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Contemporary Aesthetics. A Topographic Attempt

Lisa Giombini; lisa.giombini@uniroma3.it, Adrian Kvokacka; adtian.kvokacka@unipo.sk

https://doi.org/10.5281/zenodo.3632430

Introduction. Echoes from the Present

The primary goal of the ESPES Journal is to promote dissemination of contemporary approaches in the field
of Aesthetics and the Philosophy of art. One way to do this is by publishing general, non thematic issues that
can provide the readers with a realistic snapshot of the discipline in its current state, outside and beyond the
constraints of its academic capacity.

Among the things that can be argued about aesthetics today, one is especially true: heterogeneity. As never
before, the field is characterized nowadays by a great variety of styles, attitudes, and methodologies that make
itlook like a jagged land - a discontinuous and irregular ensemble of diverse interests and concerns. Presumably,
this plurality is the result of internal developments happened in the artistic discourse of the twentieth century,
which lead to an increasing complexity in artistic practice in the first place, and in art theory in the second.!

Whatever its exact causes, though, this situation can create a sense of dizziness in those approaching the field
for the first time. Finding a clear path in the mare magnum of theoties, schools, attitudes that emerge from
current aesthetic theorizing may seem like trying to find one’s bearings without a compass. And yet, for the
professional aesthetician, this vertiginous plurality is but a striking sign of the vitality of the discipline itself. In
the absence of a single direction, of stable and well-rooted philosophical traditions, scholars are today free to
choose, to invent, to make their own independent discoveries outside the cage of ready-made ideologies.
Interestingly, this freedom also gives one the chance to engage in a more creative relationship with the past.

Retracing the past, indeed, goes along with exploring new territories towards yet unforeseen areas of interest.

Without any attempt to reduce this complexity, our goal in the present issue of ESPES is to provide a
temptative ‘topography’ of the diversified theoretical experiences that compose the scope of contemporary
aesthetics. The aim is not to present a comprehensive anthology of the discipline and its sub-branches, one
able to cover all issues that are discussed today in aesthetic fori. Such a venture would be a priori doomed to
failure, nor is a perfect representation of reality on a one-by-one scale what a topography is primarily meant to
do. Rather, our attempt is to shed light on some significant patterns of current aesthetic discourse that can
serve as landmarks facilitating the exploration of the field.

As the reader will observe, all the eight essays that comprise this collection focus on issues that are, albeit
different from one another, emblematic of a number of debates in contemporary aesthetics. Most of these
papers provide a re-interpretation of a variety of old problems - the status of kitsch, the complex subject of art
reception and interpretation, the ontology of art, the notion of post-historical art - that represent #jpo7 in the
history of aesthetics. Others seek to inaugurate a contemporary and unprecedented perspective - the notion of

1 See Welsch, 1992, p. 387
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projective aesthetics, a different idea of aesthetic education. In any case, whether they commit in dialogue with
tradition or attempt to uncover new theoretical avenues, all the texts presented here bring an original
contribution to the clarification of the various problems they address. In the remainder of this Introduction, we
will briefly address these papers individually so as to highlight how each of them may serve as a useful
benchmark that can help us draw the map of today’s aesthetics.

Old Problems, New Solutions

Max Ryyninen’s insightful article Kitsch Happens provides a re-evaluation of the negative characterisation of
kitsch as pseudo or bad art that has been raging in much aesthetic investigation of the 20th century.
Questioning the assumption that kitsch is not possible in nature but only in representations of nature (Kulka,
1994), Ryyninen analyses the case of landscapes to ask whether natural phenomena can be a possible source
for experiences of kitsch. This leads him to reconsider the history of the concept, from its first theorization in
the work of Clement Greenberg to the latest tendencies of so-called “pro kitsch art community” (Nerdrum et
al.,, 2001). While, according to Ryyninen, in earliest years kitsch was mainly examined “from the outside” just
to be condemned as fiercely contrasting with true Art (i.e., modernism, in Greenberg’s terms) and authenticity,
a “second wave” of research on kitsch was initiated by Umberto Eco’s (1997), and Tomas Kulka (1994). In
this period, kitsch started attracting the curiosity of scholars as a phenomenon of interest in itself, worthy of
serious examination and scientific analysis. Finally, in the last few years, “a third wave” of studies on kitsch has
emerged, which emphasizes the positive aspects of kitsch and examines how kitsch as a concept and as a form
of sensitivity can vary according to the different countries and cultures. “Authors on this side of the millenninm”
Ryyninen writes “are no longer nuch interested in good/ bad art (which for them is just good/ bad art) or the non-legitimization
of certain forms of e.g. (lowbrow) painting, when they discuss kitsch.”

Interestingly, it is in the light of this more recent evolution of the notion that the question of nature as a source
of kitsch becomes possible. Indeed, according to Ryyninen, once we stop looking at kitsch as a despicable
phenomenon and begin considering it as a shared cultural ‘heritage’ — a part of “our cultural @ prior?’, in his
words — we can come to recognize kitsch as something that simply happens, and that we can therefore
recognize also in nature — in a sunset for instance — as a trace of the images or pictures we have learned to see
and identify. This consideration brings Ryyninen to a redefinition of the notion of the Kitschmensch, as someone
who, rather than simply lacking so-called ‘good taste’, is instead visually “programmed” to appreciate kitsch,
to the point of being led to make choices, even perhaps moral choices, on the basis of her implicit identification
of kitsch (consider the use of sentimental and kitschy images to drive people to charity).

