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a) Seek the key statements for each FERIDD and each FEREDH Note the

..~  distinctions between the people within the periods; b) note flow or distinetion e s
between periods. c) Note the whole historic pattern. d) summarize with your
own words what it all means to you, and future! (Concentrate on the sesthetics, 5#‘—?’
not metaphysics unless appropriate to the aeathetmma
amp.c., iou can, within your exam, use a listing number and ordering sequence
like this, with introduction and summary paragraphs. But be sure it feels like a
careful paper overall, with clear sentences (not ocutline notes).
{Be sure the gold sheet letters correspond toc this),.

The key is to intelligently select, essentialize! Convince instructor you
understand the part and whole of it, and throw in your own create summary. This
will be a mix of translating from yellow sheets spcifics plus your own-overview
and style. Be proud you knéw all this! Few people do! Reread the book this
summer and develop your own view: in years to come! Bye, friends. I will
remember each one of you forever|
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CHOOSE A CREATIVE TITLE I“'”"*""J"l-"ﬂl-.
(about the history of aesthteics)

Intro about what aesthetic history is, the overall view etc. Be creative but
factual. (Mix the facts with your own synthetic expression throughout paper).)
L7, JM?M}& Larrd ey .//m‘ﬂtldﬂ?‘_

A) PRE CLASSICAL

B) CLASSICAL

FPlato

Aristotle

C) LATE CLASSICAL \

Stoics
Epicureanist-hedonist

Cynics

Plotinus

s
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J) CONTEMPORARY: NEO-IDEALTSM —METAPHYSICAL Content
: : ot
ST
Croce T P
Collingwood

K) CONTEMPORARY: NATURALISM
Santyana

——

L) CONTEMPORARY: GESTALT-EMPIRICISM

(Big formal handout is thios category; no need to describe here)

o

Arnheim

M) CONTEMPORARY: EXTSTENTIALISM/PHENOMENOLOGY

Heidegger _ 5
TR S e

Husserl

(Ingarden)

(Dufrenne)

(not much said n-p)
N) CONTEMPORARY: SEMIOTICS

Jung

0) CONTEMPORARY: LINGUISTIC/ANALYTIC

P) POSTMODERM: DECONSTRUCTION

«@30verall pattern of history, summary; orginal creative ending about your
overall view and feeling about aesthtic history and future, perhaps personally
and for the world. )
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« D) MEDIEVAL

St Augustine

St Aquinus

E) RENAISSANCE

Ficino

(DL Vined,
Alberti, &
Palladio)

i

(ENLIGHTMENT IN GENERAL)
F) ENLIGHTMENT:RATIONALISM

Baumgarten

G) ENLIGHTMENT: EMPIRICISM

Shaftsbury
Hutcheson
Burke

Alison

H) GERMAN IDEALTISM

Kant:

Schiller
Schelling
Hegel:

I) ROMANTICISM
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INTROMICTION T0 AESTHETIC HISTORY SURVEY : THE GOLD LINE™ = F ;

{THIS'HAY BE THE MOST IMPOETANT 5CAY YOU'I1 FVER FAVE— WIEM OO LOOE EACE TEN

TEARS FROHM HOV). : AS Yiv (R, anyg’

Welcomal We will oow embark upon aur sumzary of the History of Aeatheticg— tha L ¥
. "gold shests®. It iz the overall pattarn of cthe summary— the tercain as & 5
whole— and the sus of its views along the terrsin— that is important. The end ﬁe
. porpose of the summary is to make our minds catalogued of the general historcal ﬁ&&j_.e i
order— the philosaphers, the types of seschatic coatent they concentrated on, ’
the pattera of therories that coma and g0 or persist mcross mellinium— the
rhythe of aesthetics cheory. Against this backdrop you can put the prevoicus
work that we did on philsophy or mrt, and your other art and design courses, The
scan opeos 'slots' in your mind, so in the end you will have a ready
receptiveness for expanding the theories ss you further encounter data and your
own ideas in years ahead,

Thiz history i oot iomediately or surfacely exciting— rather it is important
and interesting in a subclas, loag term wey, The way to approach it is to listen
in cless, achlsve an understending of esch point ("yes, I get it™) and then file
swvay far future reference. If you do "get 1t™ you will alwmys be able to reclaim
and understand tha inforsation when you need i, or pick up on such things in
: other contexts, baring Deen made recaptive of thae philosophic lavel of .
thinking., The Eeardsley book willfi1l in the grain. You should read it more
. carefully this.summar— as we have caly tice for famc melected readings— it ia
7 & densa bock indeed.

!To consider the overall pattern of ths sesthatic bistory (ms a whole) as
well ‘aa itg detailed parta (individual philesophers and theories) the following
disgrem ve showed praviously is relsvant, "Grasp™ this diagramatic concep of
mesthetic hdztory (ees it as & historical "parti') and keep it in mind as we go
through the details of the book: 2

deconatruction
paraesthetics
ak departure
& co
B - ‘ 5
attitude -
beaucy taste>—— [ant the aesthetie. ... ..ovvisnns old straing b & t--2
comproalse b fect =
. i linquistic/
(Time LWE) s HisToRit  PART | analytic attack
I -

Ancther vay to see overall historical patcerns is to extracc differenc liats
from history, which we shall occasionally do. For example, we will look at:
£ 21l the Beauty Theories in a sty f all the Evaluative Theories in a liac;
and § terms/problems in a list. (We already are looking at che # philogophies
of art (imitation, eXpression, formalism v Pragoatism ete), '
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. HISTORM oF AESTAGHS  (4un stuk)  Ta

Preview:
PRECTASSICAL' AND CLASSICAL OVERVIEW OF METAPHYSICS (A context for meschetica): I

Pluraliss va monism and the problem of "permenance and change" dominamced ancient S o3
Greek merphysical theories. The ancient Greek 'pluralist' metaphysics said the .
world is reducable to four basic slements: earth, air, fire and water. Other

theories were 'monist' (reality is basically one one sabstance). All Greek

philoscphers noticed that averycthing seemed to change, and this brought about

arguenent ebout the real vs the appearances. Thales, Paremendies, and Democritus

noticed that some thinga chaope, while on the other hand there is the NMeTE T@

continuence of apparant unchaging conditions: He concluded that certain i STvDm ff"

alemenrs are real, and the reat we see is flur or change and only appearsnce. *:

(Democritus was an original atomist for science). Heraclitus said everything ‘ﬂ Hﬂ?ﬁ "f

ia alwveays changing and not reducable to an unchaging element. He said the ooly T 1/7

thing that is permenant and unchanging, is the "principle that everything AH{:M;; j;’

changes” {a paradox). Zeno create paradoxes to show that ceratin appearaoces,

soch as motion could not ba real. (The hare and tortoiuse), The pythagoresna (a qaﬂm + Ff{ﬂ

colt that was chased avay by the towns people inco refuge camps) dealt with J

translating reality ioto mathematics. Aristotle said that matter is peremenat V ;}1 Pw

and form is changing—— the acrorn growing to the osk is a matter of form chage. Bj ]

Inhersnt in the acorn i3 teloss=— te destiny of the cak. Flato said things x

imitate eternal platonic forms. The forms are real, and participate in material. ET.’ /A

All of this gives aeschetic context, because we are always forging seathric

theory against a backdrop of "existant things". LPML ﬁuu.
'@mrm AESTHETICS Howend | 77"&‘

In the west, the history of systematic philosophying sbout the arts began -:ﬂ\-’%‘d MFHLJ

with Plats{428-348 bc). But the road was paved for Plato by two hundred years '

of preclassical aeschecics cthat we know lirttle of. A noteworthy example is one mﬂkfﬁd RPM

of the first known "aesthetic judgepents" in the I1liad, regarding a pictore on J’

Achilles shield (548 bc). t vas 4 marvelous piece of work" was the EFF"‘;I:

judgemant, and it obviously based on imitation theery values. (Art as

imdtation). Homer and Hesiod also raised the question of the source of the (ff luittl 3PP san.

artist's inspiration, which thay actributed to a divina powear. Pythagaras and .

his followers (an wolld and radical crew) discovered the dependence of muaical p{L? For iy I

intervals on the ratio'a of tha lengths of stretched strings, generalized this

discovery into a theory about the elements of the material world (and they ABE M’ﬂ&m.ﬂw o

I or are de ent on numbers; i.e oltimate reality is numbers); He also developed .z:z(

an elaborate echi therapeuric theory of muaic which supposedly can ﬁl‘ﬂ"\.

strengthen or restore the hatmony of the individoal sool— harmonis or the <ok

octive is the primary interval. "’M}

l CLASSICAL mmunr A ﬁﬂﬂ -:" Upﬂﬂgﬂ

ha mncient clasaic r touched upon virtuslly zll subie and are a base

, for western civilization. Socrates is the father of classical ancient Greek AL JFon EMM?'!H,
philosophy. We know moch of him through his atudent and protege, Plato. Plato'a

studant and theoretical opponent 1s Ariatocrle, Plato and Aristotle represant two

opposite poles of thought that persited and flucuated throoghout snbssquent

western history to the present. Regarding their points of dichotomy, Plato

influenced jdeslism and Aristotle influenced materialistic realism. (Plato

believed in Platonic (an ocherworld, ideal) realm and the ultimare unreality of

the worId of apparant material. Aristotle instead emphasized development of the

scientific trucths of material \_u?r_ﬂ {Toughly speaking) and classification of
thge material world and science, and advanced the westhern tradition of science.

Fer Aristotle, esasncea do ot a Flatonic sescond
Zonca. .

% 1m0 (Cha) ) LHee DIAGRAM

a) PLATO'S METAPHYSICAL VIEW includes the existance of three things:

"Flato's Heaven", the common sense everyday "material world", and a go-batween
called "Desurge”. FPlato's Heaven is the ultimate true reality. This is the A
world of invisible pure coocepts called Platonic forms. (Platonic forms are ]
"unactoalized” pure easences or conceprs). However, the everyday visgal world
we experience— the materisal world— 1is a mere imperfect copy of tha forms—
and cagsed or ordered by tha forms. "Demiurge” {s an agent that sxists between
the world of Platonic forma and the materisl world. It triea to impose tha
various forma on the chagtic matérial world, trying to actualize material ‘{nto
its pure conceptual qualites such as trianglenes, circularity, point, line,
plans, volume, colora, etc— until there is some order. (The platonic forma are
amalogous to a magnet organizing iron filings (as macerial), that are‘cthervise
chaotic. The materialized concepta are always crude coples and imperfect— not
aa real. (We can say thac platanic forms "participate” in the material world of oo o i
sthings of art and oature}. m;_-lﬂ.l'tl af concapts sxist, T DEL " R fosirzan TR
_ tive types such as “besoty”, 7justice”, "truth", and "tha one"." Ffow the A
ilorms said Plato— is fo_know truth— what is idael justice, “Ean", “the-cne™," kT

e etc). These are irrsdocabie pure forms that on occassfon can be oo =

affproximted to some degree by by material world. Eg the painting ewbodigs CoNehl APPROAIne e

SLETE



b) PLATO'S EPISTEMOLOGY: is called "Extrems concept-realism” (see
0/22 .pink handout) where we look into Plato's heavan for knowledge, We sesk
truth and undarstanding of concepts by conteaplating not the material world, but
Plate's Heaven, because the material world is only an imperfect imitation of
Plato's Heaven. And art is an imitation of the material world, (Ses che previous
handout at beginning of year on Platonic forms: where platoenic~concepts exist
independently, prior to actualized in macerial),

c) PLATO'S SOCIAL VIEW is that humans are natorally bora into one of
three types: the arcisians or craftsman, the soldiera and the philosppher-kings.
These, respectively, reflect Flato's virtues of temperance, courage, wisdom
and (for society es a whole) justice,

d) PLATO'S .

Plata's Aestheric view 18 seen in the context of the sbove views). Nearly all
the fundemental aeschetic problems were touched upon or even deeply considered
by Plato. The questions he framed were astonishly veried and deep. They are
scattered throughout his dialouges. (Plato had three periods of writing: 1)
Early (pre-acaemy) period: the Ion/Symposium/Republic; 2) middle period:
Pheadus; 3} later period: Sophisc and Laws. .

Plato held to an imitation theory of art, believing that art imitates soa

aspect of the everyday spatial temporal material worid {min g},
which in turn imitated Plafo's heaven. Unly the pacerial things directl

afTempt to imitate Platonic Forms. T’See_n_ﬁmlﬁ.
Therefore Art is an "imitetion of an imitation"— Ewice remgved From trie Eorms,
and doubley inferior because it does not imitate the world of forms directly.
(In Bther words, the visihle material world is illusionary, unperiect,
indirécely true and yet art imitates it; thearefore, anlogous to Che allegory of
the cave, arf imitates the deceptive shadows on the‘wall of the cave, not the
true hidden {platonic) objects causing the shadows), Therefore art is
distrgcting from true ungerstanding and experience of Ulltimate reality, and
even corrupting.

ART AND FMOWLEDGE The poet is placed only on the 6th level of knowledge. But he
may have some extra insight, perhaps madly posessed by some divinity or like a
diviner who does not fully know. Important: You would think, instead of shunning
art, Plato instead would have advocated a better imieative art, an art that
tried to imitate Plare's Heaven, but he didn't. For Plato, art was UNAECESSATT
and it is better oniy to have direct centemplation of the Forms by meditation.
Althouh has some divine insight as creates, is like a diviner, not knowing for

sure, or Plato also refers to art and craft, later distinquished by other
philegophers in terma of original creation in art v a learned skill in craft.

ART AND MORALITY is always a consequence of concern. Art, if we have to have

it lated to only harmle gaureable art (oF perhaps
litrle value though) thet can help not Rurt human characcer. The enjoyment of

true beaury is harmless—— unlike the scratching of itch which is preceeded and
folTowed by discomfort. But on the other hand, representing (eg in a play)
unworthy characters or imperfect Gods can corrupt citizens, aod should be
cengored. Music also smust be regulated not te have enervating modes, Tha
supreme craft for plato im that art of the legislator or educacor.

who hes final say about arcs. Their first problem is to discover arts sEfects on
people, and censor that harmful.

PLATO'S OBJECTIVE BEAUTY THEORY (a platonie realm)

Beauty for Plato is an eternal, irreducable, objective, platonic form. There is

g platonic form galled "the beautiful™ —a pure con » irreducable and
eternal. (Beauty is evident behin l;hunsing Egrr,!:uﬁr mgterial thinps, as arc

or nature that embody Beadty and give a dim sense o eauty to some degree). The
qualities of measure and proportion and aymmetry of constitue beauty and
excellence . See separte sheet on Beauty theories later. (A sidencte about
art: Remember when we metioned formalist theory, we ended up with the possible
sathetic attribute of beauty. So now we are talking about just beauty— and
Flato's theory ia one candidate. Note that beauty is not necessarily art. And
art may not necessarily have beauty, In formalism it was beauty-by-way—of—
elements-relations and principles. And some wonld aay the beawty was optional or
shoulkd be widened to "aeathtic value™),

(4ee DinGram
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* 2 ARISTOTLE (€ drisiee)

a} Introduction: Aristotle was Plara's student, and represents an
opposing metaphysical view, that there is no Platonic second realm of ideas.
Ideas or essence exist only within things themselves (we can abstract them into
perefection). He emphasized scientific methods, classification, and focus on
particular things— not platonic universals.

