his eye to the »ideal infinity of the fun-
damental spiral« (die ideale Unendlichkeit der Grundwendel). And he contin-
ues: »both these significant results are redeeming features not only for the
metamorphosis of plants, but indeed for the philosophical contemplation
of the organized world. It confirms the conviction that even the originally
rational arrangements of leaves are subjected to the fundamental law of ir-
rational [phyllotaxis], and are recognized as mere multiples of them«.'®

' A. Braun, Betrachtungen iiber die Erscheinung der Verjiingung in der Natur, Leipzig 1851.

1S Betrachtungen, p. 126.

17" A.Braun, »Dr. Carl Schimper’s »Vortrige tiber die Moglichkeit eines wissenschaftlichen
Verstandnisses der Blattstellung«, in Flora, Jg. 18, I. Band, 1835, p. 146.

'® There seems to be a word lacking in the German text; maybe the dash after irrationalen
in the manuscript was meant to repeat Blattstellungen: »diese beiden bedeutsamen
Resultate sind Lichtpuncte nicht allein fir die Pflanzenmetamorphose, sondern fiir
die philosophische Betrachtung der organisirten Welt tiberhaupt. Man sieht mit
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This is a surprising point of view. It combines the mathematical con-
clusion of the Bravais brothers concerning phyllotaxis with Braun’s philo-
sophical idealism concerning the fundamental order that prevails in nature
—and yet manages to squeeze in the idea that these arrangements are »orig-
inally rational«.

It is not very difficult to round off empirical data concerning musical
intervals or botanical primordia in such a way that the rationality hypothe-
sis is confirmed. Both tone scales and cone scales come very close indeed.
But this rationality comes about as a result of human evaluation. Whether,
in the end, nature does or doesn«t show rational order, depends — not on
the nature of nature, but on the nature of our conception of natural order.

verstirkter Ueberzeugung, wie selbst die urspringlich rationalen Blattstellungen der
Pflanzen sich dem Grundgesetze der irrationalen ~ unterordnen, und als blosse
Vielfache derselben erkannt werden (....).« L. & A. Bravais, Uber die geometrische
Anordnung der Blitter und der Bliithenstinde, Breslau 1839, pp. V/VL

100



Christian G. Allesch
Aesthetic Experience — a topic at the cross-roads
between philosophy and psychology

To deal with the topic of aesthetic experience on a congress dedicated
to »Aesthetics as Philosophy« provokes some critical remarks from a psy-
chologist. I think that, due to the subjective nature of experience, it cannot
be grasped adequately by a mere philosophical explanation. This is the rea-
son why I want to contribute to this congress and in particular to the discus-
sions of this section dealing with aesthetic experience some critical reflec-
tions on the role of philosophy and psychology in investigating aesthetic
experience.

At this point I want to stress that this should not be understood as an
attempt to renew the controversy dominating the aesthetic discussion at the
beginning of our century, namely whether aesthetics should be grounded
on a philosophy of values or on the base of empirical psychology and whether
it should be regarded a philosophical or a psychological discipline (cf.
Allesch 1987). Such »questiones iuris« usually remain unsolved, as Richard
MUELLER -FREIENFELS stated already in 1925, however voluminous volumes
might be published about them. It is not my intention to declare whether
aesthetics should be part of philosophy or psychology, however, I want to
stress some arguments why aesthetics should be conceived as an interdisci-
plinary project, and why I think that aesthetic experience is a distinctive topic
to exemplify this suggestion.

Let me start with a question that has been a central topic of aesthetic
discussion since aesthetics exists as a particular discipline, namely: What
makes an experience an aesthetic experience? You know that there are two
types of answers in the history of our discipline: The one, more objectivistic
answer, points to the particular aesthetic nature of the aesthetic object. This
means that the psychic or mental processes by which an aesthetic object is
perceived do not essentially differ from other processes of perception. Thus,
psychology that tries to explain the nature of these processes would not be
able to contribute any substantial evidence about the aesthetic aspect of
aesthetic experience.

The other, more subjectivistic answer, points to the fact that it depends
on the intention of the beholder or listener whether a perceived object may
be experienced as an aesthetic object. In this case, psychology has to be
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regarded as a key discipline for the understanding and explanation of aes-
thetic experience since it actually refers to these subjective intentions and
motivations which will enable or impede the realisation of an aesthetic ex-
perience.

This was the reason why Theodor Lipps, one of the most engaged par-
tisans of psychological aesthetics at the beginning of our century, claimed
aesthetics to be a psychological discipline at all since, as he argued, its duty
was to explain under which circumstances any object might be recognised
as beautiful and this is actually what a psychological theory of experience
was to achieve.

You know that this extreme argumentation in favour of a psychologi-
cal conceptualisation of aesthetics is not held any more in recent theorising,
not even in the contemporary psychology of art. On the one hand, also psy-
chology of art accepted that there exists a certain kind of autonomy of aes-
thetic objects which cannot be explained by the particularities of subjective
experiencing. On the other hand, it was in particular the contribution of
phenomenological theories in aesthetics — I want to stress the work of Moritz
GEIGER as a paradigm — which revealed the complex structure of aesthetic
experience and convincingly suggested that what we call an aesthetic object
is formed by the activity of a subject but constitutes a relation to a reality that
itself constitutes the possibilities of the subject to face and to experience
reality.

However, I think that it is not possible to outline a theory of aesthetic
experience without regarding some fundamental evidence of psychology on
the nature of human experience. I concede that it may depend on the kind
of psychology which is taken into consideration whether this interdiscipli-
nary approach will lead us to a satisfactory result. I think that some mistakes
and resentments of aestheticians against a psychological interpretation of
aesthetic phenomena does not result from an essential incompatibility of
psychology and aesthetics but from the fact that they have dealt with a wrong
or incompatible psychology.

Thus I concede that a psychological theory which is constructed in the
classical behavioristic manner or in that more modern way of information
processing theories will not be able to cover the particularities of aesthetic
experience. But this is a type of psychology the capability of which to explain
the nature of human experiencing should be questioned in general, that
means not only with respect to aesthetic phenomena. I think that experi-
ence as performed by a human being living in a cultural context and con-
scious of its historic nature, that means being able or even forced to reflect
on where it comes from and where it is to go, is totally different from the
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kind of experience that can be modelled by those information processing
activities as performed by a computer, however perfect and complicated it
may be.

Modern psychology has become more and more aware of this fact
during the last two decades but not all theoretical approaches have realised
this development to the same amount. I want to outline now what kind of
psychology would be necessary in order to cope with the particularities of
aesthetic experience and in what manner a psychological theory of experi-
ence could be helpful for investigating this type of aesthetic problems.

Let me start with the argument that, if you consider aesthetics as the
science of aisthésis, that means, of sensorial experience and not in the tradi-
tional sense as the science of art and beauty you inevitably will cross the
borderline to the central domain of psychology. It points to the crucial
ambiguity of the discipline denoted by the term »aesthetics« that, in order
to emancipate from a theory of »experience in general« (as performed, for
example, by KANT in his transcendental aesthetics as a part of his Critique of
Pure Reason) it was to focus, in its historical shaping as a scientific discipline,
its interest to a certain aspect or type of experience, namely what we refer
to by the modern wording »aesthetic«.

I think that aesthetics has to find its proper position between two ex-
tremes: It can neither be conceived as a science of sensorial experience in
general, nor should it stick to the traditional concepts of beauty and the arts
as, for example, Wolfgang WELscH convincingly argued in his plenary lec-
ture on »Aesthetics beyond aesthetics« at our last congress in Lahti.

It is exactly this focusing on a certain ‘aesthetic’ type of aisJhsiV that
leads us back to our central question: what makes an aesthetic experience
an aesthetic experience, or: how shall we pragmatically define the term ‘aes-
thetic’ in order to denote a type of experience which meets what we intend
by the recent understanding of the realm of our discipline?

Now I would like to change my point of view again to that of a psycholo-
gist and ask for a useful psychological concept such as »experience«. The
behaviorist doctrine which excluded all mental phenomena which cannot
objectively be observed from the realm of science was not able to conceive
and was not even interested in a concept like »experience«. Whatever ex-
perience might be and whatever might happen in our mind was reduced to
the ‘response’ as the observable outcome of inner processes. The cognitive
turn in psychology which started in the early fifties of our century, rejected
the anti-mentalistic ban and made the mental processing which had been
excluded by the behaviorists the central subject of psychology. However, until
the seventies cognitive psychology understood perception as »information

103



Christian G. Allesch

processing«, i. €. in that mechanical sense in which information is processed
by a technical system, since the booming information technology nurtured
the expectation that mental processes could be modelled by the same kind
of information processing which a computer performs.

It was a Gestalt psychologist who was also very engaged in aesthetic
investigations, namely Rudolf ARNHEIM, who already in 1969, in his book
Visual Thinking, stressed his conviction that human experience fundamen-
tally differs from computerised data processing since it starts from the field
of conscience, i. e. it proceeds from the whole to the parts and not from
single data to a mechanically »computed« result. In the same way, but as early
as 1935 another scholar of the Gestalt psychology school, namely the psy-
chiatrist Erwin StrauUs in his important book The sense of the senses had sug-
gested that »man thinks and not the brain«. It is exactly this question for
»the sense of the senses« that leads psychology beyond the limits of a nar-
row-minded mentalism which would not be able to conceptualise »experi-
ence« in other than mechanistic terms.

In his famous outline of semiotics, La struttura assente, Umberto Eco
distinguishes between »the world of signals« and »the world of sense«, where
the world of signals is characterised by that type of information processing
which can be carried out also by machines while the shift from the world of
signals to the world of sense reflects the progression from the mechanical
processing of a machine to the subjective world of a human being. This shift
leads to another type of representation of the perceived outside world or
even to another type of perception which is much closer to the meaning of
the term »experience« than to a term such as »mental representation« as
preferred by the cognitive psychology of the eighties.

Although we have to assume that what we phenomenologically denote
with the term ‘experience’ is based on a certain physical representation as
performed by biochemical processes in our brain, there is no evidence for
the existence of phenomena comparable with human experience on the
level of technical systems. And there are a lot of reasons to assume that this
is not a problem of complexity but the result of a fundamental difference
between biological systems created by evolutionary processes and technical
systems designed by man.

You may realise the difference between technical signal-detection and
human experience also by reflecting the meaning of aesthetic concepts like
musicality. A sophisticated technical system like a high-tech tape recorder
may achieve much more precise results in analysing frequencies than hu-
man beings but we would not assess this perfection as an outcome of its
niusicality. What we expect from a perfect tape recorder is not musicality
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but high fidelity: it would, in fact, be an awful experience if a tape recorder
did not represent the acoustical structure of music by a perfectly determined
representation but, for example, amplify the volume of the cello part accord-
ing to its immanent aesthetic interpretation.

This is the reason why psychological theorising on human perception
during the last decades increasingly startrd to abandon the use of technical
models of information processing for the explanation of the processes of
human experience. The PDP-model of human perception (where ‘PDP’
stands for »parallel distributed processing«) as proposed by RUMELHART &
McCreLLaND in 1986, explicitly asked the question: »What makes people
smarter than machinesc, thus starting from the difference and not from the
analogy between computer and human mind.

However, also these most recent branches of cognitive psychology can-
not actually meet the particularity of aesthetic experience since they do not
differentiate between perception as an objective function of the human
mind and that subjective becoming aware of our personal existence in a
meaningful world which may be better designated by the word »experience«
than by the term »perception«. If we recur to this »humanistic« or »experi-
ential« approach as GIFFORD called it in his outline of Environmental Psychol-
ogy (1987) we have to realise that the cognitive approach widely ignored
some essential aspects of human existence, namely the impact of emotions,
the complexity of man-environment relations and man'’s involvement in cul-
ture.

It is, to my opinion, in particular the recent development of psychol-
ogy of culture that offers a plausible solution for these deficiencies but, in
addition to that, leads to a concept of human experience in cultural con-
text that might be regarded as a useful psychological contribution to an in-
terdisciplinary theory of aesthetic experience. I want to outline two examples
in order to support this statement.

The first example is the symbolic action theory as developed by Ernst
E. BokscH, the nestor of German cultural psychology.

Already in 1980, in his book Kultur und Handlung, BOEscH coined the
formula that culture is »the biotop of man«. In 1991, BoescH reformulated
his theoretical concept in an English reader entitled »Symbolic Action
Theory and Cultural Psychology«. BoEscH conceives the cultural environ-
ment as a »limiting system« which, on the one hand, stimulates, and, on the
other hand, impedes a certain type of action. This cultural significance of
actions is, mainly, mediated by the symbolic meaning of the objects that form
the action field of a concrete situation. Strictly speaking, BOEScH argues, we
do not perceive objects as physical objects, but as options for real (BoescH
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says: praxic) or imagined acting, which may have objective purposes as well
as subjective-functional meaning (for example the remembering of similar
personal experiences). The objects of the human »field of action«are, »from
a psychological point of view, not objects per se but representatives of sys-
tems and processes that go beyond the object itself«. What we perceive as
the »form« of an object, is not just something »formal« like height, volume
or texture but something that is »formed« by cultural traditions of perceiv-
ing as well as by subjective desires and potentialities of action. In this con-
text, aesthetic objects play an exceptional role.

It was in a small essay, Zwischen Angst und Triumph (Between anxiety and
triumph), published in 1975 that Ernst BoescH for the first time explicitly tried
to apply his symbolic action theory to the phenomenon of aesthetic experi-
ence. In this essay BoescH argues that the aesthetic plays an important role
in the process of the self which, in its lifelong attempt to cope with itself and
the world, oscillates between encouragement and discouragement. What-
ever makes the world more familiar to us is an encouraging experience.
Aesthetic experience means, according to BOEScH, recognising our self within
a world of symbolic forms which is »by no means to be limited to the work
of art« but »may be stimulated by our fellow-beings, by nature, or even by
an idea of particularly pregnant potency« (1975, p. 73).

In order to explain that, BoEscH sets up a rather risky but typical anal-
ogy between listening to music and skiing: Both activities have in common
the pleasure of following an external structure by adequately reproducing
and responding to the »figures« perceived. It is the stimulating experience
to cope with reality, of being able to transform a formal idea into an ad-
equate, harmonised movement of body and mind, that makes both activi-
ties in a comparable manner a possible subject of an aesthetic experience.

Another interesting suggestion was outlined by BoEscH in his book The
magic and the beautiful in 1983, where he characterises the magic and the
beautiful as contrasting cultural attitudes to face reality: While the magic
attitude towards objects expresses a distancing function, the empathic dis-
position, which has a particular relation to the aesthetic, stresses being in
harmony with the world. The aesthetic attitude thus tends »to expand the
validity of the inner images« and »to transform counter-world into I-world «:
The »beautiful object« perceived by the aesthetic empathy, as a »symbol of
intended order« refers at the same time to the realisation of this order, func-
tioning thus »as a corroboration of the self in much more pivotal and time-
encompassing a sense than the merely momentary and concrete success of
action« (1983, p. 316).
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In Symbolic Action Theory and Cultural Psychology, Boksch introduces the
metaphor of »the trace« as a crucial concept in order to conceptualise the
essence of aesthetic activity: »The trace extends the impact of ouraction into
the external world, and ... it derives its attraction from this ... subjectivizing
the external reality.« This means that the aesthetic object forms »a ‘bridg-
ing object’ in the sense of spanning the cleavage between person and mat-
ter, and between individual and group; it will, over time, even bridge the gap
between present and past« (1991, p. 223).

I think that the metaphor »tracing reality« is a very good expression in
order to illustrate how aesthetic experience is conceptualised by the Sym-
bolic Action Theory of Boesch (cf. Allesch 1993), since it connotates that
this kind of experience —and even human experience in general — is more
than just »facing reality« and much more than »information processing«.

If we interpret our capacity to trace the possible ways of changing, trans-
forming and transfiguring reality as an essential prerequisite in order to cope
with all the more or less important problems of our life, we will understand
then why aesthetic experience is able to excite and to gratify by reinforcing
our self and, furthermore, as Bogscu puts it, why men »put up with remark-
able prices beauty fetches either by direct expenses or by time-consuming
activities like ornamenting or dressing«.

I'will not go into further details but I hope that you can agree with me
that this concept offers very interesting topics for an interdisciplinary dis-
cussion on aesthetic experience.

Another interesting concept which I want to outline in a few words is
the semiotic-ecological perspective as developed by Alfred LaNG, a disciple
of BoescH who, until recently, held a chair for psychology at the University
of Berne, Switzerland. LaNG (1992) tries to overcome the traditional sepa-
ration of the individual-related theorising of psychology and the objectre-
lated concepts of historical and cultural sciences. For him, culture is »exter-
nal mind« in the same way as mind is an internal reflection of the cultural
world outside. Therefore he tries to conceptualise a semiotic interpretation
of the functional circle of the individual and the cultural environment. What
happens outside the individual part of the world, namely the development
of culture, may be interpreted as a semiotic process as well as what happens
in the internal world of the individual, namely building up and restructur-
ing of memory or shaping of habits and attitudes, and the processes of trans-
fer between individual and culture, namely perception and acting. Thus, we
may differentiate four aspects of sign formation which form the functional
circle between individual and culture, namely
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eIntrOsemiosis or perception which denotes a semiotic relation be-
tween cultural reality and its inner representation shaped by individual per-
ception and cognition,

eIntrAsemiosis or internal mental organisation which restructures ex-
perience according to previous experiences and builds up the representa-
tion in memory. This may also be interpreted as a semiotic process;

e ExtrOsemiosis or »action«, which means external formation of struc-
tures by man influencing and forming his cultural environment. This type
of sign generation also includes creative processes like creating a work of
art or executing a scenic or musical performance;

eand finally ExtrAsemiosis which denotes the presence of created struc-
tures in and the permanent changing of the cultural environment which are
not caused by direct influence of individuals. It is what LANG calls the »ex-
ternal soul«, the permanent traces of human activity and creativity in the
cultural environment.

We may derive from this model that we will not have to face only what
has its place in the external culture as a work of art or the beauty of a land-
scape but that we may deal with the aesthetic aspects of perception and of
creative acting too and even, on part of the internal formation of structures,
of fantasy in terms of semiotic processes. I think that this model is much closer
to some theoretical developments within aesthetics than most former and
traditional concepts of psychology.

You, as aestheticians, may be best suited to assess these theoretical ideas.
I hope you will agree with me in the view that these are impressive examples
in support of my theses that aesthetic experience forms a crucial topic at the
cross-roads between aesthetics and psychology and that the investigation of
aesthetic experience should be conceived as an interdisciplinary project. It
was, also with respect to the limited time, not the aim of this paper to present
an elaborated interdisciplinary theory of aesthetic experience, but I hope I
was able to convince you that it is an interesting project to be developed in
future co-operation.
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Vaidas Matonis
Artistic Experience as a Construct of Multifaceted
Cognitive Sub-Systems

Social instability and different systems of values entail deep spiritual
anxiety which, in turn, influences everyday experiences, including artistic
ones. Issues such as global terrorism and environmental degradation, eco-
nomic recession and religious intolerance, psychological paralysis and chemi-
cal addiction which nowadays have reached epidemic proportions make it
difficult for cultures to welcome emerging counterforces. As art is under-
stood — by its content — as a kind of an imaginable being in life, it, conse-
quently, seeks to find some dialogical contacts between contradictions of
artistic manifestations. Artistic ideas as the artist conceives of them are just
manifested by adequate artistic means and are expressed by some artistic
form. The present article offers reflections on two aspects of multiart expe-
rience, namely on the problem of the main artistic domains and their for-
mal relation to lifestyle elements or, using the phrase of the Renaissance
thinker Nicholas of Cusa, »Artis omnia formatis« (the art forms everything),
and the main characteristics of artistic manifestation, their interrelations and
unity or, according to ancient Greek thinkers, »Unitas in varietate« (unity
in the variety).

Artis omnia formatis

Recent theorists of multiartistic experience and policy makers in arts
education have pointed out the necessity of a unified system of education
based on aesthetic and humanistic foundations, one of which is a compre-
hensive approach to the teaching of the arts. In my opinion, the compre-
hensive arts program proposed by Bennett Reimer offers a sound basis for
effective action. The general principle on which all aspects of his program
are based is summarized in the following premise: »A successful approach
to arts study must accomplish two essential tasks of cooperative endeavors —
to preserve the integrity of each art while illustrating their nature as a fam-
ily.«!

! Bennett Reimer, A Philosophy of Music Education. Second Edition (Englewood Cliffs,
N.J.: Prentice Hall, 1989), p. 238.
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We find that there are four basic artistic domains on the whole. They
are: verbal, auditory, visual, and kinesthetic. These subdivisions are based
on essential principles of space and time. In the first part of his Critique of
Pure Reason, entitled »The Transcendental Aesthetic,« Immanuel Kant has
persuaded Western Culture that »Time and space are (...) two sources of
knowledge,« that »Time and space, taken together, are the pure forms of
all sensible intuition,« and »Lastly transcendental aesthetic cannot contain
more than these two elements, space and time.«* In our case auditory and
verbal artistic domains are based on the substance of time, while visual arts
are based on the substance of space, and kinesthetic arts are spatio-tempo-
ral. According to this classification, we have essential domains of artistic
activity. The domains manifest themselves differently due to artistic views and
according to instrumental purposes.

The main artistic domains (verbal, auditory, visual, and kinesthetic) as
a foundation for multiarts experiences, in turn, are evidently closely con-
nected with the main elements of lifestyle. In sociology, for example, lifestyle
is understood as some common cultural form for different social groups.
Hence youth culture is subdivided into four subcultures. They are: respect-
able youth, delinquent youth, cultural rebels (or bohemians), and politically
militant youth (or radicals). All these subcultures have their specific symbolic
use of a style which, according to professor of Carleton University Michael
Brake, consists of three elements: »image« (appearance composed of cos-
tume and accessories such as hair-style, jewelry and artifacts), »demeanor«
(made up of expression, gait and posture), and »argot« (a special vocabu-
lary and how it is delivered).?

Singled out stylistic elements are based on firm philosophical and psy-
chological principles. Thus, image and demeanor are the attributes of
visuality and they have the same ontological axis of space, i.e. they are co-
axial. The difference between them is found only in the area of mobility:
spatial images are nearly static while demeanor is astatic. In contrast, the
stylistic element of argot is based on an audible psychological ground and
its ontological attribute is not space, but time. A special vocabulary such as
argot, and even speech as a whole, is a very broad phenomenon of culture.
Nevertheless, the linguistic area cannot completely express a way of life. In

2 Immanuel Kant, Critique of Pure Reason, transl. By Norman Kemp Smith (New York:
St. Martin’s Press, 1965), pp. 80 and 81-82. (Second Printing. Originally published in
1929.)

3 See: Michael Brake, Comparative Youth Culture: The Sociology of Youth, Culture and Youth
Subcultures in America, Britain and Canada (London and New York: Routledge and
Kegan Paul, 1987). Originally published in 1985.
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TIME
VOCABULARY
Verbal arts

SPACE (spatiotemporal movement)
IMAGE DEMEANOUR
Visual arts Kinesthetic arts
SOUND INTONATIONS
Auditory arts

Fig. 1. Ontological attributes of lifestyle elements and basic artistic domains.

my opinion, it would be beneficial to add to the three mentioned elements
a fourth one — the element of sound intonations. Now an axis of time would
be coaxial, too, like an axis of space. It is clear that musical surroundings
and vocal intonations represent an inner cultural world of the individual
(and social group) along with hair-style, clothes, decorations, and other as-
pects of his or her appearance. In a few words, some kind of music fulfills
the same symbolic function for distinct subcultures as does vocabulary, ap-
pearance or gait.

The most fascinating thing is that all four lifestyle elements (argot,
image, demeanor, and sound intonations) are of the same nature and ori-
gin as the different kinds of artistic media (verbal, auditory, visual, and ki-
nesthetic). They convincingly express the life attitudes of one or another
(delinquents, bohemians, radicals, respectable youth) subcultural group or
the individual. Visuality and audibility function as sign systems which obtain
appropriate public forms. Consequently, according to the principle of con-
tinuum, the main forms of artistic manifestation find their direct connec-
tion with the most intimate forms of an individual’s cultural expression.

Itis these four elements of style that really help to know people (espe-
cially young people) better and to establish their relevant subcultural de-
pendence. I noticed an excellent example of such insight in fiction when I
was reading Chapter IV »A Queer Character« in Maine Reid’s novel The Land
Pirates to my younger son before his bedtime. This writer presented a mar-
velous fourfaceted description of the lifestyle case which fully conveyed a
character of the horseman met on the road:

There was something in the style of the man we met — both in his speech
and demeanor — that provoked a feeling of indignation (...) I could see
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that he was what, in the Southern States, is called a »bully.« Its broad
arrow was upon him — unmistakably impressed on his countenance, as well
as in the way in which he carried himself. There was a swagger that
seemed intended to conceal the coward (...)

It was the sight of these ugly insignia, carried so ostentatiously, that had

produced my first feeling of aversion —soon strengthened, however, by

the bantering fone in which he talked to my young companion (...)*

It is striking that the expression of the face (»countenance«) is men-
tioned in this discourse along with all four elements of the lifestyle.

The whole pedagogical enterprise considered from the perspective of
the existing social order is charged to keep in touch with young people,
especially with young people at risk, in order to maintain both their visibil-
ity and audibility related to the dominant normative system. Democracy as
a condition for developing human beings to be free and capable of creativ-
ity, of course, should become stronger and stronger. One of the most im-
portant assumptions of this condition is to increase the civic activity of the
young generation. A highly influential way of doing this is participation in
students’ everyday life. On the other hand, young people in a democratic
society are more or less free to express their inner world by those external
means which they like or pretend to like. Thus, their lifestyle can inform us
to some extent of their identification with different cultural youth groups.
Such information could be used for taxonomic aid (for example, pointing
to the set of cultural values which could indicate dependency on one or
another subcultural group), as well as for observation of subcultural tenden-
cies of the young generation. Arts education, especially one which is based
on the comprehensive multiarts approach, could in turn influence both the
elements of lifestyle and the cultural life of subcultural groups.

Unitas in varietate

Similarly, the present artistic culture entails the urgent problem of ex-
tending a sphere of artistic being according to the possibilities of aesthetic
perception and artworks interpretation. It means that attention of investi-
gators should relevantly be focused, along with traditional art, both on prac-
tically oriented and postmodern artworks (artifactual art, conceptual art and
the like). Contemporary philosophy of art is already in the process of ful-
filling this task. As was suggested by Arthur Danto, »a philosophy of art must

4 Mayne Reid, The Land Pirates: o, The League of Devil’s Island (New York: Beadle &
Adams, 1886), p. 5. All italics added, except »insignia.«
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be consistent with all the art there is and ever has been« and further added
that »an adequate philosophy of art straightaway entails pluralism, for it
would be wholly adventitious that there should be only one kind of art.«* It
seems to me that a philosophy of arts education is preferable if it is consis-
tent with all the arts, too, including »transitional« spheres of artistic activ-
ity, which manifests itself between the artworld and material and ideal worlds.

Though history observes constant changes in the forms of artistic mani-
festation and their varying degrees of importance, time reveals that some
characteristics of that manifestation have common traits in every art domain.
The characteristics about the way an individual experiences the aesthetic/
artistic world might be classified into three relative sub-systems (groups). The
first sub-system contains pure artistic characteristics which show various fac-
ets of artistic manifestation (form, representation, expression). They are
highly discussed in a contemporary philosophy of art as well as philosophy
of arts education.

The representative and expressive characteristics of artistic manifesta-
tion are closely connected with the characteristic of formal artistic manifes-
tation. Itis characterized by prevalence of the total contextual arrangement
of elements of some stuff in order to achieve a certain result. Sometimes form
is considered as such type of property on which most other aesthetic prop-
erties depend. Priority of form is characteristic of abstract fine arts, pure
dance, experimental drama or movies, absolute music.

The artistic representation is characterized as mimetic, imitative, natural-
istic, programmatic, referential, realistic, hyper-realistic and so forth. This
facet has been observed in the evolution of art, revived each time in a2 new
shape. With the decline of precision in depicting the world, each artist in-
terpreting the object in a different manner, artistic representation should
eternally remain as a certain evidence of the aesthetic relation between the
subject and the surrounding world. Different kinds of art in the represen-
tational characteristic are known in the history of the arts as imitative visual
arts, realistic literature, drama and cinema, thematic dance, and program-
matic music.

Lastly, the characteristic of artistic expression is presented in literature
in a rather different way. In some theoretical trends it is considered to be
the expression of the creator’s emotions; in others, mainly the result of the
creation process; in still others, the art’s power to evoke emotional responses
of the recipient or to be a basis for interpersonal communication. The ex-
pression characteristic consists of various kinds of the arts which have rel-

® Arthur C.Danto »Artafter the End of Art,« in Artforum International (April 1993), p.
67.
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evant names, such as highly expressive works of drama, dance or music, lit-
erature or visual arts. The distinction between representation, expression
and form in arts calls for different distribution of the perceiver’s attention
and determines a variety of artistic experience.

Gene H. Blocker successfully divided all three artistic characteristics as
oppositions of heteronomy and autonomy. So the idea of abstract form is
opposed to the organic sense of formal composition; the imitation theory
is criticized in favor of artistic representation; to the interpretation of artis-
tic expression as the venting of human emotion, he preferred a view of ex-
pression as embodied emotion.’ In this paper I prefer the concept of expres-
siveness which was recently elaborated in aesthetic theory. I am going to use
it as a contrast to the concept of expression.

The second sub-system contains applied artistic characteristics (utilitar-
ian and pragmatic criteria). Bifunctional (aesthetic and useful) nature of
these characteristics determines their relevant place in the arts system and
artistic experience. Thus, oratorical art (some artistically created and occa-
sionally performed under various circumstances, such as congratulations,
funeral speeches, sermons, anecdotes and so forth) and artistic expository
writing are closely related to pure verbal arts; commercial visual arts, con-
nected with consuming culture (pragmatism), and applied visual arts (utili-
tarianism) are related to pure visual arts; artistic sports are related to pure
dance. Even music is commonly exploited for its concomitant (perceived in
passing) role. As shown by investigations, nontraditional music instruction
coupled with background music gives, for the most part, negligible results
and cannot be a substitute of any kind for formalized music instruction.”
Nevertheless, background music is effective in a variety of settings for an array
of uses.

The purpose of artistic surroundings is mainly the emotional unity of
people in various life situations. This refers to both commercial art (prag-
matism) and traditional applied art (utilitarianism). The artistic pragmatism
has appeared in recent historical period as a result of development of con-
sumer culture. Advertising art and relevant verbal texts, commercial music
and dance, drama or sports shows, advertising theatrical series on TV and
the like represent this characteristic of artistic manifestation. If the main
function of the applied arts, along with athe esthetic one, is utilitarian (i.e.
to use applied arts or ritual actions practically), the main function of artis-

6 See H. Gene Blocker, Philosophy of Art (New York: Charles Scribners, 1979).

7 Deborah A. Sheldon, »Between Classes: The Effects of Non-Traditional Instruction
and Background Music on Music Learning and Preference,« in Contributions to Music
Education 22 (Ohio Music Education Association, 1995), pp. 24-39.
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tic pragmatism, along with the aesthetic one, is to make commercial profit
from various artifacts or entertainments.

Thus, two differentand to some extent opposite areas of the respondent’s
relation to arts have been observed. In modern literature the way of perceiv-
ing artworks intentionally, mainly concentrating on them, is called percipience.
Artworks, however, can also be perceived concomitantly, that is perceived in
passing, while the observer is participating in some other activity. This includes
musical background and ritual music, accidentally seen works of art and ar-
chitecture, theatrical performances in everyday or religious rites or on mili-
tary and festive occasions. Both these areas of art perception are relatively
autonomous, whilst their limits are sometimes exceeded.

Lastly, the third sub-system contains art-like artistic characteristics (aes-
thetically intentional human activity). It contains aesthetic characteristics of
the surrounding reality (naturalism), on the one hand, and hermeneutic
manifestation of arts, on the other.

Some examples of artistic naturalism are expressively used natural
sounds and words of natural (sometimes also artificial) speech, natural
things, phenomena and movements. When they are regarded for their aes-
thetic meaning they may serve as examples of artistic naturalism. Herme-
neutic characteristic (interpretation) is one of the newest tendencies in the
development of the artistic mind, which is essentially connected with post-
modernism. The crucial feature of this characteristic is an emphasis on sub-
Jective associations and cultural context in contrast to high modernism which
emphasizes artistic form and artistic autonomy.?

The last dozen years have, in effect, raised, in addition to applied forms
of art, such forms of artistic activity as found art, conceptual art, performance
art or electronic art which extended the boundaries of the artistic field.
Incidentally, such a limiting edge has been achieved even during my intro-
ductory discussions with students-future teachers of Lithuanian. One of the
answers to the question »When is art?« was rhetorically reformulated in the
form of a question: »Well, but how to ascertain when life is already a life and
when it is not a life? The same pertains to art.«

Using the method of deconstructive activity it is possible to show key
artistic characteristics (concepts) of every sub-system in their interrelationship.
So the privileged artistic characteristics at a certain stage of their historical de-
velopment make either some suppress the opposite ones or the privilege is

® More detailed description of these characteristics in terms of visual art education
can be found in Dalia Siaulytiene, Vaidas Matonis »Toward a Relationship between
National Homogeneity and Multiculturalism in Visual Arts« in Canadian Review of Art
Education: Research and issues, forthcoming.
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replaced by equality or, lastly, primacy is assigned to the formerly suppressed
characteristics. Similar interrelations (vertically or diagonally) seemingly might
be noticed among all above mentioned characteristics as well.

Characteristics of artistic manifestation

Pure artistic characteristics

Abstract formalism -  Organic formalism
Representation — Imitation
Expressiveness - Expression
Applied artistic characteristics

Pragmatism —  Utilitarism

Art-like artistic characteristics

Interpretation — Naturalism

Distinguishing and cultivating the above-mentioned artistic character-
istics in training practice is important because they consistently fill the me-
dium between objects and/or phenomena and ideas and thus partly solve
the problem of dualism of material and ideal. The fact that along with the
pure arts the most popular ones are mixed domains of aesthetic and artis-
tic activity (such as artistic gymnastics and figure skating, applied arts and
design, oratorical skills and artistic expository writing, background and ritual
music, highly theatralized forms of cultural life and the like) and that they
are included in artistic training, testifies to the consistent filling of the
vacuum between the ideal and the material. Nevertheless, in every respect
the mature artistic manifestation sphere (pure art) should have the great-
est masters’ works as the main object of artistic cognition.

As the outcome of the action of different sub-systems, the articulation
of the artistic experience can promote understanding of the continuum of
the artistic field and can further development of the arts curriculum. The
multifaceted approach to the arts experience presented in this paper is es-
pecially beneficial for extensional comprehensive arts education the main focus
of which is concentrated on prospects of an extended arts education cur-
riculum. The general idea is based on the principle of continuum and re-
veals the possibilities of unifying all characteristics of the arts and of the
aesthetic manifestation. The main emphasis is put on the rejoining of aes-
thetic, applied, interpretative, and natural properties of artistic/aesthetic
activity which were fatally disconnected for a long time within the eighteenth-
century philosophical thought. However, the aesthetically intentional human
activity and achievements of the institutional theory of art, as well as post-
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institutional conceptions, were not overlooked. Applied and intentional
aspects of different arts domains (verbal, auditory, visual, and kinesthetic)
are in close interaction with the experience of major characteristics of the
pure artistic characteristics, including the neighboring aesthetic character-
istics in the unified field of arts education. This extends significantly the
possibility for a more reliable, comprehensive arts curriculum strategy. At
the same time, arts education comes into proximity of everyday life practices
in various meaningful realms of culture. Simple participation in everyday
cultural phenomena could induce the process of education (including arts
education) to achieve its goal and help implement the ultimate purpose of
a curriculum which is to enhance individual understanding and develop
personal identity.
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The Aesthetic Exploitation of Landscape

The aesthetic discovery of landscape in Europe is fairly recent and dates
back to the 18th century when the threat of industrialisation became visible
and tangible. To put it succintly, landscape is the overall view an observer
(immobile or in motion) has of his surroundings from a given angle. How-
ever the focus on the landscape in its varied forms, like the pleasure one
derives from observing it, delineates a complex shift in sensibility and think-
ing from a historical and cultural viewpoint open to profound and meta-
phorical meanings bound up with being. The landscape thus can be seen
as a concept concerning numerous disciplines. If we restrict our analysis to
the area of aesthetics, to the taste for nature which developed during the
Age of Reason, the scene which immediately unfolds before us presents the
picturesque as a vision of nature.