A more critical consideration of kitsch characterizes Doron Avital’s and Karolina Dolanska’s dense
contribution, From Tomas Kulka on Kitsch and Art to Art as a Singnlar Rule. Drawing on Kulka’s concept of a
Popper-inspired aesthetics, the authors contend that kitsch works can be defined as alteration-resistant: they
cannot allow for any change in their form — whether better or worse — because each possible variation is in
principle able to replace the original item without loss of aesthetic value. Since it cannot be falsified, kitsch is
only pseudo-art. What indeed defines true Art (like true science in Poppet’s account) is, according to Avital
and Dolanska, the possibility of its being improved upon, thus ‘falsified’; in other words, its capacity to survive,
as it were, the ‘falsifiability test’. But what are these variations about? And how do they relate to the specific
“perceptual Gestalt” that, in Kulka’s terms, that makes each single work what it is? According to the authors,
a distinction that helps clarify the matter is that between the ‘what’ and the ‘how’ of the work of art. Variations
affect the way (i.e. how) a work’s perceptual Gestalt (i.e. what) is presented.

This distinction provides the basis for Avital’s and Dolanska’s criticism of Kulka (1994). Thinking, with Kulka,
that there exists a single, constant, unchangeable ‘what” for every work of art is for the two authors misleading,
since the different manners and conditions according to which a work can be presented and experienced (its

how) necessarily intrude upon what we consider its Gestalt (i.e., its wha?) to be. To explain this, the authors



refers to the famous example of the duck-rabbit: when we switch the figure and the background in the picture
(either the duck or that of the rabbit), we also switch the ‘what’ and the ‘how’. In this sense, the distinction
between the ‘what’ and ‘how’, between figure and background, is far less clear-cut than it may appear, and
should be conceived of as open to our “free play” among competing visual readings. This is also compatible,
according to the authors, with the notion of a work of art being a ‘singular rule’ in itself. This notion is
important for aesthetic appreciation, because it determines the extent to which a given work succeeds or fails
in complying with the standard it itself has posited and thus provides us with a parameter to assess how valuable
the work is. It is only to the extent that a work is a singular rule that it can qualify as a proper “Work of Art’ as
well as, in Kantian terms, as “the mark of genius”; this, Avital and Dolanska conclude, is just another way of

claiming that kitsch does not count as art.

Expanding on the relation between an artwork’s possible ‘variations’ and aesthetic appreciation is also Vlastimil
Zuska’s paper Non-structural version of the variational method - the explanatory weakness of Gestalt, the limits of imagination
and rejection of the Other. Commenting on Kulka’s (2019) notion of ‘variational method’, Zuska claims that what
we regard as ‘altered versions’ of a work of art are in fact just imaginary constructs, characterized by a different
ontological status with respect to the object of our actual perception (the work before our eyes). In this sense,
they cannot receive the same kind of consideration we accord to the real artwork when it comes to aesthetic

appreciation.

Just like Avital, Zuska criticizes Kulka’s use of the concept of a #nigue non-aesthetic perceptual Gestalt
determining the identity of an artwork. Using the ‘figure-background’ scheme as an example, he points out
how certain pictures, like for instance the duck-rabbit, are bistable and do not allow for any singular reading,
and concludes therefore that the assumption of the uniqueness of the perceptive Gestalt is misplaced. In fact,
according to Zuska, the main flaw of Kulka’s account lies in its recourse to the notion of Gestalt. Quoting Jan
Mukatovsky, Zuska argues that the structure of a work of art, meant as a whole, is hierarchical, i.e. it contains
subordinate and superior components, so its totality cannot simply be reduced to a “Gestaltquatitit”. In this
sense, the concept of structure seems to him more productive when it comes to explaining artworks’ intrinsic
ambiguity, because — unlike the rigidness of the notion of Gestalt — it involves the idea of a vital interaction
among the work’s components and the context. Able as it is to account for the interactions taking place among
the work’s parts as well as between the work and the living artistic tradition that comprises it, structuralism
offers us a method that outreaches the limits of Gestalt as such.

A further concern, according to Zuska, is represented by the fact that Kulka is not clear about the reasons why
the method of ‘alterations’ should constitute the best way of addressing aesthetic problems. Even the
introduction of the three core notions of unity, complexity and intensity, according to Zuska, does not help
him avoid some form of skepticism, mainly because at least two of these notions, unity and intensity, rely on
the viewer’s ability to correctly interpreting the work. When evaluating a work of art, viewers are indeed prone
to overemphasize unity among the work’s parts, while disregarding all the elements that may disturb the whole.
This suggests that the method of alteration is unable to exempt us from misunderstandings and errors of

assessment.

The modalities through which works of art are usually perceived and evaluated lie at the core of Ondfej
Kratky’s paper Perception, Length Of Its Duration, Evaluation: 1 arious Authors, Related Observations. Focusing on the
case of artistic ‘texts’ (a term which is taken by Kratky to refer to all genres of artistic production - from
literature and painting to music, movies, sculpture) the author examines what he refers to as the ‘linear’ facet
that characterises the spectator’s perception. According to Kratky, the standard way recipients have to
approach a text is by gradually gaining a sequence of perceptions of it, until the moment the text is somehow
“replete” in their eyes. In this sense, Kratky claims, the more ‘static’ an artistic text is (like a painting for
instance) the greater will be the activity required on the part of the recipient to appreciate it.