. b) ARISTOTLE'S AESTHETIC THEORY:

For Aristotle, art is one g ree branches of knowledpe, the othar two being
theoretical science and practieal wisdom. Art is knowledge of principles
relevant to producing beautiful objects. Aristotle's mesthetic theory -comsg ,
chielly to us through his little collection of lecture notes callad the
"Poetics".

became an imitation not of the "actual" {imperfect) material world, but

-
possible perfect world. (He believed art should modify and essenriglq ings—
flush out their essennce. Alsc, Aristotie stressed Che 1BpoPTANCE GETHE

Yproper pleasure” derived from experiencing imitative art, such as poetry or a
play. The cHEEEcters should follow universal (psychological) laws of human
nature, so a whole order of the play is entact, consistant and correct with

g reality. This- makes for correctly ordered "poetic composition". His most famous
1contribution~dealt with a notion of “"Catharisis".

ARISTOTLE'S "CARTHARIS" THEORY OF TRAGEDY

There is a great paradox of tragedy in imitarion theory that Arsitotle
attempted to solve with his "catharsis t ". The paradox is that plays that
are tragic, sad, frightening” and imltate Enﬁ life (like a movies) we actully
ENJOY, and feel we should see,, although they imitated tradedy and we experinsce
the tradgedy in some sense. Why do we enjoy if it is imitating tragedy and
causes us fear and pity? Aristotles great answer is the "Catharis theory",
vhdch says that trapi i " or releases {like thera those feelings
always pent vp within us— and we feel better and arec morally cleansed. {Later
theorists speak of 'aesthetic detachment' or 'paychological distance'). This
allows a worthy function of tragic art for aceiety, against Plagto's view that
such art should banned. Aristotle also had a cartharsis theory for why we enjoy
dad music.

ll * Arisrotle's asesthetic view modifies Plate's imitation theory so that art
T
I

ARISTOTLE'S BEAUTY THEORY: In this Aristotle produced a theory in which beauty
depands on organic unity, a unity in which every part contributes to the quality
of the whole. Bemuty is an "emergent qualitey", not like Plato where besuty is a
"transcendent quality",

For Aristotle, this beauty can be found ip nature, but also in the above
example where a play is beautiful if the characters are imitative of human
nature sc the play has a correct sense of ending, and whole.{See future handout
unhquHeﬂmdnﬂqﬂﬂwbﬁwmmuﬂmhfmeeﬁkmm,mdﬂml
types of "causes" or design forces within the order of a play.
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@. LATE CLASSICAL THEORTES 5

=
L

Introduction: After che collapse of classical greck cicy staces ,
Stoicism, Epicurean (hedonism), Skepticsism, and Neoplatonism flourisghed
comnpetively— each make some contribution to the history of asathetics.

vy

1. STOICISM: (The term comes from the 'stoa', the ancient building where the
Stoics gathered). Like the Cynics, the Stoics were tremendously depressed by the
collapse of the Greek city states, and Alexandrian Empire. Consequently, their
 philosophy consists of advice to individual for sttaining personal salvation
;in a crumbeling world by reason, resignation, and aiming for tranquility.

, "Learn to be im Erent Lo external influence Tey StYEasd . [We can not be
free, but accepting of our destiny at least lets us feel free). Stoics ware
"fatal-optomists™: 1THe world 1s fatal (predesri and not effected or
cofit¥alled by us); but their view was also "optimistic" in that the ultimace
destined end, and everything the happens, is ultimately for the good.Lifes
destininy is properly fixed by god according to some preconcieved plan. But man
can practice indifference to the world, and others will not have power over him,
(¥irtoe residesa in the will) It therefore important to free oneself from desires s e
and passions, and thos be Yree. Good and evil depends upon one sell. They -
stressed in  tranquility (eg in poetry), semantics, reason, and logic. The
stolcs meraphyaical view is the material world was pervaded by a dynamic force
called reasen , which acted not mechanically but "purposefully" in order to
maintain a universal, rational pattern through all nature. Matter and reason are
the two elements of the cosmos; Matter is not "atomic' but an continuous
amorphous stuff; resgon— is & rational force that organizes and directs the
world mot from the outside, but from within (within the matter). A seed of
reagon is found in all things, guiding ic.

-In sesthetcs -kpo, the Stocis interested in poetry (for tranquility), and the
prablems of semantics, logic and ratiomality. (Chrysippus, Philodemus) Beaoty
depends on the arrangement of parts, and symmecry. Diogenes of Babylon wrote on
mugic; Panaatus on beauty. The delight in beauty i3 connected to the virtue that

expresses itself in an ordered life with decorum. Not only irrational pleasure,
but rational elevacion of in keeping with the stoics general goal of
_kranguilicy (as & way of life} is imporatnt role for GrC. n achieve
this, and the moral benifit of poetry is chief justification for poetry, Poetry
allegoroizes true philoSophy.

2) EPICUREANISH (THOUGHTFUL HEDONISM) : says that "pleasure™ is an
ingredient to happiness. Hedonizm is that pleasure is tﬁﬁﬂimtn gaod in
life. Also, plemsure can improve or entail ethics. Art can contribute in thar
role. Moderate life = the most pleasurable way te live. (Called "pasaive
pleasure™. However Ezng_ic pleasures", gre not goood— they are ac%ﬁ'ﬁmad by
pain. (For example glutony, sexual love), Ethical hedonisms says not only do
peaple seek pleasure, but they ethically ought te. (There is a confusuion here
in the "end/means distinction),

Epicureans entered the firar g;irringa for farnala;a » by arguing (aginst the

pythagoraeans,Flato and ariatotle) that the just music itself, apart frem the

worda (vhose effects are often confuseds with the music itself) is incapable of !
drousing emotiona or ethical transformarion of the soul. Foetic goodness iz not

determined by moral aim alone, or by pleasure technigues and form alone, nor by

simple addition of both—— but by a unity of form an content [ not Tefined here).

They further reflected on ancient work regarding style, and described literture

affectionately, saying that it transports the sola.

3) CYNICS holds that the fruits of g1l civilizacion are worthless:
government, property, marriage, religion, luxury and a art c pleasures of
the senses. If salvation is to be found, it is to be found in a re
society and return to a simple life —— to a life of ascetic living. The Cynics
believed that the i tally evil; in order to live properly a men
aust %HE“E from participation in it. We Crust our NBPPENINES in CHILgs, we
risk the heartbreak in loocsing m. Lynicism is anti-social in that it does not
seek societal standards but individeal wirtue is the basic importance. Cynicism T}t]
is "other-worldly".(Like a monk), Art— particularly as supposedly an important

part of soclety— therefore is lodked upon cIniEBllEf g T
See th beginning Introduction of th out that dealt with Zeno and others view

about reducing reality to elements, an struggled to deal with what was real and

not, permenant and chaging; See zeno's paradoxes, These, as attempts at finding
reality, had a priorimprtance &EE'IEETTEEEIEE‘TE? art. (Art is only part of the
IiFEEFI%EEIIE!T‘ﬂH!EEiE'iITEEIEH!T?”?ETH&FE:'EHH‘E'secundary emphasis for
Cynics. A side thought is that Zeno's paradoxes have impliaction for
"conceptulaizind” and diagramites— something we shall see later in parti i.

I

theory, i
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x 4) PLOTINUS represents the culminacion of ueoplatonism in the "Academy of

thens'" That was closed in 529 AD by Justinian . "On Beauty”, "On the ‘F‘ 5A
_ntellectusl Besoty™, and How the Multiplicity of ideal forms came into being" |
and on the Good". Plotinus' philosophy is & versiou of neoplastonism which

develops FPlato's myeticism (plato's heaven} to the fullest extent: The truths

of mysticism ara considered ineffiable. The material world is illusionary, and

the forms are the true reality— as-it was for Plato. Plotinus divided reality : 5t

into different levels or hypotstates:
a8} "the one"or first uleimace realicty in its firsc role or hyposcasis beyond our
knowledge or conception. Behiond all reality stands te "one'. b ) second
hypostasis: reality i3 mind or intellect and che platonic forms known by mind c)
"all--soul" or principle of cretaivity and life force. Within this scheme—
infinite gradvations of being eminating from the central lioght-— Plotinus
develped his highly original aesthetic theory., though inspired by Plato's
dialogues.

JPlotinus' Beauty:

|| Beauty for platonis and Plato is not a sensugus experience but an intellectual
OnE, P with instructors lecture on the meaning of diagramatic c ATT"/'&’/ amy

[fot viaual meaning but ointellectsusl meaning). —,..—:5' 6 EE— LA e
‘But . Plotinus strengthed the idem of mystical "contemplation” of forms in che L._._..ifﬂ-?. Gwea
lart. Remébbr that plato shunnmed art: ' & should uge it to D | A é‘MH

‘imitate platoniue forms or to use it as a ladder to glatﬂni: formas— ] *

particularly the platonic form Plate calle Butiful’, - — EE t""" i LS '
e — S B

SIDENOTE ABOUT BEAUTY IN THINGS VS THE FURE REAILM OF THE BEAUTIFUL S"J'ﬂ ! Aad

(In both Plato chere seems to be an amibiguoity abiout two level of beauty: the fh’&'fp
"lower" earthly beauty of materail things (that embodies some of the pure f

beauty} and the the high purely platonic realm called "the beautiful". Always, T /9!’1 -8

o sea the latter directly dis best, but often we need to sea the dimmer

instance of beRury occupying the former and then transcend it to the pure full /S dﬁ#r’ﬂ i

platonic realm of "th beauciful"™).

)
Plotinus argues against symmetry {(that stoies stresed). It is neither sufficient JT M
oY meEessary ro baguty, says Plotinus. When an objcet becomes unified, beauty

"enthrones itself". Some things are already unified and beautiful, such as a "
homonegenous patch of colors. Olthes like a ship, are unified by dominace of KMJ?*M 7:&
form— which is a divine thought (concept that applies to the whole). In the F

experience of beauty, the soul finds joy in recognizing it has "affinicy™ or

unity within itself. * This is.the historical source of mysticism and : MM
romantiscism in aeschetics. ve for Plotinus 18 always the love of bamuty. E.f_r # J_
TPt ce ways to truth: Ehat of the musician, lover, mtmﬁian.

Nature can lead us to higher beautys. Art 13 important as 1mitﬂm1_—i'1;L:m‘r&n ‘7/

improve upon nature, or add where nature is lacking. But we should be careful of

earthly thinsg because they can diseract us from the highest, most infinite f?%!j

“authentic beauty" {plateo’s the beauriful). He who sees this besuty ("beyond

earthly besuty" becomea beautiful, and no longer needs to see it. He can "kick ‘4{%_‘/
away the ladder"”. L

Plotioua associsted the besutifaol with a radiance or !EIE#E' resulting from
the quality of unity In object. For plo Ji_w

principle, more or less completely reflected in this world.

?m'swall influence later theories pesrtly influencing St
Augustine (medievel philosophy), and stromgly occupying Rennasaince "Flarentine

Academy" established by the Medicis , with Marsillius Ficinia.
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- General description of Mediewal period:

(a) The nniverss was considered both "geocentric™ {the earth is the center)
and "Theo—homocentric”™ (man is most important of Goda creation).

(b) Tha oniverse consisted of heaven above, a Elat earth, and hell below.
Supernaturalism permeated the universe. Supernatural creatures
axisted in heaven and hell.

(c) Aothoritarisnism reigned over individoal freedom mnd worth. The Church
was the center of supreme walue, and controlled philosophy.

(d) God's will is free, and not subjcet to human investigation

General AESTHETICS of madieval period:
The early chorch Fathers were somewhat doubtful of "baaury® and 'the arts' and
they feared that earthly things might endeger their soul. Moreover, the
literature, drama, and visual arts that they were aquainted with were
associared with aon-Christian cultures of Greek and Rome, involving dangera of
idoltry and therefore Aesthetics was not a pajor medieval concarn. Bot
important developments occured in two thinkers Se Auguatine and St Aquinus.

1).5T AGGUSTINE — his general Christisn philosophy.

St Augustine is the first pedieval figure of signifigance, He provided a
valueable synthesis of Platonic and neoplatonic thought with christian doctrine.
For him the path to happiness and salvation is ths mame path as self knowledge.
And it turms cut that only Christisn theism is truos knowledge. But Augustine
said he coulda't understand Chrisctainity until he learned to appreciste =
Flatonism— as & basis for holding that immaterisl things exist. He uses
Platonism to explain the existance of Truth, Beauty and Goodness (Platonic
forns). To discover thoses marks an jowvard path to God. His book "Confessions”
marks this as a experientinl novement from sounds and sights, through imageless
ideas, to finally the "intelegible 1ight™ (which is a metaphor only, for God).
Man is on a dual theme involving "nature™ on one hand, and intervening spiritual
miracles on the other. Ultimately man's sgul excands beyond bodily life. Lowe of
self and God mre imporatnt. But though the city of God is eternal, man's citys
are not (eg fall of Roma),

5T. ADGISTINE

St Augustine between: "besuty that beloags to things in virtue of
4 (their forming a whole; vs beauty that beloags to things in virtue of their

fitting in with something else and being part of a greater wvhole.

Thisanticipates our recent "logical structure mad synergy™ Tecture.

He wrote on "Concerning Order”.

key concepts are unity, numbe lity, proportion, o r: Unity is the
¥ hasic motion;, not GATy To iFE BUC AT oesTrr—rmee onaiets, Tty s
things as units (and the possibility of comparing them with respect to equality
or likeness), givea rise to proportion, messure, and number. Nember is
fundemencal to both beasuty and being, "Pxasmine the bodily forw and you will see
that everythinog is in its place by number”™. Numbar gives rise to order, the
arrangesmant of equal and unequal parts into an integrated complex in accordance
vith an end. And from order comes & mecond lewel kind of unity: the essrgent
unity of of heterogenious wholes, harmonized or made syssstrical ti thr':fgﬁm :
interosal relations of likensss between EhRe parte. !

Also perceptrion of beauty involves & "normarive Jodgement™. We percieve the
ordered chject as what it"ought™ to bel, and the disordered object as folloing
shore.

Augustine was also coocerned with the problem of literary truth— but followa
the will of poet. DMfferent sorts of lying or deceptive representation.
Affictional character ia ok (and not a "deception™ becauss not pretend realness,
and caly follova will of author.
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“St Aqrines accepted the-task of briaging dristorelisn philosopby imto . ii. . ?‘1 i G
Uhristainity— thac .and nu_m-_wn-ut-ch-m:: : : B i e e
[nowledge of God 1is available chrough & -segative wmy: He mssmes —iodirectly,. i et Rl

ore . e

exritance and therefore god exists. God is needed to explain "a prise mgver, an
originsl causesy that there most be a necessary being (and mot nothingness..)
athervise non necesaary beings such as peron woukd have not persistc.