Historically the concept of the picturesque has been interpreted as the
reappraisal and view of nature from the point of view of an aesthetic reflec-
tion on beauty. Signs of this research on landscape and the environment can
be traced even prior to its theorization in Great Britain at the end of the
18th century to Vasari when this term was used merely to indicate a tech-
nique in painting »alla pittoresca«. Even then these signs were highly par-
ticular ways of depicting life and objects in relation to the perceptual and
psychological activity of the subject. During the 17th century and above all
during the 18th century the picturesque progressively developed into a taste
through a pressing visual strategy by virtue of what was »proper to painting
and painters«. Thus in the complex transition from the classical to the ro-
mantic, we witness the aesthetic discovery of landscape parallel to the posi-
tive discovery of the natural sciences. Moreover, because of the reasons
mentioned above, a fertile exchange between the eye which observes and
contemplates (the natural eye) and the selective eye of painting (the picto-
rial eye) can be discerned in these pathways. This exchange is also extended
to the relation between creation and utilization, between painter and ob-
server. Since psychological processes are linked to the evolution of taste,
seeing (I am referring to the historico-perceptual strategies of the pictur-
esque) implies a view; whereas contemplating and representing are seen as
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promoting a poetic broadening of perception, giving rise to an aesthetic
emotion and an authentic vision.

In its search for effect and its taste for ruins the picturesque marks the
passage from the baroque to romanticism as it distances itself from reason
and from the rules of classicism relying on freedom of invention. It does not
convey a profound authentic feeling, but a suggestive staging of curiosities
and impressions from which unusual and powerful images of wild and spon-
taneous nature arise. During the 18th century in Great Britain the pictur-
esque mingled with the sublime theorized by Burke, with the gothic and with
the pastoral tradition of literature. It is a plural concept in which beauty in
painting merges with beauty in nature. This can be seen in the visual arts, ar-
chitecture, gardening, literature (visual descriptivism) and the taste for travel
and faraway places.

In this investigation the picturesque is probably also the first important
theory concerning the landscape. Outside Europe, in China for example, the
aesthetic interest in the landscape flourished much earlier —about a millenium
earlier — and led to the view of man and nature conjoined within a cosmic,
spiritual design. Behind its evolution and its visual discovery seen as a frame-
work of observation, composition and points of view (lights, panoramas,
scenes) a description unfolds which in time selects, improves, orders, estab-
lishes criteria, sets up comparisons, and elaborates ideas. From the feeling of
wonder experienced by John Dennis (1693), John Addison (1705), Anthony
Shaftesbury (1709) and George Berkeley at the sight of overhanging rocks,
roaring torrents, rugged cliffs and waterfalls, and shadowy forests to the re-
search conducted by William Gilpin, Uvedale Price and Richard Payne Knight
anticipating romantic, frenzy, an aesthetic theory emerges, halfway between
our imagination and the pleasure of sight and of the senses. It is a reasoned
sensibility founded on the value attributed to the irregularity, variety, intricacy
and roughness of a wild and disorderly nature, an aesthetic pleasure which
relies on spontaneity and caprice. Nature is a spectacle, a theater of the un-
usual, the stage of our imaginings, a point of departure and of return. The
astonishment expressed by Goethe (1779) and Hegel (1795) before the view
of the Bernese Alps can easily be read as a romantic passion emerging from a
pleasure typical of picturesque taste. The traveller of the picturesque was
guided towards solitary and uncommon landscapes, architectural ruins and
tangled vegetation. The description of landscapes becomes a composition of
selected images, a classification of events and impressions, conjoined judge-
ments made explicit, an elaboration of general concepts and of practical in-
terventions, a path of analogies and memories, a project of variable patterns,
a focus on particular knowledge to attain a heightened sensibility. In the writ-
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ings on the picturesque at the end of the 18th century and at the beginning
of the 19th century a broad and systematic interpretation of the world around
us and of vegetable, animal and human life began to take shape. What we find
interesting today, despite the differences between the various authors and their
cultural and temporal backgrounds, is the strategy adopted in the observation
of nature, the measures to improve its arrangement and the pleasures that
this arouses also in relation to spectacular outcomes, effect and feeling. Itis a
reordering that follows the laws of nature and the work of man, an illusion
worth returning to in order to reformulate our attitudes. This illusion was to
appear again in the observations of Schinkel and Constable and later ex-
panded in a project for a new sensibility in philosophy.

Many things have changed since the end of the 18th century, but this
profound feeling for nature has not died out, for we still seek an intimate
contact with the landscape, seen and experienced as a whole by our minds
and bodies. Between the world of nature and the world of art which reflects
it, beauty, grace, the sublime, the picturesque and other aesthetic ideas con-
tinue to spread their seeds and suggest infinite forms to the imagination. To
perceive the landscape undoubtedly brings into play an aesthetic act which
forms our culture and history in general. In this connection the teachings of
Rosario Assunto in Italy were decisive in pointing out how the landscape and
its interpretation promote a high degree of civilization in the evolution of taste.

He reminded us that the landscape contains the traces of the identity
of nature and of the spirit in proposing sensibilities illuminated in turn by
various aesthetic categories. Contemplation, he asserted, is not pure fantasy,
but an exercise in feeling. Certain morphologies of landscape can become
traces of poetics, or ideal indications. Beneath these analyses and the senti-
ment of nature lies a criticism whereby material being is the result of a work-
ing process equal to aesthetic being. Landscape is an aesthetic institution
by virtue of itself, of literary and travel testimonies, of visual arts and of the
subject’s imagination. This takes us back to the relation between nature and
culture within which the ecological comparison falls. In Assunto’s thought
landscape is the form of culture and history, the form in which culture and
history have been absorbed. As for the problem regarding the value of natu-
ral beauty, he opposes the views expressed by Croce (Aesthetica in nuce) who
reiterated the traditional separation between natural and artistic beauty.
Assunto (Introduzione alla critica del paesaggio, 1963) also proposes to estab-
lish whether it is possible to elaborate a »landscape criticism« comparable
to art criticism. This would give rise to a landscape criticism centering on
the feeling of nature involving philosophical reality, culture, and the vision
of the world in a connection supported by the aesthetic ideal. This ideal
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underlies the discovery of nature and transforms man into an artist. As the
mediator between nature and history, man today must flee from the city of
Prometheus founded on economism, technical rationalism and scientism
and seek shelter in the city of Anfione who softened the rationality of build-
ing with music and song.

In recent years the attention has been focused not so much on the com-
parison between aesthetic sensibility and artistic production, on the aims of
philosophy and the »objectivity« of natural beauty as on the fact that nature
itself may be perceived as a work of art. As a result one needs to go beyond
the perspective of a study of landscape in art, as Kenneth Clark did, or con-
versely, of art in landscape, as the theoreticians of the picturesque at the end
of the 18th century proposed. Moreover, even the difference between gar-
dens and the natural and cultural landscape, the latter being the result of
the work of man who molded it, is for the most part interpreted today as an
art of nature capable of encompassing garden and landscape. The landscape
(natural or rural) of the entire world could be viewed as a garden, and all
the gardens of the world, even the smallest ones, could be considered land-
scapes in relation to the world in its totality.

An aesthetics of landscape is thus delineated which, beyond the debate
on the system of the arts, appears to be far removed from the principle of
»aimless finalism«, of the »disinterested pleasure« of art elaborated by Kant.
The broadened notion which is presented allows one to consider both theo-
retical and practical aspects ranging from the fields of philosophy to art, from
psychology to anthropology, from agriculture and geography to biology and
ecology: in short, aesthetic utopia becomes also an ethical project.

The aesthetics of landscape is based on the fact that we are the ones
who have created the image of what surrounds us, both on the plane of feel-
ing and of the representation of things, in history and through history. The
very myth of the wilderness, fueled by the fathers of modern environmen-
talism, should be reconsidered in the light of our vision of nature, even the
wildest landscape very often bears the signs of man and, in any case, the
wilderness once again expresses the search of the imagination, the will of
creative insight to discover the intimate genius of the world around us.
Nature and human perception (undoubtedly oriented and heightened per-
ception), like the relationship between object and subject, are not two dis-
tinct kingdoms and cannot be separated. A panorama is formed by the vari-
eties of the given materials of which it is composed, but also by the memo-
ries which have built up and overlapped over the centuries in a process con-
temporaneous to writing. As Simon Shama asserts, it is our perception that
creates the difference between raw material and landscape.
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The landscape therefore is a product of man’s work and mind. It is in
this way that we may comprehend how the sight of nature arouses the imagi-
nation. The imagination, as we know, is strictly linked to perception in con-
templating the landscape. The genius of a single artist is replaced by the
genius of the earth and of our meeting with nature when, voluntarily or
involuntarily, we are prompted to assign the value of art to it, bearing in mind
that history and memory must never be seen as distinct from man’s living
experience. As Maurice Merleau-Ponty aptly put it, the landscape is situated
between the gaze cast by the observer and the flesh of the world. It is the
result of a synaesthetic act and is at one with us.

Psychological time, connected to the fruition of what surrounds us, ex-
panding and suddenly contracting, is no doubt important from the viewpoint
of aesthetic reception and artistic creation, but movement is also central be-
cause of the variation of the points of view it produces. With respect to the
aesthetic perception of landscape, movement automatically involves other
senses: besides sight, a fixed gaze and its particular vertigo of feeling, hear-
ing, smell and taste as well.

Movement exerts an all-embracing grip on the world and involves the
whole body. At a more careful examination what emerges is a continual in-
terplay of viewpoints in time and space according to different speeds and
means. Walking, dancing, swimming, riding, cycling, travelling by motorcycle,
car, train or plane are, in our case, ways of experiencing the landscape aes-
thetically. As described by literature, painting and other arts and as we can
directly experience ourselves, the landscape changes its appearance. We live
in the wonder of feeling, ranging from a solitary stroll, reminiscent of
Rousseau, to a journey by plane. The landscape alters its appearance thanks
to our movements, butalso thanks to other factors — atmospheric, climatic and
seasonal variations of light, color, wind and temperature - to variations caused
by natural phenomena (vulcanic eruptions, earthquakes and so on) or to
contact with different materials such as sand, earth, water, grass, marble, etc.

The perception of movement, time and space is conditioned by the
changing landscape. In this connection it must be pointed out that today
man’s interventions are not restricted to cultivated land and woodlands, but
also comprise those of contemporary art such as land art, earth art, environ-
mental art and ecological art. These events are the concern of environmental
aesthetics which, on the one hand, observes and theorizes artistic processes
linked to the environment, and, on the other, launches the idea of safeguard-
ing nature in the same way as one does works of art. At any rate, environ-
mental aesthetics and the aesthetics of landscape may be usefully integrated.
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The evolution of taste for an aesthetic categorization of our surround-
ings in a perception of both distance and closeness must not be seen as fo-
cusing exclusively on the past or on purposes of conservation and restora-
tion, but also on the future. Among the landscapes that this aesthetics com-
prises (natural, cultural, urban), those provided by space exploration must
also be included. Within a few years human beings will colonize various
points of our solar system, and it will no longer be a question of observing
privileged landscapes; we will have the thrill of a new Grand Tour. How then
will sensibility respond amid virtual reality, new media and adventures out-
side our planet? We will soon find out by undergoing rapid cultural changes.
However we must take note of the fact that our sensibility expands between
the universe of communication and space exploration as homogenization
advances (the number of species is diminishing as well as the number of
languages and cultural habits). The appraisal of nature can reach and is
already reaching borders undreamed of even a few years ago.

The aesthetics of landscape is an organic rethinking of the sentiment
of nature, a product of the outcomes of civilization and art. Itis at the same
time history, criticism, culture, conservation, education and work; it
tranforms man, capable of seeing, contemplating, respecting and promot-
ing, so that he may be conducted from a plane of mere reception to one of
active, profound participation, beyond the consumption of green space,
beyond a logic linked to the use of leisure time, beyond simplistic solutions
of environmental impact along a path originating in ancient Greece and
leading to the present. Along this path we are invited to consider certain
morphologies of landscape as traces of a poetics, as ideal suggestions, and
to detach ourselves from a ravaged space-environment in order to relaunch
an aesthetic and ecological project on a vast scale. Because a place is not only
a set of physical and geographical features, but an irrepressible, symbolic,
unconscious, individual and collective memory.

Besides the authors and ideas usually associated with the aesthetics of
landscape, two further considerations must be added. The first one concerns
the cathartic effect of a »beautiful view« in Arthur Schopenhauer, the sec-
ond is the motif of illusion in Jurgis Baltrusaitis.

In Book III of the Supplements (1844) [Erginzungen: Vereinzelte
Bemerkungen iiber Naturschonheit] to The World as Will and Idea, Schopenhauer
dwells on the observations regarding the beauty of nature and states that
every modification, even the slightest, which an object undergoes due to its
position, shortening, distance, illumination or linear and aerial perspective
is infallibly given by its effect on the eye and taken into exact account; the
Indian proverb »every grain of rice casts a shadow« is thus validated. In this
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chapter the assertion »how aesthetic nature is« refers to the variety and spon-
taneity of nature and praises its wildness. However, what strikes one most
about these pages is the consideration that thought pursues the method of
nature after receiving its first impulse. He explicitly declares: »A beautiful
view is therefore a cathartic of the mind, just as music according to Aristotle
is of the feeling, and in its presence one will think most correctly« [ Eine schine
Aussicht ist daher ein Kathartikon des Geistes, wie die Musik, nach Aristoteles des
Gemdites, und in threr Gegenwart wird man am richtigsten denken]. These reflec-
tions are influenced by several passages in paragraph 39 of The World as Will
and Idea where the sentiment of the sublime and of the variety of nature in
the representation of our mind is discussed. Despite the difference between
the motifs, the beautiful view as a "cathartic of the mind’ (Supplements) ech-
oes a passage in The World as Will and Idea where consciousness is described
as dissolving into nothingness, like a drop of water in an ocean: we are one
with the world. Schopenhauer observes that many objects of our intuition
arouse the sentiment of the sublime in us because, by virtue of their great
extension and antiquity, in other words, of their duration, we feel reduced
to nothingness in their presence, yet we are inebriated by the joy of contem-
plating them; high mountains, the Pyramids and the colossal ruins of ancient
times belong to this category. It is in this sense that nature is the aesthetic
manifesting itself as art. The cathartic effect and the principle of annulment
are valuable in aiding our understanding of the very quality of feeling and
contemplating.

Equally valuable in Baltrusaitis’ view according to which the garden is
a place of illusion (a term already employed together with reinvention), not
only in the sense of a fantastic microcosm, but also as the sum of the most
diverse forms of experience and knowledge, from plants to animals, from
water to minerals, in an infinite broadening of horizons. Natural history,
acheology, the history of civilizations and technologies take part in this evo-
lution of the garden in the perspective of a new encyclopedia. As an image
of the world, the landscape, like the garden is revealed to be a terrain of
illusion, totality, eternity and beauty in a surge of nostagia and melancholy.
The landscape is a completed vision, endlessly entwined and fluctuating in
the depths of spirituality and pervaded by the inexpressible: it is an inter-
nal vision which corresponds to an external vision in a mutual disappear-
ance of nature and man. This vision can be understood as spiritual form and
work of art (in a process) of styles capable of dissolving into an original, es-
sential, oneiric nothingness. Baltrusaitis develops his theory of illusion
through affective elements in a becoming of recognition of object and sub-
ject. Illusion is the basis of a philosophy of the earth, of thought regarding
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our affective origin in nature in the light of hope and trust in the salvation
of humanity. Let us instill the vision of an earth renewed, an eden regained,
a dream about to be fulfilled. As illusion is not alien to our imagination, it
is not, nor should it be alien to our doing.
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Fengliu, the Aesthetic Way of Life in East Asian Culture

I. Fengliu as a Basic Concept of East Asian Aesthetics

Generally the name of aesthetics is given to a branch of philosophy
which has been shaped and developed in European countries, and its main
subjects have been beauty, fine arts and sensual cognition. However, there
is no guarantee that the concepts of beauty and fine arts for Western people
is necessarily in accord with those for Eastern people. Moreover the concepts
of beauty and fine arts in the West were not fixed, and have been changing
continuously in history.

Therefore when we East Asian people study our own traditional aesthet-
ics today, it is more fruitful not so much to pay attention to the translated
words of beauty or fine arts used in the Western language as to find out our
own concepts equivalent to the Western concepts in the role. We cannot
assert that the words such as beauty and fine arts are the main concepts in
East Asian aesthetics. At least in Korean traditional thought the values and
phenomena of beauty and fine arts were not dealt with separately, but treated
and regarded as relating strongly to other values and phenomena. They were
especially linked to morals or ethics, and, furthermore, sometimes subordi-
nated to them according to circumstances.

In this paper I would like to discuss fengliu as a methodological con-
cept of East Asian aesthetics which comprises three main aspects of aesthetic
studies such as beauty, fine arts and sensual cognition. In Eastern thought
the concept of fengliu is able to integrate various aspects of aesthetic issues.
It has had an important and continuous role in the historical development
in East Asian classical aesthetics. For this reason fengliu could also be called
the basic founding concept of East Asian aesthetics.

Fengliu (or poongryu in Korean and furyu in Japanese) means »the
stream of wind« in the literal sense of the word. It implies giving full play to
one’s free-spirited and extravagant mind. Once, when Confucius asked his
pupils about their hopes for the future, the pupil Zi-lu replied that he hoped
to rescue the country from danger as a politician, Ran You hoped to raise
the wealth of the people as a person working in the area of economy, and
Gong-Xi Hua replied that his hope was to become a government official.

Filozofski vestnik, XX (2/1999 - XIV ICA Supplement), pp. 131-139 131
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Only Zeng Xi didn’t reply, so the Master asked him again. Zeng Xi said that
at the end of spring, when the making of the Spring Clothes had been com-
pleted, he wished to go with five or six newly-capped youths and six or seven
uncapped boys, to perform the lustration in the river I, take the air at the
Rain Dance altars, and then go home singing. The Master heaved a deep
sigh and said, I am with Zeng Xi.! The case of fengliu in Zeng Xi meant
breaking off relations with the trivialities of ordinary life.

This free and extravagant spirit can be displayed not only in the atti-
tudes on politics and society, but also in the realm of literature and taste.
Furthermore, it can be displayed in relation with the opposite sex and in
the way of life. In short, the life of a free man, sharing the benefits of an
unrestraining attitude towards the environment and a personal loftiness is
to be called fengliu. To enjoy a hermit’s life and to be excellent in »quin-
tan« or the clean discourse are good examples of fengliu. The disposition
of the clean discourse became »xuanxue«, or the profound philosophy, as
combined with the tradition of Buddhism; later the profound philosophy
developed as Zen-Buddhist philosophy so that it placed the tradition of
fengliu on the side of the mind. Fengliu has a tendency to raise the ordinary
life to the aesthetic state or the world of art. Therefore the full content of
fengliu is nothing but the aesthetic way of life.

II. The Origin and Transition of Fengliu

The implications of fengliu have been interpreted differently with the
change of times. The original meaning in China implied simply a custom
handed down from the preceding king. In the Han period (206 BC - 220
AD) the meaning was changed to become a laudable and beautiful custom
in politics and education. Later on it has been used to judge the merit of a
person, to qualify the attitude of life and to designate the doctrine of artis-
tic beauty. Still later it implied, on the one hand, the beauty of natural scen-
ery or a person’s appearance and, on the other hand, aesthetic life in rela-
tion to taste or amorous life.

The concept of fengliu as an expression of aesthetic consciousness was
widespread in the period of Wei Jin (3rd century — 4th century). According
to Yuan Hong’s book Description on Post-Han Dynasty, the word »feng« means
moral influence which spreads outside, and »liu« means fidelity which in-
clines toward the inside. Similarly, the concept of fengliu, comprising a moral

' The Analects of Confucius, translated and annotated by Arthur Waley, Vintage Books,
New York, 1938, pp. 154-160.
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meaning, such as personality and fidelity, was advanced in the Jin period. It
was moreover mentioned just after the description of an event that was at-
tributed to an upright group of university students who struggled against the
arbitrariness of eunuchs. The apostle of fengliu according to Yuan Hong
was none other than this upright group. This kind of fengliu was called
» fengliu of a celebrity« in the book Shishuo. In the Jin period the fengliu of a
celebrity took on the »fengliu of a hermit«, Furthermore, fengliu implied the
character and the tune of poetry. In the usage » fengliu of poetry«, »feng«sig-
nified the elegance of poetry and »liu«its uniqueness. Hence fengliu in the
Jin period which was grounded on fidelity, began to signify both the spirit
of Taoist sequestered life of standing aloof of politics and business, and the
artistic spirit tinctured with the taste of the nobility. It is natural that fengliu
should be influenced by Taoism, which was very influential in that period.
Many Taoists have elucidated the aesthetic way of life. An example can be
found in the famous chapter »Let Fancy Roam« by Chuang Tzu. Fengliu
came close to the aesthetic idea of an artistic and tasteful life, which was
supported, formed and developed by the luxurious life of the clan. In this
way in the Jin period the concept of fengliu acquired the meaning of an
aesthetic idea.

The meaning of fengliu became almost the same as that of the word
»ya«or elegance which is opposite to »su«or vulgarism. In the sixth century
the meaning of fengliu changed again to designate voluptuous beauty. We
can find many examples in the poems entitled Yu Tai Xin Yong Ji which was
one of the best anthologies compiled in those days. In the fifth century there
emerged a new meaning, for they would call fengliu a man who was untidy
and slovenly. From the usage »dissipated fengliu« at that time, we presume
that the concept fengliu and dissoluteness were difficult to separate. As King
Jianwendi of the Yang dynasty in the sixth century said, »if the writing is dis-
solute, it is better,« the excessive movement of feeling was considered to be
valuable. The implication of voluptuousness soon began to imply a lewd man
as is known from the usage of » fengliu talent« which appeared in the Tang
poems. In the end, the word fengliu was used to designate a voluptuous
beauty and suggested especially thoughts of a sexual nature.

As we can see, the meaning of the word fengliu has changed many
times. Nonetheless, in composition sentences it always accompanied the
feeling of yearning and recollection, this being true from the Tang period
to the modern ages. This was so because it is derived from the meaning of
hereditary customs and character. The Chinese dictionary Pei Wen Yun Fu
lists most of the usages of fengliu that appeared in Chinese classical writ-
ings. The usages are rearranged into seven groups in the modern dictionary
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Ci Yuan. They are as follows: (1) the remnants of a beautiful custom; (2) the
physical appearance and attitude of a man; (3) grace or dignity; (4) the
brilliance of beautiful scenery; (5) to go against etiquette, to make one’s own
style and to express something different from ordinary people; (6) unusual
spiritual ability; and (7) to call at prostitutes’ quarters.

If we reexamine the above contents, we find that the first usage denotes
the flowing of beautiful customs made by the preceding king. It means the
tradition of morals and customs which aim at the realization of a moral and
political culture based on »the Way of a King«. In short we interpret it as
good customs among the people or as beautiful customs of the world. The
second and third usages signify the individually preeminent character or dig-
nity, and, further, the visible appearance in which the character and the
dignity were manifested externally. Consequently it denotes the attitude of
life which shows human merits in a broad sense. In some cases we can re-
gard it as the grace of work of art in general because it designates the style
or norm of music. The fourth usage denotes the existence of the aesthetic
qualities which can be discovered in the attributes of natural things. For
example, the aesthetic quality of elegance in the long drooping branches
of a willow tree is such a case. The fifth and the sixth usage refer to the spiri-
tual state which is extraordinary, lofty and graceful. It is the aspect of cul-
tured elegance free from the trammels of ordinary life. It signifies the great-
ness of not only a moral mentality but also artistic and literary cultivation.
In short, it is a refined and graceful literati taste. The seventh is a transferred
meaning in particular which implies amorous feelings.

The general usages of fengliu are the ones mentioned above. The basic
meaning supporting those usages, in brief, signifies the existence of a spiri-
tual value. The content was mainly political and educational at first, then it
gradually spread into the sphere of moral and aesthetic value, and eventu-
ally to that of customs, individuals, natural things and works of art all over
the world.

III. The Contents of Fengliu

1. Fengliu and Individuality

In Wei Jin and the Nan Bei Chao period (4th century — 5th century)
the pressure of traditional conventions was diminished, and instead a new
tendency toward individualism appeared, which was linked to fengliu. There
was a kind of romanticism which emphasized the importance to be conscious
of one’s own nature and of emancipating one’s own individuality. It was
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entirely different from the rigorous courtesy or decorum of the previous
period which emphasized formality. There had been a period like this giv-
ing priority to fidelity. To attach great importance to fidelity and honour in
this new moral etiquette had a strong connection with an emphasis on the
individual or the self. The discovery of beauty in the individual was one of
the peculiar characteristics of the thoughts of fengliu in the Jin period.

2. Fengliu and Nature

The Taoist philosophy of Lao Tzu and Chuang Tzu, which is the basis
of Chinese thought, gave reliable ground to the people who lived in the
midst of great political and social upheavals. The art of living for Taoists
meant to »return to nature.« The representative poets in this period Dao
Wenming and Shi Lingwin tried to return to pastoral nature in order to
achieve the emancipation of one’s own nature. Many people sought truth
and beauty in nature. The people who escaped from corrupt society were
able to achieve goodness in nature. For them nature was the only environ-
ment in which they were able to emancipate their individuality freely and
to regain their original goodness. They looked for Arcadia in nature in which
they could forget real society. The idea of the return to nature and to eman-
cipate the individuality was gradually colonizing the notion of the hermit’s
fengliu. In this way the idea of fengliu, which had regard for the impressive
beauty of individuality, came to imply the beauty of nature.

3. Fengliu and the Fine Arts

Both music and dance have their own structures and offer unique im-
pressions. They have peculiar characters and norms, respectively. This also
holds true in the case of poetry. The idea of fengliu is similar to that of fine
arts, for it enables us to discover the uniqueness of and recognize the indi-
viduality in various kinds and types. We can find the expression »one per-
sonality has one school« which used the word fengliu in the chapter of Bi-
ography of Shi Lingwin by Wen Shen. This usage informs us that fengliu has
the attribute of individual items. The beauty of individuality in music and
literature has two sides. One is the individuality of the author or the per-
former, while the other is the individuality of the work of art. According to
Gu Kaizhi, the most important thing in figure painting is to animate the
individuality of a person by tracing the divine energy. He also maintains that
the expression of the divine principle is vital in landscape painting. Fengliu
is a synonym of the word such as divine energy or spiritual brilliance, which
is the expression of the divine principle.

4. Fengliu and the Playing Man

Chinese culture had flourished in the period of Wei Jin, especially in
the period of Dongjin. The persons leading the prosperous culture were the
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hermitand the nobility of that period which were generally called the »sons
of noble birth«. Many fengliu men from Shi Shuo Xin Yu were the youth
born in purple, i.e. nobility. The power of the nobility was great and their
sons had the opportunity to take an active part in the life of the time. Un-
der such social circumstances fengliu developed rapidly among the sons of
noble birth, and consequently the aesthetic way of life formed a specific
feature of the intellectual class. At such a time the character of fengliu shifted
from the sequestered life to the fashionable taste of the aristocratic youth
living in flourishing towns. The moral fengliu such as fidelity became the
aesthetic fengliu of aristocratic youth in the Jin period.

IV. The Korean Thoughts of Fengliu

The first Korean usage of the word fengliu or »poongryu« (in Korean)
is in A Foreword to the Monument of Aengrang written by Choi Chiwon in the
late ninth century in the Shilla period. According to the record, »the way
of poongryu« was the main practical idea of education. Its contents include
the thoughts of Confucianism, Buddhism and Taoism. It originally came
from the Korean ancient traditional thought and was afterwards combined
with those three foreign traditions. Some scholars called the ancient tradi-
tional thought » barg or brightness thought«, others called it » buru (archaic
word for poongryu) thoughte.

In Korea the idea of poongryu had been established in conjunction with
the »hwarang« corps which was an educational and military organization
meant to train and cultivate the youth. Perhaps it was called »the Way« of
poongryu in the sense that it was the educational idea of hwarang to bring
up an aesthetic man. Its main contents are as follows: firstly, to learn morals
and beautiful customs; secondly, to enjoy fine arts in daily living; and thirdly,
to appreciate beautiful nature. The first one came from the original mean-
ing of fengliu, signifying that we could contribute to the realization of moral
and political culture by continuously observing the traditional beautiful
customs of the preceding king. The second one implies that Shilla people,
especially the hwarang, enjoyed poetry, music and dance, aiming at a subli-
mation of the human mind into unworldliness and harmony. The youth
hwarang purified their hearts by artistic life, obtained inner harmony of
mind, and experienced the infinite freedom of spirit. The third designates
the method of cultivation which trains the mind and body by wandering over
hills and waters. The hwarang foster faith and reverence to majestic nature
through visiting mountains and rivers and enjoying beautiful scenery. They
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contemplated the beauty and sublime of nature and prayed to nature. They
breathed the ether of nature and indulged in it. At last they constructed the
unworldly and lofty spirit world within themselves. The way of poongryu was
a principal idea in Shilla culture, especially as an educational idea for
hwarang, and it contributed largely to national prosperity.

The thought of poongryu established in the Shilla period has played
an important role in forming the tradition of Korean aesthetics. For Kore-
ans the poongryu helps seek the refined and harmonious sublimation of the
human mind. It has been always supported by moral consciousness. In some
cases it was supported by the magnanimous spirit of reconciliation, in oth-
ers by the spirit of fidelity or constancy, and in some cases by the spirit of
transience.

There is an image of »a stream of wind« that comes about under the
influence of the consciousness of fengliu as we know it in its literal mean-
ing. While a stream of water is controlled by the configuration of the ground,
a stream of wind experiences no restraints. At the bottom of fengliu there
is a vigorous spirit which stands aloof of the trivialities of life and wanders
around the empty sky. This stream of wind is differentiated by strong and
weak currents, and fast and slow ones, depending on the time and place.
There is a soft breeze in spring, on the one hand, and a refreshing breeze
in autumn, on the other. A rough typhoon accompanies a storm, while a
blizzard accompanies a snowstorm. If we look in retrospect at the history of
Korean aesthetics from the viewpoint of fengliu, it appears sometimes as a
stream of wind raised high and sometimes raised low. Just like the wind
becomes warm or cold, according to seasons and topological circumstances,
fengliu became mild (or »fengya«, a kind of elegance) or severe (»fengci«, a
kind of satire). In other words, there exists a positive and an affirmative
fengliu, on the one hand, and a negative and rebellious fengliu, on the other.

When Koreans discuss the characteristics of their own culture and art
they frequently use the word »meot«. Meot is one of the representative words
conveying the Korean aesthetic consciousness, and cannot be written in
Chinese characters. Although it is used in some cases to indicate the beauty
of nature and work of art, it mainly implies the beauty expressed in human
personality, attitude, behaviour and way of life. In this sense it possesses a
peculiarity in contrast to other aesthetic categories. Itis not only one of the
norms of aesthetic judgment but also an idea of human cultivation. Meot has
developed as a norm of life to Koreans more than as an artistic implication.
It denotes nothing more than spiritual freedom and a mode of life unre-
strained by practical life. In this sense meot is inseparably related to poogryu.
In other words meot is another name for poogryu in modern times. Itis a
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kind of meot to live freely in the rural environment, leaving behind fame
and wealth and distancing oneself from the numerous everyday events in
the current time of confusion. But meot is different from the life of a re-
cluse, for it is connected with optimism.

We don’t know exactly when the word meot was used for the first time.
We presume that it indicates the poongryu which permeates the life of com-
mon people, while the word poongryu signifies the aesthetic consciousness
or way of life of the nobility or the educated literati. We may say that meot
is a new Korean version of fengliu. Itis notable that meot is one of the main
aesthetic categories in Korean culture. At the same time it is the educational
idea to foster »seonbi«or literati who have both learning and morality, as well
as sympathy and generosity. Just as the idea of human cultivation of hwarang
in the ancient Shilla period was poongryu, the idea of human cultivation of
seonbi or literati in the modern Choseon period was meot. Both meot and
poongryu share the »hung«or attractiveness and the »shinbaram« of exulted
spirits. Both share the optimistic playfulness, on the one hand, and mettle,
fidelity, vigorousness, and broad-mindedness, on the other. For Koreans »to
live with meot« or »to know poongryu« is the highest praise. Meot and
poongryu are concepts of the aesthetic way of life.

It should be noted that recently the word poongryu or meot has be-
came less used than in the past. In modern society it seems to be gradually
withering away, for everything is becoming »average«. In this period of in-
ternationalization of culture its meaning and thoughts are being lost little
by little. Indeed, nowadays it is more significant to inquire into the aesthet-
ics of fengliu. We have defined the fengliu concept as follows: it means to
give full play to one’s free and extravagant spirit which stands aloof of the
trivialities of life, in spite of having connection with reality. In such a case
the nature offers an open place in which the free spirit is not restricted in
its movement. Poetry, music and liquor are the intermediate items in order
to give full play to the free spirit effectively. Fengliu is a way of behaviour or
life which has aesthetic and moral character.

V. Conclusion

Recently a Japanese writer Fujiwara Shigekazu wrote a book on fengliu.?
He tried to suggest fengliu as a model of environmental life while inquir-
ing into the structure of fengliu. According to him, the factors supporting

?  Fujiwara Shigekazu, The Thoughts of Fengliu (Furyu no Shiso), Hosokan, Kyoto, 1994,
pp- 263-266.
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the structure of fengliu are as follows: an unrestrained posture, play, sur-
plus, an open mind and body, and detachment. At the bottom of these fac-
tors nature is permeated deeply. Consequently fengliu signifies a come-and-
go approach to boundaries and one’s pleasure unrestrained by both the
subject and the object. It is a borderless reconciliation that is not involved
in the distinction between the subject and the object. Itis a correspondence
with all things in nature through a sense of playfulness. It is a way of living,
Le. a free detachment which is always employed to establish contact with
things and leave its direction to wind, opening the mind and body to all
things. It is just the time that we have to make a new life model or life man-
ners grounded on the ethics covering the whole ecosystem which consists
of all living creatures. At this time I hope that the manners of fengliu, which
can be called the poetics of correspondence with all the things within an
ecosystem, will be resuscitated. I think that in the present time the environ-
mental implication of fengliu is very important. I expect that the idea of
Jengliu will play an important role as a model of environmental life and still
more as a model of the way of life which is able to cultivate our personality
grounded on the true subjectivity of human existence.
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Une expérience esthétique:
Le travail du grotesque dans la formation de Uacteur

Parodier, briser les apparences, provoquer, remettre en cause les con-
traintes et la force de I’ordre, démasquer la vérité, exagérer, telle est la fonc-
tion du grotesque au théitre, et le spectateur assis dans son fauteuil et té-
moin du »scandale esthétique' « est violemment provoqué.

Au contraire, dans le cadre de la formation du comédien, le grotesque
devient une expérience d'une qualité différente, puisque vécue sur un mode
d’étre actif par la personne dans sa globalité : A partir d’une recherche
physique passant par la déformation de certaines parties du corps, il s’agit
de construire un corps différent, d’en chercher la puissance dramatique et
d’en percevoir la force parodique en prenant appui sur I’approche du gro-
tesque tel qu’il apparait dans le domaine de la peinture et de la littérature.
Ce travail provoque chez I’acteur une fagon de sentir son corps, de le vivre
et de I'utiliser pour mieux parodier, mieux jouer, mieux signifier dans un
contexte culturel ot le rapport au corps est codifié de maniere rigide. Il
permet d’explorer des voies, de découvrir des pistes et de travailler sur les
limites pour développer I'étre.