Referring to Paul Grice’s conversational theory (1975), Kratky argues that the main goal underlying all forms
of artistic creation is an effort, on the part of an artist, to communicate a certain message to an audience. In

5
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this sense, art appreciation can be seen as implying an “exchange” between the artists’ communicative intent
and the recipients’ perception of such intent. According to Grice, ideal communication in conversations occurs
when all so-called maxims of conversation (cooperation, quantity, quality, relation) are respected by the speakers.
Nevertheless, according to Kratky, in the case of artistic texts, effective communication can be obtained also

by intentional violations of the norms that ground the expectations of the recipient.

Violation of the recipients’ expectations is indeed a tool often used by artists to produce a certain
communicative effect on the part of the spectator, which Kratky identifies in a phenomenon of ‘arousal’.
Arousals are not necessarily negative, but may in fact have a positive effect on the recipient. In this sense,
according to Kratky, artistic communication succeeds both when the spectator’s expectations are fulfilled and
when the spectator is brought, by experiencing a state of ‘arousal’, to “jump” to a different reading or
perception of the work itself. Our evaluation of an artistic text, thus, does not strictly depend on how much a
text meets our expectations. Predictability and unpredictability - i.e., the qualities of an object to either meet or
fail our expectations - are in themselves neutral features that can be perceived as good or bad (“welcomed” or
“unwelcomed” in Kratky’s terms) by different people in different situations. Accordingly, one recipient may
interpret an artistic text negatively because of its unpredictability, while the other can appreciate it exactly for
the same reason. This, however, leads Kratky to raise the following question: when it comes to appreciating an

artistic product, are we expecting the unexpected or are we rather expecting the expected?

In his captivating contribution, Projective Aesthetics as a Possible World, Boris Otlov explains the nature, origins
and purposes of the approach he calls “projective aesthetics” (Otlov, 2015, p. 43) as well as its possible role in
the development of future discourses in aesthetics. Projective aesthetics, Orlov claims, prospects a new way of
understanding aesthetic practices, one resting essentially on three main pillars: Deleuze and Guattari’s idea of
‘schizoanalysis’ (2010) as stemming from the important concept of rhizome; a so-called ‘conceptivistic
methodology’, where conceptivism stands for an interpretation of philosophy as concept-production; and,
third, the notion of projectivity, meant as a practical way of engaging with the dimension of aesthetics. This
practical engagement, that Orlov ascribes to Dewey’s pragmatism and Berleant’s aesthetic thinking, turns
projective aesthetics into a non purely theoretical discipline, aiming to account for all the aesthetic experiences
potentially happening at any time and any place of human everyday life. Because of its shift from theory to
praxis, the object of projective aesthetics must be re-configured in terms of the two related phenomena that,
Orlov contends, contribute in equal way to making our experience of the world meaningful, what he calls
aestheticization and artification of reality. It is the goal of projective aesthetics to potentiate our aesthetic taste so
as to enable us to “saturate our life” by way of aestheticizing or artificizing it to its maximum. In this sense,
projective aestheticians do not simply investigate what is beauty or what is art, but explore “bow to bring |...]
beanty or artistry in their own lfe”.

Relevantly, it is mainly in virtue of its practical connotation that projective aesthetic can enter into dialogue
with some of the most innovative approaches characterizing contemporary aesthetic field, from everyday
aesthetics to environmental aesthetics, contemporary art practices and media aesthetics. A common feature of
all these approaches - however different they may be from one another in content and concern - is indeed that
they all interpret aesthetics as a dimension that is able to provide us with something existentially significant,
potentially capable of transforming our whole being. The transformative power of aesthetic experience also
represents an important element in Orlov’s educational practice as an aesthetic teacher. Beyond the constraints
of traditional ex cathedra academic communication, embracing projective aesthetics can lead to the
implementation of educational projects in which students are allowed to engage personally and practically with
the aesthetic dimension, for example by relying on their own experience of beauty or with their own sensitive
body.

An interest in education also features in Jana Migasova’s paper Black Mountain College Case: Transformation Trends
in Art Education in the First Half of the 20th century. Migasova analyzes the case of the Black Mountain College, a
college operating in Black Mountains (North Carolina, United States) from 1933 to 1957, alma mater to many



famous artists such as Josef Albers, John Cage, Walter Gropius, Willem de Kooning, and Robert Rauschenberg,
among the others. Focusing on the role played by John Dewey’s pragmatism and progressivism on the
educational approach implemented in the college, Migasova investigates the relationship that tied the American
school to another important institution of that time - also groundbreaking in concept and vocation - namely,
the German Bauhaus. Like Walter Gropius’ school in Weimar, the Black Mountain College was clearly devoted
to both practical and formal instruction in the field of liberal arts, including subjects as mathematics,
psychology, economy, etc. Placed at the core of the education delivered by the academy, art was seen as
providing a synthesis between the humanities and the natural sciences, a dimension capable of bringing
together all the multiple facets that comprise culture.