Algo, 85 a proof of God: We do recogmize truth, goodness etc. And to have chose
make senme, thers must be a God. Realty includes sose things that are so general
they transcend specif things. These tranacedental eristanta (or categories of
eristance) are ™thing, unity, distinetion, true, and good™. When wa join these
qualities together we begin to understand God's mature, but oaly in a relative
ar proporticoal way— but by "anslogy". God is perfect, unchanging, untterly
simple, uaitary, aod heace indestrucatble, good, and true. {This accoally
eyuthesizes the idea of perfect being— found in Flato, Aristotle, and
Auguatine.) God's essence and existance are the same— god can not fail to exist

*

The world for Aquinus {Iike Aristotle) is made of individusl substances, /
composed of "prime matter” plus "substantial forz" in intreraction. Reality in

fact can be viewsd mm a hiearchial pryramid of being with uniform and prime

macccer at the batrom, the human in the middle, and pure form, sod god am pure

actvality at the top. NOTE: Some medievalists used a logical marrix to deduce

the Mexistance of sngels" (to £ill m biank logical category). Both matter and

form are abstracted elemsnts. The human soul has three functiona: intellect,

will, and epperitis (with senses). FRealiry itself divides inco four laws:

divine eternal lsw, natoral lsw, natican law, end civil behavioral law.

%‘ME as "the right resson in making tm.n;E"'.

His mccount of in given almoat Y. in a Iew key passages thac have
become Iamons Eur this rich interpertaion. He starts by saying that "Gooduesa”

is one of the "rranscendengplg”, being pedicable of every being, and CUEEIg
across sll Aristote categories. Goodness is defined as "bedng in relatdion

to "desira™. ONE category of %EES is emlled he “Elﬂilnt' or "delightful®

The plamsant i3 a8 £ W te tes movemssnt of appetitie in
the form of rest in the :mmwﬁm—
Eue: plesaant "Eimuu" when E:r-:ier . ere, p e Beans more Chen
Eeing. extends to ¥o grasp— the perception of beaury is a kind

of knowing). Since cognition conaigtg in abstrgcrine the form CHAt makes an
ohbjcet what it is, aucy depends on form.

In his view three factors &re closely mzsociated with the beantiful:

a) "Inr.z!%itr or perfection” (That a beautiful objcet is complete: a
]

b) "Due proportion or harmony™ (refers te not jusc relations between pertS
and wholg, DUL Lo the percisver;

c) "Brightoess or clarity”. Clarity is that "splendor of form that
g on the proportioned parts of matter. (This view coonects (o
medisval neoplatonic traditiona which light ia a symbol of divioe
beaaucy end truth.

(Note: Te associate the "beauriful" with “harmony and unity” is reminiscent of
Ariscocle. To relate the wnity of a thing to its "radiance or brillance™ is
reminiscent of Plotinua, In sddition to physical beauty, there is a spiritual
beauty which derives from the due ordering of apiritual goods.
L:,.p-l' 4‘# L

AUTHAS' ASFECT OF BEAUTY (Studenc: Remember our list of beauty).

The con D3 of beauty can be staced uniquivically, but beaucy, being oaly “ff i

part of " gs” _ is sn "mns "term"— having diff nas=s when P#“"’" wig ?’ e op

applying Eo erent BOCCA O d any of these beauties are pleasant .

(aad iIequ ugzi seen. pan DW ﬂ-l!.ﬁ‘f.
o OF i ’

[ becry of interpe church fathers were consumed in the task of
elarifying, reconciling and systemitizng biblical cexca to defend Christisnicy
agaiost exteroal enemies and deviations. They therefore needed a method for

Euig interperialon,

iginally, in ancient times Philo of Alexamdria distingquished three lavels for
incerparataition: which we forther developed in the mediewal period by Jeoha
Camsisn, for interperting literary art (and Bible): &) literal historical

level: b) allegorical; c. tropological or moral i I spiricual ar
analogicat™TEE reqUited for t&;gznnu m:E. e
—

Becanse Chriseianiry said the world wvas ereaced our of nothing (ex nihilao),
pature itself most hold che marks or sigos of its origin, and be a symbalic
esbodimsat of tha world.— and like the-Bible, can also be-interpartad. Thos
pature becmes an allegory. (A symbolic scory). Thaes chservatinas arm sorte
theological than sesthetic bot importstat™ (eg rateing the question of symbal
and metaphor, and the general probles of "interpercing art™.
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of man . t pomitive coltural aod

intellectoal and sapects mgaingt dark medieval ages. However this
conceprion of the Reoaissance was actually promot during snd by the
Renaissance, and im oversimplified. Actusl ‘is dus credit for madievalism

as a foundstion, and that later balanced critiqoes of Renaisssnce are valid.
However tha Eensissance encompasses Bany events, most ootable are interest in
astrosomy (vs geoceocricoess), the discovery of Americs, the riss of
Asticoaliem, the rise of a middle—clinas {economica). Haturai replaced

Jupernatyrgliey, and replaced by humsnis e Tor ex and
obsecval . From che an !
age mdvences, and we see the rejection of exterpal anthorities,

the
increase if individuglise, focuos on humanity, iscrease in scientific P - M _f!
L il 2 ‘
RENATSSANCE AESTHETICS (neoplatonist) r®
) In sesthatics, there wvas a revival of Platooism, called Neoplacnism, S-WNI *

Marsilic Ficino tracslsted Placo ang Plotinos, e founded the "Hew Academy™

vhich combioned some Gresk and St Augustine thought, plom invented a theory of f;ﬁ

contesplation based on Plato's conception of the soul in Phasdo: "In
contemplation (of art), the goul withdraws to soas extent from the body into a
purely rational conscicusness of the Platonic Forms. This inward concentration
is required for artistic creation, requires detachment from the earthly real, to
to anticdpate vhat doss not yet sxist, and aleo ia required for the exparisnce
of beauty. .This axplains why beaury can be grasped caly by the intellectual
senses (sight/hearing/rhooght) mnd noc by lower senses.

Theorists advance theories of arta mnd order, Ropresesaticn and imitaticn
shonld ba faithfel in such order, for example:

b} &aﬂiﬁeﬂm signifigant works on fine arcs of painting, sculptore,
architecture. suid a palater requires special talent and akill, libaral
education, and knowledge sbour human affairs and homan narore. Scientific
knovledge is desirable to follow the laws of nacure Tepresentation (imitation).
Scientific kmowledge must be mathemsticsl for the theory of properticns, He alaso
advanced the medieval 2denesion locking painting into m theory of (3-d-ish)
liceal perspectire. to provide the principles in terms of which paintings can be
unified and made more beautiful, yet atill imirate falthfully. (Ses Aberti and
Palladic: math canons)

d) Leopards da Viaci — crested a large collection of notes toward a
syscemacic treacise o ting, . Said painting is superior to postry and music
due tro better imiratively,

e) ubrﬁ DugE-: tva booksa on geomerry, perspactive and human propartion
Rennissance music: that it should compare to the emoticevethical effects of
Greek minsic;. Music should follow the meaning of terta, tio intensify the
meanings of the worde.

f) Eenaissance : (Arimeotlian imitation) is imitation of homan
acriong mﬁﬁmuﬂ ¥as debated, for exmmple regarding the morality
in fictional poetry (rell lies)?. Discussion occored mboot Plata's
condemnation of poeery mnd Aristoles katharsia.

— e

PEYOREWE GO ON : A SIDENOTE ABOUT RATIOWALISM AND BPIRICISH THRQUGHQUT ALL
HISTO

Since Plato end Aristotle, history has oscillsted hack snd fortch becvean
raticoalist va empirical methods in arts snd ecieace, Indeed people reflect
thege two modes of thonight in their iodividunl; left and right brain
thinking.(Please recall the definirion bandeut given in aeptember) :

Paticamlist depends on inoer remson for truth, oot the perceprions of the

exte world. The sapipjiclar depends noc on inner resson, bot external
evidence through the senses. The raticnalist often atarts with a self evidest
premis, and builds a system of knovledge, The empiriciat sssumes an empirical
probailty and experiments in the excernal world, The retionalism seexa to work
well in closed ayrtend of math and logic, where you don't have to see the world,
but just think. Fmpiricisa works in other mcientifie waya and life, The truth is
boch is important. In mrt, architecture eapecially, ve can see both Erends
throught history: Esticanlism = Plato, Rennasanecs, baroque, ; Empiricle
aristotle, gothic, ere.

Also the ratioanlist is dogmatic, the empiricist is pore frealy wxperimental.
Ooce the empicicist creatas someching new, far exasple an archiceccursl styls,
1t-rhmhmﬁu:hdunnumlutrultnmrn-. =

* The Ealightwest period is unigue-in that it divided so strongly into both
types. Tharefore we bave "rationaiist eolightment™ and the "sspiriciast
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OVERVIEW OF : (Addendum for clarification, to insert at start of
general enlightment aesthetics -frem—i/83.

o

e @I Previous to the Enlightment peried, the sesthetic theories were

o "OBJECTIVIST". This means they focused ocutside the person at "beauty" itself,

- Beauty itself, as an object— (either emergent or transcendental or pluralistic) 2

) as it exists in the world outside of us (in art, nature or in Plato's heaven

only) was the focus. We saw this, for example, in the Renassance, as they

focused on analysing "things" that were beautiful — in terms or parts and

wholes, math, harmonious relations etc. (For example Palladio. And medievalists

analysized beauty of things too, in formulas). _

e @) Ir During the enlightment, however, philosophers became "SUBJECTIVIST" that %
is, they looked at the psychology of the human (subject) that percieves beauty— [

not the beauty in the world. In other words they dealt with inner sense-

psychology of the human who percieves beauty. This term "subjectivist" does not \

mean "opinion only" or "relative"; It just means we are dealing with the j

"subject" side, not the "object™ that we are looking at that has beauty. .

(Although the latter too is important they more ignore it than denied it). They

d focused on the person ("subject") percieving beauty-— and sought exact answers ’

actually in a kind of parapsychology. )
We have two types of philosophers in the enlightment, the "rationalists'

(French/German) and the "empiricigts" (British/Scottish). Both locked at Ehe JI|

th j

subject side of things an sychology of the person, (not the object of /
beauty or E@W&ﬂlightmentm"ratiunalists" aimed to clarify -
‘aesthetics in terms of RATIONAL FACUL (reason, clear and distinct ideas and f

rational laws found within the mind). The enlightmentl"empiricists" looked at
the senses that let us percieve beauty— either normal senses or a special sense |

organ caIIEﬂ the FACULTY OF TASTE.
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.) In the sizssseth-ossrary, the rulss for makisg.sad judgisg works of art
u?!-'%mllrm the ssthority or classicel sed ressisssscs writars
we sentionsd. Bot the saw rationslists of this enlightsent period wanted to
gatablinh definste basic rules to support the authority of art. They wanted to
satablish artistic truths in a way similar to the mathemsatical actitude, where
they establizh aelf evident axioms {such as "art is imitacieon” ete and bulid up
a syatem). A& key was Lo rationally understand only essential chings in the
world an in art and try toe stablish premises for raclonal rules. Scame
preliminary scatesents in that line are: the end of art is to examine and
produce not an imitaticn of an individual thing, but of the sssentlal species.
{Modified imitation). "To consider oature in the abstract, and represent in
every painted figure the charseter of te species is the aim". Capture the
spacies’s easence it would reflect cathematical and smesthetic laws koown by
TE&300,

In music thers wvas a conflicc in theories between reason and experience:;
trying te align sensations with mathematics . One msusic view attempted to
reconcile this with a view that said: musical tones, like all sensations, are
"eonfused” mixturea of infinite secs of "pecite percepriona™ in presetablished
harmony with the psrception of all things; 30 in hearing a chord, the soul
unconciousiy couinta the beats and compares the sacthematical ratio, which when
simple produces agreesent or harmony.

J_} ALEXANDER BAUMGARTEN : THE MOST IMPORTANT RATIONALIST AESTHETICIAN

(TOWARD A UNIFIED AESTHETIC— THE ATTEMFT TO MAEE ART INTO SCIENCE.
This sciencific tradition continues tday, opposing so called
non-gcientific methoda).

The word Aeathgflca yam dorgpted by Hm{ HEI%“‘ in his 1735 book called
"R 1 ", Baumgarten was a follower o rationelist school of
philsophy under the influance of Descarte. (PLIiSE SEE PREVIOUS HOTES ON
DESCARTE). Baumagarten noticed that the rationalist school had done well in

developing systematic thought in logic and mathematics, where syatems of theory
eold be bulit up form self evident ariomrS—— this is called '"cognitiv
Know. B conceptula cognition™. But chey neglected "oensor

" gr "perceptual-sensory cognitio” (i.e aeu&etir_ﬁi. [Eationalists

nowledge
m Y5 TesSETIETEN understanding to to conceptual cognition and Baumgarten
ung i“““ﬂiﬂ‘ﬁ.ﬂ_jlﬁmm?i;h“d alsn ERSE
Degcarte, w0no enlt only in conceptual cognition { math) had used the cerms

‘=lear™ and "discince”. "Clear" meant that something was obviously presenc to
the mind-- & stroog pressnce—-— (like "volume' 1f you will, or atrength of
perception. "DHscincc” meanc it was percisely differentiated from ocher chings,
and was internally arciculated— defined sharply in parts and whole, that is. In
Descarces gecmetric math systems all che terms and propesition in his theory is
presumabley clear and distinct (i.e strongly peresent, and well delinisted).
Opposite of Descartes geomety and math is ordinary "sloppy" language is often—
it iz often obscore snd confused.

* HBapmgarten procesd his rational analysis using Descartes terms, applied to
aesthetics. He notlced, in the reaim of ses T—;'“_“%
are istrimsically confomed, = mads Claar, T
wars ' . E cou cognition™ or
1/perceptual cognition ia what Baumgarten

found in guud.poetrr {and implies for other atrts). He termed the word
meachetics as the SCIENCE OF PERCEPTUAL/SENSUAL COGNITION.

Fes clear and distinct [(eg mathemantical gecostry}

-+ —“"m'-nd confuaed {everday street language}

- obscure and confused (unsesthetic perceptions and
sensations )

- clear and less confomad (aeathtic perceptiooal and seosational
knowledge.