Si dans la création artistique le but est I’oeuvre, le but de I'atelier de
formation est le processus de développement de la personne du comédien.
Le travail sur le grotesque s’inscrit dans cette logique, comme composante
essentielle du parcours de formation. Meyerhold affirmait:

«Tout théatre authentique ne peut pas ne pas étre grotesque, qu’il soit

un drame, une comédie, une tragédie, un vaudeville, une farce.»

Tous les grands hommes de théatre se sont penchés sur le grotesque,
mais, actuellement, peu d’écoles y consacrent un temps de recherche im-
portant (en France, I’école de Jacques Lecoq fait exception, tout en restant
extérieure a I'esprit du grotesque tel que je I’envisage ici).

! Pour M. RIBON, le monstrueux dans I’art est un scandale esthétique, car I'accueil
que nous lui faisons est mélé «d’attrait et de répulsion» : «Le monstre a le pouvoir
d’installer notre jouissance au coeur de notre répulsion.» L'archipel de la laideur, Essai
sur Uart et la laideur, Paris, éd. Kimé, 1995, p. 132.

2 PICON-VALLIN (B), V. Meyerhold, Le grotesque au théatre, 1905-1926, Paris II1, 1987, p.
596.

Filozofski vestnik, XX (2/1999 - XIV ICA Supplement), pp. 141-149 141
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Elaboration du corps grotesque

En préalable au travail proprement dit sur le grotesque, il s’agit de
mettre en place les conditions de la jouissance de I'exagération et de son
incarnation a partir d'une expérience conduisant les comédiens a s’enga-
ger totalement. En effet, si au Moyen Age le grotesque, assumé par la col-
lectivité était intégré a la vie dont il exprimait et révélait des aspects vitaux,
sa conception en est de nos jours essentiellement satirique et dégradante,
donnant une représentation caricaturale des aspects refoulés de la vie, sans
les prendre en charge, dans un «spectacle grimacier», un «faire semblant»
dont la caractéristique principale est le désengagement par rapporta l'acte
représenté®. Comme le souligne Bakhtine, (auquel je me référe, plutdt qu'a
Kayser, car son approche positive est un des points d’appui qui permet aux
éléves comédiens de faire corps avec la démesure), si I’auteur satirique se
situe a I’extérieur de ’objet de sa raillerie, il s’oppose a celui-ci et son dis-
cours devient moralisant. Cette évolution, selon lui est 2 mettre en relation
avec I’avénement d’un corps idéalisé, fermé :

«un corps parfaitement prét, achevé, rigoureusement délimité, fermé,

montré de I’extérieur, non mélé, individuel et expressif.»*

Pour incarner le grotesque, retrouver un corps ouvert en relation avec
le monde, le comédien doit se préparer a chercher et a assumer dans son
corps et avec son corps, une idéologie différente.

«Le corps grotesque est un corps en mouvement. Il n’est jamais prét ni
achevé : il est toujours en état de construction, de création et lui-méme
construit un autre corps; de plus ce corps absorbe le monde et est ab-
sorbé par ce dernier.» ®
La premiére étape du travail consiste donc en une exploration corpo-

relle de la déformation pendant laquelle I’éléve essaye différentes possibi-
lités en garnissant de mousse® I’espace entre son corps et son vétement de
maniére 3 modifier la forme de son corps. Seules les mains et le visage sont
nus, les cheveux recouverts d’un chapeau ou d’un bonnet.

A ce stade, ’éléve se sent corporellement protégé par la mousse
(comme par des coussins) dans son contact avec le milieu (sol, murs) etavec

3 PAGE (C), Du jeu spontané au jeu dramatique, in Pratiques corporelles n° 116, sept 97,
18000, Bourges, France.

4 BAKHTINE (M) L'oeuvre de Frangois Rabelais et la culture populaire au Moyen dge et a la
Renaisssance, Paris NRF, Gallimard, 1978, p. 318.

5 BAKHTINE (M), opus cité, p. 315.

6 Jene m’attarde pas, ici, a développer I'aspect technique de construction du corps du
personnage grotesque, ni les exercices.
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le regard des autres (éléves) qui ne le voient pas lui, mais seulement cette
forme a I'intérieur de laquelle il se trouve et se cache. Les bosses le proteé-
gentsur ses arrieres et ceci est d’autant plus important que le dos est la partie
de soi qu’on ne peut voir, dont on a difficilement une représentation et qui
par la est vulnérable. Les bosses ventrales protégent la partie centrale de son
corps fortement investie : Le ventre, siege de la maternité en est aussi le
symbole; centre des plaisirs de toutes natures -amour, bonne chére- il est le
symbole de la prospérité, de la plénitude; a I’'opposé, symbole de la misére,
de la maladie, du manque il est aussi le carrefour des angoisses.

L’éléve construit I'équivalent d’une enveloppe maternante au sein de
laquelle il se sent en sécurité. Les premiers corps des personnages ainsi
ébauchés oscillent souvent entre 'informe et le difforme, ce qui est a la fois
la preuve des résistances au déverrouillage des frontiéres et la conséquence
de la peur du regard de 'autre, car I’éléve travaille ici sans miroir, 4 défor-
mer son corps dont la perception est livrée aux autres €léves de I'atelier, qui
contribuent a le construire. A ce stade, en laissant de coté tout jugement
qui pourrait menacer la suite du travail, on permet la découverte d’un corps
dont les frontiéres ne constituent pas un donné définitif, mais sont au con-
traire le point de départ de I’acte créateur.

Car, si a la beauté on attribue des valeurs positives, la laideur physique
provoque la répulsion, est assimilée 4 une laideur morale et ses manifesta-
tions sont fantasmatiquement assimilées a toute cette part de nocturne de
nous-meémes, proches des contes fantastiques et de nos zones d’ombres ex-
plorées par la psychanalyse.

«Nous sentons confusément que la menace qu’elle (la laideur) fait pe-

ser sur le confort de notre identité se fait soudain intérieure, comme si

le spectacle qu’elle nous imposait risquait, pour peu que nous accordions

quelque durée 2 la perception que nous en avons, de réveiller en nous

la part maudite ou la part de détresse de ce que nous sommes intime-

ment : cette part de monstrueuse altérité que nous nous refusons d’abord

avoir ou qui, dans un premier temps de notre étre, est I'objet de notre

dénégation.» 7

C’est pourquoi dans Iatelier la forme est d’abord prise dans une fonc-
tion de protection. Chaque éléve a investi physiquement, psychologique-
ment et affectivement le corps transformé. La laideur et la monstruosité qui
en résultent, en sus des résultats recherchés, représentent un aspect secon-
daire qui est percu, accepté mais sur lequel on ne s’attarde pas puisque I’es-
sentiel, le sentiment d’étre en développement et en conquéte de soi-méme
est vécue positivement :

7 RIBON (M), opus cité, p. 99.
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«Je me sens si bien avec mes bosses, mais c’est tellement contraire a tous

nos critéres de beauté...si j’étais vraiment comme ca, personne ne vou-

drait de moi, et ils auraient tort, car Ia je suis ce que je suis réellement.»

(une étudiante de I'Institut d’études théatrales)

Ici, la conquéte du monstrueux est joyeuse et retrouve ses liens mani-
festes avec I’esprit de renouveau du carnaval du Moyen-Age.

«Le carnaval c’est avant tout I'avénement d’un temps joyeux, qui inter-

dit a I'ancien de se perpétuer et ne cesse d’engendre le nouveau et le

jeune.» ®

La difformité devient la marque d’une renaissance possible ainsi que
d’une liberté et d’une jouissance a étre que le (la) comédien (enne) gagne.
»L’homme masqué du carnaval c’est ’homme social démasqué«? en méme
temps, le masque est un écran le dissimulant au regard des autres. Cette
double fonction du masque permet aux personnes de s’exposer en toute
sécurité. De méme, dans ce travail de recherche autour du corps grotesque,
I’éleéve découvre le masque corporel; il va d’abord I'essayer, puis s’en servir
a 'insu croit-il des autres (mais souvent, aussi de lui-méme). Petit a petit,
par la construction, puis par la mise en action de cette nouvelle enveloppe
corporelle, il va jouer a faire comme s’il était un autre, alors qu’il se joue
lui-méme et qu’en ce faisant, il extériorise des éléments de sa réalité psychi-
que interne, sans forcément en avoir conscience. La frontiére entre le moi
et le non moi, entre la réalité psychique interne et la réalité externe est
toujours imprécise et c’est elle qui est mise ici au travail pour une meilleure
connaissance et perception de soi. Dans sa recherche I’éléeve comédien tend
vers I'accomplissement (toujours en devenir) de son étre en méme temps
que de son personnage et son corps masqué donne naissance a un monstre
inventé qui I’exprime dans sa vérité singuliére.Comme dans les fétes du
Moycn-Age,

«le masque social est ici 6té, non pas pour retrouver I'innocence d'une

nature originaire que cherchait Rousseau, mais au contraire pour ren-

dre manifeste 'opacité de I’étre, la force et le désordre de ses pulsions,

et, comme chez Sade, la hantise d’obsessions jusqu’alors inavouées.» '

Le masque qui entoure son corps, loin de le limiter, lui permet de
découvrir ses fronti¢res pour les travailler et de développer les forces en lui
qui sont centrifuges. Découvrant les limites qui le définissent, il (re)découvre
ses ouvertures qui permettent la communication avec I’extérieur : trous du

8 PICON-VALLIN (B), opus cité, p. 131.

¢ GAGNEBIN (M) La fascination de la laideur, l'en-dega psychanalytique du laid, Seyssel,
éd. Champ Vallon, 1994, p. 33.

10 RIBON (M), opus cité, p. 145.
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visage, trous du corps. Ces lieux de passage entre le monde extérieur et son
propre intérieur sont alors mis en jeu dans une exagération positive. On
retrouve la aussi bien la truculence bien connue de Rabelais que la verve
de Tabarin'' qui demande: » Quelles sont les différences de 'amour ?«? »pour
finalement conclure devant le Maitre scandalisé (qui tient un discours em-
phatique sur »I’Amour carnatif, de la race des Dieux« et »I’amour mangeatif
qui est terrestre«) qu’entre 'amour carnatif de 'homme amoureux et
I'amour mangeatif de 'homme affamé, la différence n’est pas plus grande
que la distance qui sépare les yeux de la bouche, puisque I'un entre par les
yeux et sort par la porte de devant, I'autre entre par la bouche et sort par la
porte de derriére, et qu’entre ces deux portes la distance n’est pas plus grande
qu’entre les yeux et la bouche.

La constante mise en équivalence du haut et du bas, caractéristique du
grotesque est (re)découverte, conscientisée puis sciemment utilisée par les
éléves comédiens a partir de ce corps inventé, »fictif«. Plutét qu'un abaisse-
ment »moral« de I’humain, c’est la mise a jour des pulsions qui s’accomplit
et quand on pense aux conflits entre les forces vives de I'individu et les im-
pératifs sociaux auxquels il est soumis on ne doit pas étre surpris des che-
mins détournés et des formes que les pulsions empruntent pour se révéler.
Le probléme n’est pas ici de juger de la moralité, de la vulgarité ou de la
violence, mais bien d’expérimenter des formes extrémes. Cette premiere
expérience de métamorphose volontaire permet aux éléves de se libérer de
la honte de leurs propres formes. Leur conception des relations du corps
au monde se modifie. Ce premier travail les sollicite aussi bien d’un point
de vue physique que psychologique et imaginaire et leur permet de décou-
vrir la richesse des formes hypertrophiées ainsi que leur puissance métapho-
rique.

Puissance dramatique du corps grotesque

Aprés cette étape, dont le but était de pouvoir aborder le grotesque de
facon positive et de I'assumer, I’éléve travaille a la déformation de parties
du corps choisies en fonction de ce qu’il veut alors explorer. Il s’agit d’ac-
centuer (ou de déplacer) des parties du corps réel ou fantasmé (avec des
mousses). Le plaisir de faire I’expérience de ce qu’il est possible de tirer de
la forme ébauchée par I’association inattendue, parfois involontaire et for-
mée en dehors de toute idée précongue est un des moteurs de I'atelier qui

' Tabarin : troupe de trois farceurs qui triomphérent a Paris de 1618 a 1626.
12 AVENTIN (G), Oeuvres completes de TABARIN, Paris, Jannet, 1858, tome 1, p. 66.
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permet a I'inventivité propre a I’esprit grotesque de s’épanouir dans des
corps et des attitudes extra-quotidiens.

«La nouveauté inattendue, la fantaisie prolixe et la liberté capricieuse

d’une imagination dont I’oeuvre de J. Bosch a la Renaissance offrira la

plus éclatante floraison.»

Pour cette partie du travail, afin de construire leurs corps et pour en
explorer les potentialités dramatiques, les €léves comédiens disposent d’une
iconographie sur le grotesque comportant des reproductions de peintres aux
oeuvres violentes, théitrales, comme par exemple J. Bosch, Brueghel et
Goya, avec lesquels Artaud voulait que le théatre rivalise.

«Toutes ces peintures sont a double sens, et en dehors de leur c6té pu-

rement pictural elles comportent un enseignement et révélent des as-

pects mystérieux ou terribles de la nature et de I'esprit.» '

Les particularités physiques du grotesque telles qu’elles sont explorées
dans ’atelier se répartissent alors en plusieurs catégories :

— Les déformations, qu’elles soient digestives (hypertrophie du ventre
etdes fesses, parfois accompagnée d’un épaisissement de toute la silhouette),
sexuelles (hypertrophie des caractéres sexuels), motrices (difformité de la
structure osseuse : bosses et corps prolongé).

- Les déplacements, additions ou suppressions d’organes ou de parties
entrainant une modification des proportions normales du corps : téte dans
le ventre, corps siamois, corps sans cou, corps avec des organes virils a la place
des bras ou des seins, jambes commencant aux genoux avec un ventre arri-
vant, lui, aux genoux, etc.

Aprés avoir construit, sculpté un nouveau corps, I’éléve travaille a sen-
tir imaginairement ses déformations, ses aberrations, a explorer ce corps au
niveau de ses fonctions motrices (pousser, tirer, tenir), digestives (avaler,
rejeter, retenir), sexuelles (pénétrer, engloutir, expulser), nourriciéres (ap-
pel a la sexualité comme agent de fécondité) et de leur manifestations. La
démesure physique s’accompagne d’un travail d’accentuation du mouve-
ment, de lavoix, de I’action et de la maniére dont I'action est traitée (rythme,
forme de ’action, style). La démesure, recherche et conquéte de I’absolu,
exalte la réalité de 'appétit physique, porteur de grande cruauté (au sens
ou Artaud ’entendait) et est un des themes privilégiés du travail corporel
sur le grotesque.

Ces corps grotesques, langues tirées, yeux écarquillés montrent la vita-
lité d’un besoin qui tient peu compte de I’objet requis pour son assouvisse-

3 RIBON (M), opus cité, p. 111.
14 ARTAUD, Le thédtre et son double, Paris, éd. Gallimard, col. Idées, 1983, Lettres sur le
langage, p. 187.
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ment. Les yeux exorbités semblent ne pas voir, mais ne sont-ils pas poussés
de l'intérieur par une force trop longtemps contenue et qui cherche a se
libérer ? Soulignée a propos de I'oeuvre de Bosch I’absence de communi-
cation avec les autres est un aspect essentiel du personnage grotesque. Cha-
que personnage est seul, ignorant son voisin, semblant ignorer méme I’ac-
tion qui se déroule autour de lui.

«Ils (les yeux) expriment la vie purement individuelle, et en quelque

sorte interne, ayant son existence propre, de ’homme, laquelle ne

compte guére pour le grotesque. Celui-ci ne s’intéressant qu’aux yeux
exorbités( ...), puisqu’il s’intéresse a tout ce qui sort, fait saillie, dépasse

du corps. (...) de plus les yeux exorbités intéressent le grotesque parce

qu’il attestent une tension purement corporelle.» 1

Des images surgissent, montrant I'ambivalence de I’étre : image de la
maternité paternelle, a c6té de celle de la mére phallique, image de corps
mi-humain/mi-animal, image du corps absorbant jusqu’aux limites de ses
capacités, dont Ubu est un exemple fort.

«Ubu a conservé le besoin de satisfaire sans délai ses instincts. C’est un

ventre qui absorbe tout ce qui se trouve a sa portée au propre comme

au figuré, ’or aussi bien que la merde, I'un étant le substitut de I’autre,

comme l’enseigne Freud.» '

Le travail du grotesque permet I’engagement de la personne dans sa
réalité non pas psychologique, mais pulsionnelle, revendicative, exigeante
et cruelle. Il touche aux limites corporelles et mentales, décale et révéle la
pensée, privilégie I'irrespect des conventions et permet ainsi d’accroitre la
possibilité de liberté et de jeu nécessaire au comédien qui doit pouvoir
penser et vivre de maniére ouverte pour découvrir et connaitre toutes les
virtualités humaines, lui, dont c’est la tiche de les représenter y compris dans
leurs aspects les plus noirs.

Dans ce travail le fantasme de toute puissance est a 'oeuvre, ce qui
explique d’une part la jouissance du comédien qui entreprend cette recher-
che et d’autre part I'inquiétude du non initié, car la difformité suppose la
référence a une forme qui est pervertie et dont le résultat remet en ques-
tion I'ordre des choses. Pour les jeunes comédiens, I’aspect transgressif, qui
leur permet (le temps du jeu, dans un cadre structurant de recherche)
d’exister en libérant leurs pulsions, abordant tous les interdits, se riant de
la »pére mission«, est un élément important du travail si ’on comprend bien
que la transgression est jouée et non réelle. La fonction cathartique du tra-

> BAKHTINE (M), opus cité, p. 315.
16 BEHAR (H), La culture potachique a l'assaut du symbolisme, revue Europe, mars-avril 1981,
p- 28.
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vail théatral, telle que Moréno!” I’a mise en oeuvre a partir du cas » Barbara«
, officie et conduit les comédiens 4 développer une conscience plus aigtie
d’eux-mémes a partir de personnages.

Le corps grotesque dans I'art (et peut-étre davantage dans I’art théa-
tral, ol le corps est présent en chair et en os) questionne non seulement la
conception de I'’homme, mais aussi I’esprit qui a sous-tendu son évolution
depuis la renaissance et a modifié la conception de son rapport aux autres
et au monde. Ainsi que I’écrivait Artaud,

«la création et la vie elle-méme ne se définissent que par une sorte de

rigueur, donc de cruauté fonciére qui méne les choses a leur fin inéluc-

table, quel qu’en soit le prix.»'®

Capable de restituer avec force tous les conflits qui dorment en nous,
le corps grotesque au théatre assume la fonction du théitre tel qu’il la défi-
nissait

«Le théatre bouscule le repos des sens, libére I'inconscient comprimé,

pousse a une sorte de révolte virtuelle et qui d’ailleurs ne peut avoir tout

son prix qui si elle demeure virtuelle, impose aux collectivités rassem-

blées une attitude héroique et dificile.»"

Paradoxalement, en exibant un corps aux formes hypertrophiées, qui
semble tout exprimer de ses pulsions, le corps grotesque crie son manque
a étre, car un étre n’existe aux autres qu’en vertu d’une part de lui qu’il
refuse de livrer, et qui, défiant toute prise, déclenche le désir. Or le corps
grotesque se livre : il révéle une »vérité« qui pousse a la réflexion. L’artiste
du grotesque signifie par son oeuvre I’opposition entre la réalité et I'idéal
etil la magnifie. Par la déformation de I'apparence de I'étre, I’essentiel surgit
et cela ébranle car la corporéité, située du c6té de I'inavouable est révélée
soudain comme étant synchroniquement légitime et obscéne. Ce n’est pas
la difformité qui est obscéne, mais le regard porté dessus, car I’émergence
de I’animalité dans ’humain réfléchit 'inadéquation de ’homme a son désir
et cela est insupportable. Toute extériorisation paroxistique est dérangeante,
voire obscéne. Mais au bout du compte, c’est le regard du spectateur qui
en décelant I'innommable sera en position d’obscénité. Il ne sera pas alors
question de soulagement cathartique, mais bien plutét d’un choc violent le
mettant a découvert sans complaisance, et ce qui est aussi trés intense et
angoissant, sans jugement. Il ne lui restera plus qu’a accepter cette vérité, a
moins de fermer les yeux et de se trouver dans la position des aveugles de

7 MORENO (J.L.), Thédtre de la spontanéité, Paris, éd. Epi, 1984.
18 ARTAUD (A), opus cité, Troisiéme lettre sur la cruauté, p. 160.
19 ARTAUD (A), opus cité, p. 40.
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Ghelderode® qui veulent ignorer la vérité, rester dans leur état d’errance
et refusent ainsi I'aide du borgne Lamprido.

* GHELDERODE (M), Les aveugles, Paris, Gallimard, 1979, p. 64; piéce écrite a partir
du tableau de Brueghel I'ancien, et dans laquelle les aveugles ne veulent pas sortir de
cet état d’errance provoqué par la cécité.
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Simo Saatela
Between Intellectualism and »Somaesthetics«

Contemporary philosophical aesthetics, as well as philosophy in gen-
eral, is characterized by a loss of faith in various objectivist and foundation-
alist ideals. Having increasingly freed itself from its traditional aim to find
foundations, essences, and necessities, philosophy has become antifounda-
tionalist, challenging the traditional conception that philosophy should
provide immutable grounds for human knowledge and practices. Anti-foun-
dationalism says that such grounds are neither available nor required (see
Shusterman 1997b, 157). There are, however, different opinions as to what
form such anti-foundationalism should take. My aim is to take a look at some
ways to understand anti-foundationalism within aesthetics, and a focus for
my presentation is given by the recent work of Richard Shusterman, who has,
in a number of papers and books, discussed these issues as a part of his ef-
forts to construe a neo-pragmatist aesthetics.

Interpretation

Perhaps the most influential version of anti-foundationalism is associ-
ated with something that could be called the »interpretive turn«in contem-
porary philosophy (see Hiley, Bohman & Shusterman 1991). Especially
within recent Anglo-American philosophy this turn to interpretation and
hermeneutics has been welcomed as an antidote to various forms of empiri-
cism, and it is characteristic of different versions of »post-analytic« philoso-
phy. This way of understanding the lessons of anti-foundationalism is to say
that interpretation »goes all the way«; there are no »brute facts« or any
immediate access to reality. Everything we understand is, the argument goes,
in one way or another mediated through our interpretations or »cognitive
schemes«. Consequently, the idea is that we do not only interpret things or
texts that are somehow obscure or ambiguous, but that »interpretation be-
gins at home« (to use Donald Davidson’s phrase). This amounts to claim-
ing that allintelligent behaviour, even our relation to our native tongue and
thus to the world is based on interpretation.
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Shusterman has characterised such a view as hermeneutic universalismand
defines it as follows: it is the view that »simply to perceive, read, understand,
or behave intelligently at all is already, and must always be, to interpret«
(Shusterman 1991, 102).

This kind of universalism builds upon the idea of the hermeneutic circle
in its most general sense: all understanding is interpretation, and every new
interpretation always presupposes an already interpreted starting point. Thus
we have no recourse to an »uninterpreted reality« outside the circle, and
our horizon or perspective always already limits our understanding.! What
we should insist on is the »universality of the hermeneutic probleme.

The central argument for »hermeneutic universalism« goes as follows:

1) all understanding is linguistic and

2) all linguistic understanding entails interpretation or »decoding« of
signs (see Shusterman 1991, 115).

Interpretation, in short, is seen as some kind of explanation of how we
can understand language (and thereby other people, art, etc.). The major
problem with this kind of view is that the use of such an expansive notion
of interpretation either

a) makes »interpretation« an empty catch-all word (by making it im-
possible to contrast understanding and interpretation), or

b) over-intellectualises our understanding of language as well as of art
by modelling it on the interpretation of difficult texts with hidden meanings.

As Shusterman (1991, 113) points out, such hermeneutic universalism
is a version of what John Dewey called »intellectualism«, and which he con-
sidered a major problem of Western philosophy. In his paper »Beneath In-
terpretation« (1991) Shusterman shows how some of the main arguments
for such universalism can be confronted. He maintains that interpretation
is characteristically linguistic, whereas understanding is often tacit: »while
understanding is frequently a matter of [...] unproblematic handling of what
we encounter, interpretation characteristically involves a problem situation «
(Shusterman 1991, 126). Here Shusterman is partly drawing on Wittgenstein,
who insists on the intrinsic problem-solving character of interpretation by
contrasting it to immediate understanding.

! A major Continental background influence here is of course Nietzsche, whose
perspectivism and idea of there being »no facts, only interpretations« is frequently
cited in support of different forms of hermeneutic universalism (cf. Shusterman 1991,
103). On the analytic side, the influence of Quine’s idea of radical translation is
difficult to overestimate. This odd couple should make us realise that there are
enormous differences among the philosophical views Shusterman subsumes under
the title of hermeneutic universalism; there are, however, also interesting and
surprising similarities between them.
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What Shusterman (1991, 104) argues is that »interpretation is better
served by letting it leave room for something else (beneath or before it) «. What
then, is this »something« beneath or before interpretation? Shusterman sug-
gests that it can be characterised as our somatic experience. But he also uses
the term »reaction« to characterise a way of understanding that is not an in-
terpretation.?

Experience

Shusterman wants to counter the claims of hermeneutic universalism
by developing a pragmatist anti-foundationalism: he wants to emphasize the
role of spontaneous reactions and instinctive behaviour as indicative of
understanding, and to contrast this with interpretation. So far I am in agree-
ment with Shusterman: however, I think he gets into serious problems when
he goes on to equate this idea of reaction and immediate understanding with
that of an experience.

Shusterman wishes to make a case for »prereflective, nonlinguistic
experience and understanding« (Shusterman 1991, 119). This kind of ex-
perience, Shusterman thinks, is best thematized in classical pragmatism, and
especially in Dewey’s philosophy. Shusterman starts his apology for Dewey
in Pragmatist Aesthetics (1992), and has continued this rehabilitation in his
most recent publications, a paper called (ironically) »The End of Aesthetic
Experience« (Shusterman 1997a) and his new book Practicing Philosophy:
Pragmatism and the Philosophical Life (Shusterman 1997b).

Dewey’s philosophy, Shusterman (1997b, 171) thinks, expresses
»pragmatism’s traditional concern with the somatic and non-discursive«, and
it is this tradition that he wants to rehabilitate. Continuing on the lines of
Dewey, Shusterman insists that what is beneath or before interpretation is,
in the last instance, our somatic existence, what Dewey calls »animal life
below the human scale«, or the »live creature« that interacts with the world.
This interaction, both Dewey and Shusterman think, is best characterised
as »experience«.

In Dewey’s spirit Shusterman claims that the involvement of the em-
bodied subject with the world is at its clearest when art and the aesthetic are
concerned. Thus it is precisely in terms of the aesthetic and the somatic that

? An interpretation, Shusterman (1991, 127) says, characteristically expresses itself in
a linguistic form; »understanding, on the other hand, does not require linguistic
articulation. A proper reaction ... may be enough to indicate that one has
understood.«
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the notion of experience should be articulated (Shusterman 1997b, 161).
This is because »the aesthetic is central to the realm of experienced value«
as Shusterman (1997b, 166) puts it.

This, Shusterman thinks, is something that especially analytic aesthet-
ics has missed, since it has concentrated almost entirely on questions of se-
mantics and demarcation (i.e., the meaning and »languages« of art and the
definition of art). In most analytical aesthetics, Shusterman (1997a, 38)
claims, »felt experience is virtually ignored and entirely subordinated to
third-person semantic theories of artistic symbolization and its interpreta-
tion.«

Shusterman, instead, wants to argue for what he calls the »phenomeno-
logical« and »evaluative« dimensions of aesthetic experience and to connect
them to an emphasis on the somatic, non-conceptual dimensions of non-
interpretative understanding. Thus, it is the subjectively felt, »satisfyingly
heightened, absorbing, meaningful and affective experience« (1997a, 38)
that is important and that we should emphasize instead of the physical ob-
jects of that experience, Shusterman says. This, of course, echoes Dewey’s
Art as Experience.

I am mainly sympathetic with Shusterman’s aims, but skeptical of his
attempts to rehabilitate the notion of an »experience«. I think that by us-
ing this term he just takes over Dewey’s philosophical problems. As we know,
itis precisely Dewey’s appeal to »experience« that has been considered prob-
lematic, even among philosophers sympathetic to his project. For instance
Richard Rorty says that Dewey should have »dropped the term ‘experience’«
instead of making it the centre of his philosophy (Rorty 1994, 60; cited in
Shusterman 1997b, 158). Rorty (correctly, I think) considers Dewey’s appeal
to experience a kind of foundationalism: Dewey claims for example that
immediate experience is the »underlying quality« which is the regulative
principle in all thinking (see Shusterman 1997b, 165). Shusterman acknowl-
edges these traits of foundationalism in Dewey, but he thinks that he can
show how to disentangle the idea of experience from foundationalism.
Unfortunately I do not think he is successful in this attempt, and while I agree
with Shusterman'’s criticism of hermeneutic universalism (as a species of
intellectualism) I do also agree with Rorty and others who think that the
notion of »experience« is hopelessly confused.

Especially in his newest book Shusterman goes too far in his urge to
combat the intellectualism of traditional philosophy. Shusterman says that
we should give up the resistance to »non-discursive soma« and thematize,
in philosophy, this somatic dimension of our being-in-the-world. So far, I have
no argument with him. I also think he might have a point when he says that
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philosophy can and should become »transformational instead of founda-
tional«, that is, a kind of »cultural criticism that aims to reconstruct our
practices and institutions so as to improve the experienced quality of our
lives« (Shusterman 1997b, 157). However, Shusterman then goes on to iden-
tify this »experienced quality« with somatic experience, which can be im-
proved by different »bodily practices« (he mentions, for example, the
Alexander technique, bodybuilding, aerobics, etc.). These bodily practices,
he claims, aim at »a better harmony of lived experience«. Shusterman even
wants to »integrate such bodily disciplines into the very practice of philoso-
phy«making philosophy »a discipline of embodied life« as he puts it (ibid.,
176). Thus he concludes that »improved experience, not originary truth, is
the ultimate philosophical goal and criterion« (ibid., 157). Shusterman fur-
ther thinks that such bodily, immediate experience is best articulated
through the aesthetic. He has even figured out a name for this newly somatic,
aesthetic philosophical practice: he calls it somaesthetics.

While I can appreciate Shusterman’s missionary zeal and regard his
writing as a kind of manifesto (which explains the rhetorical exaggeration)
I do not think he is philosophically convincing. Ironically enough he is very
persuasive when criticizing the vestiges of foundationalism in Dewey, but
when it comes to developing an alternative he offers his »somaesthetics«
more of less without argument. Indeed, as we shall presently see, when he
attempts to philosophically elaborate the notion of »experience« he be-
comes deeply enmeshed in the kind of dualisms he attempts to free philoso-
phy from, and is driven dangerously close to something that could be called
»somatic foundationalism«. That is, he is not content with wanting to
thematize the bodily dimension of our life, but wants to make it the prime
focus both of philosophy and of life. However, here he makes a mistake: a
criticism of intellectualism does not mean that we should have to embrace
its diametric opposite and assert the primacy of the soma. Actually,
Shusterman makes the same kind of mistake as the hermeneutic universal-
ists, only the other way around.

Shusterman, by appealing to the aesthetic experience, tries to assert
something that Richard Wollheim has called »the supremacy of life over art«.
There is nothing intrinsically wrong with this view, but as Wollheim notes,
the problem with is to »understand ... the idea in such a way as to fall nei-
ther into triviality or error« (Wollheim 1980, 99-100). However, I think that
some of Shusterman’s views are both trivial and erroneous; the main rea-
son for this is the way he drives a wedge between the intellect and the soma,
in a very classical dualist manner, in spite of his lip-service to the opposite.
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Shusterman is right when saying that we should realise the importance
of the non-discursive and somatic dimension of our interaction with the
world, and that it is especially important when we are concerned with the
philosophy of art and aesthetics. Nevertheless, I do not think we have to
follow Shusterman’s somatic turn and equate the uninterpreted with somatic
experience. The reason for this is that there is a philosophically viable middle
road between hermeneutic universalism and somatic foundationalism, be-
tween intellectualism and »somaesthetics«, and this is, perhaps not very sur-
prisingly, to be found in the later philosophy of Wittgenstein.

Let me, in the time that remains, briefly outline some main points of
such an alternative. Wittgenstein is, as we already mentioned, an ardent critic
of the kind of intellectualism that is manifested as hermeneutic universal-
ism. ButI think he can also give an alternative to Dewey’s and Shusterman’s
pragmatist philosophy of experience. In this context, this alternative can best
be sketched out by elaborating the term »reaction«.

Reaction

How then, is this alternative to be understood?

Let us first look at Wittgenstein’s relation to the claims of hermeneu-
tic universalism. It is clear that Wittgenstein is opposed to the idea that un-
derstanding always is, or requires, interpretation. Establishing a contrast be-
tween immediate understanding and interpretation is very important for
Wittgenstein, since it is central for instance to what he says about the con-
cept of »following a rule«; there certainly is such a thing as a way of acting
that is grounded in interpretation, but not all rule-following can be under-
stood in such a way — instead, there must be cases where we follow the rule
unhesitantly, without any interpretation (see, e.g., Wittgenstein 1958, § 201).

Wittgenstein thus opposes what could be called the mythology of in-
terpretation: the view that linguistic understanding must always be a matter
of decoding or interpreting. Wittgenstein’s way of countering this mythol-
ogy is to say that language cannot be based on thinking. Rather, it is
grounded in our forms of life, in our instinctive behaviour and natural re-
actions — that is, our embodied existence as a certain kind of creature. He
says that we do »naturally« understand certain rules just by being given ex-
amples, just as we naturally understand a pointing gesture; »and understand-
ing here means reacting« (Wittgenstein 1969a, 141). No act of inner, labo-
rious interpretation is involved.
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What is even more interesting from our point of view is that Wittgenstein
also makes a similar point in his lectures on aesthetics, where he says: »Per-
haps the most important thing in connection with aesthetics is what may be
called aesthetic reactions« (Wittgenstein 1966, 13). There would be much
to say about the idea of aesthetic reactions (see further Siitela 1995 & Saitela
1998, ch. 3), but what I want to emphasize here is that Wittgenstein’s use of
this notion must be seen as a way pointing out that our primary relation to
art and other aesthetic phenomena cannot be an interpretative one. How-
ever, this does not mean that Wittgenstein is ignoring the role of reason and
thinking in the arts or in our lives.

Even though critical of hermeneutic universalism, Wittgenstein is to
large extent in accord with the central insights of hermeneutic philosophy,
for instance when insisting on the importance of a context or horizon for
our understanding of, for instance, a sentence or sign. In fact, Wittgenstein
also claims that art and artistic appreciation, in a very similar way as language,
can only be made sense of by placing it in the cultural context to which it
belongs and which shapes it.

However, Wittgenstein does not accept the idea of endless interpreta-
tion, implicitin the idea of the hermeneutic circle. Instead, the context pre-
requisite for understanding is given to us by ways of behaving and reacting,
and ultimately by a form of life. This means that no object can be properly
understood if we cannot in one way or another participate in the compli-
cated set of activities or practices to which it belongs. In this sense practice,
or ways of reacting and acting, give us the horizon within which an object
becomes meaningful. This is what has been called Wittgenstein’s »one-step
hermeneutics«.” Instead of a circularity of interpretation, we have a circu-
larity between understanding and doing, that s, participating in the relevant
practices. Thus the »oscillations of hermeneutical theory are short-circuited«
(Ackermann 1988, 18) when we reach a way of grasping that is not an inter-
pretation, that is, when we have reached action or reaction. In the case of
aesthetics and appreciation of art, this stopping point can be called an aes-
thetic reaction. When we, in a particular case, have reached aesthetic reac-
tions, the question of interpretation does not arise any more.