This was in fact the idea of one of the school’s leading figures, the German painter and teacher Josef Albers,
to whom Migasova devotes a large part of her contribution. A former member of the Bauhaus who emigrated
to the United States in the Nazi period, Josef Albers had distinctive opinions concerning the role of education
in society and politics, which he derived, according to Migasova, from his own practice as an artist. In his
educational ‘manifesto’, Concerning Art Instruction, Albers conceived art as both the “experimental arm of
culture” as well as a way to create meaningful forms, what he saw as the prerequisite of cultural production
and progress. In his courses at the College, Migasova tells us, Albers followed Dewey’s conception of the
learning by doing, beginning each lesson with exercises of a practical nature (like measuring, dividing, estimating
etc.) that, to his mind, could strengthen students’ handicraft capability and, subsequently, their freedom to
engage in more personal kind of work. One important part of Albers’ educational methods, according to
Migasova, was indeed attributed to training the learners’ discipline - where discipline was, however, meant in a
strictly “anti-academic” way. The role Albers granted to freedom for exploration and experimentation in his
teaching activity at Black Mountains College, his understanding of art as necessarily related to ethics and
politics, and, more generally, his progressive ideas concerning education may, according to Migasova, represent
an interesting model for re-conceiving our higher education, especially in the field of arts, in a more progressive

and democratic sense.

Lisa Giombini’s paper Descriptivism in Meta-Ontology of Music. A plea for Reflective Equilibrinm, inaugurates a shift
toward the realm of ontological and meta-ontological investigations about the arts. Drawing on current
discussions in analytic aesthetics concerning the methodology underlying musical ontology, Giombini
examines one of the most popular positions in the debate, namely, descriptivism. As a general meta-ontological
approach, descriptivism can be traced back to a tradition coming prominently from Peter Strawson’s (1959),
who introduces it to discuss the broader issue of determining the task of general metaphysics. According to
Strawson, metaphysics should be aimed at describing “the actual structure of our thought about the world”
(Strawson, 1959, p. 9) as reflected in ordinary language. Applied to the case of music, this implies that our best
ontological theories of musical works are those which prove consistent with our intuitive thought and discourse
about actual practice, more than with the abstract claims of metaphysics.

Despite its current success among scholars, descriptivism raises in fact, in Giombini’s perspective, a whole
number of issues, the first being the role it assigns to our pre-theoretical intuitions about music as the main
sources for ontological theorizing. This, according to Giombini, is especially problematic because of the
contradictory nature of intuitions themselves. For example, there seems to be a broad variety of intuitions
underlying what we believe an authentic performance of a musical work is, all in conflict with each other. It is
therefore unclear how we should choose between them and which of them we must elect as the foundation
for our ontology. Moreover, Giombini contends, it seems also disputable whether descriptivism is really able
to offer us any form of non-trivial knowledge, given that its deliberate task is to codify the regularities found

in our intuitive discourses about musical practice.

A possible way to redeem descriptivism against these lines of criticism, according to Giombini, might be
through reference to the so-called method of reflective equilibrium, as famously envisaged in the field of ethics by
John Rawls (1971). As a philosophical method, reflective equilibrium refers to a procedure aimed at revising,
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adjusting or filtering our pre-theoretical intuitions, so as to achieve the higher possible level of consistency
among the judgments that have stood up under rational examination. Importing this method in the framework
of ontological inquiries about music, Giombini argues, might help descriptivism overcome some of the
difficulties entailed in recourse to intuitions, thus making it more resistant to objections. What is more,
reflective equilibrium could also have an impact on the type of knowledge achievable by means of a descriptivist
ontological theorizing. Indeed, according to Giombini, by acknowledging some degree of revision in our
intuitive conception of musical practice, we end up with a knowledge that is not just trifle codification of the
already-known.

In her inspiring contribution, Daniela Blahutkova presents a different perspective on a subject that has
attracted the attention of theoreticians for decades if not for centuries, namely, that of the end of art and of
the fate of art in the post-historical petiod. This topic, commonly referred to the thought of Hans Belting and
Arthur Danto, is complemented in Blahutkova’s paper with the work of the relatively less known philosopher
and sociologist Arnold Gehlen. Post-history, in Gehlen’s perspective, corresponded to the crystallization of a
culture which was modern, technical and shaped by the avant-garde - a culture, however, in which syncretism
of styles and creative production survived. As Blahutkova highlights, to explain the notion of post-history
Gehlen resorted to the idea that both the present and the future state of society were the result of an internal
development of humankind according to three different stages, prehistory, history and posthistory, each
identified by a different character. Gehlen’s conception of art and of the logic behind the historical progress
of pictorial rationality were based, according to Blahutkova, on his view of the relationship insisting between

art and social institutions, natural sciences, the bourgeoisie, and the industrial society of the 20th century.

Writing in the 1950s, Gehlen contended - somewhat pessimistically - that society was static and that no stimulus
for a change could be expected - no “new horizons, breathtaking utopias”. At the same time, however, he
maintained that posthistory did not represent the finale stage of human existence. Since posthistory was, to his
mind, the product of cultural crystallization, he emphasized the value of experimentation (both as an artistic
process and as a symptom of the spiritual atmosphere of the industrial era), transformation and multiplication
spreading both in post-historical culture and in art. As Blahutkova underlines, this aspect explains why the
avant-garde signified, for Gehlen, a new hope against the process of social crystallization. The emergence of
the avant-garde had to be understood as the onset of subjectivity in the arts, associated in turn with the crisis
of institutions such as state or religion. However, experimentation in the avant-garde art did not represent, he
contended, a real form of artistic progress, mainly because of avant-garde persisting commitment with such

institutions.

Relevantly, knowing that our post-historical society no longer requires art to fulfill its needs could give us,
according to Gehlen, further opportunities to socialize, integrate, and coordinate our actions. Gehlen’s attempt
to devise an art theory despite his post-histoire diagnosis emerged from a need to investigate the boundaries
of art and his concept of art as a vehicle of reflection. This is why, Blahutkova concludes, Gehlen’s example

may still be relevant for our culture today.