#_ Sensations are i sically conf The mesthetic value or
Wiy of A poes or art 18 proportional co the extent of clear as opposed to

confosed ideas it contains. The mesthetic valee of art is propertional to the
intpited vividpness of th!._fE{q_;m of the sxperience falt. Even today,

Tden eachetic concepts aim to be clear and unconfused. * Excepr in
deconstruction— it reacts against the art isg dissolved, ambiguous, oulti
layered, has its inner contradictions exploded. The point herse, is hasically
cnet ratlonalilst approdch was Caken Lo make aesthetic a logical science. You can
appreciste this when yoo read Deacarte because the raticomlimt spirit there ia
so evident. NOTE: The rationalita, in their inner logic, distinquished becween &
substance (thing or ooon) va an attribute (property or adjective). We later ses
there are substasces, oJCLs, propertiss , svests, cestissests aod— against all
that— & logical FIPPEsa-{7) callsed "relations™. eitse il

{Preview forthcomsing highlighrs)
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ommn. CUE 10 CONCTRE ;
axplain cha erparisace of bemury mdar cha TSENSORY PACULTT OF BEAUTT™ slooe or
normal sanses in a respesctabley direct way,
e — R ——

LT Mﬂ mmpiricist enlighteesc 1s ss follows;
begias the sspiricist salightasse by combining che old (objective)

view of beawty with the new subjectivism of a "ffiner facolcy B
tasta”. sdvanced empiricsis to high poinc by eITMAEify platosisa. and

devaloping & subjectiviem chat besucy i= oniy "nr"EE;_n-u"fﬁ_liIﬂ.ﬂf
tasce. QOEky starts to look at phygiologr behind chis: Alison Savelopes its

conplaxity to sdiress the troe cosplaxites of our sxperincs of art sod aators.
* A sommary of apeeific points sbout enlightmese PMPIRICISTS asschetics:
e ——

1) Concarnsd sboot © gjical internal semas for cieving besucy.
a) Thars is a "n-:ﬁ iﬁ:r oF beaucy ﬂir“mﬂ:‘ii:_ﬁ"fﬂ"ﬁnﬁ‘
bsanty, Thay deaveloped spother sessory facolroy called— onder & oaw
fxculty called ths "PACULIT OF TASTE". (For cthem besuty is oot a
maiter of axtaraal senses like sesing or hearing; In faet seny thosghe
ofgan that percives beasty aloas),.

({%&lﬂ'h Hetcheson) = m40%
b) OF (asocher H#F] thare .'I.IT: special sense for piciding ey, just
w%—m%numwh inm-i
c) O some the salightwment 2t vould say thare

&8 for diffsranc ssstharic valuss ochar than beaucy Toch as che
subline » Garard, Alison)

1) All cypss recognizsd broadar ssstheic concepts: aub "
plcturesyee. Soms sl a5 SUGFSLE, SOBS DOS AN W | beamtiful,
mmﬂnw

1) tioa plays kay role. The ra ts had onderplayed imsginarion

recording remizing fscolty. Tha sspricists ses it as &
crsative Carms in craative sssociation and investivenss.

4) The middle of the l6th century, furthared this theory into the socicn of

-ﬁ'ﬂ". t that anyehing conld be beastifal {through owr faluty of
provided it sssociatively linked co right things.) This also
antablished & common basis.

5) That the faculky of tatse vas to be a basis of koowing mare sbout the
Jdgesmac of bsauciful in chioge (ert, oRCOre)— But, cha old views that
bsasty is trosscandastal and oot dafinebis wes ot accepted.

* ({iA clarification sbowt sestharic jndgememss

Prior to smlightsmer ve coold make objective jodgessars of baancy, by

discovering what it is { irredecable.sr setc,; perhaps set really koowebls

fully), jestc as we 0 sbour "red® chimmge stc. Bow, though (18th ), the
attention shifrad ce cha parson judging— so we can ultimatsly bave a bawis
for judging whether something bhas besuty. 5o we look at ths parsoo: mind.

& s=nsas, and specifiaccly a propesd new sesse callewd Tha senss of taste or

the sesse of beawty™)) o

9
T RIX

ENLIGHTMENT m':un:ln.m" VERSI(M: (Continoed from 11/8) So, raticasliss cook & e Uf
sciaacific o the ssscharics in lociciag st the husss wind— saphaxisisg
mnu'-mmt-:w.ui—m;muim. (Thay did noc k
£5C54 on & 4ITSLT Jeass orgaa (or facmlty) for parcisvisg beawcy as the i
emspiriciars did). Basmgarran (s racicsaiisr) for ezasple, worksd out m Cheory A }\i‘,-.
vhare art falls cadar the category of both "normal seasory™ AND ™intellecrual” A uYy
— 80 art is & kdind of inferdor racional COGNITION. (Not a SENSINC). He cried ._g.g +
te sstablish rules for sssthatics sostly as they relation co cognitire feacures - =
and idess=— ncc panse [acnlc{ies) for beaucy itsalf. / ] 3

smpiricists developed an even furthsr look at the &

tioomlists, the snlightssnc empiricimts tried to

» -ﬂ"_u &)
VBt

-
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"l again, bot listed in terms of cha phil » with more detail
follows. [] L] * namas nesd oot be
» oaly the basic princoiples wnderstood in smmmery) :

EANL OF SHAFTSBONT (1671-1713 (espiricist snlightessr) Shafrebory’s views ars
"transitional™, beciuss ha retains the cbisctivist traditios of sarlyer perioda
(s "a" below) wt ilotodoces the subjectiviar positios that dominates the
salightamar {Ses "B™ balow). His visws arw:

2) Ea holds the (objectivisr) cheary of baawcy
beamey). ® ' is & platonir form'. "Whatever in pacare (or arc] is

bessriful is caly & falst shadow of that first bessty (i.s the Plaroaic form
called "tha beswtiful”. Othar espiricists do oot bold the platonie
riav, becasew Chay oaly look at ites b balew).

b) Be balpsd imitiate the-(ssbjsctivist) theory of FACULTT OF TASTE, and
ssphasized cur immsdiscy of parciavisg bessty. (TEE YENNIPT 1N = sesse

S%Mm]w;. )
i

et

=

>

organ thar perceives beascy directly,.not serely ssergent from rhs visoel
sanss. Pather, from tha ﬂm;. “(I-thh--hn:r seass, (ALL ENLIGHTMENT
BIRICISTS AR SUBIECTIVISIE). Tha other of tha empiricists
didn't sceapemd Flatomiss, becsuss it sbass.iscomristsst with the cheary of
w_u;:nnmn:‘dmm-nmuumnm
the besss. sshjnct s fsculey CARDE £ bbamty— »or to look ar
5 DS platls = ey A itary
Entslessenj-isterpers sy i rorms af fajciel. lnser s rancrivs
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‘e) Anywmy, Far Sharcsbury thers 1a s “single” faculty of casce, buc has TWO & 1
FUNCTIONS : it can function ms a "BOTET™ sense or as a senss of "beaccy”
about whecher something has besoty . This fmculty of taste is liks ano
invard eye that grasps "harmony® both in its aeatheric and ethical {morml) l Q
forms. These connect because beapty is percleved noc only a3 harmony but as
virtte. (We can senss both "beaucy” (eg we can sense it io art) and
"moraility” io regacds to harmony. Beaucy is sensed as & kind of harmooy; d‘.’hdJ
sorality is harmoay with geoeral welfare of manknd.

d) Shafesbury was also one of the firsc to focus on the ms an aesthtic
quality. He snalysied the sublime as "one cacegory o ucy",; racher than
a separate opposite category. Hia noticn of sublime va influenced by his
conception of God the creator: the vastneas and incomprehensibdility of Gods
creations are called sublime and — and sppreciated the wild, fesrful
(sublima) forms of oatore .

4) He also incroduced the nociom of "‘l}lr‘j!mm%— which wvas to later
become Lhe core of the concept of the aesthetic.(and for his morality view
also). The ioterest in besuty (from art patore) ia properly detached and
unselfishly desired. Not lust or greed for selfish pleasure or posession.

——= FRANCIS HUTCHESON (1694-1746): wrote the firat codern treatise on aeschetics and
‘perhaps is the best repressatative of eighteenth century enlightment empiriciam

= (Britiah) : HE FULLY SUBJECTIVISED BEAUTY (a3 innar taste facultiea responss).
M" ¥, His views are:
i a) There i3 no belisf in Flatooiss (transcendental besuty). But not only does
= . beaucy nSF name a transcendentsl platonic objcer,
h} It mlzs doesn't name any objecc char we can ses, hear and touch. It 3 moc

‘? even & sense perception esergect phescmenna. Racher, like Shaftsbury, it 13 a
I / uui;uu type of inper phepomens, koown & percived in the "Faculty of taste”.
4 . ¢) 'Uniformity within variety' is a hallmark of things that we percieve chat
4 (IYTEATETY ETEEEERST EN-TEENTiful ("The Spactacer Papers") wrota on
assthecic "enjoymenc™. He said that tasce (15 the capacicy to discern these
thres qualites that give rise to tha imaginstion "gremcness (sublimity™,
| "uncomonnesa” [povelty) , and beauty. He basically raised the important
1uestions, but not solved them, He maked why so much plesasure is accompanied
) wich perciveing mestheics, aod he highlighted thatr aesthtic plessure 1a a
apecial kind (noc just hedonistic pleasure}.

EDMUND BURKE (1729-1797) In the mid eightesach ceacury, Burke published his

\_S"),-"# ; famous book A Philosophical Enquiry into the Origin of Our idess of the Sublioe
W and the Bemutiful™. Hurke sddressed both the psychological AND physiclogical
sapeccs of aescherie experience: i T i F T

b .’_EH a) Paychologically, he distinquished that the BEAUTIFUL is "Finice and
produces unmixed pure delighc”; the SUBELIHE ia infinice and produces
gng i) "dalight, mized in or qualified by terroror pain”. (Eg ac a wild landscape
7 o B B VL etc). Also, 'sublime’ i3 not a sub category of beaury as it was for
P others), buc an oppoasite, separate phenosena. (Sublime is "induced by
A/} F‘@J}JW abscure objects and of grest aize". Burke also distinguishes between love
A e, {appreciation of beaocy) va desire for posession. The latcer does not
conscicuce aeathecic appreciation, and is selfish. ailthough, chey
M‘[ pften operace together.*® Beautiful things have smallness, smcothneas etc.
’ b) Physiglogically, he said: "Bemuty acts by relaxing solida of the whole
{husan bedr) syatea”. (* Burke is conaidered a picneer because he was
(/bp GTJ the firsc to address the level of physiological as such).
— — €) In hia physiclogical view, Burke rejects Shafrsbury B:‘I-d__li_\y_:_qleauhlﬁ View

of a special internsl “faculry of tasce’— Juc inscead furke Cries LoTTise
the more THARY nomena of pleasucre and paim che basis for beaucy and
sublime. Tma._:pﬁmuaure or pain from anecner special “faculry

for beaucy™).

~c
ALFYXANDER GERARD== sade use of the "ASSQCIATION" (linkage) of ideas in
explaining our pleasures in MANY things: beaucy, sublimics ARD ridicule,
harmony, imitation, virtues. {(We will explain associacion in anocher more
developed philopher). Just noce how peaucy has been coomplicared into differenc
qualites, that connecc— and that this will conrine below with Alisan.

ARCHIBALD ALISON (1757-1839) published his book on taste :a 1790. (He is che
final culmination of Shaftsbury's empiricism). For Alison, cthe faculty of taate
is defined as "rhar by which we enjoy wharever is beauriful or sublime', His
cheery is ecomplex, and not elaborated here, but impartancly develops notiona
such as "objfects of tasre" (art and nature), "simple and complex emocion",
"simple and complex plensure”, "traine of thought" in the "imagination”. In
these, he did better than che others in trying to ecxplain the richoess and
complexity of the experience of art am nacure. (He said: When an object i3
percieved, a simple emotion is produced in the wind; This emoctien them prodeces
a thought or image in the imagination. This in turn gets binked by
"association” (like symbols) to a whole ONIFTED train of thoughe. This sec of
simple emotions created a compler emorion; each siople esorion 15 accoapanied by
simple pleasure. This set of simple pleasures conscizutes a complex pleasurs
known as “delignc”}. Inscruccor cices chis not for your oemory, but jusc the
gist. Note that the original concepra of besucy has hesn widend inco differenc
aeacheric qualictes, thar are intarrelaced by associacipn, and therefore making
aesthetic theory more detailsd. (Please go back now and read the summary for
big picture. Thanks)
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Dear atudent, aany years froa oow, pleass think to yoursalf: r
"that late fall day in college, when you met Fant and Hegel™

{{SIDENOTE OVERYIEW:

we proceed now from German fdealism through Romantic periods. On page

one of Gald sheet you showld express this as an increasing spiritualizacion or
arsticism, ideslsim thar stems from after ¥Kang up the Zoth century .

You snourlkd also notice that chrough history all the nistories oacillate in
Jifferent combinations, 50 summArizing under lump categories is difficult.
Please also reacll at starc of year we looked ar ISMS of philosophy.))}

lGEP‘.HA.H I]JEI.LIE!i{[nnr.. Sehiller. Schelling)

|) KANT GENERAL METAPEYSICS  _S 48

Bafore we discuss Aeschetics, please recall Kant ac the scarc of che semester
{see chose sheets). Eanta held a "CONSTRUCTIVIST" metaphysical wiew: He held
that the world as we koow it (or ‘SEperience :.) 18 'constructed' by che mind.
Therefore we do not know about the real world in itseif, or even our real
'salf', in itself. Thar is, we cno never ‘tnow the "thing in it=elf” behind che
sensual representation we have of it— becauwse it is only an indirect
representaticn interperted by senses. And not just sensations or perceptions,
but our 'thoughts' also are only representations chat can't go beyond the
contraines of the mind "to sem itsalf (the mind, self) as a whole". All we
know is the world of 'sppearance'. However— we can know truch relative to
and wirhin the wvorld of appssrmacs (ooly), and can know aod predict appearance
insofar aa it always reflects Esnts catsgories, (Thers will always be
'rglations, tocality, cansality, submcaaee' sad other cacegorical forms in all
our understanding and descriptions of anything we can know. (Bcause the
eptegories order the experience, a'priori. Experience comes to us ready
cacegoried. (Fants mecaphysical view ia a grand compromise becween Descartes
rarionalism and Humes empiricusm regarding what we can know inaide and cucside
our self. Eant said ye= youo can know of che empiricle world but only &8s a
world of appearance, and you can't get beyond it to chings in icself (as the
rationalists said).

A MODEL OF EANT'Z MIND/SELF e

Lec us first review nis model of the mind or self as we know it. But remember we
can never know the resl mind or world in icseif. This is a "transcendental
deduction™, not empiricle, not sensory, not normelly raticoml.