When it comes to aesthetics and art this demand for participation
means a demand that we submit ourselves to the object and react to what
we perceive. This demand for an immediate reaction also means that the

* This term is introduced by Robert Ackermann, who maintains that »Wittgenstein’s
key to philosophical analysis was to discover a network of clear horizons of
understanding that are implicit in our language« (Ackermann 1988, 9).
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significance of art and other aesthetic phenomena cannot be appreciated
from some externalised interpretative distance.

Experience or Reaction 2

This kind of view (as Wittgenstein indeed himself points out in a dif-
ferent context) begins to sound like pragmatism®*, and this way of putting
the Wittgensteinian position shows that it indeed has many affinities with
Shusterman’s criticism of hermeneutic universalism. However, an important
difference between this view and such a pragmatism is that Wittgenstein is
very careful of not resorting to talk about »experience« in this context. And
this is not merely a verbal quibble or a matter of choosing different words
to describe the same phenomenon.

The main differences between Shusterman’s and Dewey’s appeal to
experience and the Wittgensteinian appeal to reactions become clear if we
look closer at the job these notions are supposed to do in their argument.
As we mentioned before, Shusterman quite convincingly brings out some
serious philosophical problems in Dewey’s appeal to experience. However,
when we look closer at Shusterman’s own use of this term, we find that he
in fact repeats Dewey’s mistakes. This is clearly to be seen in a thought-ex-
periment that Shusterman introduces in his paper »The End of Aesthetic
Experience«. Here Shusterman wants us to imagine a science-fiction situa-
tion, where we are confronted with »two visually identical art viewers who
offer identical interpretations of the very powerful paintings and poems
before them«. One of these art viewers is a human being, while the other is
a »cyborg«,” and the only difference between these two is that the »cyborg«
lacks the human capacity to feel (Shusterman 1997a, 37). This means that
»even if the cyborg’s interpretative propositions were descriptively more
accurate than the human being’s, we would still say that the human’s gen-
eral response to art was superior and that the cyborg, since he feels abso-
lutely nothing, does not really grasp what art is all about« (ibid., 38).

Now, Shusterman'’s science fiction story is rather feeble, butI think he
is after an important point when emphasizing that works of art make de-

4 Wittgenstein 1969, § 422. He does, however, add the following remark: »here T am
being thwarted by a kind of Weltanschauung«.

5 Shusterman in fact messes up the science-fiction terminology here. What he wants to
talk about is not a cyborg, which is a cybernetic organism (in this case a human
whose normal biological capability is enhanced by cybernetic devices), but rather an
android, a robot which can be thought of as a »visually indiscernible« replica of a
human being.
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mands our capacities for feeling, understanding and response and that we
must submit to these demands in order to appreciate art. The problem is
that his preoccupation with »experience«leads him astray. In Shusterman’s
fable the only difference between these »indiscernible« art viewers is the
capacity to feel, butit s precisely this capacity that makes the human being’s
response to art »superior« to that of the »cyborg’s«. However, this capacity
is described only in terms of a qualitative difference of experience, which is
further understood as some sort of introspectively available private occur-
rence.

Indeed, Shusterman’s attempt to elaborate the idea of »aesthetic ex-
perience« by using this story shows that he inherits all the philosophical prob-
lems that Dewey struggled with: an experience, for Shusterman, is some kind
of ineffable and private sensation that must be characterised in purely phe-
nomenological terms (he talks about »feeling or savoring art’s qualia » [ibid.,
571

Shusterman’s main problem is that

1) he thinks that the appreciation of a work or an object consists in the
object’s inducing or causing in us a certain experience,

2) and then conceives of this experience in abstraction from the work
or object that gives rise to it.

The result is that the value of a work or object is conceived of as resid-
ing in its effects, and these effects are thought to have a nature independent
of the object that causes them.® Thus Shusterman thinks that what is valu-
able about the aesthetic experience is precisely its immediate phenomeno-
logical and somatic characteristics, the »heightened awareness« , the »ex-
perience of qualia«, and so on.

But this way of representing artistic or aesthetic value is certainly mis-
taken. There is nothing wrong in saying that the only way of appreciating a
work of art is to experience it with understanding, but this does not mean
something like »experiencing the qualia« of the work. Instead, what is im-
portant is that we react to the object in a way that shows that we understand.
In fact, Wittgenstein's criticism of the idea of »private« languages and ob-
Jects can be directly applied to Shusterman’s appeal to »aesthetic experi-
ence«. If Wittgenstein is correct, as I think he is, we should not expect phe-
nomenological studies of experiences, which are grounded on the first-per-
son case, to be helpful here; instead we must ask about the publicly observ-
able criteria for the application of terms such as »experience«. Moreover,
these criteria cannot be found by an introspective investigation of our own

® This means that Shusterman is repeating a mistake that is characteristic of classical
expression theories of art (cf. Budd 1992, 445).
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phenomenal experience; instead, we need a conceptual inquiry that issues
in grammatical remarks. Wittgenstein’s appeal to reactions must be under-
stood as such a grammatical remark, also in the context of aesthetics.

Areaction is something that befalls us and has certain phenomenal and
somatic qualities; and in this respect it could be described as an experience.
However, when Wittgenstein talks about aesthetic reactions, he makes a very
important additional point: he says that such reactions are not merely ex-
periences or feelings, but that they are directed towards an object (i.e., they
take on an intentional object). This means that the reaction, even if it is an
immediate experience, cannot be considered in abstraction of its object. It
is not merely a private sensation or experience of qualia, but manifested by
what we are prepared to say or do about the object. Consequently, what
makes a reaction an aesthetic reaction is its context and its directedness to-
ward an object of a peculiar kind, not, as Shusterman suggests, the phenom-
enal characteristics of the experience itself.

If we concentrate on experiences, we risk ending up talking about the
effects of objects on subjects. In contrast, the notion of aesthetic reactions
makes it possible to take note both of the »phenomenological« and the »se-
mantic« (or the »somatic« and »intellectual«) sides of our relation to works
of art and other objects of aesthetic interest. Thus we could conclude by
saying that Wittgenstein has both a therapeutic and an descriptive end in
mind when reminding us of the importance of our reactions, since this
notion (if rightly and fully elaborated) makes it possible to describe the
important role of the aesthetic in our lives without relapsing either into the
intellectualism of hermeneutic universalism or the foundationalism of
somaesthetics.
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Preserving the Subject

Immanuel Kant founds his artistic theory on the model of the aesthetic
genius who creates art works that can be universally declared to be beauti-
ful. In order to qualify as genius, the artist necessarily possesses both formal
training, which is learned, and innate originality, which cannot be taught.
Interestingly, Julia Kristeva parallels this model with her use of the symbolic
and the semiotic. This paper will examine the correspondence between
Kant’s notion of the artistic genius, and Kristeva’s theory of art, and the dif-
fering implications of each position. Kant’s system is based upon a unified
ego which can conclusively judge the status of an art work. Kant seeks to
universally classify certain art works as beautiful, and founds this universal-
ity of judgment on the biologically predetermined talent of the genius.
Kristeva rejects Kant’s hierarchy of the genius and prioritizes the subjectiv-
ity of the creative process, rather than the beautiful status of the art prod-
uct. Kristeva’s fragmented subject re-engages with the symbolic through art
to recapture meaning that has been lost due to the overwhelming univer-
sal. The universal status of both the work of art and the talent of the genius
are denied, and lose their importance. The priority, for Kristeva, is to allow
the artist to escape the totalizing universal of the symbolic, while simulta-
neously recognizing its importance in the constitution of the subject.

Kant’s Artist as Genius

In the Critique of Pure Judgement, Inmanuel Kant bases his aesthetic
theory on the definition of the artist as genius. The aesthetic genius creates
fine art which incites the imagination and understanding to free play, with-
out the use of concepts. The beautiful object promotes a subjective univer-
sal response to the work. The reaction to the work is subjective because it
concerns the feelings and does not involve concepts, but universal because
the response will be the same for all, provided that one has not developed
poor emotional habits. Exclusively, the genius alone is able to create the
objects that promote the universal judgment of beauty in the viewer. How-
ever, the artist does not contribute personally to the work, or seek to com-
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municate to the viewer. The genius’ contribution is restricted to actualizing
the beautiful and is guided by this telos.

Kant’s genius is composed of two determinative aspects. The artistic
genius must possess taste, which is the formal training that orders the work.
This technically trained skill structures the art work and provides the means
by which the artist can produce the beautiful product. However, the more
fundamental aspect that defines the artist as genius is inborn originality. Kant
describes this talent as »...the innate mental aptitude (»ingenium«) through
which nature gives the rule to art.«' Because the beautiful does not have a
concept, the genius’ originality also cannot fall under a concept that can be
explained or taught. Consequently, the artist does not understand the pro-
cess of creation or where the ideas that guide the work arise from. Kant
believes both aspects, originality and skill, are necessary for the success of
the genius. Mechanical art lacks originality and cannot be considered fine
art because it is merely technical skill and is spiritless. However, this techni-
cal skill is needed because the genius cannot guide the originality towards
the beautiful without it. The genius’ works serve as models of creativity to
other artists, but these works cannot be merely copied or imitated. They can
only point the way towards what an art work should be like. Individuals must
find their own expression of this ineffable talent, if they possess it. Kant
stresses that genius is rare because innate originality belongs only to a few.

Symbolic and Semiotic

Julia Kristeva asserts that there is more to aesthetic theory than restric-
tive definitions of the artist, or the art work they are able to produce. In order
to understand her aesthetic thought, it is necessary to address her overall
project. Kristeva founds subjectivity on a psychoanalytic model, and although
psychoanalysis may be problematic, its difficulties are beyond the scope of
this paper. Kristeva believes that initially, the infant is unable to conceptual-
ize itself as different from its mother. In the mirror stage, the child recog-
nizes its separateness, but this is based on the illusion that it is independent,
when in actuality it is still dependent on the »mother« or the primary care-
giver for survival. In the thetic stage, the child begins to actively use language,
and external objects are now posited as different from the child and are
thematized. The child can conceptualize the difference between itself and
outside objects and language verbalizes this difference. Although the child

! Immanuel Kant, The Critique of Judgement, trans. James Creed Meredith (Oxford:
Clarendon Press, 1952) 168.
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is always already in a world of language, it is here that the child uses it for
the first time to express personal needs to the mother who is now recognized
as separate. The symbolic, or what Kristeva calls the law of the »father« be-
comes actively a part of the child. The symbolic is not only language, but
the cultural norms and laws of society.

However, the symbolic is not totally adequate because the engagement
with the formal structures of language cannot express all that one needs to
say. Kristeva believes there are preverbal rhythms and gestures in significa-
tion which she names the semiotic. Through the semiotic, affect and bodily
drives are present in language. Although ineffable, the semiotic is what drives
language, while the symbolic provides the formal structure. The symbolic
and the semiotic are both modalities of the same signifying process which
together make up signification. The semiotic, however, is not sublated into
the symbolic, but transgresses the symbolic and breeches it, rather than posits
itself. Kristeva describes this as the semiotic splitting the thetic or as an ex-
plosion of the semiotic in the symbolic, and she insists this is not a Hegelian
sublation. »It is, instead, a transgression of position, a reversed reactivation
of the contradiction that instituted this very position.«* Instead of a synthe-
sis, the expression of the semiotic is a disruption and a splitting of the sym-
bolic. The semiotic exceeds the symbolic, and both aspects are needed for
signification.

Kristeva’s use of the symbolic and the semiotic are connected to her
definition of the subject as a decentered, fragmented being whose borders
are always uncertain. Initially, the self is not posited until there is a recogni-
tion of the otherness of the »mother.« The subject is tied to a relation with
another, which eliminates a fundamental unity to subjectivity. Subjectivity
is gained through the recognition of the otherness of the »mother«, but it
is a subjectivity based upon a loss. There is a gap between the oneness of the
ideal relation with the mother, and the recognition of the split into a sepa-
rate individual. The separation itself is also based on an illusion because the
child has years of dependency left with the mother. Because the subject is
founded on a relation with an other and because this relation is initially
based upon a fabrication, the center of the subject is always in question.
Language is engaged to communicate the needs of the subject who is no
longer in union with the mother, but language also reflects the fragmenta-
tion of the self. The self is made up of an aspect which is always already part
of asociety of laws and language, or the symbolic. However, there is particu-
larity and uniqueness to the self that language cannot contain and the uni-

* Kristeva, Julia, The Portable Kristeva, ed. Kelly Oliver (New York: Columbia University
Press, 1997), Revolution in Poetic Language 55.
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versal rules cannot incorporate, which is the semiotic. Kristeva suggests that
the self is composed of both universal and particular aspects and the exact
borders between them cannot be established.

The oppositions in Kristeva’s thought, the universal and the particu-
lar, the objective and the subjective, the mind and the body, the symbolic
and the semiotic are always intertwined and cannot be separated or exist
without the other. »Because the subject is always both semiotic and symbolic,
no signifying system he produces can be either ‘exclusively’ semiotic or ‘ex-
clusively’ symbolic, and is instead necessarily marked by an indebtedness to
both.«* The subject is manifestly all these oppositions and it is unclear as to
where the borders actually lie. Kristeva states:

The subject is not simply an inside facing the referential outside. The

subjective structure, understood as a specific articulation of the

relationship between speaking subject and Other, determines the very
situation of reality, its existence or nonexistence, its overturning or
hypostasis. In such a perspective, ontology becomes subordinate to the
signifying structure that sustains a given subject in its transference upon

the Other.*

Confusion concerning the location of the borders of inside and out-
side can lead to various psychological problems which expression or com-
munication can alleviate. Art, for Kristeva, has to do with the relationship
to language and how the subject negotiates the blurred borders of one’s
make-up.

Kristeva’s aesthetic theory is intricately connected to the relationship
between the symbolic and semiotic. In Revolution and Poetic Language, Kristeva
explains »though absolutely necessary, the thetic is not exclusive: the
semiotic, which also precedes it, constantly tears it open, and this transgres-
sion brings about all the various transformations of the signifying practice
that are called ‘creation’.«® The artist’s relationship to the symbolic in the
thetic stage may not be firmly established and the symbolic can lose its mean-
ing because the semiotic fails to be expressed. Particularly with poetic lan-
guage, but also with other forms of art, the semiotic ruptures and restruc-
tures the symbolic. Poetic language transgresses the symbolic, and creates
something new. The artist is then able to re-engage with the symbolic and
recapture meaning, but only through creating a new relationship to lan-
guage. Art is not the only remedy for the fragmented self which must sig-
nify. Kristeva believes psychotherapy and religion also provide alternative

* Kristeva, The Portable Kristeva, Revolution in Poetic Language 34.

* Kristeva, Julia, Tales of Love, trans. Leon S. Roudiez (New York: Columbia University
Press, 1987) 274.

5 Kristeva, The Portable Kristeva, Revolution in Poetic Language 50.
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ways to express the conditions of a misrelation in the thetic stage. Unlike
psychotherapy, aesthetic creation does not resolve the subject’s condition,
but provides the opportunity for catharsis, and has a political potential in
its ability to transgress and transform the symbolic, or the cultural norms and
laws that rule society. Two conditions of the thetic stage associated with an
artistic temperament are what she calls melancholy/depression and
abjection, but it must be stressed that art is not the result of a psychological
problem specific to an individual, but the result of the universal condition
of fragmented subjecthood.

Art as Universal vs. Art as Individual

Because creativity occurs through the signification of the symbolic and
the semiotic, a striking parallel can be made to Kant’s system. Even though
the two theoretical positions do not perfectly map on to one another, there
is general agreement towards the factors which constitute creativity. Forced
to align with Kant, Kristeva's symbolic corresponds to the formal technical
training of the genius that is necessary to create beautiful objects. Kant’s
formal rules that structure the art work correspond to Kristeva’s laws of the
symbolic. The innate originality of Kant’s genius aligns with the semiotic.
Although the semiotic is not innate for Kristeva because it is always already
bound up with the symbolic, it is ineffable, like Kant’s originality, and it gives
the spark to the work of art that Kant describes as the soul of the work. Kant’s
genius as partly rule-governed and partly beyond rules, mirrors not only
Kristeva’s use of the symbolic and the semiotic, but also Kristeva’s model of
creativity which needs both particular and universal aspects that are
grounded in the individual subject. Creativity for Kristeva comes about due
to an inability to understand the self. The formal rules of the symbolic are
the universal laws of a system which all individuals are bound up in and must
use in order to engage with their society. The semiotic and Kant’s original-
ity are the ineffable particularity distinct to the individual. Kant’s original-
ity differs from the semiotic in that it only belongs to a few, and what it can
accomplish is based on a universal notion of the beautiful, limiting the power
of the individual. The rhythms and gestures that Kristeva speaks of, are al-
ways already within the structures of the symbolic, but retain their radically
particular nature.

Obviously, Kant would deny a comparison with Kristeva’s subject. Kant’s
subject is not fragmented, and the relation between the universal and par-
ticular aspects of the self are not founded on a split ego for Kant. Kant’s
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transcendental unity of apperception gathers the manifolds of intuition and
the understanding into a unified self. Although this subject does not know
itself in itself, it is still one distinct subject which gathers sensation and un-
derstanding together in one location and orders space and time. The unifi-
cation of the self as empirically real to itself ties Kant’s whole picture together.
If the self is not unified, Kant’s entire phenomenal world is lost.

Subsequently, the product of art between Kant and Kristeva is also dif-
ferent. Kant’s genius expresses nothing of the self, while Kristeva’s artist
expresses the self more fully than anywhere else, except in psychoanalysis.
Kant’s genius is guided by the object of the beautiful, while Kristeva seeks
to express the self through a re-engagement with the symbolic. In Abjection,
Melancholia, and Love, John Lechte describes Kristeva’s view of the art prod-
uct not as the creation of an object, but more of a process which »...’creates’
the subject.«® Through the art work, the artist recreates the self by express-
ing the fundamental contradictions of the constitution of the subject. The
art object is not meaningless, because it does express mood and communi-
cates to the viewer who may use the work for the very same therapeutic rea-
sons. However, the priority for Kristeva always seems to be the preservation
of the particularity of the individual through the work and the therapeutic
and healing function of art. Rather than stress the universal beauty of an
object, Kristeva is more interested in preserving the subject.

Despite their difference of approach, both Kant and Kristeva find a
social function for the work of art. Kant connects the ability to judge the
beautiful with opening oneself up to correct moral feelings. Observing the
work of art helps individuals to align themselves with the moral law by pro-
moting appropriate feelings. Kant uses the privileged originality of the art-
ist to justify the universality of the beautiful object and the correct feelings
itis able to produce. Why this artistic talent is rare is unexplained. The com-
munal benefit is that we are able to open ourselves to the proper feelings
in appreciating the beautiful, which will help us to guide our emotions to-
wards acting morally and within the symbolic law. In this way, art assists the
moral realm and supports the universality of the symbolic order.

Kristeva takes an opposite tack on the issue. She sees the ability of art
to disrupt the symbolic in its capacity to communicate both the symbolic and
the semiotic. The political worth of art is that it saves the individual from
being totalized by society. The artist transgresses the symbolic, and in do-
ing so re-engages with it. The individual artist is saved from being abject, or

% John Lechte, »Art, Love, and Melancholy in the Work of Julia Kristeva«, Abjection,
Melancholia, and Love: the Work of Julia Kristeva, eds. John Fletcher and Andrew Benjamin
(London: Routledge, 1990) 24.
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outside the law, and is able to recapture lost meaning. For Kristeva, individu-
ality and particularity is preserved and expressed in the work of art. Just as
the goal of psychoanalysis is not to totalize the individual by telling them what
they are like, but to »...help them, then, to speak and write themselves in
unstable, open, undecidable spaces«,” art fulfills the same function. It helps
the individual to build a space of one’s own. Kristeva describes each psycho-
analytic treatment as unique, and in that sense, as analogous to a work of
art.® Likewise, the art work is unique and preserves something of the indi-
vidual coming to terms with a system and world which is always already part
of the subject.

The Hierarchy of the Genius

There is a hierarchy implied by Kant’s notion of the genius which dis-
tinguishes the genius as superior based on innate talent which belongs only
to a few. Biologically determined as superior, the genius is able to create
beautiful objects provided that he trains and structures his talent. Christine
Battersby correctly points out in her book Gender and Genius that historically,
the notion of genius excludes women. The power in the word »genius« not
only determines the status of a work as fine art, but was »...evoked to explain
the difference between civilized man and both animals and savages.«® Ge-
nius exemplified the pinnacle of human achievement. Although the con-
cept of genius changed over time, it was based on exclusion between indi-
viduals and never included women. This logic of exclusion asserted the non-
genius to be lacking, and especially so for women who never had such a
potential.'’ Battersby’s main complaint is the term »genius« »...dress(es) up
evaluation as description«,'" cleverly hiding its power.

However, Battersby suggests that what is now needed is the ability to
see women as geniuses. She seeks to validate female artists and render them
visible, but she retains the inherently hierarchical concept of genius and
adapts it to be applied to women as well. The sense she retains of the word
»genius« is of a person judged against her culture or tradition and Battersby
rejects all other definitions of the word as contaminated. »The genius is the

7 Kristeva, Tales of Love 380.

8 Kristeva, The Portable Kristeva, New Maladies of the Soul 217.

¢ Battersby, Christine, Gender and Genius (Bloomington: Indiana University Press, 1989)
3.

19 Battersby 3.

' Battersby 10.
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person whose work (a) marks the boundary between the old ways and the
new within the tradition, and (b) has lasting value and significance.«' The
genius is no longer a type of elite being, but only one who stands out as
compared to her culture. The term becomes evaluative instead of descrip-
tive. Battersby claims that in order for a woman’s art to be respected, she
must be able to be compared with the historical and cultural contextin order
to situate her within the tradition. She denies a special psychological state
or special class of person in tune with the unconscious, but she believes we
can still praise and rank women pragmatically.

Even ignoring the pragmatic difficulty of determining talent in one’s
own age or what the status of an art work has over time, Battersby’s defini-
tion of »genius« problematically retains its hierarchical structure. Although
her view endorses a less exclusive use of the term, it seems to be sacrificing
the very problem Battersby is trying to correct. Women would be rightfully
recognized for their talent, but the implicit elitism of the term »genius«
justifies a supposedly quick and easy categorization of individuals based on
their perceived relation to the culture at large. Instead of presenting a con-
tinuum of talent that recognizes individuality, Battersby retains somewhat
exclusive overtones of the genius that justify an objective categorization, and
raises the status of some women while negating the status of others.

Kristeva’s artistic theory allows for the possibility of treating art works
and artists individually. The conception of art is similar in Kristeva and
Battersby in that great art always surpasses the culture, but for Kristeva, the
symbolic is disrupted in the instance of art and the culture is surpassed in
an entirely different manner. Battersby’s »genius« surpasses the established
symbolic system of art because of the exceptional nature of the work. At the
same time, the »genius« reinforces the present symbolic system and is rein-
corporated at a higher level. Kristeva’s artist ruptures the symbolic, and can
actually change it. The symbolic system influences the work because it guides
what cannot be said, and must be expressed in another manner, but it does
not determine the quality of art in an objective manner. Artists are treated
individually for Kristeva. Potentially aesthetic activity is within the reach of
everyone because it is an expression of a fragmented self and a signifying
system that does not always capture what we need to say. It no longer mat-
ters if art work is genius, provided that the person re-engages with society
and is in some sense healed, if only cathartically. Good art allows the viewer
or audience to partake in this communication, but the value of the art no
longer lies entirely in the object produced.

12 Battersby 157.
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Conclusion

Kristeva does not locate art in a hierarchy of genius, but finds the source
of creativity to be in the fragmented constitution of the subject. Because of
the loss of the mother, and the necessary engagement with the symbolic, one
creates in order to work out the problems associated with the thetic phase.
Although Kristeva’s structure of language as consisting of the symbolic and
the semiotic correspond to Kant’s twofold definition of the genius, art is not
centered in the object. The more important aspect is that the artist is able
to re-engage with the symbolic and simultaneously disrupt it. Art is a thera-
peutic expression of individuality, where, despite the fragmentation and
blurred borders of the subject/object relation, something of the individual
is preserved. Art provides the same function for the viewer, and in the case
of literary work, »...textual experience represents one of the most daring
explorations the subject can allow himself, one that delves into his constitu-
tive process.«* The importance of the art product as a universal object of
beauty drops away, as well as Kant's categorization of the genius as objectively
talented. Kristeva ruptures both of these categories in order to provide a
therapeutic place for catharsis and healing, and a political space for action.

The implications of Kristeva’s theory are important. Kant places the
capacity for creativity, in the biologically determined talent of the genius.
Innate talent substantiates not only the universality of the work of art and
the »genius« of the artist, but bolsters a hierarchy between human beings
and places limits on their thought and what they are able to achieve. Kant’s
universality of art is secured through a predetermined talent given only to
a few. Kristeva rejects this approach. Artistic work provides therapy for an
individual that is composed of the influence of the universal symbolic realm,
butalso retains a unique particularity which must be expressed. Individuals
are not limited in what they can think, or restricted in the political struc-
tures of the symbolic that they can seek to change. However, Kristeva also
recognizes the inescapability of the symbolic’s influence in the construction
of the self. Although the symbolic has positive aspects, the negative aspects
of the symbolic are purified through the catharsis of art for an individual
who has lost her relation to the symbolic and its meaning. Although Kristeva
sees an alarming inability for catharsis in the art that reflects the chaos of
our age, Kristeva seeks to preserve the individuality of the subject and pro-
mote a political space for change.

13 Kristeva, The Portable Kristeva, Revolution in Poetic Language 54.
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The Indispensable Excess of the Aesthetic

The excessive and the basic appear to be logically opposed. The term
»excess« is commonly understood as a synonym of the superfluous and in-
compatible with other key categories of aesthetics such as harmony, simplicity
and unity. For people who consider themselves refined, excess is almost an
index of bad taste. An excess in color, in jewelry, in accessories, in ornamen-
tation, in gloss... are either laughed at or boasted about, depending on cul-
tural background. Excess may be embarrassingly hidden or proudly dis-
played, hoarded or wasted; in any case, it seems to be somehow and some-
times significantly linked to the aesthetic.

Three authors have more or less explicitly dealt with the notion of
excess: Thorstein Veblen, Marcel Mauss and Georges Bataille. They all men-
tion the aesthetic but none of them, unfortunately, deals with it in particu-
lar. The three handle the concept of consumption, but it was Bataille who
worked more extensively on the idea of excess to the degree of proposing a
Copernican revolution in economics. Counter to views prevalent in this field,
Bataille maintained that nature obeys a pattern of excess rather than scanti-
ness and limited resources. He stated that a living organism receives much
more energy than it needs, and that this excess of energy is not only inevi-
table but has to be dissipated else it may become destructive and turn against
the organism. The excess of sperm for a single ovule, the excess of eggs
deposited by many species, the tendency to excess in vegetation, the excess
of energy radiated by the sun, all illustrate this tendency to dissipation and
exuberance. Leave a garden untended and it will soon overflow and fill ev-
ery gap. For Bataille, this century’s World Wars were the catastrophical con-
sequence of industrial excess that was not voluntarily spent when required.
I will not attempt a thorough analysis of this very controversial thesis pro-
posed by Bataille, also incomplete in its argumentation and theoretical de-
velopment. I will only deal with the idea of excess in relation to the aesthetic
and examine it within the perspective of Mauss’ study of archaic societies
which, in fact, triggered Bataille’s own conceptions.

Bataille explores how excedents are consumed in various types of soci-
eties such as the Aztec sacrificial theocracy, Moslem militarist and Lamaist
monastical organizations. His work on this subject was inspired, as he ac-
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knowledges, by Mauss’ investigation on the Tlingit and Hdida communities,
particularly their potlatch ceremony which is a competitive destruction of
excedents for generating prestige. This ceremony was named by the Chinook
term potlatch meaning »to feed« or »to consumec« (Mauss 6). As Mauss in-
sisted, these gifts and exchange ceremonies are never voluntary, but com-
pulsory in nature. There is an obligation to reciprocate with gifts of equal
or greater value.

The hau and the aura

Mauss began an inquiry on economy and ended with an inquiry on
morality. He was concerned with understanding the code behind this obliga-
tory reciprocity: »What rule of legality and self-interest, in societies of a back-
ward or archaic type, compels the gift that has been received to be obliga-
torily reciprocated? What power resides in the object given that causes its
recipient to pay it back?« (Mauss 3) Remarkably, Mauss implies in the sec-
ond question (»what power resides...«) a partial answer to the first: it is the
belief that there is a power within objects that acts upon people and forces
them to reciprocate gifts. This power is the hau or spirit of objects, which
retain part of the soul of their maker. One must relate to this concrete pres-
ence in objects when one introduces them into one’s home. The Maori
people call » haux this spirit that clings to an object when ownership changes.
In our contemporary globalized industrial society, the idea of the hau seems
like mere childish superstition of primitive, uncivilized people. Yet, we do
not invest in an artwork unless we are sure it is genuine, even if we can’t tell
the difference between the original and a copy. This proves that we still
believe in something similar to the hau of things, at least in artworks. Many
people call a priest to bless a new house or a ship and organize warming
parties. It is not too farfetched to associate the Maori idea of hau with what
Walter Benjamin called the » aura« in the work of art. His idea of the loss of
aura in the age of mechanical reproducibility may also explain a contem-
porary sense of loss of hau separating objects from subjects and becoming,
as Marx argued, fetishes that turn against their producers in industrial pro-
duction.

Another case of contemporary Western hau production is the so-called
»car art«. Andy Warhol, Roy Lichtenstein, Robert Rauschenberg, and David
Hockney, among others, have each decorated a BMW car, converting an
already expensive piece of machinery into an even more expensive work of
art. These vehicles must now be carefully packed and transported before
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ending up motionless, on display in art exhibits worldwide. Between the car
and the artwork, the difference is the hau of the artist who painted it. This
spirit is what, in archaic societies, demands reciprocation, and in modern
societies justifies a price unrelated to the amount of labor invested in or any
benefit derived from the object.

Total services and contrasting pulse

Mauss found among the communities of the American Northwest what
he termed »total social phenomena« which means that »all kinds of institu-
tions are given expression at one and the same time - religious, juridical,
and moral, which relate to both politics and the family; likewise economic
ones, which suppose special forms of production and consumption, or rather
of performing total services and of distribution. This is not to take into ac-
count the aesthetic phenomena to which these facts lead, and the contours
of the phenomena that these institutions manifest.« (Mauss 3) Up to here
we have most of what Mauss can tell us concerning the aesthetic: hardly an
allusion. The other anthropologists relevant to our point (Veblen and
Bataille) prove no more enlightening. What does Mauss mean by saying that
these facts lead to aesthetic phenomena? I will venture an answer.

According to Mauss, certain ceremonies have to be performed because
»to make a gift of something to someone is to make a present of some part
of oneself... To retain that thing would be dangerous and mortal...« (Mauss
12). This belief refers to the hau, and seems to be a better explanation for
compulsory reciprocity, which lies, therefore, not in the hau or spirit of the
thing retained, but the act of retaining it. Atissue here is the attitude towards
and the regulations governing retaining or giving. This is what differenti-
ates Western anal retentive societies from what Freud would call anal expul-
sive communities like the Haida and Tlingit. The difference, I contend, is a
question of pulse understood as centripetal or centrifugal attitude in regard
to our surroundings. There are, on one hand, societies that display centrifu-
gal pulse and pride themselves in their power of giving away, like those com-
munities that practice potlatch or mayordomia. Other societies exhibit a cen-
tripetal tendency, like Western capitalist economies, and value their power
to accumulate to the degree that prestige and honor are a result of saving
and hoarding wealth rather than sharing it.

Thus, the logic underlying obligatory reciprocity would appear to de-
pend less upon the kau of things observed by Mauss, than upon a dynamic
and communal sense of life, of the world, of work and of its products. As I
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mentioned above, it is a matter of pulse and an attitude towards retention
itself rather than toward what is retained. Compulsory reciprocity comes
from a worldview that considers as mere common sense that we must give
back what we receive, obvious in natural biological processes as breathing
and eating, birth and death, sowing and reaping. The circulation of matter
and energy, the movement of all things, stars, animals and light, the rivers
and the sea, the changing of the seasons, all evince a pattern of abundance
and dynamism, not of penury and immobility.

This holistic awareness explains the practice of reciprocity among the
societies studied, seemingly not because of the belief that things have a spirit
that can take revenge, but because everything must be kept in motion. To
retain or to hoard is, in this context, a contra-natura attitude, equivalent to
imprisoning or holding hostage an object, animal or person destined to be
in motion.

The expressive, the impressive and the excessive

If Mauss and Malinowski believed they found the origins of economy
and of law, of religion and morality in these patterns, I would suggest that
we might also seek therein the origins of the aesthetic. Let us imagine two
contending tribes in relation of potlatch, each one trying to surpass the
other, each one offering greater quantities of goods, of better quality or more
exceptional, brought from remoter places or made with greater talent and
skill. The aesthetic impulse here resides precisely in this desire to impress.
From archaic communities to Renaissance aristocrats and contemporary
magnates, in all social classes, some more, others less successful, the propel-
ling drive seems to be the same: provoking admiration, impressing others,
accumulating prestige. As a consequence of this drive, we have been fortu-
nate to inherit the treasures of monumental architecture, masterfully crafted
vases from ancient Greece and China, spectacular jewels from the farthest
corners of the earth, amazing plays of dramatic, epic and comic impact,
magnificent rituals, murals, sculptures, musical traditions. In short, it is
thanks to this need to impress that we have inherited cultural artifacts that,
despite the passage of centuries and millennia, retain this power.

Together with this need to produce an impressive effect (the necessity
to impress) there is also a necessity to share with others that which is deeply
meaningful to us (the necessity to express). Thus, in conjunction with the
impressive or the drive to impress, is the expressive drive that many
aestheticians from Baumgarten to Langer, have emphasized
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The exuberant and lavish always impresses, sometimes as beauty, as in
Blake’s saying »exuberance is beauty«, others as ugliness. Regardless of the
categories involved, the excessive is somehow involved with or symptomatic
of the aesthetic. Ugliness and the grotesque also result from one or another
kind of excess (of fat, for instance, or of length as a long nose or chin, of
width as impressive hips) and as such they are also related to the aesthetic.
Excessively long fingernails, apart from symbolizing a status beyond the need
of manual work, are considered aesthetic. Excessively high heels are an ex-
plicit statement that the owner not a peasant woman.

Artwork is all excessive. Ordinarily, one does not witness as concentrated
and intense a development of events as are found in drama, of images, colors
and forms as are seen in a painting or of sounds as are heard in a musical
composition. Baroque and Gothic art are excessive in forms, Expresionism is
excessive in emotions, Fauvism in color, Cubism in simultaneous perspec-
tives, Ruben’s paintings in flesh, Mannerism in the dramatization of the body.
Duchamp’s Anti-art statement is equally excessive (he could have chosen a
chair or a table... why precisely a urinal?) Malevich and Mondrian, as well
as the Minimalists like Smith and Goertitz, are all excessive in their reduc-
tion to the essential. Lucio Fontana, in his search for real space, was a bit
excessive: why cut the canvas with a scalpel! Of course, excess and hiperbole
are eloquent.

The cloak or wig of a judge in French and British courts, the excessive
space in the lobby of official buildings, the excessively slow gait of the priests
in religious liturgy, the excess of solemnity in a weekly school ceremony, are
all maintained for their aesthetic effects. A jewel is always excessive in the
labor it implies. A hand woven carpet, a perfume, the fermentation of fruits
for liquor, all are aesthetic in that they contain something beyond, more en-
hanced, more condensed, more profuse than the strictly essential. Fur coats
are warm and soft, jewels gleaming, perfumes are pleasant, good wine is lus-
cious, carved wood is exquisite, chocolates delicious and bonsai cute; none
are necessary, all are excessive and each is aesthetic.