Conclusions

What lesson could we learn from this tour into the jagged topography of contemporary aesthetics? From a
purely academic viewpoint, the most relevant idea is probably the multifaceted nature of aesthetics as a field,
intertwining philosophy, the theory of perception, sociology, art history and art criticism and addressing issues
that go far beyond the realm of art and art theory.

Although the papers presented here do not answer to all the problems they raise — perhaps because there
simply are no straightforward, easy answers — they all show originality and insightfulness in the particular way
in which they put the relevant questions. To our mind, this is in fact one of the key aspects of any valuable

theoretical investigation (in all fields): rather than finding solutions, raising the issue in a novel and interesting



way. This might also represent a way for aesthetics to cross the boundaries of the academic world and reach
the interest of the general public, thus resisting to the increasing marginalization and excessive specialization
to which all scientific disciplines are subject nowadays. We hope this issue will make a little contribution to this
process too.

Bibliography:
[1] DELEUZE, G. — GUATTARI, F. (2010): Tysyacha plato. Kapitalizm i shizofreniya. Vvedenie. Moscow:
Astrel, U-Factoria.

[2] ECO, U. (1997): La struttura del cattivo gusto. In: Apocalittici e integrati: Comunicazion: di massa e teorie della
cultura di massa. Milano: Bompiani.

[3] GRICE, P. (1975): Logic and conversation. In: P. Cole — J. Morgan (eds.): Syntax and semantics. 3: Speech
acts. s. 41-58.

[4] KULKA, T. (1989): Art and science: An outline of a Popperian aesthetics. In: British Journal of Aesthetics,
29/3, pp. 197-212.

[5] KULKA, T. (1994): Uméni a kyé Praha: Torst.

[6] KULKA, T. (2019): Umeéni a jebo hodnoty. Logika umélecké kritiky. Praha: Argo.

[7] NERDRUM O. et al.,(2001): Oz Kitsch. Oslo: Kagge.

[8] ORLOV, B. (2015): Projective Philosophy of “The Artistic”. In: L. Bieszczad (ed.): Aesthetics in Action: 19

International Congress of Aesthetics. Practising aesthetics. Krakow: LIBRON, pp.43—46.
[9] RAWLS, J. (1971): A Theory of Justice. Cambridge (MA): Harward University Press.

[10] RYYNANEN, M. (2018): Contemporary Kitsch: The Death of Pseudo Art and the Birth of Everyday
Cheesiness (A Post-Colonial Inquity). In: Terra Aestheticae, I (Theoria), pp. 70-86.

[11] STRAWSON, P. (1959): Individuals: An Essay in Descriptive Metaphysics. London: Methue.

[12] WELSCH, W. (1992): The Birth of Postmodern Philosophy from the Spirit of Modern Art. In: History of
European 1deas, 14/3, pp. 379-398.

Dr. Lisa Giombini

Roma Tre University

Department of Philosophy,
Communication and Performance
Rome / Italy
lisa.giombini@uniroma3.it

Mgr. Adrian Kvokacka, PhD.
University of Presov in Presov
Faculty of Arts

Institute of Aesthetics and Art Culture
Presov / Slovak republic
adrian.kvokacka@unipo.sk

https://espes.ff.unipo.sk



https://espes.ff.unipo.sk/

Max Ryyninen Kitch Happens...

Kitsch Happens. On the Kitsch Experience of Nature (Hommage
a Tomas Kulka)

Max Ryyninen; max.ryynanen@aalto.fi, https://doi.org/10.5281/zen0do.3595474

Abstract: In Kitsch and Art Tomas Kulka notes that natural landscapes cannot be called kitsch. Kitsch needs to be
produced by a human being, he says. I agree with that. Experience-wise it is more complicated, though. Sometimes
kitsch affects our experience of landscapes. It is not just that our overwhelming culture of images affects how we see
nature, but that also sugared, sentimental and stereotypical kitsch images of nature, that we see in postcards and
social media, affect our experience of e.g. sunsets and picturesque landscapes. We might desire to fight back, but at
least we need to understand and to some extent accept our situation. Kitsch is in our experience even when there is
no kitsch around, and our experiences of nature prove that.

Keywords: Kitch, Tomas Kulka, kitschification, culture

Early 2000s, I spent a long weekend in the Norwegian mountains, where I participated in a Nordic post-
graduate conference on aesthetics. After a day crowned by a keynote delivered by Martin Jay on the
dangers of separating aesthetic experience from art, I walked out during the final dinner with my
colleagues — just in time to see the sunset. The red sun coloured the mountains in pink and gold. It was

beautiful. But I felt uneasy, aesthetically speaking.

For Kant colours are secondary (qualities) to (ptimary ones like) motion/rest, solidness, texture and spatial
position/constellation. Secondary qualities are less formal than primary ones; less communicable. Kant
thinks that they are less relevant for judgements of taste (Wentzel, 2005, p. 63). In a fictional passage in
Estetiikka [Aesthetics], Aarne Kinnunen takes Kant to his hometown in Savonia (Central Eastern Finland),
and they fly over the lakes, hills and forests. Kant is impressed. When they fly back, snow has covered the
landscape. It is now completely white. Kant is shocked by the beauty. He sheds a tear (Kinnunen, 2000, p.

63). Kinnunen aims to accentuate how much landscapes change with colour.