* Tqor Yant, the mind is divided into two halfs: the faculty of "“sense' and the
faculty of "thougnc". The sense faculty consist of perceptions, sensations etc.
The raculty of thought is icself divided in half into cthe "reason” faculty and
the "underscanding" faculty. (The 'undersegpdipg' faceley includes all che
Tancian conCept-categories chat we mentioned— thar is what bringa
pinderstanding to seosory stoff). A third facolty called "imaginarion” lies
perween faculty and sense— as an interface. The following unl:iinl BXpresses
this cleariy, alcthough instructors interpertaion is ipaccorate.

| Faculty of senae >
3) Faculties of thoughe.
1} Faculey of reason
2} Faculcy of underactanding: has all che Kancian categories
) Feculty of imaginacion (interface becween & and b)

WOTE: Tn normal experience, the faculties of {A) thought and (B) understanding
aecs upunmne—rgﬂuﬂf senae To organize the sense within a concept . 5o
raw sense becomes sabodied or "delivered" to us vrapped in 8 concept to make

intelligible. In ocher words coscupcs orde: cle seasory conteat prior Co our
experinece . Therefore exparience 13 always a concept/percepr (or conceptualized \@
gensation). (Concepts without percepts are empty; percepts without concepts
ara'blind'). Experience is a'priori concept-loaded by Kant's concept E;‘gnt’
cacegories. Experience comes in the formac of the categorea. (5EE THE LIST OF plurality
CATEGORTES— yvou will note hoW they alvaya are a'priori ondersyood in all our totality
sensa eIperience}. : @ e
|
*#* BT WE WILL SEE THIS IS DIFFERENT IN AESTHETICS! THAT AESTHETIC JUDGEMENTS nﬁgan
0 NOT INVOLVE CONCEPTS. (When we féel something is beautiful, it does not — lim1tation
pniike normal judgements — entail conceptual-categories . Evaluating beaucy is ‘f\, Eslation
net a logical judgement. (Explained below). Zant deserves crdit for trying Co -~ aubstance and aceid
creace s woole sytem that integrates all his views togecher (ses diagram). causality and dapen

Intaraction

@ i

poembility — imposs
AXLECEN 08 — DOn-a%
OECesmty — COntnge



_ EANT'S APSTHETICS (costinued from previous paragraph). i‘s
(Bafore eiplaining [ENTE Eesthatics, it should be understood 1n our historical 17# 9—'-

context (pea diagras pags 1, gold sheec):

e PRI e

LBt = il B e

& {istorically speicing, (in the Goldshesr chronology) Lant rescted
the eacly mE:r‘;cle viewa (of Shafggbyry and Hutcheson) who held that aesthecic

moral judgemsnts Are a r of feeling or =ens ==nr g apecial faculty of
taste. * Eant mlsc reacted against the rationalist (Baumgerten) view thac
asathetic judgment dealt with inner rational principles. (S0 if aesthecic
judgement and experinece is neicher io empiricle senses or rationalist
cognition, wnere is it? Fancs anawer invloves nis encire pailosophic sycem and
==del of the =2ind. Anod in that model he deals with beaucy one way, and the
gublime in the other way. (See mind model above).

a) BEAMTY
tants view is thar beaupty (a3 wve expwrince it) 1is a "SFECIAL" pleasure
resulting from “FREE PLAY" that occura becwen 'faculty of understanding' and the
‘faculty of imsginarion', that occurs when a 3o called beautiful object ia
pres IT IS NOT those faculties gpd not Cf paceprual. categoriss 3

interact , am aet off by : i some BESTHECIC Objcet— DUE thats all we
“¥En say .-Eh-a:ew::.- geras off the free play we must and do call beauciful. {This

view seems to give assthteics a kind of by-product status in che mind}.

b) SURLIME: The gublime, which is for Xant amjgiéﬁ%
aeachetic erperience, and he takes a whole different appreac Bfine. He
axplaing the sublime as "a fesling of the grandeur of reason itself and of
man's moral desitiny., which arises in Ewo waya: a) when we are confronced in
nature with excremely vast, force of greacness (eg wild grand nature) called che
Meublime":— "our immginarion falters in che cask of understanding it, and we
instead becose sason, whosed ideas reach toward

tocallTy. we are coafronted vith the overvhalmingly powarful
{the "dynamic sublime™) the weskness of our empiricle self (the self that we can
see or feal, and mppaar to be) mmkes us sware by contrast of our moral wiorth as
beings. (In sublime experience, our faculties sust adapc to the objcecs, due £o
their overwhelming foree of greacness. It is not a free play like in beaucy).
Final noce: because for Eant the erperience of beaucy and sublime depends on
seeing nature 43 sosshow artifacts of cosmic reason beyond our comprehensaicn.
This opens doors coward romancicism thac seekd truch and cao get Eo ie (Hegal)
by conteaplation that ends in seeing gpiritoality.

Regarding aeacherics, Kant 13 important for having an aeshetic theory that fits
tn with his general metaphyical system— so he is comprehensive.

A.E.ETIETIE AS 'SPECTAL' NOM SCIEMTTIFIC HEDONISH
e neld whaayL called a Non scientific and a specail hedonsim view. It was not

serencific in that it used philesphical deduction, not pmpiricale scientific
sxperience . [t was hedonistic, because assthetic value is said exhibit a force
4f pleasure, that was immediadCe UpOn pErCEPLlon of eg peauciful things or
aublime things. The msechtic pleasurs thougn, iz a high, imporatnt, SPECIAL

kind of pleasuer, that bas tha following hallmaris: (Emntm aesthetic pleasure 1s
special because it imvolves:

(1) "DISIFIERESTEIMESS" "wa are detached, unselfishly relsted to the
Zlessure as opposed to all other kinds of (non aesthetic pleasure). Kint's houw wr: Kooiig 58

4

=y MTMTVERSALITT™ [The aesthecic judgement of someching beauciful/ sublime
13 correct abd true for all. This is crue due ROC CO -any
logical concepts or categories {(as you would use in
validating normal non-aesthecic judgementa). [t is Erue
because we mll have the "free play" relacion ship. 30 IT I=
SURJCETIVELY universal, not logically (objectively}
guniversal. There are oo explanacions beyood this.

{3) "MECESSARY" in a uniquely specified way;

(4) gives the effect of “PIRPOSEIVENESS WITHOUT BETHG FURPOSEFUL"

# larification of points (2) and (3}: It was a paradox how we can accept
Fant's view that there are universlly valid and deZUNEEY judgement (truchs)
abour what is beautifol and sublime. The paradox is chis: Becanss Eanc claima
certmin objcets we can have uoniveraal sesthetic value for ALL PBOPLE, (they ARE
besuciful, sublime} you would think rest on logical reasons, conceptual
categories. (Becauss all other kinds of opiversal judgemenc ia life do)}. Buc in
Eants system, sesthetic judgements do not have that logical proof, — chey are a
SPECIAL  judgemsnt entailed only in the free play bewteen facultiues. They are
subjective (yer cercain}, Other things in life (non meschetic) muat be objective
cerEdin ta say they are univeraally crue for all peopla.

fJB mencion "synthetic apriori as s sidesote in clasa).

* 4 Hardly anyone today belives in literal exiscance of Isnta categories, or
all rhe farnlties ss be dimgressed. Bot he is perhaps the mosc important Hodern
philosopher, in introdmcisgynll he did. In assthetics be wrote the firts full
sttampt to sycesicisis- and opey doors. :[Hstinction botvess art/scismca thought
and knowledge; introdwctios sad clarification and distimctioca amoog coacspts,
i the rasceptoel oetwre of keowledege. (But oot literal cacegories).
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’ FIGURE 3 5 D/ches ~= -2t oUTLED
For Kﬂ-ﬂf, IN The cuows v v l..ln..;l.l.l.d.l} CAPCLICHILE bk LHF‘-EAI'J.#F“-“L‘- '-'1.'-“-'4“'-}: 5"*“”'-"""*"-'_'*—*"'
comes into the mind from the external world {X),-and in both cases faculaes of the mind
(the forms of intuition, the imagination, and the understanding) strucrure that stimulation
50 as to constitute the objects of experience. In the expenience of beaury, the imagination

and the understanding function as the faculty of raste by engaging in “free play.” The free
play of these cognitive faculties constitutes the object of experience ot beaury in such a way
that it lacks certain relational features. The universal feature that Kant alleges the object of
taste to have—the form of purpose—is derived from the forms of intuitions that function in
the same way in both ordinary experience and the experience of beauty. Thus, the object of
raste exhibits the form of purpose withour actually exhibiting purpose (or function) because
having a purpose (or function) would require the ordinary functuioning of the imagination
and the understanding,.
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oe® Oyarvisv: (Fesssbar, German [dealism is besicemlly making reality and
aeschetics more spritual; rosanticism will continue that.)

1) FRIFDRICH SCHTLLER (1759-1804) (German idealism, continoed)

fants meatheric theories were first made use of by the dramstcic poet Schiller,
wha found in them the kev to a number of profound problems abour culture and
fpredom that he had been medicating. He developed 8 nep—Kantian view of art and
bemucy as the mediusm chrowgh which numenicy (and the individual) advance from a
"sersuous impulse' to a "formal impulse' and they are svathesized and lifred co
a nigher plane which he calls the 'play impulse' which responds to the beaucy of
the world., (This is a more concrete version of Kant's harmony of immginaction and
understanding; it involves freedom co conform to rules of different art games.

iy appealing ro the play impulse man freea himself from dominance by his
sensuous natore, man becomes more human and better socially.

4} FREIDRICH SCHELLING (German idealism, continued)

Schelling was the first philosopher to claim to have discovered an "ABSOLUTE
STANDPOINT™ from wnich the duslisms and dichotomies of Kants views could be
overridden In hizs "System of Transcendental Idesisiz"}. By dualisms we oean the
shenomenal appearance va the unknown nomenal real world, or thing—in-itself}.

He actempted to reconcile all che opppsosictions of art and natwre chrough the
idea of arc. He smid, in artiscic incuition, the self 1s boch conseiouss and
inconsclouss ar once. There is both deliberation and inspiration. There i3 ac
work an unseen creative drive that 13 on the unconsciouss level, the same
conscioua artistic activicy. So Brt become the sediom by which INFINITE IDEAS an
POTENCIES becoms embodied in finite form.

HEGEL (1770-1831) (German ideslism, continued)
5} HEGELS METAPHTSICS: "DIALECTICAL ABSOLUTE IDEALISM™

Hegel is the most 'Jll‘f articulated idealist system of aesthetics. By idealist,
we mean that “spirit’or “ideas™ (not material, as commonly assumed) is the true
ylrimare reality. He sutlined realicy as a "dialectic", (logical progression,
using synergistic tree=hierarchy logical sl;ru::uu-.:hal: depicts reality; and
history evolves in that order— plays out the logical sequence).
The dialeccic progreszes by "criplecs" of ideas called "thesis',
and 's¥nchesis’

{"Thesis' iz an 1dea. 'Syntesis’' is its opposite (a contradiction) Yet these are
resolved by aynergistically combing to get a new higher idea. (Marx later copied
his methed for macerial worid only, not fer the spiritual world as hegel did).
ALEASE RESPECT THE SPIRITUAL NOTION OF IDEA-- a pure concept (like FPlataonic
iorms were}).

“or example of & caoesis is "being”. The antithesis is "non-being". The Synthesis
ig "E.-gcu-j_ng“. Decomming (captures the previous paradoxr, and im a higher
reality that resolves the paradox. This dialected cootinoes until mll things
and ideas evolve logically (and historically ) to God or absolute spiric. 41l
the ideas of the world (thinge chat relace to them as wall lisk pregressively
{in cree hiearchy dialectical logical structure) to syoargiss (by triplecs) to
God. See the Hegel dialeccic diagram. The BASIC POINT for studencs here is
sugt hoe we are oealing wich pure, spiritueal fdeas-— as a backdrop for the
apsthetics 4§ followas

'ancithesis’

HEGEL'S AESTHTEICS

In art, he says, che "idea" {spirat; the "notion' at ita highest stage of
dimleccical deveiopment) becomes "embodied” in sensvous form. This is "beaucy".
Baauty 13 is the preseatation of ABSOLUTE SFIRITUAL truch in senswous form. It
is che "absolute" (spirit) shinning through appearance. Man thereby renders
arplicic to himself what he essecially is and can be {spiritval valwe). When the
sensuoun (eg visusl) is spirituslized in sit (i.e sprit is represeated in the
art) there ia both B cognitive (thought) revelation of TEOTH and also as
REINVIGORATION of the beholder. Natural beauty is capable of embodying "the
idea™ to soms degree, but humen art can achieve the highest embodimeac|

HEGELS INTERPERTATION OF THE HISTORY OF ART (Taken from the larger diagram)

Hegel uses his theory to explain history itself as a dialectical evolution
(gpiritual svolution, not Marzian materialist evolution) that follows his
logicel chart of triplecs. He describes the eveluotion of differenc art cultures
wichin that evolucion thusiy: a) Ancient priencal "symbolic art" is the original
thesis (the art iz overwnelmed by the mediom); b) "Classical art™ is che
ancithesis (where the idea and medium are in perfect equilibrium}); c) Eo
"Romancic art”, which i3 the synchesis (above cthem); (ia which the idea
Jominsces the the medium and chus apiritualizacion is coapletel!! Wowl

Schelling {4775-r854)
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{Grerall Hote: In our goldsheer chroanlegy, Fou can mee the move from
empiricism, to Lapt, to romancicies as incressingly avsical. spritusl, emoricnal
ard intuicive in flawer (o8 oppassd to the certaln scientific or realiscic
approacnes that we will see later). Please recall your Janson act book [or =aoy
exampies. Four charecteristics of Lhe rosantac period are as Collows:

Om gernad of Fetl 17 Cm,

a) "EMOTIONAL EXPRESSION" Fomantics were Che anes who general lv congieve arc
as the TERETEEETan OF ChF SCTEisC s toner emprion'. Emction na3 1ACCINSiC vaiue,
and thus tne art That sSxoroases LC has value. Besall the list ansErdcEaf Eave
rau of all the different emorlons. Also eppreciate the infinice GULATTY and
ayaterr— apiritualits 1f vou will-- of emotion (phencsenal poant of Yiew).
4 poes is a "windo to ses CATOURR, 10EO the posE.
{Sidenoce: Recall chat exzsresion cheory today 15 conceried rith iATAreDArCing
rha emsotio &l concent of arc. not as ematlon. but only Lhe CoRRLLIvE Or 3E3AE
chapscreristics of emocipn (tnar pacjkege esation. Ef fear s only a
“ruah":hagprness is ssOOCANE3S: SXC1TE@ERT 18 CeapldnEss.  @ec), .’-'-'-"'.f.-'f'

b} "ngmmgu gu'n INTUITIONESM®: A EACULTY FOR DIRECT INSIGHT INTO G?"ﬂ
CLICMATE TR 1 Ta this period the TCagiRation’ 15 aven forther ,..'I‘-_‘

pd¥aced Than Qrevious era s AR 1EFOTTAnT, real component of a cheorw., The
1maginatios 15 elevated o0 being a FACULTY itself :or imsediate [NSIGHT into? 7
TRUTH, diacimec from mnd pernaps Superior to reason anc underacanding. They
distingulshED between sers “iamey' type imaginacicn and real lzaginacion. The
fancy i3 mers sode of meaosry o reco@milning ald 1mages, But real imaglmAcion
achieves insight-—— CRET Wisksivag and eransiores the data and creaces coue
novelty and emergent guealiby, ta AOW seen as DOLO ‘sreator' and cevealer of
amepurs=— mnd wnat lies behindg 1", This 15 & romanticised wersion of Kants
transcendental idealisms.

Ly Characterzscics?