Display of excess inevitably captures attention, engages our sensibility
and seizes our imagination. The utmost prototype of excess taken to sub-
lime proportions is the Palace of the Nazirs at the Alhambra in Granada:
the most excessive of all excesses. We may react with pleasure or displeasure
to the excessive, but we can never remain indifferent to it. Excess is never
aesthetically neutral.

177



Katya Mandoki

The indispensability of excess

I hope to have argued convincingly enough so far that there is a salient
relation between the aesthetic and the excessive. Demonstrating that this
excess is indispensable, however, requires substantial argumentation. Excess
has simultaneously opposing effects: both dangerous and inevitable follow-
ing Bataille’s thesis, as well as generous and indispensable as I contend here.

For Western cultures, both the aesthetic and the technological revolve
around the same axis, pleasure, but in opposite directions: While the tech-
nological promises to reduce displeasure, the aesthetic promises to increase
pleasure. If a single flower is pleasurable, a whole bouquet is even more so.
For non-Western cultures, on the other hand, the aesthetic and the techno-
logical also revolve around the same axis, but in this case, are aimed in the
same direction: The aesthetic does not oppose the technical but is a kind
of technology for persuading the gods or maintaining a certain balance in
the world.

As Veblen contraposed the instinct of workmanship to financial invest-
ment, (which is a kind of leisure conspicuously consumed and exhibited by
aesthetic means), this opposition can also be reformulated in terms of a
technological instinct of preserving and producing things versus an aesthetic
instinct of dispensing. In other words, the technological drive is an impulse
to save, reduce, restrict and be reasonable while the aesthetic is an impulse
to expend, dissipate, distend.

These two opposing drives echo Nietzsche’s Dionysian vs. Apollonian
forces in his The Birth of Tragedy (1872). For Nietzsche, the Apollonian rep-
resented the reasonable, judicious, rational, reliable, useful element in
human nature, while the Dionysian is the ardent, enthusiastic, passionate
element, as personified by the Greek gods Apollo and Dionysus. The walls
of Apollo’s temple at Delphi bore two Greek maxims, »Know Thyself« the
axiom of reasonableness and »Nothing in Excess«, the fundamental prin-
ciple of temperance. While aesthetic theory has emphasized the Apollonian
aspects admiring unity, harmony, symmetry, regularity and rhythm, the im-
portance of the Dionysiac excessive aspect has been greatly underestimated
in theory, although never in art.

Apollo is temperance and logos, while Dionysus is excess and pathos.
He is in fact the Greek god of abundance related to every kind of excess:
mystic in the religious, orgiastic in the sexual, ecstatic in its ritual dances,
euphoric and inebriated in the Bacchanals. Dionysus was hence patron of
wine and of arts like song, drama and poetry. His symbolic presence leads
to a sense of freedom, fertility, generosity and ease.

178



The Indispensable Excess of the Aesthetic

While Aristotle advised temperance, what we really enjoy and need is
excess: it assures us that life is magnanimous and the world abundant. Con-
sequently, in a context that is bountiful and good, it becomes only natural
to be kind and generous. Strict calculation and control of people’s time,
desires, energy and privacy, such as occurs in totalitarian regimes leads,
Bataille insisted, to uncontrollable fear and destruction through war, dehu-
manization, reification and surrender of the most basic human values. What
is indispensable is this possibility and actuality of the excessive itself, the
feeling that excess is real, that we can lose without remorse, that there is a
margin for vagary and play, that life gives more than we can take.
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Gabor Csepregi
The Clever Body and Aesthetics of Movement

In our western civilization, we entertain a rather ambiguous relation-
ship to the human body. We tend to view it as an instrument, a machine, or
a distant object of possession that responds flawlessly to external challenges.
Yet, some deeply fulfilling experiences yield to an awareness of its needs and
possibilities; we then perceive our living body with a sense of unity and a
feeling of harmony. In recent years, considerable attention has been paid
to some activities that allow us to be in touch with, and develop, the creative
powers of our body. I would like add some additional observations to these
contributions, focusing my attention on the aesthetic dimension of move-
ment.

What gives to certain movements an aesthetic value? What are the quali-
ties and determinants of the motor behaviour which elicits an aesthetic ex-
perience? The various authors, each being inspired by a particular philo-
sophical, ideological, or anthropological option, advance diverse answers to
these questions.

Some consider beauty as the primary characteristic of the movement
endowed with an aesthetic value. A movement is beautiful when an idea, an
intention, a meaning, an excellence, an inner unity and wholeness, or some-
thing »transcendent« and »inexhaustible«, becomes manifest in a sensuous
and dynamic form. Our aesthetic experience consists of the perception of
an irreducible excess, a superabundance, and a plenitude in a technically
flawless motor performance.

Others prefer to pay attention to the formal qualities of motor
behaviour. The aesthetic here is the successful realization of previously iden-
tified criteria such as order, regularity, symmetry, balance, proportion, pre-
cision, harmony, and difficulty. Although the motor form is not subordinated
to external and pragmatic goals, it nevertheless remains bound to some »im-
manent laws« (Sobotka, 1974) and principles. Empirical observations allow
us to analyze and compare these principles and to recognize their commu-
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nicative significance. Our aesthetic enjoyment springs from the perception
of a correspondence between subjective performance abilities and fixed,
standardized movement possibilities.

The third approach considers movements from a subjective point of
view. Here the aesthetic is not merely a matter of adapting movements to
objective qualities but derives from the production of a dynamic form that,
on the one hand, expresses ideas, conceptions, emotions, fantasies, and, on
the other, elicits an awareness of total bodily involvement. To relate personal
meanings to movements means to go beyond the factual, efficient, and use-
ful, and to place the movement in a context where expression is valued over
performance. The deployment of symbolic figures and illusory appearances
produces an aesthetic delight and, consequently, sustains or reshapes feel-
ings. Both the symbolic transformation and the refinement of feelings hap-
pen without adaptation to a conscious purpose; they are spontaneous pro-
cesses since they spring from the primary need for the embodiment of in-
ner life and the »symbolic envisagement of the world« (Langer, 1957).

I would like to briefly consider the characteristics of movement within
the third perspective since it places great emphasis on the body’s creative
abilities and the affective component of the aesthetic perception. All of us
have noticed that certain motor experiences induce in us an exhilarating
and stimulating feeling. This is not the same state of ecstasy, euphoria, or
intoxication that we might experience while dancing or taking part in cer-
tain rituals. Expressions such as enchantment, delight, rapture, captivation,
excitement, and inspiration seem to be more appropriate to describe the
sensations connected to the movements.

The aesthetic delight does not depend on the physiological or muscu-
lar processes alone, but rather on how we perceive ourselves in the move-
ment and how we relate the movement to the surroundings, particularly to
space. We experience a feeling of lightness and ease as we move with un-
usual dexterity and alertness and trust our own bodily capabilities.

The meaning of the movement is the primary source of our pleasur-
able feelings. To be sure, a movement must exhibit an inner order, a struc-
ture in which the different segments obtain their unity and cohesion. A fun-
damental prerequisite of the aesthetic satisfaction is our ability to coordi-
nate smoothly and correctly a great number of partial movements. When
an adequate mastery of certain techniques is not acquired, the various ele-
ments follow each other without accentuation, articulation, and synchroni-
zation. The movement then is devoid of internal coherence or »kinetic
melodyx, to use the expression of F. J. J. Buytendijk (1957) and Oliver Sacks
(1995). However important it may be, the »melodic flow« alone is insuffi-
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cient to produce an aesthetic value. What is needed is authenticity and ex-
pressiveness. Our aesthetic enjoyment springs from the expression of mo-
mentary feelings, insights, and desires through original and personal move-
ment compositions. These achievements can neither be created on com-
mand nor narrowed down to stabilized and measurable movement patterns.
They occur and develop, without any conscious planning and control,
through the unconcerned variation of the symbolic structure, the playful
improvisation of a kinetic theme, and the qualitative use of motor options.

Vi

I have already mentioned that some of the creative abilities of our liv-
ing body uniquely contribute to an aesthetic motor experience. What are,
more precisely, these abilities?

An important feature of the exploratory and symbolic formulations is
the absence of interest in efficiency and technical perfection. Expressive
movements are not related to specific objectives or restricted by utilitarian
considerations; they lack a definite reference to a goal, a distance, or a tem-
poral limit. They entail an unconcerned and sympathetic contact with the
surroundings, a state of alert but relaxed receptiveness. Movements are ini-
tiated and carried out as responses to momentary and immediate phenom-
ena, such as the prevailing atmosphere, the activity of other participants, the
already accomplished gestures, the intensity of feelings, etc..

We have all experienced music not only suggesting movements but also
compelling us to move. Our steps, jumps, turns, rotations, all the gestures,
and their infinitely rich combinations, executed by the various parts of our
body, are in close affinity with the specific rhythmic and melodic features
of music. As Erwin Straus (1980) has noted, »the immediate experience and
the (expressive) movement in which it actualizes its meaning are indivisible«.

But what makes this affinity possible? Expressive movements are depen-
dent upon the sensibility, »pathicity«, of the body. »Pathicity« is that feature
of the body by which an immediate, vivid, pre-conceptual, and affective
communication with the surroundings takes place. A central element of this
unmediated bond is the experience of suffering, of being affected. In the
pathic sphere, something (an image, an odour, a sound) takes possession
of us; we are seized by its quality and delivered to its influence. The decisive
factor here is the direct, immediate intimacy of our body with the world, its
ability to echo vivid and penetrating effects, to resonate to new impressions
or unexpected deviations. The words »echo« and »resonance« refer to the
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affective attunement to the outside world and the experience of being af-
fected by some meaningful events.

Furthermore, we find ourselves involved in our own way in a particu-
lar situation: we are sensible to the quality of impressions according to our
own point of view and interest. The pathic relationship is a transforming
experience: certain objects take hold of us, affect our innermost self, often
tacitly, without our explicit awareness.

The production of various motor forms also imply an attitude that may
be called renunciation: a relaxed and trustful surrender to bodily impulses
and intentions. As we move easily and effortlessly, we confidently rely on the
sense of rhythm and distance concealed somewhere within our body. We
abandon ourselves to the »natural spontaneity« of the body that, without
purposeful pre-assessment or planning, introduces new movements and
responds appropriately to the unexpected demands of the situation. FJ.J.
Buytendijk (1965) has pointed out that we are able to invent surprising and
unusual movements because our body is invested with a subtle sense of what
can and should be tried and risked, with a » finesse d’esprit«, with an »inex-
haustible creative power«.

Such an inventiveness may embody the connection, the »bisociation«
(Arthur Koestler’s term), of two previously unrelated sets of movement. Such
a movement combination arises suddenly, it is »an upward surge« from some
fertile layer of our body. The bisociative creation may consist of the unsus-
pected connection of a movement to a subjective significance. When, for
example, we express our joy through slow and solemn gestures, without
actually knowing why, the motor figures arise spontaneously from the
bisociative processes of the body. Our expressive movements entail the ten-
dency to what Paul Ricoeur (1966) calls »involuntary release«: we are sur-
prised by the ease and appropriateness with which our body proposes un-
predictable symbolic formulations.

The mimetic element is also central to the aesthetic movement expe-
riences. The imitation of living or lifeless realities (a bird or a train) is a
natural way of investing a motor form with symbolic content and articulat-
ing a particular feeling or desire. As Walter Benjamin (1978) has brought
out forcefully, the source of imitative movements is our mimetic faculty, the
gift of recognising and producing similarities. Thanks to this bodily endow-
ment, we are able to re-create and interpret aspects of our immediate sur-
roundings and express our own feelings. We find, in the mimetic object or
event, an incentive to perform certain movements and charge these move-
ments with a personal meaning. When we imitate the peculiar motion of a

184



The Clever Body and Aesthetics of Movement

bird, our interest in flying movements is fused with our intention to give a
coherent and active form to some of our fears, hopes, or ideals.

This example stresses the non-realistic character of imitation. No at-
tempt is made to copy something faithfully. Rather, imitation requires the
creative ability of selecting and reproducing the constitutive traits of the
chosen object.

More important, perhaps, is that the mimetic act presupposes an em-
pathic understanding of the meaning of the perceived reality. When we dis-
play a mimetic mode of behaviour, we come to act in harmony with our
surroundings. In his analysis of Benjamin’s theory of mimetic experience,
Jirgen Habermas (1983) speaks of the »uninterrupted connection of the
human organism with the surrounding nature«. The various aspects and
qualities of the environment are no longer perceived in confrontation but
accepted with a sense of involvement and participation. Thus, the mimetic
capacity is not only the gift of producing similarities, but also the bodily
potential on which we draw in order to act in unison with the surrounding
world and to perceive it with empathy and care.

Beyond their subjective significance, movements elicit an aesthetic
experience due to their temporal structure, their inner order. Rhythm is the
organizing factor that coordinates the temporal segments of the movement
into a coherent and melodic flow. A rhythmic motor performance is not
merely a passive and mechanical adaptation to a series of uniform pulses or a
sequence of economical gestures. Rhythmic patterns are actively apprehended
or produced by the moving subject. Of course neither is rhythm the outcome
of random personal invention. However spontaneous a »rhythmizing act« may
be, each motor situation and task requires a specific and suitable temporal
organization. Whether spontaneously generated or actively appropriated, a
rhythmic pattern normally consists of the periodic repetition, articulation,
and accentuation of movement phases.

How does the rhythmic organization of the expressive movement oc-
cur? Some believe that the primary source of rhythm is the natural and vi-
tal impulses of the body. Others, placing less emphasis on bodily states and
capabilities, contend that intention and consciousness preside over rhyth-
mic emergences. We have seen, however, that expressive movements are
carried out without conscious planning; they are not tied to particular goals
and directions. Their temporal unfolding depends more on the immediate
experiencing of spatial and motor qualities than on set structures. Thanks
to their own » Knotenpunkte« (to use Arnold Gehlen’s expression), movements
themselves suggest a particular temporal configuration. A slight change in
the manner we employ to emphasize these »fertile« phases results in the
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variation of subsequent rhythmic patterns. Consequently, the various ways
of grouping and accentuating movement phases derive not so much from
a conscious representation but from the »logic« of the movement itself.
When, for example, children alter the tempo of their stride, or switch from
walking to skipping and from skipping to hopping, they seem to obey the
dictates of their own body. In the words of Ursula Fritsch (1990), they allow
their body to »think by means of the movement«. Their »rhythmizing acts«
are based on their bodily tendency to repeat, with more or less regularity
and intensity, alternating movement components, and on their ability to
remain attentive to the »eloquence« of the movements. Paul Valéry (1964),
reflecting on the nature of dance, has drawn our attention to this bodily
potential through which the rhythmic organization of movements occur. The
body, writes Valéry, »assumes a fairly simple periodicity that seems to main-
tain itself automatically; it seems endowed with a superior elasticity that re-
trieves the impulse of every movement and at once renews it. One is re-
minded of a top, standing on its point and reacting so sensitively to the slight-
est shock.«

Finally we come to the productive power of imagination. When we
endow the motor form with a symbolic content, we relate our movements
to visual images. Visual images, however, are not the only ingredient of ex-
pressive movements.

Valéry’s analogy reminds us that, though not tied to specific perfor-
mance criteria and objectives, expressive movements are nevertheless bound
to particular motor situations. We may compare the movement to an ongo-
ing »conversation« between our body and the surrounding world.

From this follows that the execution of a movement requires tactile
contacts with natural elements (water, snow, grass) and objects (ball, stick).
Our gliding, jumping, running, and swimming motions originate in, and lead
to, this active mode of sensory communication, touching. In touching, we
both experience and anticipate a specific tactile quality (smooth, rough,
hard, soft). Melchior Palagyi (1907) and Arnold Gehlen (1995) have empha-
sized that tactile images constitute just as important a part of our movements
as do the actual tactile impressions. For example, as we jump over a broad
ditch or turn while skiing at high speed, our legs, as it were, »imagine,
»project« tactile sensations that should correspond to our movements.

But the tactile image of landing on the ground is the outcome of the
movement that we execute in imagination. Whenever we envisage a dive into
the water, our take off involves an imagined movement followed by an imag-
ined sensation. Our body imagines movements to the same extent as it an-
ticipates sensations, though we are seldom aware of these projections.
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The motor form, whose main characteristic is the exploratory variation
and continuous introduction of novelty, arises from a successful expression
of feelings and a receptive relationship to the surrounding world. This re-
lationship acquires its importance if we recognize, on the one hand, thata
great variety of imagined movements and sensations are evoked by a free
and relaxed encounter with objects and, on the other hand, that anticipated
qualities and forms determine, just as much, the characteristics of a move-
ment as do actual sensory experiences. Movements, in short, are not only
upshots of specific intentions, but also responses arising from the formative
powers and expressive energies of the body.

m

I have tried to draw attention, though rather briefly, to some of our
somatic capabilities that produce expressive and »autotelic« movement com-
positions. The significance of these movement experiences have already
been emphasized by important studies in recent years. To these learned
analyses, I would like to add here one remark.

Several contemporary thinkers forcefully argue that our relationship
to the surrounding world has been radically transformed: we no longer have
significant experiences and relate to concrete and tangible realities with a
growing sense of alienation. Albert Borgmann (1984) has shown that the
widespread tendency to specialization, and the increasing use of technologi-
cal devices, has progressively eliminated the need and possibility of active
and sensitive engagement with our total environment. The »extended net-
work of hyperintelligence« and the »paradigm of technological device« has
lead to a degeneration of our bodily capabilities. Disembodiment, as
Borgmann asserts, is the gradual atrophy of bodily powers and skills, inten-
sified by a disconnected and disburdened sort of life.

No recovery of our fully functioning body can occur without some ini-
tiatives. Aesthetic movement experiences, as I contend, help us to achieve
amore intimate contact with the surrounding world and foster some of our
bodily abilities. These results cannot be produced at will. What is needed,
primarily, is adequate opportunities, for both adults and youth, to experi-
ment with movements and take initiatives freely, without fear and constraint.
The creation of this free space for innovation and enjoyment is what an
aesthetic education has to seek and promote.
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Jale N. Erzen
The Plight of Aesthetics and Art Criticism
The Universal Model or Pluralism — What are the Criteria?

This paper will try to approach the controversy over universalism (mo-
nism) and pluralism, which have concerned values in art and architecture
in the aesthetic discourse of our century. It will take issue with questions that
are posed with adherence to one or the other value. Although the discourse
which has been concerned with this duality has been articulated in the west-
ern world and has been represented in the two great cultural narratives of
the 20th century, namely Modernism and Post-Modernism it has basically
dealt with the evaluation and comparison of western and non-western aes-
thetic approaches. And as such, it has also functioned as self-criticism within
western culture.

As many adamantly held aesthetic views, the two above mentioned con-
trasting paradigms have had strong political and ethical implications. As the
capitalist system has shown the tendency to expand infinitely, dominating all
production and consumption in the world, the West has been blamed as a post-
colonial power which, through its modernist philosophy which was backed up
by industrialisation, claimed universal value for its own aesthetic formalism.

The basic difference between western and non-western aesthetic ap-
proaches could be claimed to be that dominant aesthetics approaches in the
western world have tried to understand sensory perception intellectually.
Western art, in its most prized articulations has given preference to basic
forms that are thought to underlie certain systems in nature. Non-western
cultures have often shown preferences for orders and forms that are diffi-
cult to gather within basic categories, orthogonal systems or pure geometry.
The dominant approaches within western aesthetics have tried to find com-
mon formal denominators to explain relationships and to unite the sensory
and the ideational.’

The above are generalizations, and one can find exceptions in non-
western cultures where classical forms, very similar with western preferences
have also been employed. Such approaches often emerge in well-established

! Although the Cartesian system which defined mind and matter as separate categories,
is criticized for divisionism, the general western attitude since antiquity, on which
Descartes also based his thinking, created such a categorical duality as a detachment
to take control, as some kind of Archimedean effort.
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powerful social and political systems, which may imply political connections
to the production and use of forms. On the other hand, there have also been
configurations within western cultures, involved with specific, complex and
not easily categorizeable orders; more often than not these have evolved in
marginal cultural situations. Of course these cultural attitudes have been
transformed in time with political and economic conditions and influences.

Hence, the difference between the western and the non-western aes-
thetic approaches lies not only in their perceptual attitude, but also in what
one may call basically an oral or non-written cultural tradition and one that
is written and theoretical. The non-western attitude and values which rein-
force memory and the mnemonic rather than the written register, have
basically retained the characteristics of medieval cultures. The written reg-
ister, on the other hand, becomes a prosaic codification and requires label-
ing and classification. Although it is with industrialization, which opened the
way to enlightenment, that writing penetrated all realms of life and produc-
tion and affected the social make-up as well as aesthetic/perceptual ap-
proaches, the west, since antiquity had tried hard to overcome the ambigu-
ities of oral/poetic culture, preferring to invest in the certainty of definitions
and concepts possible only through writing. Today, in the post-industrial age,
with new recording technologies, writing ceases to have priority over other
representations. The world of interpretation that has been expanded cre-
ates a new culture which is not dependent on global and universal codifica-
tions and which, somewhat like in oral medieval cultures resume a variety
of values and specificity.

Western culture’s becoming a model for the world was due to the great
advances achieved by industry and technology in supplying the material
needs of large populations. In the international artistic arena, intellectuals
and creative people from all nations and cultures also contributed to the
common causes of modernism and of contemporary culture. Yet, till the
1950’s, political and economic exigencies and the fact that industrial devel-
opment took a long time to spread to many parts of the world, made the
west a readily accepted guide in civilization. After the second half of the
century which has been roughly called the era of post-modernism, the prom-
ises of modernism, industrial development and of world peace having failed,
many cultures began to look for their own political and economic solutions
outside the guidance of the west. As capitalist and communist powers began
to lose their satellite nations, the political fragmentation created a corre-
sponding search for cultural identity and independence.
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Western Aesthetics — Claims to the Universal

Besides the above formal differences that can be summarized about
western and non-western cultures, one major difference which greatly con-
cerns and affects aesthetic attitudes is the practice, since antiquity, of theo-
retical and critical writing in the west and its being almost non-existent out-
side western culture. Theoretical and critical writing appeared in Greece
after phonetic alphabet began to be used about 700 BC, and after the teach-
ings of Socrates which influenced the evolution of a conceptual mode of
thinking. Even when literature over art and architecture was practiced out-
side the west, as in China and Japan or in Ottoman culture in the 16th and
17th centuries, this was always descriptive, narrative or canonical.

The development of logical and conceptual thinking, which paralleled
the development of syntactic orders in literary forms and in hierarchic or-
ders in the visual realm, has marked the most classical and sophisticated art
forms of western culture, from the renaissance to the early 20th century. But,
this intellectual and conceptual quality has also been considered as a nega-
tive aspect of western culture, with the argument that such an analytical
approach to the sensory was the outcome of a separation between body and
mind, and was the effort to manipulate and dominate the »other«.

The claim to the universal could be made through the creation of a
common reference, a code, a sign, which could stand for experience and
cognition. With such a reference, experience remained as a closed individual
realm which could be referred to only through art and poetry and could be
interpreted only subjectively.

Conceptual definitions and analyses of sensory mechanisms and of
aesthetic perception that were developed in the west, were often evaluated
negatively by critics of the west as creating reductionism, limitations and
categorization. On the other hand, only when a situation can be analyzed
with its different aspects and when these can be understood separately and
be defined, that they can be mentally conceived. Western culture may have
analytically separated aspects of perceived reality into concepts and catego-
ries; but through such analyses it arrived at understanding correspondences
and correlation between physical and non-physical aspects of reality and of
experience, and has tried to find the unity between the mental and the
physical. This created the possibility of applying theory in practice. Theory
and criticism in the written tradition have been agents to promote this rela-
tionship between mind and matter by objectifying the tools for such a rela-
tionship, namely representation, language, symbols, codes. The particular-
ity of non-western cultures seen from this perspective is that they have not
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developed the conceptual and mental representations of sensory inputs,
perceptual stimuli, in short, concepts and theories of perception and of the
experience of reality.

Even if these marked differences between western and non-western
cultures are being lost in the world of today, they have for very long been
influential in the way aesthetic attitudes have evolved.

Besides, the development of industrial production in the west has es-
pecially accentuated cultural differences, emphasizing analytical and ratio-
nal thinking. The development of industrial production has also been in-
strumental in the evolution of new political systems and values and has
greatly influenced the functioning of religion. One of the most important
effects of industrial production has been the development of machine aes-
thetics, which also employed hierarchy, basic geometry and rational relation-
ships. With these added cultural differences in process, attitudes in aesthet-
ics and art, and the function of these in western societies have been greatly
articulated to become of primary importance within society.

Besides the influences of critical and theoretical writing, and of indus-
trial production, another major fact that has formed aesthetic preferences
and attitudes in the west, has been the relation to the body. This has its ori-
gins in Christian thought and has been reflected in the visual representa-
tion of the human figure. The concept of incarnation, meaning that exist-
ence is possible only physically, and that the soul can only exist in a body,
has made representation a most important tool in understanding and talk-
ing about the physical and the non-physical aspects of reality.

Thus western aesthetics which, at the beginning of the century, claim-
ing to be the product of progress, presented its formal values as having
universal validity, has certain basic aspects which can be summarized as,

1. The significance of representation which is rooted in the idea of in-
carnation, and which gives power of manipulation and articulation to the
subject, over the object.

2. The development of analytical, critical and theoretical discourse and
literature.

3. The aesthetic of basic forms, geometries, hierarchic orders and ra-
tional relationships which are reinforced by the culture of industry and which
are reflected in the machine-aesthetic.

4. A linear conception and approach to space and time which presup-
poses progress and a futuristic ideal, creating a space-time model that is open
to manipulation by its ad infinitum controllable and measurable quality, as
in perspective.
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Modernism, which was the promoter for the diffusion of the above
aspects of western aesthetics, claimed universality for its formal preferences
that were developed in western art forms as classical orders. Art having lib-
erated itself from any religious function by the 20th century could now claim
a spiritual power because of its universal aesthetic values and also claim to
have a reformative function for society.

This latter idea and claim were also related to the belief that aesthetic
preferences and choices were never a matter of practical choice and as such
were free from necessity. This gave aesthetics a more elevated position than
ethics with the explanation that ethical choices were in fact grounded in the
aesthetic because there were no real functional or practical grounds for
them. Thus, aesthetics became a realm of high spiritual value and was sepa-
rated from the reality and exigency of everyday life. A further development
of this view today is that aesthetics, art appreciation, and criticism, in their
most advanced states, are independent of biological conditionings, and in-
dependent of nature and are developed conceptually.

The above mentioned values can basically represent the views of west-
ern aesthetics although, naturally there are other different and exceptional
attitudes within western culture. On the other hand, if the above have been
seen as pertaining to universally understandable forms, the exceptional and
different that have remained outside these values, and aesthetic attitudes,
have not been analyzed, evaluated and articulated individually.

Pluralism — Specifity and Search for Identity

Starting with Claude Lévi-Strauss and structuralism, the possibility of
investigation of expressions into categories such as signifier and signified
(form and content) made it possible to analyze the values and expressions
of other cultures and to apprehend them, casting doubt on the universality
of any value system. The result was a serious skepticism about western ratio-
nalism and the rational account of history with which the west had put it-
self forward. During the 19th century as well as in the first half of the 20th,
European artists and culture enthusiasts had revealed the riches of other
cultures, primitive or sophisticated. These served as inspiration to the re-
newal of western art. Yet, it is after 1950s that non-European cultures’ artis-
tic expressions began to be valued for their own merits. Post-modernism
brought forth »difference« as a value in itself. There have been also new
awareness born of radical new facts such as the atom bomb, environmental
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destruction, outer space expeditions, the contraceptive pill, etc., giving rise
to new attitudes and articulations within culture and arts.

In the second half of the 20th century, political fragmentation has also
given rise to aesthetic fragmentation and to the emergence of new views and
voices on the artistic arena. Individuals, marginal groups, social fractions
which had been hitherto quiet have since, in the search for identity and self-
image, been claiming their own individual aesthetic attitudes.

Amongst some newly emerging forms we can count hybrid expressions
which integrate folkloric themes or motifs with newly absorbed forms of
urban culture. These often make up the aesthetic of the migrant groups.
These people may be moving from one country to another, from the land
to the city, or they may be moving from one social class to another, in situa-
tions where social mobility is great or where unsettled economic conditions
bring unexpected gains overnight. Each culture or country may have their
special examples. What is common is that such sudden changes in orienta-
tion have created the possibility of new aesthetic forms and attitudes that
are reflected in the arts and in living environments. These, along with the
expression of newly emerging voices of marginal groups are influencing the
developments in the arts and even give impetus to new art forms such as
social or environmental art. ?

The picture of aesthetic views held globally in our times would be com-
plete if we add to the monism of western aesthetics and the pluralism of non-
western, marginal attitudes, the increasingly expanding fact of mass aesthet-
ics, or forms of mass culture. This, however, is becoming a complex
phenomenon, much more controversial than the analyses Ortega y Gasset
has given us in his book, The Revolt of the Masses, or than the critical writing
of Umberto Eco in his essay, »The Structure of Popular Taste«. What has
started as a design for mass production, based on the basic formal prefer-
ences of western aesthetics in the beginning of the century, has developed
into a production of low priced consumption goods for popular taste, with
the intervention of the capitalist market. Design, which at the beginning of
the century had reformist claims for society has become a commodity for
the elite. While the promotion of popular taste increasingly wipes out any
cultural difference, the growing power and diffusion of telecommunications
used by media is employing and largely exploiting any cultural, individual
and indigenous traits and qualities that may exist, as novelties for the mar-

2 In these areas, as it has always been true in the marginal, the innovative and the
avant-garde, one cannot talk about a typical, rigid, western or non-western approach
or aesthetics. These efforts are always transgressive of cultural and aesthetic categories.
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ket. Today, in the field of culture very little is left as quality of identity, sub-
jectivity and of the self.?

Setting the Criteria

Within such rapidly changing contexts, the evaluation of these new
expressions and art forms by critical aesthetic analyses would first need the
formulation of new aesthetic criteria or alternative concepts of evaluation.
Aesthetic evaluation and art criticism have never had absolute and fixed rules
and any prescriptions about aesthetic value would take away the limitless
vitality or the dynamic potential of the artwork. However, if art criticism and
aesthetics are going to function as guides into the world of art and culture,
such guidance needs certain assessments, claims and certain hypotheses to
proceed. This is so especially in a context where multiple values vie with each
other.

According to Isaiah Berlin, plurality of values can have meaning only
if they are of a limited number: »I do believe that there is a plurality of val-
ues which men can and do seek, and that these values differ. There is not
an infinity of them. The number of human values, of values which I can
pursue while maintaining my human semblance, my human character, is
finite... And the difference this makes is that if a man pursues one of these
values, I, who do not, am able to understand why he pursues it or what it
would be like, in his circumstances, for me to be induced to pursue it. Hence
the possibility of human understanding.«*

The case could not be different for aesthetics and art, if we are appeal-
ing basically to perception, to sensory mechanisms which have to do with
form. Given the existential, productive, economic and political conditions
existing world wide at any time, we have to appeal to an idea of what man
is, what his limits are, and what also is common amongst his many alterna-
tive states. Therefore, according to Berlin’s argument, pluralism, which can
be a context where different views exist side by side, would make sense if
common understanding were possible.

Yet, this poses a problem. Can there be a common understanding and
reasoning for all cultures? Have we not seen that even certain basic under-
standings have changed in time? Does not the belief in such common un-

* One has to also see how the capitalist market is out to assimilate any new production

into its own agenda.
* Isaiah Berlin, ‘My Intellectual Path’, The first and the Last, The New York Review, Vol.

XLV, No. 8, p. 56.
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derstanding stem from the ideals of the enlightenment, for even if it entails
the possibility of common goals for humanity, the fact is that for many cul-
tures outside the west this cannot be held for the moment. In fact, within
the multiple values held today, there are many which are not based on ra-
tionality or reason and stem from religious doctrines or mysticism. These
claim the validity of truths or realities that cannot be explained by reason.
Some even seek their legitimacy in attacking homocentric values.

The emergence of counter-enlightenment views and values makes the
claim of common understanding for legitimizing pluralism, quite untenable.
Thus, Isaiah Berlin’s implied criteria of the human model and of human
understanding fails to hold ground if some kind of contingency within hu-
man existence and understanding is accepted to be possible at any time.

From the point of view of aesthetics this contingency is most important
because it is the basis for transgressions and innovation in art. The monis-
tic/universal claim depends on a fixed model of humanity; with such a model
art cannot look to the future for new experience, once it has given expres-
sion with all possible techniques available it would cease to be creative and
would repeat itself.

The discourse about the end of art, which became widespread two
decades ago, assumed such a viewpoint. Arthur Danto’s article, »The End
of Art« argued that all possible visual expressions had been rendered and
art had nowhere to go; it was now the time for philosophy: art criticism.
Joseph Margolis’ response in the ‘Endless Future of Art’ was that the tech-
nical (technological) model of art which sees no future when art fulfills the
technical possibilities reflected a reductionism of humanity. Margolis argued
that art’s development is just as related to the needs, demands and mean-
ings of human expression at its disposal as it is to technical means. He stated
that these needs and meanings will never cease to create new articulations
within the infinite dynamics of human existence.

Thus, the idea of legitimizing pluralism with the hypothesis that human-
ity can only have limited number of values and that these can be understand-
able because they are limited in number proves to be wrong within the con-
tingent human condition. It fails to solve the essential problem of
correspondence and communication amongst value systems. Pluralism then
ends in infinite fragmentation of the human world in the search for indi-
vidual identity. Such a fragmentation and the impossibility of communica-
tion are seen today in the realm of politics as nationalism emerges as a search
for identity.
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Conclusion

The discipline of aesthetics within philosophy emerged with a function
of evaluation and determining of taste and form quality. It could be valid as
a discipline, within the enlightenment, because it could base its analyses and
estimations on criteria that were developed from natural facts and from
empirical findings, through reason and logic. In short, it was legitimized
through a scientific model.

Comparative aesthetics, as most comparative cultural studies that be-
gan in the sixties, may have benefited from structuralist methods of analy-
ses for finding common grounds to compare disparate artistic or cultural
examples. Yet, today we see that structuralist methods have not achieved
impartiality or independence from European habits of thinking and evalu-
ating. They remain dependent on conceptual categories. Deconstructivism
tells us that the only way cultural and artistic expressions can be decoded is
by thinking in units, parts, elements.

This claim of deconstructivism seems to explain certain facts that new
technologies are imposing into our everyday and aesthetic realities. Frag-
mentation becomes the paradoxical way of grasping the »other« or the »selfx,
which is possible only in bits and pieces. The new technology of the »digit«
pervades all production and habits of perceiving and thinking. This may be
a kind of echo of the »monad« of Leibniz.

The claim of classicism or modernism, or of the enlightenment, of
grasping the whole as a hierarchic structure of parts, which had meaning
only in relation to the »centerg, is no longer acceptable. In a world of plu-
ralistic values, the common ground is the infinite whole that is constituted
only in the co-existence of variety. Understanding cannot be global or ab-
solute, it can only be fragmentary. Conceptual models cannot render the
truth about the total; they can only remain as conceptual tools. Within the
context of pluralism the only direct experience of reality is through intu-
ition. Thus, common understanding in a pluralistic context can be argued
for only with a hermeneutic explanation, which is not a systematic method
of explaining understanding.

What kinds of implications can the above discussion have for aesthet-
ics and art criticism?

In answering this question we can state the various positions taken vis-
a-vis aesthetic values:

1. Aesthetic judgement is of universal validity.

This takes us back to Kant’s argument about subjective judgement and thus,
establishes a ground for the co-existence of universality and of pluralism.
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2. Individual and cultural aesthetic values cannot be argued, objectively
explained, or empirically tested. This implies the impossibility of common
criteria or any criteria that are objectively established.