Kant, had he been able to join us in Norway, would probably have thought of the sublime while looking
at the mountains. The sublime was not what came to my mind, though. The ‘original’ landscape was
already a bit ‘too much’; as one participant of the conference said, ‘too beautiful’. I am not convinced
about the notion of ‘too beautiful’. Dewey uses this concept about kitsch in Ar? as Experience (see Dewey,
1980, p. 78) — but I have always assumed that he refers to clumsy pretentiousness, not that something
really would be too beautiful. I also assume that as people use the expression while they point to a person
or a landscape, it usually means that there is something which disturbs beauty. Skiing in mid-February in
my hometown Helsinki, when the sun suddenly returns and is too bright (mirrored by all the ice and
snow), it is one of those moments when visual hysteria makes the appreciation of landscapes impossible.
When people, on the other hand, are seen to be ‘too beautiful’, I have noticed that they meet the standards
of a ‘beautiful man/woman’, but somehow lack warmth or charm. Sometimes they give the impression of
being beautiful in a stiff way (a way that is not dynamic). The colouring of the landscape we were looking

at during the conference, on the other hand, felt unreal in a plastic way, like something just on the sutface.
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The Norwegian landscape in itself did not lack anything. During the conference breaks, except for the one
recalled in the beginning of my article, it was beautiful (also sublime if one desired to accentuate that). It
was just that it echoed the stereotypical travel agency advertisements and postcard aesthetics slightly too

much to really ‘breathe’.

Umberto Eco writes in his 1964 essay La struttura del cattivo gusto (Eco, 1997; [The Structure of Bad Taste]),
that when someone talks about kitsch in literature, s/he often refers to dead metaphors or overtly
consumed expressions (take for example ‘kisses that taste like eternity’ or a description of a beautiful
woman riding a white horse on a beach), and still today, at least when we talk about romantic cultural
products, I think this holds. If a murder is stereotypical in a detective story, we would not usually call it
kitsch, as it would just be bad entertainment, popular culture or mass culture. Stereotypical expression is
of course one thing that a critical person can take up and call kitschy, but the concept is mostly attached to
sentimentality, attributes seen to be typical for feminine consumer culture (prettiness, cuteness, pink
colour) and sensibilities like cheesiness or ‘sugared’ (see e.g. Emmer, 1998; Solomon, 2004; and Ryyninen,
2018 for an overview). Coming back to the mountains, the scenery was generic, and one could say that it
felt like something overtly consumed, or a dead symbol, a pathetic trace of German idealism, travel agency

visuals, or urban bourgeois visions of romantic nature.

Anyway, ‘Kitsch happens,” I said. My peers were not convinced. One of them said nature cannot be
kitsch. I think he was right, but I think that his stance was about another issue, i.e. the fact that to be
experienced as kitsch, an object needs to be manmade. It is just that drifting into a kitsch
reaction/experience does not entail engagement with a kitsch object. As art in the 18 century once
became a way of framing nature (the picturesque), to some extent this has started to happen quite

naturally in our age with kitsch. “This landscape is like a painting” is somewhat analogous to “this

landscape is like kitsch”, although the kitsch experience might, at least for most, be more negarive.l

The view of my peer is presented and is also theoretically backed-up in Tomas Kulka’s book on kitsch,
Kitsch and Art (Kulka, 2010), where Kulka writes that “(n)ature itself cannot be kitsch, only its representations can”
(Kulka, 2010, p. 90). He does not claim that we couldn’t experience nature as something kitschy, as he
does not really focus on experience, but he talks about landscapes (among other themes) that are suitable
for kitsch portrayal, e.g. ones that include full moon, beaches with palms or a deer in a forest clearing. I
am quite convinced that he would have thought that my view in Norway would have been suitable for
kitsch portrayal (KKulka, 2010, p. 26).

Kulka’s work is a constitutive classic for our scholarly discourse on kitsch, but while most texts on kitsch

today mention it, it is sometimes hard to build on it anymore, as it belongs to a historical period where

kitsch used to be considered as something negative, pointing to bad qualityz. Kitsch often just meant
pretentious pseudo art, at the same time as scholars classified all consumer culture as kitsch. Lately ‘kitsch’
has increasingly referred to knick-knacks. (see e.g. Olalquiaga, 2003; for an overview see Ryyninen, 2008,
2018). Today it would also be hard to react to Dallas and Dynasty (Kulka, 2010, p. 16), or neatly any TV
series as kitsch, as the concept has narrowed down and embodied itself into a spectrum of features like
pink/gold, certain materials (porcelain), femininity-driven mass culture (Hello Kitty) and reactions towatds

fake elevation (for example Tuxury’). (We are lacking a taxonomy of kitsch.) Sometimes, today too, of

1T am thankful to Lisa Giombini for this witty comment on my paper.
2 Tt is worth noting, though, that Kulka respects the work of some marketplace painters if they have skills and
ambition. See Kulka 2010, 7-8, p. 39.
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course, kitsch is mentioned when something sugared, sentimental or just otherwise hard to digest critically

is too hastily or in a false manner claimed to be art, but this is no longer the main focus of the concept.

For years Kulka’s (and my peer’s) comment on nature haunted me. I still think it is the wrong
question/perspective. This is of course easier to see from the point of view of today’s art world and

aesthetic research, where processes have increasingly become more important than objects.