¢} "ORGANICISM™: Eosancicizm disringuished sad favored 'organic' order and
design @8 SPPOEE Lo mpachanicle’, True art 3 an organic whole, that ia
sycargisctisccly more than the som af pits parts. Sound togechr in deep subrelty
in unity— better chan the less subtle "nddirive” omechssicle neoclassical
combinacion of parts The concept of nature 1s 'organic, and art growing out of
natues like o living being’, Organic wholes sre a kind of magic Chinjus. soeplete
and with conertent forece operacing within zt with rhvoe and meaning. (NobE just 3
aachine |. =

4) "SYMBOLISM" arct ana nacere can be sen as & symbol-- & sensuous embodioeat
af a .F.;._"nfm""".eu:_u.: g - Alenougn this s an oiod idea, it has nev promenasce in
comanticisc.. Gosthe distinguished 'allegory' @ combinacicn of universal and the
parteular. {Abstract ideas anc individoal inscances). English poecs (Wordworthl
evolved a new lyric poecry waich tne visible landscape took on the atecibuce of
human srperience {symgolicalls). Fremch posst { Baudeiaire} eaphasized concrete
syobolic objecCd 45 the Nearc of poetry.

e) "PESSIMISY" {opriceal) (In Schopennauer and Neirehe): 'Fomantie
Passimiam was che hallmark of two romatic philosophers namned Schopennsuer and
Nelpche. Borh were ¥ery pEssimistis ¥a© [ASS1OnNAte aDOUC OU3AN Iifm on eartn Bs
we know if in Che sverday sense. ({See belowh

{two philosopners)

7. SCEOPENHALER (1788-1860) Schopenhacers selutios of Lants doaliss {(the world
of Appsarmscs or phessssss vs The real thing-in itself or mommena) wms chim: the
rest verkd of sossss-, sur resal salf is jredeced to purs (epriteal) "VILL" =
thet e phescnensl world (art. naturedl is the phesomens srpresios of prissl
will to life.. he sorts Ldeas hin a hiecmchy, with paleonic idess svailable o
coatemplate. Contesplarion of art 1a laporcant because LT freea us Erom che will
and from the "principles of sufiicient reance”. APr giwes um o pure vill-less
erperience.. He had a unlgue cheory of music, chat cusic embodies not idems but
will itseif. And iR music we can contemplate the awfulness, UCglng scruggle of
will {Parwin) withowe being direccly involved ourseif.

& For Schopenshager, the assthetic moment comes 16 4R appreciation of an 'idea'
apart from its particulsrly bF 3 kRowsT who haa eacaped the condition of his
individos] existance. The assthetic imvolves the sppreciation of the throbbing
wil things by an swaressss libsrated for the AT T T ITNN o

parcicalar eristance|

3, NETTZSCHE (1B44=1900): i3 sometimes eovisiooed as » passionace, ingeniags
sndmas (ms his delberate scyle of writing might precend}. (rardon Lidday—eagque].
Today be is incraadingly becoming more respectable, DY postmodernists and
suropean philosophers who parform is indirece, rich, deep, esartisnal passages .
to dry snalytical philoaphy. [He indireccly led te the existenrialsc Boveseot
af the 1850-60's. He eaptures the de-logical flavor of today's
deconsrruccionists aod other avante gardes). His political ateitude of ! power "’
and & lpmder who i3 a 'soperman’ (Hitler) is described as facecist, if
{adieserly ooly. '

& Raitzsche follows Schopenfiauer in holding that emeTlon 1n ATC Tepresents Loe
undariying dynemiss of © niverse, howerer Che Dl1gD 3 Tadegey: He
sresented the TOeory Of traged¥ A3 arisang from the conjunction of two
fundmenral life forces: tne Dioysinn nnd the aAppalloniac spirics.The firat 1s
smoriopal (right brain } and a jayful acceptance of experisnce. The second ia
racional (left brein) sotaila peed for order and proportion. ) Helczache walued
art ss an ssserticn of life'a pesmimism and will=— but he sndorsed chac. Net to
aroid or resign Erom lifes pain (like Buddha) but to affirm life io all its i
pais. To exprses the erriscs will to pover. Bs expressed his philosophy ~a
pasmiomats writiog io postic style, not io logical terms, :
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1) EENEDETTO CROCE:(1866-1952)

INTRODUCTION: Croce was an Irallan philosopher in the Hegelian IDEALIST
cradition. Philsophy for Croce 18 che atudy of the mind or spirit, which Lot
Croce was realicy. Philosophy and history can not be separated, and they both
are the development are four spheres: "pagthetics, logics, economics, echics".
Togetherness of those reales 12 Sprit. He opposed Hegels dimlectic of opposited
and inuua:d called for & "dialectic of distincta” involving those four spheres).

%ﬂtﬂﬂc discussicn opens with Beneddito Croce ooe of the
sost GAD thetic theoriata of our cime. He created tresandous
influence in early twentieth century with his book "Aesthacic” pOETTETd—1502,
tranalgted in 1922. * He arese out of the Hegelirn organicisc school, mod so

interpertad mesthetic phenomens in the cofterr U BEeITan IDEALLSM. JyL he did
515 5 manmeT Chat was concrece and down to sarth, so tha ™ EERY 3T hi=
concluaions ceuld be almost trapslated into NATURALISTIC (non-spritual, non-
idealist oatural terms). (¥ He thus carried over the previou dealisc

. ot with naruraliscic (earchly tone, 8o is a brid e C

saantifiss] and Yorure (ymcuralisd)). :

Owerview/praview:
Hore apecifically pur, he oade an prusual idencification chae INTUTTION =
e —

”l I] i* w which split hia influesce in Ewe waya:
a oce's emphanis on immediate "inruition” {of quality and fusion)

profoundly influsnced the populerity 3 TRE docLrine chat assthetic value is
the ™ntuicion of quality”. This novel concept of imsediate inteition of
sensitive qualities fed ines what is called ".oncextualisct® cthought, which
focuses not on pleaseure but con the wholiatic ih:li'u__'['ljﬂ_ TYIVID QUALITY™ within

beauty, that can be interperted in the art irmelf. This intulfive appreciation
of quelitiss pavas the way for naturalist sad pragmacic 'formaliss’ (Eg
Santyans, Jemes). b) His sniqoe Merpression” aspect of theory infloanced
sesthecic theory in assther direction as well, toward the psychological
parmarslitic asslysis of EIFRESSION. (Eg Collimgwood latar)

* Both thess different lines of influence can be sesn as a move mway from the
mystical spirituslization of the past and toward the naturalistic (earthly)
focns of facure. In mll, it was a simple philosophy, it captured many
complexitiea of art. {The above preriew is now itemized below:)

A Breskdown of those points: (major pointa are 'a' and B

a) C invented a whole new expression theory, that art is "EXPRESSED-
. (Bot the mere STpreaslon of artist's emorion but of incurrLLon

parstely). 5o this is a new ¥ind of sxpression thesry.

®= }) And secondly, INTUITION = FTPRESSION! Thi= "law” is mosc intereating ia
underatanding his cheory— that i{ienEifien expression with intuition and that
iptwirion is expression, that they can't be separate. "A perseon does not kaow
the iproition uogil it ia expresed! An intuiticn happens only when it is £ully
cxpresssd. Incmitiona are not {fully) existant unril expresssed. 5o in art , the
axpression of the intuiticn ls the momeant when the intuition happens.

{This im epposed to the idea that intuirions resdy formed bafore the artist
grprosess it,) He said that at the lowar limit of comnpcicusmass we ars [EW Sanac
date or imprassicas (phenomena), which whem they clerify thesselves are
miptmitions® that mre said to be Narpressed™. Ton express thes, in the subjective
ganss — apart froa any phyaical erperiesce— i3 to create art, on which cany
aestheric principles are based. (5ide note: Croce's view of the close
connection between mEpression and inuition is evident im that a crestive
designer doesn't kmow what the quality of his creation until he has fully

ir. The intuition of the quality of the asstheric object comes to
light oaly in the procesa of girving it expression: A post fipds out what his
posm is only after he makes it. {It doesn't have to be on paper, but cnly in the
mind— whes folly realized). But is only at tha tims it is sxpressed that the
intoition 1s realized.
{supportive poilnte: )

c}. Feor Crecs the heart of pesthetics is individuslity and che artist's
{ndividoal imagimetion. The artiscs intuition when socceasful expreased and
thereiore is s work of arc, and the AUDIEMCE can have a aimilar aeathetic
rsapooss. 50, for example the reader in tero only gets the istuitive fmal of
poem by re—exprassion of the poets original expresion.

¢} In this idealisc tradition, Croce expleined that PREAUTT™ is founed in
the specific mct of the imagifatiocn which prodoces m povel and cosplets
{ptuition”, and is found in the auccesaful expression of sweh intoition. i
identifies art with finpuitive knowiedge". 5o this gived a new cheary of beauty:
Zepury is Timply "succeasful mrpression” ar racher simply "expression”. There
are no degress of beaoty, osut Chere are degrees of ugliness through lnadequace
erpresaion. "Crest beaoty ia great anhancesent of quality”. * In arcistic
fndlure or Tunsuccessful expressicn”, the trouble TA BT that s fully formed
intuition hasn't besn mdequearely expresscd. but that an impression has not been

fully intgited.

T

_ Chace
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e} The cerm w 1ater used by conrertnalimes to deseribe the
intgition as ﬂ oo the are. Croce's notion of "intoition of gualiby and
fa prot T weoced the popularity of the doctrine that aescheric ) ?ﬂ}_,
valum is the intuition of guality. _1

1) oStlnd @i Ls i 05T andk Srhar ugvELdde 00 -- iUl CiON=eXPresSsliiin. na
opposed to aclence, whieh is the most highly developed form of logical
knowledge. Thers is a "sure mechod” for distinguishing incuition from what iz
‘inferior' ko it: That which does ngt "objectify" itself in expression is noc
.ncuibien, but snly is sensatien and mere nacural fact. Intuicion and eXpreasion
are alwaya one. Next he idencifies art with intuicive knowiedge. Thus art is
srpresasion . (So this i3 & new expression Cheory. It 13 not old fsanioned
gmotive expresion theory, but intuitisn-expression theof¥ . Art== invalving
intuitive—expreasion reveals apiritusl activity. But bare sensacions, nom art
are forsless, with no spiritual aecivity).

g) Croce and other contextualism are uRique among aesthetic theories not
only in focusing on vividneas of quality as the central character of beauty ar
asstheric value, but alse in stressing It is che gquaiity of "—the
roral inteitued quality of the srt. . 5o the goalities of the detaila are fused
saco the qualites of the whole. (Note fusion is vital in all 1ife; eg cthe
iqstane intultive whole gqualicy of a face.)

h) An arristic expression i3 alwa whoge constituent expreszions
correspond to to individual institutions; HUT it has a CNITY of it=s own, that
makes it a single expresaion, and therefore must corregpond to (or be identical
ta} o aingle incuwition. This intwition is alwsts an eaation or foeling. "What
gives coherence or and unity to Che intuitson L5 feeling: the ilnceicion is such
chac it represents a [eeling, and can only appear from and upen that" Thus all
art is expression of emorien. (But mor just anvy feeling; "intuition-
-_'I'Prl:ﬂSlﬂﬂ-lp Fed.

) W ga far as have thess expressive intuitive
imapes. 1t is fundemental to human nacure {where previous elitist theories are
biaged townrd 'special artisce®. Art is part of all apiriteal life. Science can
svyen be re read as art— in terms of iC8 eEjieslon mod not ics incended logic.

Later Croce #ays that erxpressions are individesl an personal, but the kinds or
srructurs of Ehem are universal— "cosmic”.

1 wgﬂhetica, in this context is the 'science’
of imagen SF intuitive knowiedge (a3 opposed t. logic which is knowledge of
copcepts mnd &3 OPpOS Lo practica owledge). ® Une of his conc ® iz o
reject all "coneepts" from being within peschecic intuirtion. Thus any
seachetic intuition must be completely drained of concepts {a dichotomy
ceminiscent of Eant. Recall disgrawy"Eyror Fegins when we try to deduce the
expreasio £). from m concept”, (Wocte tRAC Che mature contercualist
todar doos not go ¥o [ar as that: he a 5 concepts into aesthetic intuition
of vivid quality, for even conceprs have qualitative overtones and can help in
conneccing groups of qualities together. He sesks ‘qualitative vividness' in
aeschetic intuiticn, however not sctencific analysis or description
predication). Se the concrast between =eciencific knowledege va intuitive
cognition of lmsediascy can be retained), Because it is anti concepts and pro
incuitive wholiss, croce is against "analysis” and 13 anti-intuiticve. They are
7 danger to quality vividness and its value: proceas of anaiysis underaines for
the percieve cthe felt qualiry of che wnole. This is a resson why Croce exclued
sopepts and anslysis from aestheric intuibion alcopecrhr.. another danger 1s
regularity and hebit. A third is practical conflicea.

k) CREATIVE ASFECT: This emphasis on intoition-expression and vivid qualicy
is pare creative and less analyric thian strolght formalism becsuse it
ancoursgges the "uncaptuable, undefinable,nev, shocking, different, sudden' ia
art — #s oppesewd To rdigid formula or repition of things. It alss allows for
breaking cuc of safe formula and sisple calm harmoniusd beauty by recognizing
in vivid quality the moving drives such as love, jealoay, fear, deliberacely
canfronted with Erusrration and conflicc. The aim is to "ineressa the vividness
qualicy” of che depicted experience £o the higheset endurable intensitry, for
the greatest asthetic value. 5o tragedy no problem. (In chis concextualism,
conflict is seem as poaitive up co the polc interfers with man'a practicie
aceiviey .

1} Also, sgainst logical concepra, it Ls 4 JISTAKE TO CLASSIFY art as cypes,
and chink £o chet is a correct description, 3 rund GouRteér to the unique
intultive erpression of a given art piece. It may hava oniy a faint resembleance
20 what che clasification is BG "cragedy. Also arcistic expression has noching
to do with 'emorive ezpreasion in general-— showing anger etc So other
pIpressianists who deal wich emotive inscead of inteiton-expression, are
migled when they ask what is che most expressive art type (m,usic? ecc}, Those
questions, say Croce confuse the art work, which ta "ineernasl'’, with ita
anysical externalization.