3. Aesthetic values can evolve both independently of material con-
ditionings and can also be influenced and conditioned by them. We see that
aesthetic preferences may have deep origins beyond actual conditionings, or
may be molded by actual conditions and by education. This implies that iden-
tity definition through aesthetic choices can be open to manipulation and
political control.

If aesthetic values are at the same time subjective, culturally and envi-
ronmentally conditioned, adopted, taught, dynamic, changeable, and con-
tingent, today where differences live side by side, no common criteria for
these can be established. The plight of art criticism and aesthetics is that they
cannot proceed only in relation to form or to content, but have to under-
stand how these correspond to each other in different cases, and how their
relationship may change with new technologies and media. Pluralism can-
not be seen on a comparative basis, because comparison needs a common
source of evaluation or criteria. Pluralism has to be taken as the natural
reflection of human expression, just as pluralism is natural to nature. Each
value has to be presented and explained as one specific facet of an infinity
of languages and human expressions.

This paper has tried to present the basic views and characteristics of
western aesthetics and of non western approaches to aesthetics, and has
argued the impossibility of developing any common criteria to understand
all the diversity of today’s art production and cultural processes. As a con-
clusion it proposes that aesthetics and art criticism at their very best and
insightful, become domains of interaction and poetic dialogues rather than
guides to render art and cultural processes transparent and to create value
control over them.
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A Typology of Medieval Islamic Poetics
Elements of a Comparative Analysis between Islam and the West

Contemporary globalisation contains a primary contradiction between
a tendency towards world economic unity on the one hand, and a tendency
towards world political, social and cultural fragmentation on the other. The
recent flourishing of comparative studies seems to be a reaction to this con-
tradiction. There are two main kinds of comparison: comparison between
different things, and comparison between similar things. Several contem-
porary scholars give preference to comparison between heterogeneous cul-
tural traditions (e.g. between the West and the Far East) rather than compari-
son between analogous cultural traditions (e.g. between the West and the Near
East). Emphasising cultural differences, as a reaction to globalisation, is in-
deed one of the main traits of contemporary philosophy. Our comparative
analysis between Islamic and western medieval poetics is based more on their
cultural similarities than on their cultural differences. We would like to sub-
stitute post-modern fragmentation with the shaping of new, open and criti-
cal forms of universalism. Moreover, as the subject of this congress is »aes-
thetics as philosophy«, we are going to use a theoretical approach to poet-
ics in preference to an empirical-literary one.

First of all, to touch on the methodology, we shall expose the histori-
cal basis of our comparative analysis. Constant references in the mass me-
dia to the danger of Islamic fundamentalism make people think that there
is a deep opposition between Islam and the West. So, why do we maintain
that in the Middle Ages Islam and the West had a common cultural back-
ground? In spite of their religious differences, during the Middle Ages the
Islamic East and the Latin West, as »the twin sons of Hellenism«, belonged
to a unitary cultural system. The unity of the civilisations that flourished
around the Mediterranean Sea was broken at the end of the XVth century.
After the discovery of America, the axis of international trade moved from
the Mediterranean to the Atlantic, leading to the decline of the mercantile
Islamic civilisation and to the flourishing of modern Europe. It is precisely
on the basis of their common Hellenistic background that we have devel-
oped a comparative analysis between Islamic and western medieval poetics.
Of course, as far as the Middle Ages are concerned, one should not under-
stand the word »Islam« in its narrow, religious (that is to say »modern«)
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sense. In its Medieval and broad sense, the word »Islam« refers to all the
aspects of the cosmopolitan civilisation that flourished from the Atlantic
Ocean (Spain and Morocco) to the river Hindus (today’s Pakistan).

We suggest developing a comparative analysis between Islamic and
western medieval poetics on the basis of a typology of the Islamic medieval
poetics itself. But medieval Islam, just as the Medieval West, had a structured
and universal understanding of knowledge. For this reason, it would be in-
appropriate to analyse Islamic medieval poetical thought independently of
the general Islamic medieval order of knowledge. A typology of Islamic
medieval poetics should then be related to a very general typology of Islamic
medieval culture. In our opinion, it is possible to distinguish, within the
medieval Islamic culture, between three main religious and cultural para-
digms:

1) the dominant paradigm of religious orthodoxy which provided a largely
literal and anthropomorphist interpretation of the Scriptures. The religious
orthodoxy preferred a legal approach to religion to a metaphysical one;

2) the neoplatonic paradigm, which spread mostly in the eastern parts of
the Islamic world and can be exemplified by the thought of the Iranian
philosopher Avicenna (X-XIth century);

3) the protomodern paradigm, which opened the way to an historical and
a scientific approach to knowledge and can be exemplified by the thought
of the Arab philosopher Averroes of Cordoba (XIIth century).!

On the basis of this very general typology of Islamic medieval culture,
we propose a typology of Islamic medieval poetics, which nevertheless should
not be considered related to the former either in a mechanic or in a direct
sense. Such a typology would consist of: 1) the dominant poetics, 2) the
neoplatonic poetics, and 3) the protomodern poetics. Butlet us see in more
detail what is the meaning we attribute to these categories, both from an
Islamic and a comparative perspective.

1) the dominant Islamic poetics is characterised by a mainly grammatical
and rhetorical approach to poetic questions. Texts as treatis of rhetoric con-
cerning style figures, or belles-lettres and letter-writing handbooks played a very
important role in the education of the Islamic intelligentsia. Another im-
portant trait of the dominant poetics in the Islamic world is that, since the

! As far as cosmology is concerned, such a typology of Islamic medieval culture has
been proposed by the prominent orientalist Alessandro Bausani, who distinguished,
within Islamic culture, between a legalattitude, a gnosticattitude and a scientificattitude.
Cf. Bausani, Alessandro, LEnciclopedia dei Fratelli della purita. Riassunto, con Introduzione
e breve commento, dei 52 Trattati o Epistole degli Ikhwan as-safd, Napoli, Istituto Universitario
orientale, 1978, pp. 21 ff.
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very beginning of its development, it was closely related to the holy exege-
sis (theologians wondered whether they should give a literal or an allegori-
cal interpretation to the Scriptures).

From a comparative point of view, we may point out evident correspon-
dences between Islamic and western poetics in the Middle Ages. The medi-
eval West also had a mainly grammatical and rhetorical approach to poetic
questions, which were also closely related to the holy exegesis;

2) the neoplatonic Islamic poetics. Apart from those concrete literary works
that can be considered perfect specimens of neoplatonic poetics (for ex-
ample, a large part of Persian poetry), the oriental trend of Hellenistic Is-
lamic philosophy (the »oriental falsafa«<) was characterised by a neoplatonic
interpretation of Aristotle. This approach was rooted in the Hellenistic
sources (e.g. Alexander of Aphrodisias) of the Islamic philosophers. The
oriental Islamic philosophers (such as al-Farabi and Avicenna), apart from
their original writings, commented on most of the Aristotelian corpus, in-
cluding the Poetics and the Rhetoric. The most apparent characteristic of these
commentaries is that, according to them (as a result of the influence of the
Hellenistic commentators on Aristotle), the Poetics and the Rhetoric were
considered a part of Aristotle’s Logic. The neoplatonic interpretation of
Aristotle on the one hand, and the logical approach to the Poetics and the
Rhetoricon the other, largely influenced both the poetics and the aesthetics
of medieval Islam. But we are unable to go into further detail.

From a comparative point of view, we should point out that the medi-
eval West also gave, in its turn, a neoplatonic interpretation on Aristotle,
which was likewise influenced by Hellenistic sources. Nevertheless, in the
West, neoplatonism had larger influence in the general field of aesthetics
than in the specific field of poetics.?

From the XIIIth century onwards, as a result of the translation move-
ment from Arabic into Latin, the logical approach to poetics also spread in
the West. But what we would like to stress here, without going into detail, is
that it was not because of the translation movement that Islam and the West
came closer to one another, rather it was because they were already close
(on the basis of their common Hellenistic background) that the translation
movement could be achieved;

3) protomodern Islamic poetics. We understand the word »protomodern«
in the sense of a tendency towards an historical approach to literature. Nev-
ertheless, modernism is a typically western phenomenon (related to Human-
ism and the Renaissance), while the Islamic world, in spite of various impor-
tant cultural movements, until now has not produced an analogous histori-

2 Cf. Eco, Umberto, Arte e bellezza nell’estetica medievale, Sonzogno, Bompiani, 1987.
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cal process leading to a truly historical interpretation of its classical tradi-
tion. For these historical reasons, it might be interesting to find, within
medieval Islamic poetics, the protomodern elements which could culminate
in a modern approach to literature. In our opinion, it is possible to find such
elements in various genres of texts, such as philosophical texts (e.g. the
Averroes’ commentaries on Aristotle’s Poetics and Rhetoric), books concern-
ing the education of the perfect homme de lettres (similar to Baldassarre
Castiglione’s Uomo ideale), and others.

The typology of medieval Islamic poetics that we have just proposed
should not be understood as a catalogue for texts, nor as a triad of absolute
hypostasis. On the contrary, the three categories we listed above are para-
digms, and they do not exist in a pure state. There are texts in which the
dominant poetic paradigm prevails, while there are other texts in which the
neoplatonic or the protomodern paradigms are predominant.

Conclusion

The aim of our comparative, typological analysis of Islamic and west-
ern poetics of the Middle Ages is to encourage medievalist scholars both from
the Islamic and the western disciplines to cooperate with the ultimate goal
of a wider interpretation of the Middle Ages. The contemporary crisis of
modernism makes us think about the roots of modernism itself. The tradi-
tional historical view which draws a straight line from classical Greece to
Romanticism (through the Renaissance and the Enlightenment), could give
way to a wider, non-eurocentric view of historical development. Ernst Rob-
ert Curtius, in his masterpiece Europaische Literatur und lateinisches Mittelalter
(1948) has already criticised the classicist approach to the meaning of west-
ern culture.”

As Curtius pointed out, Late Antiquity represents a crucial moment
in the shaping of the unity of western culture, which was mostly based on
its literary and rhetorical tradition. We believe that Curtius’ interpretation
of western cultural identity might be enhanced by a discussion about a glo-
bal notion of the Middle Ages, including both Islam and the West as two
inseparable parts of a whole. Medieval comparative poetics is no more than
an element of an analysis that should involve all the aspects of the civilisations
rooted in Hellenism that flourished around the Mediterranean Sea.

3 Curtius, Ernst Robert, Europaische Literatur und lateinisches Mittelalter, Bern, A. Francke
Verlag, 1948.

204



Grazia Marchiano
The Enlarging of the Aesthetic Ecumene
through Transcultural Studies

The long, detailed title given to the ninth session of this conference
seems to reflect a need and possibly a concern whose presence has been felt
in varying degrees at the official conferences of the international aesthetic
community preceding it. And since this IAA Conference in Ljubljana hap-
pens to be the last to take place in the twentieth century, it may be useful to
ponder a little on a problem implicit in the title, and look it squarely in the
face. »Art, Culture and Aesthetics in the East, the West, the First, the Sec-
ond and the Third World« conveys a message both reassuring and worry-
ing. Reassuring, because in theory it would not seem to exclude any of the
contributions to aesthetics as philosophy in any part of the world — at the very
worst, sporadic lines of aesthetic research in the Arctic or in societies imper-
vious to media coverage might resent not being an explicit part of an assem-
bly described in such precise terms. However, the message is also in my view
somewhat worrying, for in order to include contributions to aesthetics out-
side the Euro-Anglo-American perimeter, whose hegemony has always been
taken for granted, geopolitical criteria have been adopted. And this is wor-
rying because there is a risk that these very criteria may widen rather than
bridge the gulf between the so-called first, second and third worlds, and
furthermore that this is only the beginning of a list likely to become much
longer.

Not that I wish, with this preamble, to give the impression that I am
getting over-concerned about what is after all just a title, nor that I have
launched into lexical hair-splitting in order to hawk an expression, like the
one in the title of this paper, that I consider preferable. Nevertheless,
»Ecumene«, with all the semantic limits inherent in the word,! seems to me

! The Greek word »otkumene« was of common use in the classical authors. From Homer
onward, oikéois used both in the intransitive sense of »I dwell«, »I inhabit«, referring
to single individuals, groups and entire communities, and in the transitive sense of
inhabiting a place, a territory, a city. Oikia s the habitation, the house, things domestic,
even lineage, stock. In Attic law oikos is patrimony. Oikizo refers transitively to the
enterprise of populating a country, establishing a colony, cultivating a region.
Herodotus, however, dealt a pretty effective blow to the contextual use of the word.
Ecumeneis not a land inhabited in general, but a land inhabited by Greeks, compared
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to be a more appropriate term for designating a context which, at least in
principle, cannot be measured on the same scale used to weigh stock-ex-
change prices, Third World demographic figures, or human existence in
terms of money.

Consider for example Bertolt Brecht’s remark: »What is man? I don’t
know what a man is, but I know his price.«

It is clear that the word »price« deliberately circumscribes the idea of
human being. Certainly it is not inappropriate to speak about human be-
ing — in the first, the second and the third worlds — in terms of price, the
price of a life being one of the faces of the »human condition« prism, but
unless one wishes to impose or contest the idea that a human being is merely
the price that one pays to suppress or save him or her, it it is tendentious
and, to my mind, contrary to a truly philosophical approach to direct our
enquiry exclusively in that direction.

But what does »a truly philosophical approach« mean? According to
Erjavec, the nature of philosophical activity is basically critical. I quote from
his recent contribution to the Arezzo Aesthetic Conference (June 1998): »...
no matter from which cultural tradition we commence our attempts to de-
termine what philosophy is, we are confronted with the fact that philosophy
proper doesn’t exist if it doesn’t possess this self-reflective strain, i.e. of be-
ing not only a thought about extant reality, but also a critical thought about
thinking as such«.?

In we now wish to consider what other features determine the struc-
ture of philosophical thought, three concomitant factors seem to go together

with whom all other peoples are barbarians: literally »stammerers, in the sense that
they speak Greek badly.
The Greeks were by no means the only people of the ancient world to convert a
linguistic handicap into downright inferiority. There is no human group that is not
»programmed« to conceive otherness in terms that rarely admit equal dignity. How
could philosophy, which according to Heidegger has its foundations in the Greek
mind, be an exception to this rule?
This is, however, a prejudice which needs to be exposed and torn out root and branch.
It has gone on too long and has restricted our studies in many senses. My major issue
in this paper is to claim a truly ecumenical approach to aesthetic matters
philosophically, anthropologically and historically considered. See also the present
author’s: »Let 2 Hundred Flowers Bloom, Birds and Crabgrass notwithstandingx,
Proceeedings of the Pacific Rim Conference in Transcultural Aesthetics, E. Benitez ed.,
University of Sydney, June 1997 (an electronic publication ISBN 0-646-28504-1). And
Introduction to East and West in Aesthetics, G. Marchiano ed., Pisa-Rome, Istituti
Editoriali Internazionali 1997.

* A.Erjavec, »Aesthetics and Philosophies«, Proceedings of the Arezzo Conference on
Reconfiguring Aesthetics?, Turin, Trauben, 1998 (text in Italian).
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with it, namely a conceptual lexicon, a dialectical structure and a textual
body of reference.

In whichever cultural milieu we meet with these concomitant factors,
we may say that a philosophical activity takes place on a technically common
basis. And it is here that »ecumene«® may give a sound idea of the contexts
- philosophical, religious, literary, artistic — in which aesthetic knowledge has
been able to grow and expand in the last thousand years or so. If then we
wished to visualise it as an imaginary »tree of knowledge« inscribed in a
compass card, we would see that the vastest land-mass between the Atlantic
and the Pacific, the Eurasian continent, is also that in which the tree of aes-
thetic knowledge has put forth its branches in the principal linguistic koine
of the ancient Eurasian world: Sanskrit, Greek, Persian, Chinese, Japanese.
Those languages acted indeed as formidable propellers of learning, religious
faith, artistic sensibility and aesthetic awareness both in their original areas
and in those in which they came to be influential. This basic recognition,
which is borne out by historical evidence, allows us to consider the branches
and sub-branches of the tree of aesthetic knowledge as part of a common
Eurasian heritage to be investigated in ways which, consequently, cannot but
be cross-culturally and comparatively oriented.

Put in these terms, our approach to aesthetics as a philosophical field
becomes wider, and prismatic, not only because of its multi-faceted back-
ground but also because it will also have to take into due account the mul-
tiple ways in which a set of major recurrent issues pertaining to the aesthetic
sphere have been dealt with on a technically common basis from one cor-
ner of Eurasia to the other.

At this point someone might object: »All right, aesthetic thought in
Eurasia is no doubt an irreplaceable legacy, but here we are at the thresh-
old of the 21st century of the common era, and a lot of water has passed
under the bridges of aesthetics. And unless one wants to be exclusively con-
cerned with an archaeology of aesthetic knowledge, it is surely more impor-
tant to join forces to re-shape aesthetics in ways — like those proposed by
Wolfgang Welsch* — that are in key with the new times.« To this pertinent
objection I would answer: To claim a truly cross-cultural approach to philo-
sophical aesthetics is part of a research strategy perfectly in line with a time,
like the present one, of radical transformations in all avenues of knowledge
and in all directions of life at a personal and collective level. The varieties

3 SeeRef. 1.

4 Particularlyin Die Aktualitiit des Asthetischen, ed. W. Welsch, Munich, Fink, 1993; Undoing
Aesthetics, London, Sage, 1997; Aesthetics Beyond Aesthetics, Proceedings of the Arezzo
Conference on Reconfiguring Aesthetics?, Turin, Trauben, 1998 (text in Italian).
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of investigations made in European and Asian thought in the sphere of aes-
thetic experience and aesthetic cognition offer some formidable keys to
plumbing that region where — in Keiji Nishitani’s words — »resides the mar-
row of the mind of men.«* There are in my opinion few spheres of human
experience as close to that elusive region as the aesthetic sphere, and it is
the task of aesthetics in its theoretical capacity to explore that region with
the support of the investigations conducted in several other non-philosophic
fields. In fact, no discipline today, least of all philosophy, can afford to be
self-sufficient to such an extent as to discard, in principle and practice, the
benefits of interdisciplinarity.

Two examples may concretely illustrate my point. Suppose we want to
ascertain whether beauty is universally acknowledged as an aesthetic value,
or whether itis not, rather, a »local« cultural trait, depending on the extent
to which an aesthetic sensibility is present in a given human community
where speculations in abstract, conceptual and dialectical terms are fash-
ioned in a consistent body of knowledge, as has happened in Eurasia.

In order to obtain evidence relating to the latter question, philosophi-
cal aesthetics will have to rely on cultural anthropology and on the results
of its field-research in native communities. It would then be somewhat point-
less for the aesthetician to predicate beauty as if it were a »universal, like
Plato’s to kalon, given that ethnological research provides enough evidence
that no traces of a notion and of an appreciation of beauty are found among
so-called primitive societies.

Areport given by Garry W. Trompf on his field research in Papua New
Guinea is in this respect illuminating, and I shall briefly summarise it. In the
company of Kai, a young educated Papuan native from the Wahgi ethnic
group, Garry arrives at the edge of a ridge overlooking the Wahgi River, near
Kup, in highland New Guinea.® The magnificence of the place is such as to
make him exclaim: »What an extraordinarily beautiful valley!« To which Kai
replies: »Ah, Garry, yes, but we don’t really talk about it that way, or in the
way whites usually do.« For the Wahgi people, Trompf tells us, »the valley
was not, at least traditionally speaking, scenically beautiful, not even con-
ceived as a »joy to the senses«. It was ka- via the most commonly used adjec-
tive in the Wahgi language and usually translated as »good« — or in other
words it »pleased« insofar as it brought the benefits, or »riches« that the local
people needed from it. But apparently (or at least prima facie) it was not an

5 Nishitani K., Religion and Nothingness, Jan Van Bragt ed., Berkeley, University of
California Press, 1982.

¢  G.W. Trompf, »Croce and Collingwood on »Primitive« and »Classical« Aesthetics’,
Literature and Aesthetics, University of Sydney, October 1997.
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object of aesthetic appreciation, and certainly, Kai insisted, no one would
ever have thought of painting it, or evoking the whole scene in art.« »My
prior experience of his culture,« Trompf continues, »soon made me realise
an experiential chasm yawned between myself and his people, with Kai, a
clever undergraduate at the University of Papua New Guinea, mediating
between the two. The Wahgi, I accepted, clearly possessed art« (a long list
of items is mentioned by the author) — yet »Ka, we might presume, can
never be used to articulate a strictly »aesthetic« judgement, for any possi-
bility of art’s genuine independence is precluded while a »total traditional
life-way, the »religion of the solidarity group« is triumphant.”

These last two phrases, which are quoted from O’Hanlon,® and the
direction taken by Trompf’s further analysis offer an opportunity to ap-
proach the issue of an »aesthetic ecumene« from an angle significantly dif-
ferent from and wider than that encompassing Eurasian philosophies but
apparently excluding African thought and what is currently referred to as
ethnophilosophy.”

It is true that the ways of thinking highlighted by this kind of philosophy
do notrely on a conceptual lexicon, a dialectical structure and a textual body
of reference in their original formulations. Yet they no less conspicuously ar-
ticulate customs, common beliefs and worldviews of ethnic groups in the whole
of Africa and in a number of native communities scattered in the rest of the
world. And since there is no justification today in denying folk philosophies
their admission to the club of world philosophies, the very notion of
»ecumene« — be it related to philosophy in general or to aesthetics as a branch
of it — is duty bound to include both kinds of philosophies, thereby
reconfiguring the body of philosophic knowledge in entirely new terms.

To further illustrate my point from within the aesthetic domain, I shall
turn to a case considered by Hou Weirui of the University of Shanghai in

7 Ibid., p. 126.

8 M. O’Hanlon, »'Handsome is as Handsome Does’: Display and Betrayal in the Wahgi«,
Oceania53/4 (1983).

® »Ethnophilosophy« is a term employed in the current debate on the existence and
nature of African philosophy as it has been articulated by such notable scholars as
Placide Tempels in his Bantu Philosophy, John Mbiti in his African Philosophy and Religion,
and William Abraham in his The Mind of Africa, to mention just three. These and
other scholars of similar orientation in African philosophy have come to be known
by what Paulin Hountondji has referred to as »ethnophilosophy«. This explanation
is by Fidelis U. Okafor in his learned article »In defense of Afro-Japanese
Ethnophilosophy«, Philosophy East and West, Vol. 47, No. 3, July 1997.
On the Western notion of rationality and its relativity, see G.W. Trompf, »African
Philosophy and the Relativities of Rationality. In response to Carole Pearce«, Philosophy
of the Social Sciences, Vol. 24, No. 2, June 1994.
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his comparative analysis of metaphor in Chinese classical poetry. I shall quote
a few passages from Hou'’s contribution to the »Pacific Rim Conference in
Transcultural Aesthetics« (University of Sydney, June 1997).'° »Literary im-
agery,« he says, »especially long-established and widely accepted imagery, is
the crystallization of the aesthetic values and literary taste of a certain na-
tion, and, to a certain extent, reflects its way of thinking. Therefore, the
preservation of the original image is essential to the conveying of cultural
flavor and national color.« ... »Imagery with strong national character arises
usually from a nation’s special way of life or living environment. It cannot
always be treated by direct translation. When direct translation is not pos-
sible the second best choice is substitution. Substitution means finding an-
other image which conveys a similar meaning and produces a similar effect
on the readers of the target language as the original imagery does in the
source language. A case in point,« Wou says, »is the treatment of ziAu (bam-
boo). Bamboo is an image of vigorous and luxurious growth and the usual
translation is »to spring up or grow like bamboo shoots after a spring rain«.
Native readers of English may not be familiar with the way bamboo grows
in spring. If we replace »bamboo« with »mushroom«, an immediate picture
of rapid growth is evoked in the mind of an English reader. Equivalence,
however, is only relative. »To grow like bamboo shoots after a spring rain«
is used in Chinese only for rapid and vigorous growth and never for quick
decay, while mushrooms, according to one definition offered in the
Longman Modern English Dictionary, means »like a mushroom in a rapid-
ity of growth and decay«. The substituted image,« concludes the author, »has
to be in harmony with the entire cultural atmosphere and literary tradition
of the original work.«'!

Hou'’s relevant point is that the procedure of replacing »bamboo« in
the original language with »mushroom« in the target language is a rather
unfaithful, though unavoidable, device whereby the resulting picture be-
comes something rather different.

A perceptive analysis of this syndrome of »aesthetic ineffability« is in
Kuki Shz6’s treatise The Structure of »Iki« (»Iki« no Kozo), which first appeared
in the Japanese journal Shisé (»Thought«) in 1930, and is now available in
an accurate English version by the Australian scholar John Clark.'?

1 Hou W., »Bamboo or Mushroom: Imagery in Chinese Poetry and its Translation«,
Proceedings of the Pacific Rim Conference in Transcultural Aesthetics, University of Sydney,
E. Benitez ed., quoted.

" Ibid., p. 188.

12 Kuki S., An Essay on Japanese Taste: The Structure of »Iki«, translated by John Clark;
edited by Sakuko Matsui and John Clark; introduction by Nakano Hajimul, Sydney,
Power Publications, 1996.
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According to Kuki, aesthetic concepts are subtle revealers of the ways
of feeling shared by people of the same linguistic and ethnic community.
The case of ikiis in this respect illuminating. A term recurrently employed
in Edo times to connote the peculiar gracefulness and charme possessed by
the geisha, iki emanates a plethora of nuances which only native customers
of the »flowered quarters« in XVIII century Edo and Ky6to could taste and
emotionally enjoy in their own, unique way.

Trompf’s and Wou’s investigations in their respective fields bring to light
two curiously equivalent, though opposite, cases of a scarce permeability of
aesthetic emotion to transcultural and linguistic transfer. In the case of the
Wahgi term »kax, its range of meanings, pivoted on a generalized idea of
»life-power«, seems however to lack specifically aesthetic connotations;
whereas in the case of Japanese »iki«, not a deficiency but rather an excess
of emotional overtones emanating from it will prove to be impervious to
adequate renderings in contexts different from the original one.

Some provisional conclusions

Since the time for presenting this paper is nearly over, I shall devote
the remaining minutes to focussing on a couple of factors relating to my
working notion of the aesthetic ecumene.

The first of these factors concerns an increasing awareness among schol-
ars, mostly of the younger generation (in their thirties and forties), that to
approach aesthetic matters in transcultural terms is no longer, at least from
the Western side, a rather bizarre attitude displayed by a handful of exoticists,
but quite simply what needs to be done, and should it not be done it would
be detrimental to the advancement of aesthetic research. In the last twenty
years the successful attempts by a few distinguished comparative philoso-
phers to relate Western and Asian thought in hermeneutically advanced
ways, as in the case of J.J. Clarke’s recent survey on Oriental Enlightenment,
cannot but encourage endeavours of a similar quality and kind in the sphere
of aesthetic studies.

The second factor concerns the notable role interdisciplinarity will have
to play in future aesthetic research. Connections with all avenues of knowl-
edge ready to provide cognitive inputs to aesthetic research have to be

13 ]J. Clarke, Oriental Enlightenment. The Encounter between Asian and Western Thought,
London and New York, Routledge, 1997.
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The Aesthetics of Decay

The Japanese aesthetics of Wabi-Sabi among various interpretations can
be understood as well in the sense of — »contemporary aestheticism which
advocates the dissolution of the distinction between art and life.«' The con-
cept of Wabi, which developed its positive and profound meaning under a
strong influence of Zen Buddhism, can be translated as »loneliness; insuffi-
ciency, refined poverty; a humble life in solitude with nature as companion;
to lead a solitary life, contemplating nature and appreciating the spiritual
and aesthetic values underlying insufficiency.«* Wabi-Sabi, the two central
concepts of Japanese aesthetics, can be found already at the transition of
Chinese painting to Japan. In their later development the concepts have
been remodeled in a specific Japanese way, so that today only their Japanese
character is being stressed.

If we look back into Chinese philosophy, in which the Ji (in Japanese
Sabi) originates, we come across it in the sense of absolute quiet, tranquil-
ity and peacefulness. However, if we try to systemize some of the common
meanings of this notion, we come from a broad apparent heterogeneity into
sedimental thought which approaches the tranquil support as a potential
position of change, namely movement, whose mover itself remains unmoved.
In Daoism, we come across the notion of ji in the Dao de jing, as well as in
Zhuang Zi.

Dao de jing (25)

»There was something formed out of chaos,

That was born before Heaven and Earth.

Quiet and still! Pure and deep!

It stands on its own and doesn’t change.

It can be regarded as the mother of Heaven and Earth.

I do not yet know its name:

I ‘style’ it ‘the Way’.

! Amy Newman, »Aestheticism, Feminism, and the Dynamics of Reversal,« in Aesthetics
in Feminist Perspective, ed. Hilde Hein and Carolyn Korsmeyer (Bloomington and
Indianapolis: Indiana University Press, 1993), 193.

2 Setsuko Kojima and Gene A. Crane, A Dictionary of Japanese Culture (Tokyo: The Japan
Times, 1987), 380.
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Were I forced to give it a name, I would call it ‘the Great’.« ... * that is
solitary quiet, tranquil, voiceless, spaceless. In Zhuang Zi the same character
appears in the connection with the state of quiet tranquility and peacefulness.
In Tian dao itappears in relation with the »absence of activity — quiet sitting«.

In Buddhism we come across Ji as peace, silence, calm in connection with
nirvana. Itis used, in a sense, to extinguish various unnecessary ruminations,
so that the ultimate reality could spring out. The various complexities of
meanings that appear in Buddhism could be united in the following catego-
ries:

—calm, silent, mute, sad, tranquil, deserted;

—tranquility and silence of the truth

—in connection with the true wisdom as yoke of two virtues (truth and
intelligence) that should in Buddhism lead one to salvation

—the transition into nirvana — the state without troubles and sorrows,
without the movements of time — the condition for delight in peace and nir-
vana.

According to its meaning Sabi is Ji. It expresses the liberation of the
human path from sorrow and torments. It is interesting that the other pos-
sible translations —silence, sadness, abandoned state, loneliness, negligence,
melancholic standstill —lead us to the world of nirvana, which in its essence is
not something joyful. It is the notion of spiritual condition of withdrawal, lib-
eration from perplexed reflections. At the description of the place, the char-
acter is used as designation of entirely silent, mournful place without people.
When the landscapes are described the character is used for a tranquil, silent,
deserted condition without any voice, shape or form. In an artistic sense it
reveals the impression entirely voiceless and shapeless, and as a point where
everything is extinguished and there in no existence left.

In the works of early Neo-Confucians (brothers Cheng) Ji appears in
connection with the demand of removing the turbulent thoughts as:

—the entire tranquility and peace

—one should wait until the point where everything is extinguished and
the absolute quiet is achieved

—one should keep the inner peace and protect oneself from inner move-
ments

—with this experience and feeling you can reach whatever place without
obstructions and remain tranquil, unexcited. This is the way to accomplish
the entire world.*

* Lao-Tzu, Te-Tao Ching, trans. Robert G. Henrichs (New York: Ballantine Books, 1989),

77.
*  Ercheng quanshu fu suoyin (Complete works of the Brothers Cheng), ed. Zhu Xi (Tokyo:
Chubun shuppansha, 1979).
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The notion of Ji as a condition emptied from everything — the point
where everything is extinguished, where one can find tranquility and peace,
leads us to the aim of various yogic or meditative techniques, which should
help us to achieve the transcendence of logical, discursive pattern of search-
ing and gets to a basis for a different approach with oneself. It is the loss of
Ego and the return into the condition where the body and mind are still
uniform. There is no antagonism of body and soul, since in this state of
egolessness the state of vacuity is achieved. »Aesthetic ekstasis«’ is not only
»standing apart from self«, but reaching the state of transcending the Ego.
The border between the outer world and oneself is overcome — or better
said, between that which conditions us to think about the external existence
of »external« world, the process in which mind’s false notion about »one’s«
body, which cannot be separated from all the rest is overcome. The logic
starts at the point where the body and mind are separated and is related to
the level of intellect, whereas the body should represent the affective side
of human personality. In the realm of Wabi-Sabi, however, the Sabi Kokoro
is cultivated. The notion of Kokoro leads to the trans-linguistic sphere in
which »the domain of internal language coincides with that of ‘conscious-
ness’ «.® Kokoro itself »in its broad sense,... signifies the whole domain of in-
ner subjectivity covering both the ‘not-yet-activated’ and ‘already-activated’,
the ground and its manifestation, including images, ideas, thoughts, feelings
and emotions,«’ the notion of Sabi Kokoro depicts the human mind, which
is released from profane engagements, far away from the noise of the world
dwelling in the realm of mystical silence and peace. This condition is the
liberation from human sorrow and gloomy rumination.

To give oneself entirely without any second thought, but still stay tran-
quil, unexcited, this is the basis from which one can reach the entire world.
The condition of complete tranquility and the experience of Ji is the con-
dition for anything coming into being. Another dimension of Buddhist
notion of Ji and in later development Sabi is important, namely the one
where the condition is reached where there is no alternative or differentia-
tion anymore. How did the Japanese understand the notions of life and
death in this context, on the level of realization of the truth in the sense of
a psychophysical awareness far above the pure intellect? It is namely the
spiritual level on which the bifurcations of good-evil, black-white, beautiful-

w

Hilde Hein, »Refining Feminist Theory,« in Aesthetics in Feminist Perspective, ed. Hilde

Hein and Carolyn Korsmeyer, 11.

¢ Toshihiko and Toyo Isutsu, The Theory of Beauty in the Classical Aesthetics of Japan (The
Hague/Boston/London: Martinus Nijhoff Publishers, 1981), 10.

7 Ibid., 8.
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ugly, life-death are overcome since it opens up the way of transcendence in
a sense of the wisdom of ultimate reality. It is the level far beyond the one
described in Nietzsche as »Life itself recognizes no solidarity, no ‘equal
rights’, between the healthy and the degenerate parts of an organism: one
must excise the latter — or the whole will perish. — Sympathy for decadents,
equal rights for the ill-constituted — that would be the profoundest immo-
rality, that would be antinature itself as morality!«® It is rather an activity
which leads one to a transrational level, which is not inferior to the rational
cognition, since it encompasses all kinds and grades of experience.

We must take into consideration the fact that in the realm of Buddhist
aesthetics, particularly in the domain of Wabi-Sabi, rationality as such does
not offer us universal, common, and generally valid standpoint, since many
aspects of the concepts under investigation can be experienced in medita-
tion and not understood just with knowledge, by pure erudition. They ap-
pear by following a radical empirical experience — experience of intuitive
recognition of the things in their undifferentiated unity. In the process of
such an experience, the level of tranquility is reached, the absolute quiet,
Sabi and voidness that are the basis of the profoundest and most important
insights. One of them being the notion of death and decay which in the light
of oneness of things and events never gained negative connotation, or to
say it with Zhuang Zi: »Life is the companion of death, death is the begin-
ning of life. Who understands their workings? Man’s life is a coming together
of breath. If it comes together, there is life; if it scatters, there is death. And
if life and death are companions to each other, then what is there for us to
be anxious about?«” It is the attitude which is in accord with the notion of
interrelatedness of everything: »The ten thousand things are really one. We
look on some as beautiful because they are rare or unearthly; we look on
others as ugly because they are foul and rotten. But the foul and rotten may
turn into the rare and unearthy, and the rare and unearthly may turn into
the foul and rotten. So it is said, You have only to comprehend the one
breath that is the world. The sage never ceases to value oneness. «!

In the Buddhist context the metaphysical notion of impermanence,
transience or ephemerality was created. It supports the Buddhist idea that
all material things are considered to have come into existence through some
cause and are subjected to the process of creation, abiding, transformation

8 Friedrich Nietzsche, The Will to Power, trans. Walter Kaufmann and R. J. Hollingdale
(New York: Random House, 1967), 734.

?  Chuang Tzu, The Complete Works, trans. Burton Watson (New York: Columbia University
Press, 1968), 235.