The history of the concept has not been straightforward. As Kulka was the first to really nail the
connection of kitsch and tourism, his work has also, with respect to knick-knacks (which are analysed
quite extensively in his work), been progressive and important for later research. It does not just land in
the ‘canon’ of kitsch, but opens, in the footsteps of Eco (1997), who wrote for example about bad taste in
choosing a tie for a suit, the door to everyday objects and culture. We still lack the final step here. Clement
Greenberg, in his 1939 Avant-Garde and Kitsch (1986) has already mentioned fake tourist knick-knacks,
focusing on the way they were presented as ‘authentic’, but at least today, truly, for (most) tourists the
knick-knacks they buy have nothing to do with authenticity, as they are just plain knick-knacks and the
buyer understands this [Dorfles (1969) and Calinescu (1987) generally follow Greenberg’s path].

If Greenberg’s attitude in 1939 that ‘everything that lands between high modernism and folk art is kitsch’
was all-encompassing, looking at the second wave of kitsch research, which starts with Umberto Eco’s
1964 La struttura del cattivo gusto (Eco, 1997), and which ends with Kulka’s work (Kulka, 2010; see also
Kulka, 1988), the idea historical work of Calinescu, 1987, and the historical overview of Ryyninen, 2018),

kitsch is no longer under attack that much, but is just under curious analysis and scrutiny.

The third wave already shows how the appreciation of kitsch, the way the concept is growing into being
increasingly positive, is visible in the works of Celeste Olalquiaga (2002) and Odd Nerdrum and his pro
kitsch art (and art history) community (Nerdrum et al.,, 2001; see also Anderson (2010) who discusses
cheesiness, particularly kitsch, in a happy manner). C. E. Emmer first analysed its accent on female culture
in 1998 (Emmer, 1998), and Robert Solomon discussed the cynical attitude intellectuals show towards
sentimentality in 2004 (Solomon, 2004). We have also grown to understand how kitsch is applied as a
concept and sensitivity differently in different countries, and how materials (e.g. porcelain) and colour
(pink, gold) create reactions where the concepts pops into the mind (Ryyndnen, 2018; Ryyndnen —
Sombhegyi, 2018).

The last wave, I think, makes the question of nature as a source of kitsch experiences possible. If the
eatlier waves of thinking were about condemning kitsch or looking at it from the outside, the new way of
thinking and experiencing (my students say they love kitsch) is looking at it as a cultural tradition, which
we all take part in, whether we want to or not, at least in some way. Authors on this side of the
millennium are no longer much interested in good/ bad art (which for them is just good/ bad art) or the

non-legitimization of certain forms of e.g. (lowbrow) painting, when they discuss kitsch.

In a letter to Kulka, Milan Kundera recalls that when there were not many cars about, they were
sometimes experienced as horrible, but in later times, with too many cars, people have no longer reacted,
as cars have become a norm in culture — and then suggests that this might have happened to our
relationship to kitsch (foreword to the Finnish edition; Kulka, 1997, p. 3). In some sense this might be
true, but one must also bear in mind that the hierarchical way of looking belittlingly at people who had not
acquired a taste based on the central European system of art (Kristeller, 1951), has become problematic
both politically and culturally, as we understand the complicated class-, gender- and ethnicity-driven nature

of the old art system (ibid.; see also e.g. Bourdieu, 1980).



It is noteworthy how many kitsch images we see all the time, i.e. images we react to, or could react to, as
kitsch. They might be simply a part of the media, popular and mass cultured flood of visual culture we live
in, but they make an affective difference following their cheesy, overtly sugary and sentimental nature.
Adorno claims in his 1944 Culture Industry that the all-encompassing capitalist machinery works through an
endless cultural hammering (on the subject), a flood of aesthetically corrupted culture, which in the end,
through repetition, becomes an a priori for how people view beauty and art (Adorno, 1969). Guy Debord
follows Adorno in his 1957 Society of the Spectacle (2000), where he sees images as the only late modern glue
of the society. And, when one looks at Baudrillard’s claim that it has become virtually impossible to
separate images from the ‘real’ (seen outside the world of representations, i.e.) (Baudrillard, 1994), one has
theoretically arrived at understanding that the story of the Norwegian mountains (coloured by the sunset)
could be read as just one new example of this thread of critical theory. The topic also comes close to
Samuel Webet’s reflections on 9/11, where he shows how people talked and viewed the catastrophe by

relating to its visual resemblance to catastrophe movies (Weber, 2013).

The way kitsch has somehow become a part of our cultural a priori to the extent that we can react to a
natural landscape as we would encounter kitsch, is amazing. Repetition makes certain patterns generic. 1
recall my own arrival in the US for a term at Temple University Philadelphia in 2002, when I felt that I

was in a movie as I saw a police car driving by the first time I went to the grocery store.

In Norway, the red and golden sun made the landscape look like a postcard and a travel advertisement. It
was not an intellectual interpretation/reflection which led to this, but an immediate reaction. The
interesting thing is that following this reaction, I/we entered a dialectical interpretation/experience, where
I/we had to remind myself about the fact that this was a real natural landscape, not kitsch. This did not, in
the end, change much in the experience. The experience owed itself to the kitschification (visual
appropriation) of landscapes. (One must remember that our way of focusing on landscapes is, by its very
nature, an artificial modern cultural product: Is this why it easily opens the backdoor for the impact of
kitsch?)

It is maybe the same process which raises anger in the ‘fans’ of classical music, who become irritated when
a piece by W. A. Mozart is used in a car, chocolate or SPA advertisement. What at first glance looks like
elitism is perhaps a reaction to the same kind of kitschification which we already noted had happened with
generic landscapes. If repeated too many times in the ‘wrong’ context, the composition gains a kitschy
trace which also pops up in the experience at stake in the concert hall. Kitsch takes over the original

experientially, at least to some extent.