=) we can be 2ricical 3f aeskhetiss as scisnce ¢ bEpucy, Though i &4
samain an ORDEELY STUDY of beaucy-— @ srudy of theories abour the special sorc
of vaiups called peschetic. Aeatheics beseses then a general Cerm covering all
chese asachecic theories.

n) ANTI STHBOL: From hia theory Croce aiso launches arcacks on previous
people's theories: He says that it ia misleading to say art i3 a swmeol, (if
"gymbol’ implies a distincrion betveer tha varl ag soss wvehicle, va the meaning
it carries, becauss this ssparaces expression from intuvition. (He calls this
she "ipeellectualisc error”.
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3) POBIN GEORCE COLLINGWOOD [ 1B89-1%43}
{General lnrroducElon

{5idenate: Collingwood concleved philomophy as a historical invescigacion of
men'a ulcimace and largely unacknowledged principlea. He desigosces chese

figlds of human azperience— art, religion, science, philosophy mnd history—
and says thar sach im each is by itself one-sided.® He says that che historical
perapectire i the most velid, in the end. AND THEREFOME IS A HOVE TOWARD
NATUTRALISM (earthly) AND AWAY FPOM IDEALISHM. Aw) gquescion cen only be undestood
in the conterxt of history— he was & full historical-relativist. Art alone caa
oot satimfy the heses spirit). [Also Collingwood gensrmlly beld that philosophy
differs from science in that its concepcs overlap each other, requiring special
wethods of approsch. He also attacked Croce's general view that philosophy was
redundant and absorbed by himtory. Ther are distince— poised in equillibrioe—
{alchough can lead to sach other}. So history is the sain view, bur all five
viewpolnts give he bear view of reality. Freview: Asong those five cotegories,
AET ia the loweat form of experience and defined as pure expressicn—
imagination, which he distinguished froo sensarion. IJnJ.'LI:- sensation,

tmapination is active and has its guiding priociple, "beaucy”. Beauty. oust be
defioed in terms of imagioation, and moc vice-wersa. (See below).

COLLINGWOOD'S AESTHETICS (A modern expressionist cheory: ART IS5 "THAGINATIVE
EMOTIVE EXFRESSION™L. (Hot ms croce said ic was Lnluxu,uu-g_t_p_ml@_‘_
Collingwood wroce a book called "The Princples of Art” thar syatesstically cries
re work out the widely held view that chere is an essentisl coonection betwean
art asd the expressdiss of ssorioco. (Studsots: plesss recall thar axrprassics msd |
emotion ves prevelsst durisg the period of "fscaltiss of tasta® (s especially
rosaaticism}, Bt Collingwood is lockisg carefolly at sxpression itsalf.

a) Bis view in thet art im {mtih}w— (The expression
af human feeling). Art "expresses che artisca emotion” iracher than evokesa), aND
chim sxpreasion is _!l‘-_r.gms,_f_____ir____asmﬂﬂ!ﬁ {2 formation oF The sental
imnge). So proper oit garisla two ingredients. It i3 1) expressive and 2) muac
be imaginative. (Any coonter cxamples mean ¥ are not ??ﬂ"lﬂ-‘per art, but
coly crafcs (called magic ATC OF asusement arc)). Soo belaw,

# ) bad work of art 18 an acrivity in wvhich cche agenr rries to expreas a give
emation, bot fallwm.

b} The nacore of an expressed emotion can not be known ontil it is expressed.
Collingwood here doss nof simply mean cChE Gbvious, C an a

with somsthing he didn't exmctly envision. Racher, an extreme type of previcoaly
ppeavigpned srpression occura . ® THIS TMMEDIACY OF EMOTION/EIFRESSION

oge & TMAGINATIVE {nAof DeLF&YAET qualicy of Ehe @action, [see '@’
below') ) makes it & Tpression thgeory, different from previous types,

Callingwood's conceptlon of expressing emotion will be quoted here, becanse it
19 ioporeant in its far resaching effects. Collingwood describes what happens
when scaeone expresses emotion in proper art (during the design process)”

"pt first, e im conscions of having an emotion, but oot cooscigos of vhat tha
emotios is. All b& cospcipmes of im o partsrbatios of axcitessar, which .

desigaing) — the emotion expreased ia an esction of vhose natore the 'perm
who feels it 1a no longer unconscisua.”™ (5o che natore of an expressed emotion
can nor be known wntil it is expressmsd|l) Collingwood alss saya: "The post
converts himan sxparisncce into poetry oot by firac expurgating it, cottiog it
inte the intellectnal e=lessnca, and pressrving the esotlonal, and then expresing
this residue; beot lnstead by fusing chought irself fnte emorion: by thinkisg in
a cerrain way mod thes expressing how it feels to think that way. Thua, Dance
has fosed che St. Thomistic philosophy into a poem expresaing what it feels
1iks to be a chomise. Shelly, wheo he made the earth say "I spin beneath my
prymidaf night' expreased what it feels like to be & Copernicun.™

€} “ the above to distioguiah W firsc ia - i -
£ Sproper art, ths secosd two are pot really are Dot craftsi

(+) "Propar art": is expressive (Ook jusc evocative of emoriom). [t entails
i - smotional erpressios-issgisation. Ooly chis Al e
EHod of art 13 true art., and it is what Collioweods theory
applien co.
(=) "Magic arc®™: (im really only a "crafr’ and cot troe art). It i3 ao
——— ircifact designed to "evoke" mnd comseamely re-evoke
certaln emotions whose dim:h-,rgz im to be effected io ths
activities of evervrday life., (Ritual art, patriocic arc
grel. These evoked smotions are incerwoven with 18fe.
=) "Apusemenr arc: (is alec only 8 ‘craft’ and oot true art); It 1s an
S artifscr designed o "evoke” or scimalates an esorion in
cthe viewer or sudience, Lo AmUBE O EDCErtain.
55 mmusedsnt Art and magical are scw both svocative of
emotion, for differenc purposes. Buc thay ars oot trus
l:_m caly forma of craft. (Flate helesesen-craft-and
- “mn opporisg cypss af work, et sore Betegrel®i
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4) Ny analyzing the norma! lisguisciz use of the word "art", art for Collingwooa

is idearical with the expression of esotion. But not all esotiocm: He

distipguished between true expresaion of emotion vs betrayal of emotios.

—

' "prraval"” of emotion: 13 nan arcistilc, evervday venting of emocion ,eg
anger— 13 uncontolled. Alsoc occurs in magic art and
amusesent art, but not true art. This i3 not expressive esorion
as advocated in Collingwood's cheary.

by =

{+) "Expression" of emocion: 1S artistic expression of emocion. It is
controiled , under our controll and ., and are concieved by us,
in our awareness of controlling chem, as our way of expressing
these emotions. He goes further and says langoage has that
sxpressive trait, therefore art is language. (But is all
language art? no—— not expressive always, nor isaginarive).
This kind of emotion is advocated by Coilingwood.

j Santef,

2} The truth art discovers are those single and self contained individualities—
concrete individuals— from which nothing as yer has been abstracted by the work
of the intellect— an experience without yec distinction of whar is due to the
self vs the world. HNet idealistic truths, or abscract forms ece. (Only che
particular expresaion as a thing itaelf. Not beyond the actusl experience}.

Mo

Botr
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See Couvtn
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{Summary)

We just saw how Contempory nec—idealist setaphysicians like Croce and
Collingwood although heavily nee-ideallstic, also end up by focusing toward the
mataphyeical aspects of ocur oatural selves— especially Colliogwood.

{They talked in matoralsitic terma of sxrpression of intuition or esorion— Az if
attempting to resolve the oatoral abllitiea of homan— oot jusat blind idealism
or spiricuslicy. So rthis trend contines towsrd oatutraliss, as we now snter on
the gold sheets NATURALISM®.

<

\MM (not idealistic , bur our own natural world).
Haturalism looks at the eatthl¥ world [AGC bther worldS or tooBiiho) as realiby.

The move in nacuraliam goes from Santyana (but ony partial nacturalism/ partial
previous nec—idealism) to full natUralist-pragmatists of Dewey and Willlam
James— who focus on the earthly, not idealism. We will discuss Santyana.

1 SANTYANA (1B63=1951) was a Spanish born, Harvard NATURALIST, poec.
moralist, mecaphyacian and aestheticiam.

a) MATURALISH (him) believes in the reality of the natoral world of space and
time— and mot the spiritual world of 10ESTIEN ST AMT—tmdegendent platonic
heaven. (Sancyann's naturalism though is tinted with a semi-spirituslism called
"apiphenomenlaism”— where apirit or idea emerges synergistically from matter.
It i3 an snti-reductionsist setaphysics in that material is organic and reducing
takes its epiphenmomenal gqualities away). Since spirit ia generated from marter,
synergiatically— and has no power of isl own— his doccrine of SELF i3 sheer
"eniphenosens]ion", !

Ao anoetl)
b} He baiisved in emssences— not as platooic forms with real sxdistance, rather ( A
as "puuaibilitnea“. Esgences can never change, and embody chings.

z) The realm of "satter” is the "zacrix and scurce of everything". We have to
belive in it by sheer "ANIMAL FAITH", & term which Santyana stresses to describe
our believe in natural worid. (A human , as an organism, is required to believe
th naturel macerial world, in whatever is necessary for survival, which tekes us
beyond the sheer entertainment of sasence. He argued against Descarces "doubts"
which pushes to the edge of skepticisa, must be broken by animal faith. If we
are prompted for our survival to act, this admits the sxistance categories of
"action” and also che beleif in the "past and futwre"; this implies we admit
che srigrance of subatmance . These in tuoro imply the reslms of being: matcer (is
chief); esssoce or smpirit or tructh (the forms and qualities of thinga , within
thinga):

d) The E_“__E_E;E_._tmh is "all thgilngs seen under the form of el:erni!:;.“ Truth ia
subservient to existance, and corrzeponds to it. It is the inoer ligho of
actuality or actention that flooda all 1ife as men actaully live on earth" It is
closely associated with conscicusness.

&) Homanity breaks dowm to social hierarchies, io which the highest are those W
o

who deal in religion , arc and science.
The throat of his generz 1lpgopiic Thought directs us toward a life of

= G
scressing Kindliness, detachment, contemplation, and " gencle irany' concernong {:) 'y
E_.-Q}QE"‘

che snortcommings of the world.

g) He held thar the "asepss of beauty" i3 to be the seose of "pleasure” we take
in some of our sense objects, but the mesthetic experience di'r'ﬂ'r!'rr‘uu ocher
pleasant expertences in that we think of mesthetic pleassure as a quality
belonging to the cbfect. So it ia "o tif " which marks out the
beautiful. The creation of art objéct 23 43 much & part of the world as is =
religion; and arct, like religion, is coocernsd with the homan conditios.
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—— SANTYANA'S AETHETICS (= "Systemitized sstarslitic hedonism: which also
- formalistic principles™).
Santyana wrote "The sense of %h 189 It was the firat "systemitized”
aesthstics that was "hedonistic™ in its terms and a - lts
analysis or formula i5 divided Into three sections: mACerials o uty; form:
and expression. It is iateresting he refers to simple pleasure, combination
pleasures, and expression in terms of pleasur psvchological

headings; yet he anchors 1T 1 1 physical
"patcern” etc.

escription ch as

1) SIMPLE "MATERIALS OF BEAUTY": refers to simple single pleasures (not combos)
==

a) "Vical survival plessurs": sensatior of sex, food needs, and general
pleasant bodily sensation of good heaith
b) Simple Plemsures of the Sensss

(i} "lower senses™: touch taste and smell (Thege lack the capacity to
combine into large works of arcs like che higher senses dao)

(i11) "higher aenses": wvision, sound; (These refer to the simple
sensations, not the combinations that we later call gestalt.
Santyans stresses the aesthetic value in simple sensuous pleasure
{as well as combinations. below). he savs It is not he most
important effect, but most universal, fundemenatl and primative.

2y COMBINATION "FORMS': (are built wup from well designed combinations of
pleasure; The slements alone have less importrance ar
pleasureable effecc; but the (synergistic, later be called "sestalt)
combination has much more. For exaople a triangle vis so much more
than three separate lines were, before attached). These consist of
compositional forms or type form=:

a) "Composrinnal®: design and pattern. (See archtypes larer). In '"design
avoid monotony or asathetic fatigue, Oy use of variations on 8 themse
{allowing theme repition w/o boredom. 'Pattern' on the other hand
iz used to avoid confusion. One example is limit items to &
graspable set of 5 wvnits; or sets within sets ; stanzas, music can do
this.

b)"The Types" : Typea are a second type of organization. Rather than
perceptual in a foramalistic way, they are results of learning;

they are concepcs man has developed in social/physical life

L adjuscment). There are many knida of types, that we see, oraganize and
and think through— that we wse in preaticale conceptval language:
"Maryral rypes": eg clouds trees rocks people;

¥) "Utiley types';

4 TArchitectural types" style column, capical etc. A type once stimulated
operaces like & "purpose demanding fulfillmenc". (Intrellectual beaucy)
the importance of types , like patterns lies in their organizing power;
See the many architectural typologists today that have HlEIIlEI'-IEI'EE" buit
from proto-types.

i) Expreasion: Santyana ssotions sympplic expression, where the beaucy is not
in the thin, of arc, but what it a;mbaelizes. "The meathteica of meanin-" he
calls it. Literature is eapecially impicrtan: hers, as 1ls religiouws arc.formalisc
ceneter an esence

there is always che old pproblkem we saw in aristoltele : we have the paradox of
the horrible in a tragic play is beautiful— . He agrees with Aristorla that
Cacharis— emotion al purge-- of ent uip emotion is achieved .Hut he goes
furcher by applying his [ormalistivuc rules as noted above .

‘l *) Catharsis theory of tradgedy: For a pleasure theory, which Santyana's is,
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o @H‘I‘HWM‘I: GESTALT/EMPIRICISH

We continue the naturalism {earthly) line of Santyana, into the full scientifie
naturalism called contemporary empiricism. This means we look at objecta as
well as human psychology from a MATERIALISTIC SCIENTIFIC cause-effect way.
Munro wrote exhaustively to scientize aesthetics. Also gsee the large formalist
handout given out in class (which is empiricist).

e —
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ARNHEIM The German Bauhaus movement asdvanced Cestaltism, which culminates Loday

in_RWw Irnheim is the most prolific writer and advanced gestalt-—

empiricist. Tis books are in the Mt. Ida library). The culmination of

Arnhiem and gestaltism employs that aychale {from biclogical-

oerceptusl viewpoint) is based cn EGESTALE'E !!Eiaiaﬁical field Erucesses" in
_;ma;gemﬂ'ﬂrganize our Bestheric perceptual experienece 1n terms of
1 (gestalts). These &4 gestalt prin iples, among others, dictate the forces

l orf percptual parts to organize into a whole (sse attached sheet for

definitions):

= wwﬁ-& 4 P 3

Sl - #e OO0 ¢ Tl Getpel fivail,
Continuity'- Luew &f £ndk fw.u//ﬂw
Proximity ;10 '

-|I - %‘MIWT;%: iy

Perceptual forces then are not based on elements (elementary stimulus in the

arc, or elemtsary perception). Rather, the whole organzaticn, combination of

elements, or pattern ere the basic aesthetic units. These forces bring umity;

Playing agunst them brings counter forces of complexity. Aestehtics can be

explained in terms of gestalt forces, and empiicle research.

Other empiricist discoveries is that blank psge is not a neutral playing ground,

already there are forces that work on the blank page, giving different weight

and tension to different parts. We are Wegnstructivists" who are destined to

create certain gestalt patterns and to see thoge patterns in what we interpert!

In general we can say this is a scientific psychological/formalistic a roach. ¥
{see previous big handout on formalism ~—wNhch completes the emp!rlcist plcture).