10 Ibid., 236.
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and extinction. This process, moreover, is cyclical: all things are born and
die over and over again. The cycle of rebirth can be escaped only by elimi-
nating all desire and thus attaining nirvana or enlightenment, the only stable,
nontransient state. Such an attitude is present in the aesthetics of classical
Japanese works like The Tales of Ise, and it also makes it possible to find beauty
in its vanishing and to accept the fact that the transience and evanescence
of all things make everything even more beautiful.

The Japanese model has not offered any illusions. At various stages of
Japanese history it was felt necessary to educate people in confronting the
inevitability of corporeal death. Therefore the temple images were formed
which are very naturalistic and therefore even more persuasive than the
frescoes of the Death dance in Europe, where death takes the form of the
skeleton. The Japanese images take a different form and have a slightly dif-
ferent idea behind them. The fact that humanity is sentenced to death and
to impermanence is shown by the temple images, which depict the entire
process of decay of the human corpse, from death to final disintegration.
Such was just one of the ways in which the deep acceptance of death has been
shown in the realm of aesthetics in the Japanese history. The other one is
the tradition of writing the death poems, the poems in which the Buddhist
monk, philosopher or poet expressed his views on life and death on the verge
of his own death. Usually they were written by Zen monks, some of which
were believed to have the power of predicting their own moment of death.
The poems show us the attitude of these Buddhists towards death, which is
not something unexpected, an event which they would want to evade or
postpone.

The blossom became one of the dominant symbols of the transience
of human existence and its beauty. In various stages of the year it got either
the undertone of hope, longing or sadness, depending on the stage in which
the blossom has been. Unlike Europe which cherishes the stage of the full-
blossom and India which worshipped the blossom itself, Japan developed a
deep aesthetics of dead blossoms lying on moss or stones. This reflects the
worship of the entire life-cycle, including the stage of decomposition and
decay, and does not worship only youth, vigor and vitality.

The aloness, solitude, which is not loneliness, with its negative conno-
tation has been cultivated as the way of positive alienation." In the death
poems, also it is an important undertone, since it makes us aware of the fact
that death is the very moment which is essentially experienced by each in-

' Futing Liao, »Positive Alienation and its Reflection in Taoist Thought, « International
Sociology, Vol. 4, No. 1 (March 1989), 5-17.
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dividual alone, without the interaction with the others which characterizes
the life. The Japanese attitude towards death, or better, towards acceptance
of it in all its manifestations, including the stages of dissolution and decay,
has often been understood wrongly, like certain morbid mysterious and
esoteric practice. However, it cultivates the sense of beauty, which is present
also in the death poems, based on the equilibrium and equanimity and on
subjective fulness of Awareness, born from a specific form of contemplation,
which enables a continuity between the inner and outer speech of the poet.
This can be experienced only on the basis of enlightenment, a state in which
the consciousness has liberated itself from any form of theoretical rumina-
tion and has reached the natural simplicity very close to the Daoist practice
of wu-wei, the absence of any form of intentional activity, which influenced
also their attitude towards death: »I received life because the time had come;
I will lose it because the order of things passes on. Be content with this time
and dwell in this order and then neither sorrow nor joy can touch you. In
ancient times this was called the ‘freeing of the bound’. There are those who
cannot free themselves, because they are bound by things. But nothing can
ever win against Heaven — that’s the way it’s always been. What would I have
to resent?«'?

Sabi, which in its later development has been connected with simple,
rustic utensils for the tea ceremony, can be translated as: »patina; agedness;
solitary look; rustic simplicity; the quiet beauty of things in a state of natu-
ral decay; active appreciation of the value of things seemingly negative, such
as rusticity, agedness, loneliness, deficiency«'® has been cultivated also in the
landscape painting. The solitary angler, never seen from the front, enclosed
and surrounded in the haze, represents the tranquil beauty of a highly re-
alized man and his place in the Cosmos in desolation and solitude, covered
with a patina of simplicity. Striking, with the air of naturalness, transcend-
ing the notion of what would be called the poverty that is, indifferent to
material luxury. In the midst of life but still far from others, distanced from
them, as to be fishing, diving deeply into the ultimate reality holding to it
in its suchness. Deeply aware of the fact that when we most badly need a
neighbour, we always happen to be alone, he sits in the boat, knowing that
the path of discovery has to be walked by each of us alone. What would be
called his own Self has been identified with the ultimate reality which left
no room for feeling lonely. Everything was one and realizing this, one is not
separated from anything anymore. In this realm of nonattachmentnothing-

12" Chuang Tzu, The Complete Works, 84-5.
13 Setsuko Kojima and Gene A. Crane, A Dictionary of Japanese Culture, 278.
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ness became the basis of existence and the distinction of him and other
disappeared. Knowing his own heart, he was pursuing the activity not yet
differentiated into this or that. There he was meeting with original face.

With no expectations and hopes from the Other and for the future, the
fisherman, solitary angler, knows that it is not the virtue, which is the basis
of human relationships, but insufficiency. Virtue being distinctively human
and very limited, shaping the temporally agreements that regulate people’s
coming together, being together and separating during their momentary
existence in the flow of eons. With this realization, there is no space for
mourning and recovery from it, since the solitary angler represents the
unlimited spiritual richness of the realized man, the quality of satoric aware-
ness. Therefore, he is able to place his life in the proper relation to the
universe. Leading a solitary life he contemplates the enormity of all things
and his own powerlessness. In his embodiment of Wabi-Sabi, he represents
the refined poverty and rustic simplicity, the profound aesthetic apprecia-
tion of poverty, deficiency, loneliness, agedness. There is nothing to tend to
or aim at, no remoteness and no horizons of the future well-being anymore.
Still, the mind is directed to infinity, free from frustrations caused by limita-
tions, aware of the permanent changes of nature as well as the ones in touch
with it. The transience gives the deep appreciation of the life as such, its
shortness and each and every moment in it. As the inhabitant of the world
of Wabi-Sabi, his state goes beyond conceptualization, beyond being grasped
by the words, since it transcends the expression. Subtle intuition gives room
for nature to apply patina of age and appreciate all transformations as be-
ing each in themselves beautiful.

The aesthetics of decay, so well expressed in the Sino-Japanese concepts
of Wabi-Sabi(ji), as well as in the tradition of Japanese death poems, directs
us to the fact that the solution of the existence puzzle is not to be searched
for outside, but in our heart-minds. The pure, absolute reality in its suchness,
as revealed to the enlightened mind is beyond the distinctions as: beauti-
ful-ugly, good-bad, death-life, Wabi and Sabi. Therefore it gives no room for
the illusions, since it represents the sobering down from the impoisonment
of the existential illusions. Various techniques of achieving harmony and the
practices of purification of one’s heart formed part of the realm of aesthet-
ics in the Sino-Japanese tradition. The individual spirit has been developed
by mind-expanding exercises, and the sense of the illusionary Self or Ego
has been undercut through the direct experience of the universe and one’s
place in it. Such a process is developed on a level different from the logi-
cally-discursive one, which in the Buddhist context gets transcended by the
switch of consciousness, where the distinctions reveal themselves as illusion-
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ary and arbitrary. Death poems point at the liberation from the bonds of
death and life by the deep insight into human existence, which is experi-
enced on the level where one teaches »with the voice of silence«.!

The initial stage of my research of Wabi-Sabi has been conducted in 1989-90
while I was the Japan Foundation Fellow to which I wish to express my appreciation.

" Japanese Death Poems, ed. Yoel Hoffmann (Tokyo: Charles E. Tuttle, 1986), 91.
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La création musicale comme expérience esthétique

Le champ dans lequel s’exerce I'action de la musique a été de tout
temps un champ privilégié pour le questionnement philosophique, dont
I'aspect esthétique n’est pas le moindre. Nombreux sont les philosophes s’y
sont référés et trés diversifiées les doctrines qui en ont résulté. Il suffit de
mentionner les noms de Pythagore et de Platon, d’Archytas et de Boéce,
d’Augustin et de Thomas, de Leibniz et de Rousseau, sans oublier les my-
thes cosmogoniques toujours en vigueur dans diverses religions. Je m’attar-
derai sur trois questions majeures résultant de la mise au point du probléme,
a savoir celles de I'importance de I’expérience esthétique en général; de la
signification de la création musicale dans ce contexte; et du role que I’ex-
périence de celle-ci est capable de jouer dans I’élaboration d’une axiologie
de I'objet esthétique a la fois crée et savouré, avant de tirer quelques con-
clusions relatives a I’évaluation de la contribution du fait musical pour une
meilleure compréhension de la créativité, du point de vue esthétique.

Lexpérience esthétique

On désignera d’emblée la spécificité de I’expérience esthétique en
général par rapporta I’expérience tout court, en évoquant I’homologie des
structures véhiculées par I’objet de cette expérience et des structures viscé-
rales du sujet contemplateur, qui procure une satisfaction profonde dans
la mesure ou I’homologie est parfaite, relative si elle est partielle, ainsi que
Platon et ceux qui s’en sont directement inspirés I'ont déja envisagée'. A I'évi-
dence, si une telle homologie est inexistante, une absence de satisfaction,
voire une aversion et une répulsion envers I’objet en résultera. Dans ce cas,
il ne conviendrait méme pas de parler d’expérience esthétique, puisqu’elle
s’avére complétement négative. Cependant le systéme de structures viscé-
rales réceptives est susceptible de s’adapter au milieu environnant artistique

! Cf. Platon, Timée, 80 a-b; Arist. Quintilien, Demus., p. 117 Meibom; cf. E. Moutsopoulos,
La musique dans l'euvre de Platon, Paris, P.U.F., 1959; 2e éd., 1989, pp. 38-44; Idem, La
participation musicale chez Plotin, Philosophia, 1, 1971, pp. 379-389.
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et culturel, et de s’agencer en un ensemble de critéres «gustatifs» d’apres
lesquels les divers objets esthétiques peuvent étre évalués et appréciés. Plus
cet ensemble est orienté vers la réception de structures esthétiques particulié-
res a une culture donnée, plus il lui est difficile de s’adapter a celles qui se
rattachent a une culture différente. Ce méme ensemble ne résiste néan-
moins guére aux structures esthétiques universellement reconnues et inhé-
rentes au grand art. Ces considérations s’appliquent, certes, a tous les arts,
mais tout particuliérement a I’expérience esthétique musicale. Le langage
musical est universel par excellence, tout en ayant la faculté d’étre extré-
mement spécial a des cultures marginales qui communiquent difficilement
entre elles. Une conscience esthétique peu ou mal cultivée peut alors éprou-
ver un sentiment de réclusion et afficher une «fin de non-recevoir» vis-a-vis
de tout objet esthétique provenant d’une culture étrangére a la culture (ou,
et c’est le cas le plus fréquent, la sous-culture) ot elle est ancrée. Cette ré-
clusion et cette «fin de non-recevoir» sont méme susceptibles d’affecter des
objets esthétiques dont le langage reléve de I'universalité propre au grand
art, provoquant I'isolement et le refus de ces consciences esthétiques débi-
les a toute ouverture vers d’autres horizons. Dans un souci de fausse dispo-
nibilité elles n’admettent que des produits musicaux de facture non pas
artistique, mais artisanale, qui affichent un faux-semblant de langage uni-
versel, sont privées, en fait, de toute structure et de toute originalité pro-
pres aux créations du grand art. Ainsi se perpétue 1’éternel malentendu
culturel qui fait du grand art, déja difficile d’accés, ’apanage de certains
esprits créateurs et de certaines élites contemplatrices, et demeure exclu de
I'intérét, ne serait-ce que limité, dont pourraient bénéficier les masses, en
méme temps que s’amplifie, en raison d’une diffusion de plus en plus sou-
tenue par une technologie galopante au service d’une commercialisation
sans cesse accrue de 'aspect musical de 'entreprise du spectacle et de la
distraction, une société de consommation indifférente a tout questionne-
ment éventuel, et persistant dans son insignifiance béate. On se réjouira
néanmoins de constater que ces techniques de production, de reproduction
et de commercialisation sont simultanément mises aussi au service de la
grande musique, pour une meilleure diffusion de I’art musical a résonance
universelle.

La création musicale

Ici encore, mention sera faite, au départ, de ’homologie déja envisa-
gée entre structures esthétiques viscérales et objectives. La création et la
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contemplation musicales sont les deux aspects complémentaires d’un pro-
cessus unique dans sa continuité. Dans ce contexte, on admettra que, sur le
plan de la création artistique, notamment de la création musicale, le créa-
teur procede, par homologie, a I'objectivation de ses structures viscérales
au niveau de I'ceuvre qu’il crée. Ce faisant, il affronte une dialectique aux
termes de laquelle il doit éliminer toutes les particularités de ses propres
structures internes individuelles tout en cherchant d’une part a renforcer
I’expression de leurs aspects les plus conformes au langage musical préva-
lant, c’est-a-dire les plus universellement acceptés, et, d’autre part, a en
préserver les traits les plus personnels pour conférer a sa création une mar-
que d’originalité, certes, mais surtout I’expression la plus adéquate de ses
propres vécus: dialectique subtile et difficile a respecter, mais nécessaire a
I’écoulement des formes créées vers des consciences prétes a recevoir son
message intime. Universalité et unicité différenciée a I’extréme demeurent
ainsi les deux poéles entre lesquels le créateur se meut tout au long du conti-
nuum créationnel que constituent 'inspiration, la gestation, I’ébauche, I’or-
ganisation, la structuration, la formulation et la finition de I’ceuvre musicale.
Chacune de ces étapes se prolonge dans la suivante qui, a son tour, prend
ses racines dans celle qui la précede. Un flux incessant les traverse toutes
dans les deux sens. On est en présence d’'un mouvement qui rappelle étran-
gement le mécanisme de la procession et de I’épistrophé néoplatoniciennes:
la aussi, les hypostases se délimitent en entités quasi autonomes, mais sont,
par ailleurs, reli€es entre elles par leur propre fluidité qui résulte de leur
tendance a s’épancher les unes envers les autres. Toute proportion gardée,
une mobilité semblable se retrouve a I'intérieur de la conscience du créa-
teur, au point que, ne serait-ce que dans des cas rares, la forme définitive
de I’ceuvre crée procure de précieux renseignements sur les étapes succes-
sives que son instauration a traversées. Tout au long de cette démarche le
créateur s’impose a la fois comme démiurge et comme contemplateur. La
Genese offre déja, quant a la création ex nihilo, un témoignage de cette dou-
ble efficience. Aprés chaque étape de la création du monde le Créateur s’ar-
réte devant sa création: a I'instar de ’artiste satisfait du résultat de son la-
beur, «Dieu vit que c’était beau.»?

? Cf. Idem, Contemplation et création dans I’art religieux, La filosofia cristiana hoy.
Primer Congreso Mundial de Filosofia Cristiana, t. 2., Cérdoba (Arg.), Univ. Nac. de
Cérdoba, 1980, pp. 933-942; L’ceuvre d’art et son statut de témoignage, Diotima, 18,
1990, pp. 99-100; L’artiste, créateur et critique, Critique et différence, Actes du XVIIle
Congrés de I’ASPLF (Hammamet, 1990), Tunis, Soc. Tunisienne des Etudes
Philosophiques, pp. 551-555.
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Au risque d’étre taxé de «platonisme», j’ai indiqué a diverses reprises
etde diverses maniéres’ comment I'artiste créateur débute par une concep-
tion globale (ou tres particuliére, voire élémentaire*) de I’ceuvre a réaliser
et comment, a I'opposé du Créateur de I’'Univers, il y parvient apres une
longue élaboration de son projet initial. Chez le Créateur divin 'intelligence
s’identifie avec la volonté, et celle-ci avec la puissance de réalisation: il suf-
fit que le verbe divin soit prononcé pour que la création soit effective et
exactement telle qu’elle a été concue. Il en est tout autrement pour le créa-
teur humain: obligé qu’il est d’ccuvrer laborieusement, il tente, quant a lui,
d’arriver a ses fins par une succession d’efforts dont aucun n’aboutit a I'ins-
tauration d’une forme définitive qui représente exactementl'idée qu’il s’en
est fait initialement; elle en dévie tant soit peu. Dés lors, pour la bonne
marche de son travail, il doit concevoir, d’apres le résultat de son premier
effort, une forme nouvelle dérivée, pour ainsi dire, de la forme initialement
concue et comme son prolongement. A son tour, cette forme dérivée non
réalisée pleinement verra, en vertu d’'une nouvelle déviation, une nouvelle
dérivée concgue a partir d’elle, et ainsi de suite. Il s’agit en 'occurrence d’un
probléme de maitrise de la part du créateur: plus il est maitre de son art et
plus le nombre des dérivées intermédiaires sera réduit. Une nouvelle dia-
lectique apparait ici, aux termes de laquelle le créateur doit a chaque pas
osciller entre dogmatisme apriorique et pragmatisme finitif. Ce processus
a ét€ admirablement illustré a propos de la musique de Beethoven?, mais il
est également décelable dans d’autres formes artistiques, notamment en
peinture ou I’examen aux rayons «X» permet de distinguer certaines cou-
ches inférieures d’un tableau recouvertes en raison de quelque »regret« de
I'artiste®. Cependant, on tiendra compte également de 'importance du gé-

* Cf. entre autres, Vers une phénoménologie de la création, Revue Philosophique, 86,
1961, pp. 261-291; L’expérience esthétique: contemplation et expérimentation, Revue
de Synthése, 1963, pp. 303-305; Alternative Processes in Artistic Creation, Proceedings of
the 8th International Wittgenstein Symposium, Part I, Wien, Holder, 1984, pp. 107-113.

* Cf. Idem, L’imagination formative, ibid., pp. 389-403 et Annales d Esthétique, 2, 1963,
pp. 64-67; Langage et inspiration poétique: le témoignage Valéryen, Recherches sur la
Philosophie et le Langage (Grenoble), 11, 1989, Valéry: La philosophie, les arts, le langage,
pp- 179-181.

® Cf. Romain Rolland, Beethoven, a propos des esquisses successives du théme initial de
la marche funébre de I’ Eroica.

% Cf. E. Moutsopoulos, Les structures de la temporalité chez Watteau, Antoine Watteau,
le peintre, son temps et sa légende, Paris-Geneve, Champion-Slatkine, 1987, pp. 143-148,
notamment pp. 146-147; L’art comme travail et I’artiste comme travailleur, Rotonde,
1971/3, pp. 277279, et Questionnements philosophiques, t. 1, Conscience et création, Athénes,
Hermes, 1971, pp. 327-332.
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nie du créateur: en effet, le créateur génial ne s’attardera pas a ceuvrer la-
borieusement sur chacune des dérivées concues successivement, mais dé-
passera d’emblée cette dialectique en orientant sa création dans une direc-
tion carrément inattendue. Ce «coup de génie» risque d’arréter brusque-
ment un processus déja en cours, mais se révéle toujours salutaire pour
I’ceuvre a instaurer qui se voit ex abrupto réalisable sous un autre visage. Les
procédés de cette nature sont différenciables a I'infini. Il convient seulement
de ne point négliger, parmi eux, des cas extrémes, tel celui de I'intégration
d’ceuvres ou de parties d’ceuvres précédentes dans des ceuvres nouvelles que
I'on reléve chez ].-S. Bach, Beethoven ou Bizet, par exemple. Le composi-
teur se rend librement a toutes ces possibilités et opte pour celles qui con-
viennent le mieux a la situation particuliére qu’il affronte. Néanmoins toute
initiative a prendre en I’occurrence est pour lui un occasion supplémentaire
d’un nouvelle expérience esthétique vécue.

Alalumiére de ce qui vient d’étre souligné précédemment, le compo-
siteur maitre de son art aura peu de difficultés a créer une ceuvre rigoureu-
sement construite. Une fugue, par exemple, suivra un plan de construction
savamment élaboré (d’aprés un modéle quasi définitivement arrété), dont
I'unité sera assurée grace a I'utilisation répétée d’un théme unique selon
les divers procédés dans lesquels on reconnait le principe d’imitation. En-
tre les deux groupes théme-réponse de I’exposition initiale un semblant de
divertissement est susceptible d’étre inséré. Par contre, entre deux appari-
tions consécutives du théme a des degrés différents de la tonalité choisie,
le développement d’un véritable divertissement est de rigueur. Ainsi des
périodes de tension et de relichement voient le jour alternativement, témoi-
gnant de ['objectivation de structures internes dont le compositeur extéri-
orise la signification. Il les adapte de son mieux a des structures auxquelles
il suppose que ses auditeurs répondront de maniere universelle. Il compte
sur leur consolidation progressive, d’aprés le retentissement qu’elles ont eu
préalablement aupres d’une succession de publics plus ou moins homoge-
nes et avant d’acquérir une portée universelle. L'alternance entre tensions
et relichements se poursuit grace a la tension extréme que représente la
strette avant que I’ceuvre se termine dans I’apaisement que procure sa so-
lution finale. De méme, 'unité de ’ensemble du premier mouvement de
la Symphonien® 5, en ut mineur, op. 67, de Beethoven, est assurée grace aI’em-
ploi d’un motif de tierce descendante rythmiquement scandée par la dou-
ble répétition du son aigu initial. Encore plus simple est le motif «ré, ut diese,
ré» auquel Brahms a recours pour construire, a partir de lui, I'unité formelle
de I’Allegro non troppo de sa Symphonie n° 2, en Ré majeur, op. 73, en I'utili-
sant de maniére aussi bien mélodique que rythmique, afin de le rendre
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moins apparent, mais aussi plus substantiellement consolidant et fixatif de
I'unité de sa composition. Il existe, par ailleurs, des symphonies entiéres
construites sur un seul motif, sur une seule idée qui les transperce et les
traverse d’un bout a I'autre. Le souci d’unité n’est toutefois pas toujours aussi
rigoureusement manifeste. Chacun des morceaux dont tout un ensemble
de pieces pour piano de Debussy est formé présente une unité certaine en
dépit de son manque de forme précise, au sens traditionnel du terme, ou
plutét en dépit de la forme totalement originale qu’il épouse et qui suscite
des résonances entiérement nouvelles chez I'auditeur en provoquant le
réveil de structures viscérales latentes. En recourant a des structures éprou-
vées, mais qu’il renouvelle sans cesse par son originalité, autant qu’a des
structures qu’il découvre lui-méme en «violant les symétries»’, autrement
dit en enfreignant des régles établies, le compositeur s’engage dans une suite
de découvertes fortuites ou savamment préparées qui sont pour lui autant
d’expériences esthétiques qu’il éprouve personnellement avant de les com-
muniquer a son audience réceptive moyennant le caractére structurel uni-
versel de son apport. C’est ainsi que progresse et évolue le langage musical
qui, lui aussi, se veut universellement compréhensible.

L'axiologie de l'objet esthétique

Il n’existe pas d’expérience esthétique qui ne soit une pure évaluation
de ce qui est a la fois sa cause et son objet. Tout un systéme, ouvert a I'in-
fini, de catégories esthétiques forme un arsenal de la conscience, disponi-
ble a cet effet®’. Le compositeur s’en empare dans le but d’en qualifier les
produits de son inventivité, avant de laisser ce soin a ses auditeurs. Tout
devient possible sur ce plan grice a la médiation exercée par les structures
universelles objectivées dans une création musicale. Pour sa part, le com-
positeur véhicule ses propres structures viscérales dans ses créations qui les
véhiculent, a leur tour, jusqu’aux consciences des contemplateurs ou elles
suscitent des émotions esthétiques. Cette médiation s’entendrait comme une
simple transmission indirecte, n’était-ce I’ceuvre musicale qui, eile, une fois
instaurée, existe désormais en soi comme valeur unique et irrépétible qui

7 Cf. Idem, Le viol des symétries et le kairos comme métron de I'art, Metrum of Art, Third
International Conference on Aesthetics, Krakow-Przegorzaly, 1991, pp. 134-137, et Poiésis
et Techne. Idées pour une philosophie de Uart, t. 2, Instauration et vibration, Montréal,
Montmorency, 1994, pp. 23-27.

8 Cf. Idem, Les catégories esthétiques. Introduction & une axiologie de lobjet esthétique, Athénes,
Hermes, 1970; 2e éd. illustrée, Athénes, Arsénides, 1996, pp. 11-17.
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irradie en toute direction. Elle devient ainsi, dans son ensemble, un objet
d’expérience esthétique non seulement pour 'auditeur, mais encore pour
son créateur qui s’y reconnait d’une part a un niveau existentiel en se réfé-
rant au processus particulier d’instauration qu’il a suivi (creo ergo sum)?, et
d’autre part a un niveau purement ontologique, en raison de I’assurance
(hélas! passagére) que lui procure la présence de la réalité esthétique ins-
taurée, normalement destinée a lui survivre (exegi monumentum aere
perennius)'’: assurance passagere par le fait que le créateur, son admiration
premiére (elle-méme entendue comme un expérience esthétique) pour sa
création, vite dépassée, se passionne aussitot pour une nouvelle expérience
esthétique procurée par 'instauration d’une autre ceuvre envisagée dans son
ensemble et dans ses détails, autrement dit par chacune des étapes de sa
réalisation. Le créateur d’une ocuvre musicale, comme tout créateur, se
nourrit des expériences esthétiques répétées que lui offre sa propre activité.

Au terme des réflexions qui précédent il ressort que I’expérience es-
thétique en matiere de création musicale résulte, pour le créateur, de I'éla-
boration patiente de chacune des parties dont une composition est, coup
aprés coup, constituée, autant que de la contemplation de I’ensemble; et,
pour 'auditeur, de la découverte de I'unité de I'ceuvre écoutée autant que
de son analyse mentale qui fait réapparaitre a rebours la suite des expérien-
ces esthétiques particuliéres qu’a I’origine elle a procurées au compositeur
par étapes, lors de son €laboration. Cette vision des choses serait privée de
sens si on se refusait a admettre, ne serait-ce que comme hypothése de tra-
vail, le principe de Iexistence d'une homologie entre structures viscérales
et structures objectives entrevu par Platon'’. Ce principe semble pouvoir
expliquer a lui seul I'existence indubitable d’une «dialectique du plaire»
telle qu’elle apparait déja dans I'esthétique de Kant'?, et qui associe la stricte
subjectivité du plaisir esthétique a sa prétention légitime a une validité uni-
verselle.

® Cf. Idem, Vers une phénoménologie de la création, in fine.

1 Cf. Horace, Carmina, 111, 30, 1.

" Cf. supra, etlan. 1.

12 Cf. Kant, Critique du jugement, §§ 31-33; 36-37; 39-40; 56-57. Cf. E. Moutsopoulos,
Forme et subjectivité dans Uesthétique kantienne, Aix-en-Provence, Ophrys, 1964; 2e éd.,
1997, pp. 85-120.

227






Asanuma Keiji
Sens de la matiere

D’apres ce que dit Platon dans «Le Sophiste», le domaine de la tech-
nique de production se divise en deux: divine et humaine. Celle-ci se divise
elle-méme en deux: une partie productive de réalité et les deux parties pro-
ductives d’images, dont I'une est la production de I’«eikon» et I'autre celle
du «phantasme» (265-266). Dans le contexte du «Sophiste», la technique
de phantasme est opposé indubitablement a la technique d’eikon et donc
doit étre distingué distinctement de la technique imitative au sens stricte,
dont le principe est la similitude entre I’original et I'image. Cependant,
Platon considére, dans La République, la peinture (un des genres représen-
tatifs de la technique imitative), comme I'imitation de ce qui s’apparait au
sujet, c’est-a-dire I'imitation de I’apparence, dont le principe est la simili-
tude entre I'image et 'apparence (598a-b). L’apparence changerait au gré
de l'attitude d’un sujet et s’accompagnerait occasionellement de la défor-
mation de I’original ou de I’addition de quelques qualités arbitraires a ce-
lui-ci. S’il en est ainsi, il serait possible de dire que, tout en s’obeissant au
principe de la similitude, I'image contient en elle-méme, comme son mo-
ment indispensable, quelques qualités arbitrairement ajoutées. Et, en con-
séquence de cela, on pourrait dire aussi que la peinture ou la technique
imitative en général doit étre regardée comme I'imitation de I’aspect ou de
la surface d’un objet qui s’apparait au sujet et, en ce sens, la réduction d’un
objet a la qualité purement sensible ou esthétique: son image contient déja
en elle-méme le moment subjectif.

C’est ainsi qu’on peut supposer deux sortes de I'imitation: I'une dont
le principe est la similitude entre I'image et I’original, I’autre dont le prin-
cipe est celle entre 'image et I'apparence. Celle-1a est I'imitation au sens
étroit et peut étre qualifiée aussi de I'imitation objective, parce que le mo-
ment arbitraire en est exclu autant que possible et c’est le principe de ’ob-
jeta imiter qui y régne. Dans le cas de cellei, il y a de la place pour I'acti-
vité subjective, qui a la tendance de devenir vive de plus en plus. Ce qui est
imité n’est plus I’objet lui-méme mais I’objet qui s’apparait au sujet ou 1’ob-
jet qui est incorporé dans la conscience de peintre: la représentation. Le
principe de I'objet n’y est plus dominant et céde sa place graduellement au
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principe du sujet, et enfin il y aurait une relation antagoniste entre deux
principes: c’est ici qu'on peut parler de I'imitation subjective.

Bien qu’il soit impossible de supposer en fait I'imitation qui manquent
totalement au moment subjectif, on pourrait supposer en principe I'imita-
tion objective en son état parfait et le simulacre comme son produit. Ayant
conscience de quelques qualités sensibles d’un objet, celui qui percoit le
simulacre aurait peut-étre la croyance parfaite qu’il percoive actuellement
'objet lui-méme. Il lui serait impossible de connaitre que la qualité sensi-
ble du simulacre a sa base ontique sur I'autre matiere que celle de I’origi-
nal, que le simulacre est produit par un autre que celui qui a produit I’ori-
ginal.

Or, en se reportant a la classification de I'imitation que fait Aristote au
premier chapitre de La poétique (1447a), on pourrait distinguer trois élé-
ments de 'imitation: les éléments objectif, matériel et subjectif'. Si I'imita-
tion est parfaite comme mentionné tout a I’heure, celui qui percoit son
produit (le simulacre) n’aurait jamais conscience des éléments subjectif et
matériel. En d’autres mots, la disparition phénoménale de ces deux éléments
serait la condition indispensable pour I'imitation parfaite ou idéale.

Rudolf Arnheim parle, dans son Film als Kunst, que I'image filmique
(das Filmbild) comme matiére du film est dangereuse pour le cinéaste, parce
qu’elle est trop ressemblante a I’objet réel®. Pour lui, I’art a sa base sur «le
sentiment naturel de ’homme pour la symétrie et la proportion» et n’est
jamais de produire encore une fois ce qui est déja dans la nature. La fin
propre de I'art est de produire la forme dé-réalisée propre a lui et pour cela
il est nécessaire que la matiére soit suffisamment caractéristique pour la
rélité. C’est a cause de la manque de cette caractéristique que I'image fil-
mique est dangereuse pour le cinéaste. En d’autres mots, ’anéantisation de
la caractéristique de matiére ou la transparence de la matiére pour I’objet
serait la condition de la coincidence de I'image et de I’original; on pour-
rait qualifier 'image qui coincide avec I’original de «simulacre». La matiére
est devenue transparente pour I’objet aussi bien que le simulacre est devenu
tout opaque pour la conscience du recepteur et ainsi cache le sujet de 'imi-
tation derriére lui. Quant au sujet de I'imitation, il est possible de dire qu’il
doit obéir au principe de I’objet. L'important n’est pas de se manifester lui-
méme ou d’exprimer sa personnalité mais de rendre transparente la matiére
pour I'objet.

' Ce que fait Aristote lui-méme est la classification par I’objet, le moyen (la matiére) et
la maniére, mis, parce que la maniére est définie par 'attitude de ce qui imite, il
serait possible de la considérer comme I’élément subjectif de I'imitation.

2 Rudolf Arnheim, Film als Kunst, Rowohlt, Berlin, 1932, S.51-56.
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Dans le cas de I'imitation parfaite ou idéale, c’est-a-dire la technique
d’eikon au sens de Platon, I’élément subjectif est exclu complétement. Le
dévoument du sujet de I'imitation pour I'objet y serait la condition néces-
saire et cela signifierait peut-étre qu’il y ait la différence ou la distance on-
tologique absolue entre I'objet et le sujet. Et c’est justement le cadre fon-
damental pour cette espéce de I'imitation. Or, on pourrait supposer un tout
autre cadre, dans lequel '’homme se situe au centre et tous les autres de-
viennent ’étre pour I’homme (das Gegen-stand). Dans ce cadre, la signifi-
cation de l'objet aussi bien que la relation entre ’objet et le sujet change
radicalement: le monde objectif ne se suffie plus en soi et devient ce qui
apparait chaque fois pour le sujet qui se situe (sich einstellen) arbitrairement
dans le monde. De plus, en prenant arbitrairement sa position (die
Einstellung), le sujet incorporerait le monde objectif dans son monde inté-
rieur; en d’autres mots, le sujet voudrait rendre présent (re-présenter) le
monde objectif dans son monde intérieur. Ce qui est en question ici, ce n’est
pas le monde objectif extérieur a la conscience mais le monde objectif rendu
présent (re-présenté) dans la conscience: la représentation.

Cela va sans dire que ce nouveau cadre n’est pas approprié a I'imitation
idéale. S’il y a encore la possibilité de I'imitation, elle changerait sa caracté-
ristique radicalement: au lieu du monde objectif, ce serait peut-€tre la repré-
sentation qui devient son objet. Imiter la représentation, c’est de rendre trans-
parente la matiére pour la représentation par 'activité du sujet; en d’autres
mots, de rendre présent (re-présenter) la représentation pour soi-méme et
pour I'autrui. Le sujet de I'imitation, subordonné autrefois presque parfaite-
ment au principe de I’objet, se manifeste ici et rivalise avec 'objet, et I'objet
de I'imitation, extérieur la au sujet, devient ici la représentation, qui est née
de la relation entre objet et sujet et elle-méme le produit de I’activité subjec-
tive. Ainsi on peut parler de la subjectivation de I'imitation ou l'imitation
subjective: la représentation (la re-présentation de la représentation). L'acte
du sujet dans le processus de la représentation pourrait étre résumé comme
suit: primo, se situer arbitrairement dans le monde, secundo, objectiver la na-
ture pour lui, tertio, produire sa représentation propre et enfin, réaliser la trans-
parence de la matiére pour la représentation.

Dans tous les deux espéces de I'imitation — objective et subjective —, ce
qui régne sur le processus fondamental, c’est 'objet aussi bien que le sujet
mais non pas la matiére, dont la caractéristique doit étre an€antie pour réa-
liser la transparence pour deux autres éléments. Comme dit Adorno, «le
choix des matiéres, ’application et la limitation dans son utilisation, est es-
sentiel pour la production»®, pourtant, au moins en ce qui concerne la

3 Theodor Adorno, Aesthetische Theorie, Suhrkamp, Frankfurt am Main, 1955, S.222.
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production artistique, on a considéré que la matiére n’ait aucune fonction
essentielle. Elle n’est que la difficulté pour la production artistique et I’ar-
tiste doit faire son effort pour la surmonter: le produit ne doit pas garder
aucune trace de cet effort et, comme dit Kant, il doit étre percu autant que
si c’était le produit de la nature. Dans la pensée esthétique moderne, la
matiére a été regardée, en général, comme le support de I’étre de I’ceuvre
d’art, qui n’ait pas d’autre signification — I’exemple en est la pensée de
Benedetto Croce.

Dans ses livres Das Problem des geistigen Seins et Aesthetik, Nicolai Hart-
mann a analysé la structure de I'ceuvre d’art comme I’esprit objectivé (der
objektivierte Geist) et souligné le role important de la matiére dans
I’objectivation, mais c’est surtout Theodor Adorno qui a donné une toute
nouvelle signification a la matiére (das Material). Il a vu la spécificité de I’art
moderne (die neue Kunst) dans la forme de la communication de ce qui est
incommunicable et voulu I’éclaircir par une relation ironique entre I’esprit
et la matiere*. Il est fort probable que tout cela refléte la tendance de I'art
depuis la fin de dix-neuviéme siécle jusqu’au présent: artistes dont il a parle
volontiers sont Kafka, Schonberg, Beckett et les autres. Parce qu'’il est impos-
sible de parler ici de tout cela, citons un seul exemple: I'ccuvre de Monet.

En considérant que le réalisme est la reproduction des objets réels dans
leur relation significative réique et 'impressionnisme celle de leur apparen-
ces sensibles, quelques chercheurs regardent celui-ci comme le prolonge-
ment de celui-la. Il est certain que les peintres impressionnistes ont voulu
reproduire la couleur apparaissant a leurs yeux telle qu’elle est. Mais cela
résulterait que la couleur, libérée de I’objet, devient la couleur apparente
(die scheinbare Farbe). La couleur, enfermée autrefois dans le contour de
I’objet et n’étant que son attribut (la couleur locale), déborde maintenant
le contour, et le fait fluctuer et enfin s’éffacer. Au lieu de contour, la cou-
leur devient de plus en plus le moment constitutif central du tableau, mais,
libérée de I’objet, elle a perdu la base objective et universelle pour I’articu-
lation. Comme dit Merleau-Ponty, la couleur est, par sa nature, «une pro-
priété de I'objet» et «n’est déterminée que si elle s’étale sur une certaine
surface»®. Ainsi, si le contour s’éfface, il serait trés difficile de donner une
structure distinctement articulée a la couleur. Lévi-Strauss parle de la néces-
sité du prétexte objectif et universel pour I'articulation de la qualité visuelle
en méme temps que de I’asservissement congénital des arts plastiques aux

¢ Ibid., S.292.
® Maurice Merleau-Ponty: Phénoménologie de la perception, Librairie Gallimard, Paris, 1945,

p- 10.
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objets®. Libérer la couleur de I'objet et de plus réaliser I’articulation ayant
la base objective et universelle, c’est sans doute trés difficile: voici I’aporie
et I'ironie de la peinture impressionniste.

Série de la «Cathédrale de Rouen» ou du «Nymphéa» de Monet. Dans
ces tableaux, le contour ou la caractéristique de 1’objet a la tendance de
s’éffacer presque complétement. Monet veut saisir peut-étre la couleur en
son apparence incessament changeante, qui est, semble-t-il, retenue a peine
sur le canvas par le continu en mosaique des touches, qui n’ont pas par eux-
méme aucune caractéristique objective et ne sont que des taches colorées,
simples traces des mouvements de pinceau. Parce que la couleur s’apparait
ici de la mosaique des taches colorées innombrables, il faut dire qu’elle est
en elle-méme la couleur apparente, dont le role est a retenir a son tour des
couleurs changeantes apparaissant au sujet. Certes, il est possible d’y discer-
ner des figures de Cathédrale ou de nymphéa, mais ces figures ne sont que
ce qui s’apparaissent des couleurs, elles-mémes apparaissantes. Celles-la sont,
en ce sens, ce qui sont tissus par ces jeux de couleurs et se différent essen-
tiellement de celles comme prétexte au sens de Lévi-Strauss: figures
apparaissantes. Et voici le role important de la touche, qui préexiste aux
couleurs et figures apparaissantes et les fait apparaitre par sa mosaique.

Parce que la couleur - la qualité sensible en général — n’existe pas en
soi-méme mais co-existe avec beaucoup d’autres qualités, et qu’elle est dans
la matiére et supportée par elle, faire ressortir la couleur(la qualité sensi-
ble) elle-méme, cela signifie d’anéantir I’étre concret de la matiére et de la
rendre tansparente pour la couleur (la qualité sensible). C’est ainsi que la
fonction de la touche deverait étre saisie en double sens: rendre transpa-
rente la matiére pour la couleur et faire fluctuer le contour d’objet, c’est-a-
dire rendre opaque la matiére pour I’objet.

Dans le cas de I'imitation objective idéale, les éléments subjectif et
matériel doivent étre transparents pour I’élément objectif: la matiére ne doit
pas y garder aucune trace du travail de peintre. Dans le cas de 'imitation
subjective, le peintre cherche a rendre transparente la matiére pour sa pro-
pre représentation, pourtant, il est possible que, sans aucune relation im-
médiate avec la représentation, I’état psychique trés subtil de peintre laisse
sa trace a la matiére, que cette trace diminue la transparence pour la repré-
sentation. C’est cette trace qui est la touche.

Généralement parlant, la touche, en découpant la couleur de la rela-
tion objective, contribue a son indépendance en méme temps que, comme

% Claude Lévi-Strauss, Mythologiques, Le cru et le cuit, Librairie Plon, Paris, 1964, p. 27-
28.
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trace immédiate du mouvement corporel de peintre, dévoile un peu son
intériorité ou son inconscient. Ici on peut parler de I'ambivalence de la
touche.

Par exemple, en comparaison de quelques tableaux de Van Eyck ou de
Rogier van der Weyden, dont la surface est complétement lisse et transpa-
rente comme celle de miroir, la surface des tableaux cités de Monet paraitrait
un peurugueuse et opaque. Dans le cas de ceux-1a, la matiére est compléte-
ment transparente pour I’objet et sa qualité sensible, tandis que, dans le cas
de ceux-ci, des touches assez grosses dévoilent un peu la caractéristique
physique de la couleur a I'huile, c’est-a-dire la matérialité de la matiére.
Rendant ainsi la surface opaque, la touche fait obstacle a I'indépendance
de Ia qualité sensible aussi bien qu’au dévoilement de I'intériorité. La tou-
che est ambigué ou contradictoire a soi-méme et ¢’est bien par cela qu’elle
dévoile I'ambivalence de la matiére.

D’aprés Nicolai Hartmann, I’ceuvre d’art — I’esprit objectivé en géné-
ral — gagne la durée permanente a cause qu'’il est produit de la matiére (die
Materie), «un moyen réel qui dure (ein dauerhaftes reales Medium)»". La
matiére est regardée ici comme la base ontique de I’ceuvre d’art. Mais, en
méme temps, il regarde la matiére comme le «principe de la division du
domaine (das Gebietsanweisende Prinzip)»; est-il vraiement possible que les
genres artistiques soient divisés selon des matiéres au sens de Hartmann? Il
est indéniable qu’il y ait un peu de I’équivoque dans le concept de la ma-
tiere chez N. Hartmann, mais ce n’est pas le probléme a discuter ici. Or,
Etienne Souriau suppose quatre modes de I’existence de I’ceuvre d’art:
physique, phénoménale, réique ou chosale et transcendante. C’est I'exis-
tence phénoménale (les qualités sensibles) qui se rapporte a la division de
grands genres artistiques, dont les sous-genres sont définis par la relation
avec l'existence réique. Certes, la qualité sensible ne peut pas étre comme
telle sans le support de I’existence physique, mais il est aussi certain que ce
qui est la base de la structure de I’ceuvre d’art et définit sa caractéristique
n’est pas la matiére mais la qualité sensible, qui apparait par le contact de
la conscience du récepteur et de la matiére formée. Ainsi la matiére de
I’ceuvre d’art deverait étre pris en deux sens: physique ou au sens de Hart-
mann et phénoménal ou au sens de Souriau. Celle au sens physique est la
base de I’étre de I’ceuvre d’art, celle au sens phénoménal de sa structure.

La touche de Monet est, en un sens, le signe de la crise de la peinture
moderne, parce que, en faisant fluctuer le contour, elle a exposé la perspec-
tive au danger de mort, laquelle était longtemps la base constructive du ta-

7 Nicolai Hartmann, Aesthetik, Walter de Gruyter, Berlin, 1953, S.83 u. a.
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bleau, tandis que, en dévoilant la matérialité de la matiére, elle a rendu la
surface de tableau toute opaque pour I’objet aussi bien que pour la repré-
sentation. Le plus important est qu’elle a mis en question la matiére, le troi-
si¢me €lément de I'imitation, presque négligée longtemps. Et, aprés cette
crise, I’artiste a €té€ obligé de prendre n’importe quelle attitude pour la
question ainsi posé€e. Le cheminement de la peinture aprés la crise, lequel
est contenu déja, comme germe et a I’état chaotique, dans des ceuvres de
derniers jours de Monet, serait abrégé comme suit.

Premier chemin est de rendre manifeste le moment matériel. Il se di-
viserait lui-méme en deux suivant deux sens de la matiére: I'un est de ren-
dre manifeste la qualité visuelle en elle-méme, le sens de I’art abstrait — ce
chemin se diviserait aussi a I'infini suivant des modes de recherche du pré-
texte de I'articulation visuelle en remplacement de ’objet —, 'autre, ren-
dre manifeste la matérialité (le caractére physique) de la matiére — dans ce
chemin, la déconstruction de I’art moderne se poursuiverait le plus radica-
lement; par exemple, le sens de dadaisme ou d’objet. Le deuxiéme est de
rendre manifeste le moment subjectif — dans ce chemin, la relation avec la
corporé€ité serait soulignée et la subjectivité moderne serait radicalement
critiquée. Le troisicme est de rendre manifeste le moment objectif — ce
chemin ne serait pas le retour a I'imitation objective mentionnée ci-dessus
mais la recherche de I'objectivité toute nouvelle. Ces chemins s’entrecroi-
sent les uns et les autres et forment une relation trés complexe. Il serait
néces-saire de la décrire en détail en mettant la base sur la situation actuelle
artistique, mais ce ne serait pas ici qu’il faille tenter cette discription.
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Viktor Bychkov
Asthetische Prophezeithungen des russischen Symbolismus

Der russische Symbolismus erreichte um 1910 seinen Héhepunkt und
hatte zwei Richtungen, die wir bei vielen seinen Vertretern eng miteinan-
der verflochten finden: 1. Symbolismus als Kunstrichtung und 2. Symbolis-
mus als Welthild, als eine Weltanschauung, eine bestimmte Lebensphiloso-
phie. Diese Verflechtung laBt sich bei Vjaceslav Ivanov und Andrej Belyj
besonders deutlich erkennen, obwohl die zweite bei beiden oft iberwiegt.
Das ist fiir den russischen Symbolismus im allgemeinen kennzeichnend.

Die wahre Kunst sei immer symbolisch - so lautete die wichtigste Ent-
deckung, die vom Symbolismus gemacht wurde. Andrej Belyj sah den Sinn
des Symbolismus als einer dsthetischen Theorie darin, dal die Symbolisten
»begriffen hatten, dafl die Kunst durch und durch symbolisch ist«.! Dabei
war das Symbol fir die Symbolisten ein polysemisches Phianomen, ein ver-
mittelndes Element zwischen der materiellen, sinnlich empfindbaren Welt
und der Welt des Geistes, der Noetik. Fiir Vjaceslav Ivanov waren die Sym-
bole keine menschliche Erfindung, sondern eine von Gott ausgehende
Emanation, eine Ausstrahlung, die von oben her niederkommt (also ihrer
Herkunft nach géttlich!); sie seien Zeichen, die Einiges von der gottlichen
Wirklichkeit erkennen lassen. Sie fiithren ihr selbstindiges Dasein und ha-
ben viele Bedeutungen, die auf verschiedenen Ebenen des Seins und des
BewuBtseins entsprechend unterschiedlich sind. »Jedes wahre Symbol - so
Ivanov - ist eine Verkorperung der lebendigen Wahrheit Gottes«, also eine
Realitdt, ein »wirkliches Leben«, das aber nur »relativ existiert« und im Ver-
haltnis zu anderen Daseinsebenen nur »relativ ontologisch« (im Verhaltnis
zu den niedrigeren Ebenen) oder »meonisch« (d.h. »nicht-seiend« im Ver-
haltnis zu den hoheren) ist. Das Symbol sei eine Mittelgestalt ohne konkre-
ten Inhalt, sie diene zur Vermittlung jener Realitit, die »bald erglimmt, bald
wieder erlischt, ein Medium fiir durchstrémende Erscheinungen Gottes« (I,
646-647).2

! Andrej Belyj’s Werke werden nach folgenden Quellen zitiert: 1. Belyj, A. Kritika.
Estetika. Teorija Simvolizma. Bd. 1. Moskau, 1994; 2. ibid., Bd. 2; 3. Belyj, A. Simvolizm
kak miroponimanije. M., 1994.

2 Die Texte von Vjaceslav Ivanov werden zitiert nach: vanov, Vjac. Sobranije socinenij.
Brussel, 1974. In Klammern werden der Band und die Seite genannt.
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Fiir Andrej Belyj ist das Symbol eine Hiille, die ihr Inneres verschlei-
ert und vor profaner Eindringung schiitzt. Das Geheimnis wird nur jenen
eroffnet, die es verstehen konnen. Das Symbol sei »ein Fenster zur Ewigkeite
(2, 212) und ein Weg zu dem Symbol (mit dem bestimmten Artikel), unter
welchem Belyj die absolute geistige Realitit versteht: En, Christus, Sophia
oder Gott tiberhaupt. Der Symbolismus wird von ihm daher als ein speizfisch
geistiges System konzipiert, das weit iiber der Gnoseologie und der
Ontologie steht und die Entdeckungen beider auf der asthetischen Ebene
synthesiert.

Diese Symbolkonzeption Belyjs setzt in vieler Hinsicht, wenn auch
unbewuBt, die Tradition der Kirchenviter von Alexandria und Kappadozien
fort, wo schon in der Spatantike ein umfassendes System des Symbolismus
entwickelt wurde, das auf dem von Klemens von Alexandria formulierten
Prinzip basierte: »verschleiernd entschleiern«.”

Der Symbolismus als Begriff war fiir seine Theoretiker mehrdeutig. Das
war die Theorieder symbolischen SelbstauBerung der Welt des Geistes durch
die Kunst, der Wegin diese Welt des Geistes, im Endeffekt also zu »dem Sym-
bol« selbst, und eine besondere Art des Seins zwischen der materiellen und
der geistigen Welt.

Laut Ellis (L. Kobylinskij) habe der Symbolismus die Methode der »kon-
templativen Komprehenz« vollkommen beherrscht sowie auch gelernt,
sdiese Durst nach dem letzten Geheimnis, diese Sucht nach Grenzenlosem
bis ins Hochste zu treiben« (194).* Die symbolische Leiter der Erkenntnis
Stufe fiir Stufe besteigend, entwickelt der symbolisierende Geist in sich »un-
vermeidlich das Streben nach Erkenntnis desjenigen GroBen Symbols, das
sozusagen das Symbol aller Symbole ist, das sie alle miteinander verbindet
und voneinander 18st, sie vorbedingt und verursacht. Das Grofe Symbol halt
sie zusammen und bedingt damit auf eine geheime Art und Weise auch sich
selbst vor. Jeder Symbolist kennt diese inbrinstige Sehnsucht nach dem
Ursymbol; sein leichtes Glimmern ist wahrscheinlich gerade das Leitmotiv
zum Aufbau aller anderen Symbole« (194).

Die Geschichte der geistigen Kultur im christlichen Raum »kommt
wieder herum an den Ort, da sie anfing«. Nach Jahrhunderten der Sakula-
risierung und der Mode fiir Naturwissenschaften, Positivismus und Materia-
lismus kommt die Kultur — diesmal in ihrem sdkularisierten Teil (weltliche
Kultur) — im 20. Jh., am Beginn des Aufschwungs supertechnologischer

# Mehr vom Symbolismus der Kirchenvater und Byzanz s.: Byckov, V. AESTHETICA
PATRUM. Bd. 1, S. 241-243; Byckov, V. Malaja istorija vizantijskoj estetiki. S. 80-92.

4+ Ellis wird (mit der Angabe der Seiten) nach folgender Ausgabe zitiert: Ellis. Russkije
simvolisty: Konstantin Balmont, Valerij Brjusov, Andrej Belyj. Tomsk, 1996.
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Zivilisationsprozesse, zur Notwendigkeit eines absoluten Urgrundes des
Daseins, eines geistigen Ur-Antriebs der Welt, kurz gesagt zur Notwendig-
keit des alten guten Gottes zurtick, der in der Sprache der neuen kiinstleri-
schen Reflexie Ursymbol, GroBies Symbol oder einfach das Symbol genannt
wird. Das dndert nichts an seinem geistigen Inneren. Der Symbolismus ten-
dierte - in Person seiner fithrenden Vertreter im Westen wie in RuBland —
zurtick zur traditionellen Geistigkeit, wenn auch etwas modernisiert im Sinne
der neuen Zeit.

Der Symbolismus stellte, so Belyj, eine mehrdimensionale, poly-
phanomenale Welt des geistigen und materiellen Daseins des Menschen als
eine Grenzsituation zwischen dem Wesen und seiner Erscheinung, zwischen
Leben und Tod, zwischen Vergangenheit und Zukunft dar. Das Moderne,
d.h. das Symbolische —also vor allem die Kunst als Quintessenz des Symbo-
lismus — »eréffnet sich der Zukunft entgegen, die sich tief in uns selbst ver-
birgt; wir lauschen nach Lebenszeichen des neuen Menschen in uns — und
wir lauschen nach Tod und Verfall; wir sind tot, und das alte Leben verfallt
an uns — und wir sind noch ungeboren, unsere Seele ist zukunftstrichtig,
décadence und renaissance kimpfen noch in ihr gegeneinander« (2, 222).
Fir Bely ist der Symbolismus die einzig mégliche Lebens- und Denkweise
am Grenzpunkt zwischen Leben und Tod der Kultur und der Menschheit
selbst. Daraus folgt auch der Inhalt der neuen Kunstsymbole: entweder das
Licht, »der endgtiltige Sieg der wieder auflebenden Menschheit, oder die
hoffnungslose Finsternis, Verfall, Tod« (2, 222). So erkannte Belyj schon am
Anfang des 20. Jh. das Wesentlichste im geistig-kuinstlerischen Mythologem
dieses letzten Jahrhunderts unseres Jahrtausends, und er gab ihm diesen
allumfassenden Namen: Symbolismus.

Die russischen Symbolisten spiirten diese innere Widerspriichlichkeit
des Symbolismus, als er noch in seiner Bliitezeit war; sie sprachen sogar von
seiner Krise und sahen darin ein Abbild der allgemeinen Krise der Kultur.
Fir Ellis bedeutete diese Krise jedoch beiweitem noch keine »Agonie und
Tod« des Symbolismus, wie es damals viele Kritiker behaupteten. Das wire
dann »der Tod aller Kultur und das Ende jeglichen Ideenlebens, was un-
denkbar ist« (279).° Auch der Ausweg aus dieser Krise wurde von den Sym-

® Was einem russischen Symbolisten am Anfang des Jahrhunderts »undenkbar«
erschien, sieht am Ende dieses Jahrhunderts durchaus real aus. Die moderne POST-
Kultur bietet ein unverkennbares Vorzeichen davon, wenn nicht die Tatsache selbst.
(Mehr tiber die POST-Kultur s.: Byckov, V. Iskusstvo nasego stoletija. In: Kornevisce.
Kniga neklassiceskoj estetiki. M., 1998. S. 111-186; Bychkov, V. The art of our century.
In: KornewiSHCHe. A Book of Non-Classical Aesthetics. Moscow, 1998. P. 49-164;
194-198.
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bolisten selbst gefunden, z.B. von Brjusov als Vertreter des »klassischen« (d.h.
rein kunstlerischen) Symbolismus in seinem Artikel von 1905 (»Das heilige
Opfer«) oder von Belyj in mehreren seinen Schriften. Der Ausweg sei: der
Ausbruch der Kunst iber ihre Grenzen hinaus in das Leben selbst. Der Symbolis-
mus soll sich nicht nur als eine literarische »Schule«, sondern vor allem als
»Dienst« fiir die Menschheit auf ihrem Wege zu héheren Ebenen der gei-
stigen Kultur und des Daseins im Ganzen verstehen — so lautete das Credo
des Symbolismus, das ihm von seinen Autoren schon 1904-05 verschrieben
und zum Teil (bes. von Andrej Belyj) auch realisiert wurde.

V. Ivanov hielt zwei Arten von Symbolismus auseinander: den realisti-
schen Symbolismus, der fiir ihn wesentliche (reale), zeitlose Grundlagen von
Dingen und Erscheinungen reprisentierte, und den idealistischen, der nur
die dsthetisierenden Fantasierereien des Kiinstlers verkorperte, der sich far
die Wesentlichkeiten des Daseins gar nicht interessiert. Der idealistische
Symbolismus, d.h. jener, der damals gerade in Westeuropa dominierte und
von den russischen Symbolisten zum Teil ibernommen wurde, fihre - so
Ivanov — zum »groflen weltweiten Idealismus«. Darunter sei der immer zu-
nehmende Individualismus, der Subjektivismus und die Entfremdung der
Menschen voneinander, ihr Auseinanderleben als Resultat der »Ablehnung
allgemeingtltiger Realnormen des Mitdenkens und Mitfiihlens« zu verste-
hen (553).

Jetzt,am Ende des 20. Jh., erkennen wir die Ergebnisse solcher Entwick-
lung der humanitiren Kultur und die Verwirklichung vieler Mahnungen
Ivanovs besonders deutlich. Die humanitire Kultur und die sich damit aus-
einandersetzenden Wissenschaften verwandeln sich in unserer Zeit in vie-
ler Hinsicht in ein (konventionelles) »Glasperlenspiel«, das auf dsthetischen
Spielregeln basiert, welche ihrerseits von einer oder anderen Gruppe von
Getreuen willkirlich festgelegt werden. Da heute aber sogut wie jeder ei-
gene Spielregeln einfithren darf, zerféllt die Gemeinschaft der Kiinstler und
Intellektuellen in unzéhlige fast hermetisch verschlossene Gruppen und
Griippchen, die die »Spielsprachen« der anderen kaum verstehen und ei-
gentlich nicht verstehen wollen. So weit hat sich also jene Kraft heute ent-
wickelt, die von Ivanov als »idealistischer Symbolismus« bezeichnet wurde.

Fir russische Symbolisten hatte nur der realistische Symbolismus eine
historische Perspektive. Ivanov sah in ihm nicht eine Spielerei des
asthetisierenden BewuBtseins, sondern ein bewuf3tes Streben nach der »ob-
jektiven Wahrheit des Seins«, und diese Wahrheit liege fir ihn im Mythos,
der eine hohere Form der Realitit als die sinnlich wahrnehmbare Wirklich-
keit darstelle (554).
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Fur Andrej Belyj bestand »das Neue« der symbolischen Kunst in der
»Uberwiegenden Prasenz des Alten«, d.h. der antiken und mittelalterlichen
Mystik des Orients sowie auch des Abendlandes in ihr (1, 55; 142-143). Al-
les Vergangene sei in die moderne Kunst mit eingegliedert, meint Belyj.
»...Wir erleben jetzt in der Kunst alle Epochen und alle Nationen wieder;
das vergangene Leben saust vor unseren Augen. Das ist so, weil wir an der
Schwelle einer groBen Zukunft stehen« (1, 143). Dieser Pathos der »grofien
Zukunft«,® den wir auch bei anderen Symbolisten sowie bei vielen Vertre-
tern der russischen Avantgarde und der »religiésen Renaissance« der Jahr-
hundertwende erkennen, ergab sich aus jener geistig-religiésen Ausrichtung
der Kultur und Kunst, die damals wiederentdeckt und in vieler Hinsicht neu
konzipiert wurde. Kurz vor Beginn der stirmischen Welle des antireligiosen
wissenschaftlich-technischen Fortschritts und des allumfassenden Konsum-
terrors des 20. Jh. sahen viele Vertreter des »silbernen Jahrhunderts« (Belyj,
Kandinskij, Florenskij waren darin einig) neue Perspektiven der geistigen
Kultur vorwiegend in einer neuen Vereinigung von Kunst und Religion (ob
traditionell oder neu konzipiert, spielt ggf. keine Rolle).

Der Postmodernismus, der in der europadischen und amerikanischen
Kultur der zweiten Hilfte des 20. Jh. dominiert, kann hier stolz vermerken
(und tut das oft auch), daB sich alle Kulturen und Kiinste der Vergangen-
heit in ihm vereinigt, vermischt und verflochten haben, und zwar in einem
hoéheren Mafle und mit viel groBerer Freiheit und Fantasie als im Symbolis-
mus (natirlich). Der Pathos des kiinftigen geistigen Wiederauflebens der

% Man soll jedoch nicht vergessen, daB sich dieser »Pathos« bei Belyj aus seinem
anhaltenden Gefuhl einer globalen Krise (einer Umwendung) der Kultur, des
Weltbildes, des BewuBtseins und des menschlichen Lebens tiberhaupt entwickelte,
was sich in seinen apokalyptischen Prophezeihungen und Stimmungen, bes. in der
Zeit des 1. Weltkrieges, deutlich erkennen 1aBt (s. seine vier »Krisen« — »Die Krise
des Lebens, »Die Krise des Denkens«, »Die Krise der Kultur« und die etwas spiter
geschriebene »Krise des BewuBitseins«). J. Niva sieht den Kern und das Hauptratsel
des gesamten Schaffens von Andrej Belyj tiberhaupt in seiner »apokalyptischen
Weltauffassung« (Istorija russkoj literatury. XX vek. Serebrjanyj vek. S. 110). In seinen
»Aufzeichnungen eines Sonderlings« erzahlt Belyj z.B. die apokalyptische Vision,
die er in seiner Jugend in einer Kirche zu Ostern erlebt und spiter im
anthroposophischen Sinne symbolisch interpretiert hat: »Als ob die Kirche mit einer
Wand ins Nichis fiel; ich sah das Ende (meines Lebens oder der Welt? — weil} ich
nicht), als ob der Weg der Geschichte mit zwei Kuppeln endete: eine Kirche — und
die Menschenmassen, die dahinstromten; als ob Abgeordnete der ganzen Menschheit,
in Glanz und Bysson gekleidet, dehnten sich aus, durch Klang und Farben, ins alles
beendende Nichts« (Belyj, A. Zapiski cudaka. Bd. 1. Berlin, 1922, S. 96). Mehr iiber
die Apokalyptik im Belyj’s Symbolismus s. Cioran, S. The apocalyptic symbolism of
Andrej Belyj. The Hague, 1973.
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Kultur, den wir bei Symbolisten erkennen, wurde im Postmodernismus je-
doch mit einer alles zermurbenden Ironie oder einem bewuf3t zukunfts-
indifferenten Herumspielen des dsthetisierenden BewuBtseins mit allen
Formen der fritheren Kulturen und Kiinste ersetzt. Das Jahrhundert ist (wie
auch die ganze Kultur) alt geworden und hat die Traume und Hoffnungen
seiner Jugend gelassen.

Eine besondere Aufmerksamkeit genossen bei Symbolisten verbale
Symbole, die als Trager der Energie der von ihnen symbolisierten Archety-
pen verstanden wurden. Viele groBe russische Symbolisten waren da einer
Meinung. Sie wandten sich an alte Zauberspriiche und magische Formeln,
um die sakrale Magie des Symbols (vor allem des verbalen Symbols) in ih-
rem Schaffen wieder zu beleben. A. Belyj ist iberzeugt, da3 das Aussprechen
des Namens eines Gegenstandes seine ontologische Realitit, sein Dasein
bestatigt. Das erfordert eine besondere Sensibilitit gegentiber dem sprach-
lichen Element des Verbalsymbols und zu den Neologismen. Belyj wieder-
holt seine Gedanken tiber die magische Kraft des Wortes, iber das Wort als
»Beschworung der Dingec, als »Evokation Gottes« mehrere Male, um uns
seine reale Vorstellung von der starken Energie des Wortes zu vermitteln:
sie 148t sich nicht verbalisieren, bezaubert aber jeden Lyriker und tiberhaupt
jeden, wer die Gabe der poetischen Empfindung der Welt besitzt.

Im gleichen Sinne sei auch Belyj’s Worte zu verstehen, da3 »das Ziel
der Poesie die Erschaffung der Sprache« sei; »die Sprache ist das Schaffen
der Lebensverhiltnisse selbst«, d.h. ein Durchbruch durch den Rahmen der
Kunst als solchen in den Bereich des realen Lebens, ein Ausbruch uiber die
Grenzen der reinen Asthetik hinaus — davon ist Belyj fest iberzeugt. In die-
sem Falle wird sogar ein »zielloses Spiel mit den Wortern« sinnvoll: »die
Vereinigung von Wortern unabhéngig von ihrem logischen Sinn miteinan-
der ist das Mittel, mit dem sich der Mensch vor dem Drang des Unbekann-
ten schiitzt« (1, 234). Belyj duBlert damit einen fir die damalige Zeit eher
erstaunlichen, aber trotzdem prophetischen (sogar hellseherischen) Gedan-
ken, in dem das Credo der im 20. Jh. praktisch dominant gewordenen Rich-
tung der kunstlerischen Kultur formuliert wird. Schon ein paar Jahre spa-
ter findet dieses Prinzip in RuBland (von Belyj’s Konzeption zwar fast unab-
hingig) eine aktive Verwendung in der Literatur, und sehr bald erreicht es
seinen logischen Maximum in der Paradoxie von Krucenych, Burljuk,
Chlebnikov und anderen Futuristen (in ihrer skandalds berithmten »zaum«
- »Kliigelei«)7; erst in den 30-er Jahren wird dies alles zwangslaufig unter-

7 Das klassisch gewordene Vers »Dyr bul scyr« von Krucenych wurde Ende 1912 aus
véllig »unbekannten« Wortern zusammengestellt. Mehr vom EinfluBl A. Belyjs auf
die Experimente russischer Dichter im 1. Drittel unseres Jahrhunderts siehe u.a. den
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bunden. D. Charms und die OBERIUten waren die letzten in dieser Reihe.?
Im Westen wurden solche Praktiken von Dadaisten und Surrealisten aktiv
erprobt, und spater wurden sie von der Literatur des »BewuBtseinsstroms«
und vom »absurden Theater« weiter getragen. Andrej Belyj hat dieses glo-
bale Prinzip der modernen Kunst als einer der ersten formuliert — und als
einer der ersten zu verwenden begonnen, zuerst mit Vorsicht, in seinem
Schaffen in den ersten Jahren des 20. Jh. Kein Zufall, da8 moderne Literatur-
theoretiker ihn als einen »Vater des Futurismus«” und Vorlaufer des »mo-
dernistischen« Romans bezeichnen, in einer Reihe mit James Joyce.!

In seiner Spatzeit versuchte Belyj das Symbol sogar als die dritte, in-die-
Tiefe-gehende Dimension des Dogmas (im allgemeinen und nicht nur im
religidsen Sinne) im Geiste des anthroposophischen Astralgeometrismus zu
konzipieren:'" »...im Symbol ist das Dogma kein Kreis, sondern ein aus der
Spiralbewegung entstehender Drehkegel; die Evolutionslinie wird in diesem
Kegel des Dogmatosymbols mit der Kreisebene und den in sie eingeschriebe-
nen Figuren gebildet, die von einem einzigen, als erster vorgegebenen Punkt
ausgeht und immer hoher steigt... Alle Punkte aller Linien dieser Kreise und
Ebenen stromen mit der Zeit und schwellen langsam an; in der urspriingli-
chen Spitze des Kegels ist der Augenblick der Ewigkeit konzentriert; das
Licht erfiillt den ganzen Kegel — und jagt, und plagt das Dogma in seiner
Drehbewegung, und das Dogma flieht, und zieht, und eréffnet sich in den
Inkarnationen der Zeit. Der Symbolismus ist die Tiefe des Dogmatismus und
das Wachstum der dogmatischen Wahrheiten« (3, 292). Diese exstatische
Theorie des russischen Anhangers der Anthroposophie, der sich erst von
einer meditativen Trance erholt hat, sicht wie eine sinnlose magische For-
mel aus (obwohl sie logisch durchdacht und mit einer graphischen Zeich-
nung belegt ist), enthalt aber jene wunderbare Magie der Worte (seine
poetische Glossolalie), die Belyj als Theoretiker so oft propagierte und als
Praktiker sehr gut beherrschte. Ihre scheinbare Sinnlosigkeit beinhaltet in

interessanten Artikel: fvanov, Viac. Vs. O vozdejstvii »esteticeskogo eksperimenta«
Andreja Belogo (V. Chlebnikov, V. Majakovskij, M. Cvetajeva, B. Pasternak) in: Andre;j
Belyj. Problemy tvorcestva. Statji. Vospominanija. Publikacii. M., 1988, S. 338-366.

# Genauer davon s. bei: Jacquard, J.-F. Daniil Charms i konec russkogo avangarda. St.
Pb:, 1995,

¢ S.: Chizhevskii, D. Anfange des russischen Futurismus. Wiesbaden, 1963, S. 9.

1© Mehr davon: Woronzoff, AL Andrej Belyj’s »Peterburg«, James Joyce’s »Ulysses« and
the Symbolist movement. Bern, 1982; Weber R. Der moderne Roman: Proust, Joyce,
Belyj, Woolf und Faulkner. Bonn, 1981.

' Vgl. die Versuche R. Steiners, die Urbilder der Kunst als geometrisierte geistige
Konstruktionen zu beschreiben (seine Vorlesung zum »Wesen der Kinste«, u. a. in:
Steiner, R. 1z oblasti duchovnogo znanija, oder antroposofii. M., 1997, S. 336 ff.).

243



Viktor Bychkov

Wirklichkeit den Schlissel zu der groen Welt der Kunst der geometrischen
Abstraktionen, die bei der russischen (sowie auch von der westlichen) Avant-
garde als Kubismus, Futurismus, Kubofuturismus, Suprematismus, Strahlen-
kunst, Kinetismus usw. ihren Ausdruck fand. Ob sich Belyj dessen selbst
bewuBt war, ist heute schwer zu sagen; wir finden in solchen seinen Theori-
en-Formeln jedoch jene tiefen Grundlagen, auf welchen viele Avantgardi-
sten am Anfang des 20. Jh. ihr praktisches kunstlerisches Schaffen aufbau-
ten.

Zu einer spezifisch russischen Besonderheit des Symbolismus wurde die
Theorie der Theourgie als Grundprinzip der zukiinftigen Kunst. Der Begriff
Theourgie (griech. theourgia — gottliches Werk, sakraler Ritus, ein Mysteri-
um) hatte im Altertum den Sinn eines sakral-mysterialen Verkehrs mit der
Welt der Gotter im Proze bestimmer Ritualhandlungen. V. Solovjov ver-
stand die Theourgie als eine uralte »substantielle Einheit des von der My-
stik begeisterten Schaffens«, und ihr Sinn bestand fiir ihn in der Vereinigung
des Irdischen und des Himmlischen im Akt des sakralen Schaffens. Eine
besondere Bedeutung maB er der kiinftigen Entwicklungsetappe der
Theourgie bei, die er als »freie Theourgie« oder »integres Schaffen « bezeich-
nete. Das Wesentlichste dieser Etappe lag fiir ihn in einer bewufiten mysti-
schen »Kommunikation mit der hdheren Welt durch das innere Schaffen«
auf der Grundlage einer organischen Einheit der wichtigsten Bestandteile
des Schaffens uberhaupt, d.h. der Mystik, der »schonen Kinst« und des
»technischen Wirkens«. Diese Vorstellung von der Theourgie fand bei Sym-
bolisten sowie auch bei den meisten religiésen Denkern Anfang des 20. Jh.
in RuBlland einen aktiven Widerhall.

V. Ivanov verwies ganz besonders auf den Gedanken von V. Solovjov,
daB die Kunst der Zukunft eine neue freie Beziehung zur Religion herstel-
len soll. »Die Lyriker und die Maler«, schrieb er, »sollen wieder Priester und
Propheten werden, nur aber in einem wichtigeren, im erhabeneren Sinne:
sie sollen nicht nur von der religiésen Idee beherrscht sein, sondern auch
selbst diese Idee beherrschen und ihre irdischen Verkorperungen bewuBt
lenken«. Gerade solche Kiinstler werden von Ivanov Theourgen, Trager der
gottlichen Offenbarung genannt.