Arnheim wrote many books that expand these topics. Empirical research on

visual perceptual phenomena, order. (See attached)} Some of his books are:

[ "Art an Perception”: Balance, shape, form,growth,light, color, dynamics.
J_p“ trisual Thinking” : The inteligence of perception; Concepts that take
¥ " shape: Pictures,symbols and signs; abstraction; visicon in
sducation; thinking with pure shapes; computers and mind.
"Psychoogy of art": the gestalt theory of expression,oreder and complexity in
landscape design contemplation and creativity, emotion and =
feeling in psychology and art. —

B

"srt and Entropy": (see xerox —- not for exam)




@mﬁumn EXTSTENTIALISH AND F'Eﬂl'ﬂﬂﬂIDG-Tj

(Introduction): Eristentialism cen be traced back to Hietzsche's claim
that "Cod iz desd" and blossomed in the deapair of Past World War France. It was
most fashionable in the avante garde sixties, and enforced the phenomenolgy that

1 persista today in art and architecture. The movements are thus linked.

‘s Heldeggar, Sartre,/ Husszerl are the main existential and / phenomenlogical

3 philaosophers. Ingarden and Dufrenne are recent followers emphasizing gesthetics.

~ = Existentciaslism says that man's existsnce is meaningless, purposeless,
indifferent, arbitrary, absurd, totally mysterious. Sartre (1905-1980) summed
it up by saying that “existance precedes essence" {or precedes "meaning'). This

%) is opposite of tradicional religious views, where "essence” (of God, and God's
purpose) are prior to and justify man and "wxistance". * In response to that,
two different AESTHETIC approaches have been taken: one is Heidegger's
existential "authentic search for meaning" approach and the second i= Husserl's
Mphencmenological reduction” epproach. We will briefly gummarize our interests,

3
then review in more detail:
{Summary preview): (1) Heldegper's existentislist “authentic search for
b

meaning” spproach: says that in the face of the human predicament of meaningless
life and a certain death, man must become Tauthentic” in his life— by accepting
those facts, exerting his 'free choice' to create his puly meening. * Art and
other aesthetic objects take on "authentic signifigence”, relating to the

~}  existentisl human predicament, in creating relative meaning. (In stressing the

»» vglue of suthentic art experience, art is considered by Heidegger to first "sat
up & world itself" and secondly, it awakens meaning in things around it by
engagemnent and contrast {called "sets forth the aarth™). In sum, Heidegger
directed his phenomenological analysis to the rediscovery of mesning of being
through the understanding of human nature and s use of ART).

{2) Husserl's "Phanomenlogical reduction" approach: "brackers" the
question of existance while pecforming a "phenomenlogical raduction” on our
phencmena (to explore easences of "phenomena"). This involves abstracting the
desp layers and meanings from our mental imsges themself, and focusing oo at
pagences within the phenomenal experience). ¥ This allows us to apprciate the
"qualtative richoess™ of sesthetic phenomena. (3) Romane Ingarden and Mikel
Dufrenne cootinue the trend af eriatentalizm and phenomenclogy. There are also
specific writers in different art disciplines Norbeg-schultz {architecture) and
Bachelard (Poetics of space].

{now a deeper look at the same thing)
1) EXISTENTILALISM

a) METAPHYSICAL ASPECTS OF EXISTENTIALISH

Fristentialism holds that man's existance is meaningless, purposeless,
indifferent, mystericus, God-less and arbitrary. But even though man is hurled
1innu this meaningless existance, "trapped within a play', he still is “free" Lo
choose snd act— and make his own meaning and be "authencic". Avthentic means Eo
recognize and accept the meaninglessness, eventual death (non-existance) and to
rhink and act individually with full self-concipusness and true conscience.
{Some £ay man i3 "eondemned” to be free because he must choose actions). To
live "suthentically™ is to think and act utterly "individually" as opposed to
living ambiguously or identifying with other growps, or clingly to false
"cooching” religious beliefs, instead of with oneself alone. (Man grasps and
accepts his mortal finitude by projecting oneself into the nothingnesss of past
and future where he does not exist. 1In auch "authentic projection", truth of
being is disclosed. Revelarion or truth is a function of human freedom. (They
agk "why is there 'anything' at all and oot 'nothing'. Why is there existance?)
The existentialist ceach that since each man is alone in the world, a world
without meaning, the person HIMSELF mustc create meaning— in his absolute
freedom, The human being is not ready-made, but always “in the making". + * It
ie from this recogonition of the human condition, in which meaningless life,
certainey of death, perilousness and mystericusnes of 1ife— that the
existencialist draws both the deepest anxiety and the highest sense of absolute
responsibility and creativity. One faces "existential dread". One seeks to
confront life by being auchencic individual, living =n authentic existance an to
pxperience rav existance— not living like a machine, or group conformer, or
ghallow believer. * In this, man exertcs his freedom in creativicy and self-

r assertion, recognizing at the same time thatM%sm%ﬁ”hcir
being,— when he is resolved to face and oveTcome his existential dread— e
lives suthentically. Only by mans avthentic life of acting freely is most
different from all other things: man is "haing-for-itself" (Sacre's
rerm).{{Sidenote: Sartre wrote nov&ls, Of which Ewo E[amans Existential scenes
are: 1) A person in war prisom awaits execution, When his deach sentence 15
copmuted and he is freed, he realizes that in the long run nothing has been
changed, His death is only postponed and he has gained only existential dread,
2) Sartre stares at the tree— hecomes nauseous and overwhelmed at ics
indifferenc, absurd, meaningless, and infinately mysterious existance.
Existential sublimeness is a step beyond the romantic sublime-—— Lo pleimates of
haino and nnrhinenesg.1)

g AE
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b) EXTSTEATIAL AESTHETICS {Heldegger):

So one big sesthetic question arises: in what way doea art, congidered in
{ts deepest terms , contribute to man's relization of authencicity in his
existance? *** ART GIVES A WAY OF VALIDATING "EXISTANCE", HOWEVER MEANINGLESS
OR MEANINGFUL IT MAY EHE AND THUS "MAKES LIFE ITSELF MEANINGFUL AND TOLERABLE,
SAVING US FROM ULTIMATE CYNICISM AND NIHILISM BY REVEALING THE ROOT-SPONTANAETY,
THE RENEWAL OF THE VERY SPRINGS OF FEELING AND IMAGINATION", WHICH IK THE FINAL
ANALYSIS IS ITS GREATEST GIFT TD MAN AND CONTRIBUTION TO AUTHENTIC
FXTSTANCE." (Arturo Fallico says that art is "free essence” the paradigm of a
parson's free eristential act to create— born out of sponenaeity itself). Art,
even "found art” (eg driftwoed)— reflects the artist's "authentic choice". It
chows how the existant person feels and imapines existance ftsell. So art has
this sincere authentic eristencail import. Heidegger says in art we "SET UF A
WORLD". The art work is distinguished from the mere everyday thing and useful
objcets by being that which "in sercing up & worlds, "SETS FORH THE EARTH".
These two concepts "world" and "earth” are deeply embedded Tn Feldeggar's
philosophy with rich technitle senses, which can only be sketched here. A greek
temple houses a Cod and focuses the outlook and concerns of the Gresk people at
one stage of their historical development. Tt "disclosea”, opens up into the
light, the meanings they attach to things, the THRaITenge and response of their
culture. Phis is what Heidegger means by "aattin; up a world". At the same time,
the cemple glorifies the luster of of its Te in the suniight, shows the power
of the rocky soil that supports it, points up by contrast the shapes of che leaf
and bird mearby. In this sense it "gars forth the earth". Because the art work
{eg srchitecture) is always in & physical medium, its material (stone, paint,
spoken word) is manifested, brought a little way out of iCs natural shyness and
"-1gsedness”. Though this setting up 8 world and setting Eorth the earth are two
sasential asspects of art bring menaing, and compose a unity within che art
work— they are in tention and pull in ocppesite directions.: (i.e Che art world
tries ta bring earth into the light of meaningfulness and the earth context
tries ro draw the art-world into irgelf. The repose of the work that rests in
itgelf thus has in essence the intimacy of strife". In this strife, TRUTH
happens and there is revalation or "uncongeilment of what TS. There us a
setring itself-into-work of the truth of what is (by art).

+#% [eideggar says "art's function is to unwrap the "hiddennes” of "heing"., Then
too there is besuty, W IS one way in Which Cruth OCCurs a unconcealment''—
Mehe beautif@l bDelongs to  the self-advent of truch". This indesd makes art

~“rripately commecred to living =71stentially authentic life, in che face of
ahsoluLe nElcgs ands myste &= and & certain immenant death. Art

B T a wvay of validating existance. %o, the existential
philosophy of Heidegger and Sartre sSuggest possibilites for an existential
philosophy with "autheatic axistance" the central eoncept, which art may be said
to "further". Thus every work of arc, so far as it is "yuthentic" (sincere)} has
Vayisgential import”—— a clear vision of the joy, despair, mystery., and
possibiliciy or meaninglessness. It represents a deep endeavor to complete the
primordisl act of purpesing which Orderlies exisCaltE. —
Lo e T

— e

23 PHENONMENOLOGY (Husserl 1859-1938):
a} METAPHYSICAL ASPECTS :

Phenomenology is an spproach to philesophy centering on the "phenomenac"”
which floods mans existance. (It connects to exiscentialism because it realizes
the existential predicament. BUT it does not bother heing concerned about
existencial guestions ghout exisrance, which gets you nowhere anyway.
® Instead it accepts and exploTes pental images as they sppear, and abscracts
layers and essences from phencmenal experience}. It is a descriptive anlaysis of
subjective processes and structures and content of our stream of conciivossnes.
This is called a "phenomenal reduction i

{In chis gold sheet not enough is said te understand the terms and method
of phenomenology; we mencion ir here only to give a fElavor of this kind of
philosophy). The process of discovering essences proceeds thusly: (1) It
negins with "hrackecing” the phenomenena. This means Lo forger any ontological
questions about existance af the phenomens, of abgut ourselves and life. (Don't
bother getting hung up on ontological question). This frees the person to them
focus ac the phenomena itself— to the "eiven:" of experinece. "To the
phenemonal things rhemself" is the guote, And allows us to deeply analyize and
explore essences af phenomena by "peeling" away different "layers' as you would
an onion. This is called performing 2 "phenomenological reduceion”™. {Important
¢or designers is the idea of absatcting "regicnal qualities' and layers of
feeling & meaning that are inherent}. {2) Psychological reduction frees the
pgsence of consciousness from its Factual concretizations; (3) the eidetic
reduction aims a2t objectivicy (nof regarding existance} (4)the continued
phencmenal reduction leading to a "pure" subject of consciousness (5) reduction
af the pure subject {person) to the transcendental subject by way of the
rranscendontal ego (6) the fimal reduction to a pure flow of consclousness
invelving teaperality and history in consciousness and processes at
constitution.

' R
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b} PHENOMENOLOGICAL AESTHETICS {Husserl cpintlnoedf.
* Hysserli's method of "bracketing" and the "phencmenclogical reduccion”
incorporaces his aestheries. The phenomenologist, when astudying sgmething {(eg
beauty) aims to grasp as fully as possible what mental phenomenal object is
experienced, and to describe it faithfully. To do chis must set aside all
colturally determined preconceptions about the phenomenon, all the theorecical
conscructs that he may have been relying on in real life. Be aware cf the
Mpiven" the { phanomenal-thing itself). The phencmena ig freed from all trans-
phenomenological elements. Hote: To perform this "phenomencloical redution”
isn't really a reduction or dismantelling into elements that destroys it, but
inetead takes a "pure” look, to absorb an experience in all its richness an gain
the intuition of essences.

#%% Now, the two most evident ways in which phenomenclogy has affinities for
asathetics: (1) First it encourages the free spirit to openly and unbiasedly
acknowledge the "qualitative ri " of tree experience , and yet the
irredecibilicy of itS essential characters". (2) Second, it makes us deeper
as we bring "utter absorbtion" into aesthetic experience. Phenomenology restores
Eullness to the irreducable region gqualites of the "given" mental phenomena from
art or nature, The depth i~ ahiject speaks to the depth of t

i 5 _.the "Mife-world — the toraliry of each man s lived expe z
“‘ -*- T the ezisten___w:;ﬁ;.

3) Roman Ingarden and Mikel Difrenne are two recent aesthetic philosophers
who continue in the existential /phenomenclogical traditicn of Heidegger and
Hymserl., We mention them here, not for detail, but their general approach.

a) ROMAN INGARDEN is a henomenolegist who focused on aesthetics in
recent times. He asked T hat are the essentisl %enturaa of literary art"? It is
' neither an 'ideal abatract entity' {like a number) nor is it an 'actual entity’,
‘ {like ink on paper}. It is a "many-layered" or Pnultiple stratified” creation

w&mr_ﬂdtzew :
sound structures of the writing. (2) meaning— including its emergent

qualites like simplicity, lightness, complexity of style. {3} the object's
“exhibitedness": the world of the work in space-time. (4) "schematized aspects”
{or implied relations between the person, places and things that the reader must
£i11 in). Each strata has its own Wamethetic value qualities". The higheat
qualities are that which suffise the work as a whole, qualities such as the
syblime, the besutiful, the ugly, the tragic, the holy— what Ingarden calls
"neraphysical qualities". The work of art is an aestheric ohject because of the
"nolyphonic harmony" of all its aesthetic walues. Music has one strataj
painting has three. * His reduction into layers is reminiscent of Husserl's
phenomenologival approach. The notien of value and worlds is reminiscent of
Heidegger.

b} MIEEL DUFRENME is snother important Phenomenologist (influenced by also
Marlpgu_ponty and GArcre} who regards the werk of art as it enters into
phencmena experience. He first considers the work of art in sharp contrast with

|nan-aesthetic objects. Art, as phenomenally given, iz unigue in that it
preserves an air of timelessness, time resistance, * The aesthetic objece he
=ays is distinguished in a still deeper way: it ig not only in the world, but
has a world— a double world: There is the "REPRESENTED WORLD “ of persons,

lplaces, things. (This is similar to Ingarden's "third grratum"). And alse there
ig its "EXPRESED world"— a novel, or paintiag, or music plece has its own
spirit (this is difficult ro describe)== which gives it its special character.
(This combines Sartres' "being in itself” {of all all presented objects, which
exist in consciousness) and "being for itself"(of consciousnes irsalf}. * It's

l hidden depths and and inexhaustable richness gives us a special truth that

sakes DEMANDS on us that in somewhat a way that another human being does.

== jesthetic perceptigp Jg unlike any other Eerce;niﬂn: "it is then that I
H recognize in the nhEect an inturlﬂrlti ang oilInity with myself", Art contains
measureless depihs 2L s5pe o the depths OUCSELVES A% Derscns.

{4esthetic perception reguires the co-operation of imagination & underscanding.

This response is called “sentiment’— 1t ig not emotlon
"wnowledge that reveals the world". But in the en e aesthetic sentiment is a
e nthentic | self and its accumulated experience ta the

=]
| object).
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