It applies to the urban environment too. When I walk in Venice, I know that it is original, and I respect
the work of the (European/Arabic) architects who created the glorious maze, but still, maybe partly
following the tourist atmosphere, and even more following the endless repetition of images where the city

is used as a ‘romantic’ icon, a ‘real moment’ at San Marco feels just awkward, plastic, and sugared.

In nature I have experienced this in Finnish Lapland, the High Tatras and Switzerland (the Alps). Kitsch
just happens, suddenly, without an invitation, and it is hard not to note the reaction to it. While Kulka
concentrates only on the objects that someone has created according to his/her low taste (or lack of
understanding of craft/colours), Jay was, in his Norwegian keynote (already published eatlier, see Jay,
1999), in the footsteps of Walter Benjamin (Benjamin, 2008), worried about the way the positive attention,
and through that the support to aesthetic experience outside art, could result in dangerous side-effects

(like accepting certain economic or political phenomena following their enchanting aesthetic nature).
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It is just that the expetience is still there, whether scholars desire/accept it or not, and I think Jay
erroneously thought that scholars would not be critical when they turned to these issues of politico-

aesthetical pleasure [they are, as one can see e.g. in the later work of Carsten Friberg (2018) and Crispin
Sartwell (2010)].

The issue of kitsch is of course (I am sure Jay would agree with me) less a question of danger than the
‘looks’ of fascism. But how did kitsch become a part of us and what does that entail? The consumer
society sits deep in our subjectivity and our way of perceiving the world. What remains, I think, is to take a
Benjaminian stance, to try to experience and to write about this experience faithfully (Benjamin, 2006),
whether we liked the experiences or not, and so to make the critical remarks and analyses needed for a

better understanding of the world.

Kitsch is something which does not (mostly) support our understanding of the deepest issues of life (of
course sometimes a cheesy yoga poster can help us to navigate in our meditation), nor does it pave the
way for a more democratic or ethical society, at least not in any simple manner. The fact that one might
not appreciate a landscape as much as would be possible, following the reaction and experience of kitsch,
is something worthy of our attention — as much as the fact that kitsch might also increase some people’s
interest in taking care of some environments more than others. In the same fashion, the way some of us
want to protect (cute) cats and (cute) dogs and give them more rights than animals that are not as cute (or

to the same extent visually consumed), is an issue close to the one at stake here.

The fact kitschy landscapes raise in some us negative reactions, in some of us positive — ‘Look, Jerry, this
is just like a postcard!” — is something we need to understand too. (Liberal) arts education might not be the
best one to have in a ‘kitsch happens’ situation in nature. Besides basic perception, it is hard to reduce our
taste, our personal historical experience and the traces of the images we have seen or learned to recognize.
To understand what we are, we might need to redefine the old concept of the Kischmenseh, which used to
refer to someone who had bad taste, but which could now mean someone who cannot look at a cheesy
sunset without a reaction. We are of course all ‘programmed’ visually, not just by art, documentary footage
and basic mass and media culture, but also by kitsch. We even react more to sentimentally kitschy war
images and it is only then social media really ctries for peace (see Ryyninen, 2019 on the Syrian war and its
painful key kitsch images). This makes the findings we have gone through here also potentially a new
opening for future discussions about ethics and visual culture, as our ideas on landscapes have already
shown on their behalf. All this is, of course, just one echo of a trace which Kulka has left us. We owe him

a lot.
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From Tomas Kulka on Kitsch and Art to Art as a Singular Rule
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Abstract: The article takes as its starting point the work of Tomas Kulka on Kitsch and Art to further a philosophical
move aiming at the very logical core of the question of art. In conclusion, the idea of Singular Rule is offered as
capturing the defining logic of art. In so doing, the logical structure of a singular rule is uncovered and in that also the
sense in which the idea of singular rule both explains and justifies the role that art plays in our life.

In his Kitsch and Art Tomas Kulka extends Karl Poppet's refutation principle in science to the arts. He asks of a true
work of art to be open to “refutation” by way of evaluating it against its own admissible alterations or variations. An
admissible alteration according to Kulka is a change or a modification of the work that does not “shatter its basic
perceptual gestalt”. In considering alterations that are aesthetically better, worse or neutral with respect to the original
picture, Kulka offers us a rational reconstruction of key aesthetics concepts such as unity, complexity and intensity. His
reconstruction will show that a work of kitsch does not qualify as art in direct analogy to a proposition that cannot
qualify as scientific if it is not (potentially) refutable. Kitsch cannot be “refuted” by any of its possible alterations as they
are all of equal aesthetic value. This explains the aura of empty perfectionism that accompanies the experience of kitsch
since the work of kitsch does not carry any promise for improvement nor does it show itself superior to any of its
possible alterations.

Notwithstanding Kulka’s novel analysis, its premise we must note is grounded in the work of art impressing on us a
single basic perceptual gestalt with respect to which an alteration can qualify as admissible. But in acknowledging the
possibility of a gestalt-switch or the fact that the work of art can impress on us a variety of mutually-exclusive
petrceptual gestalts, Kulka's analysis loses the logical anchor necessaty for it to wotk. However, in what might look at
first sight as an unrecoverable logical deficiency, we find an anchor to a novel analysis to the question of art. This is our
analysis to the idea of art as a singular rule. Indeed, the concept of a singular rule - a rule onto itself which has
exclusively itself as its own argument - must strike us as paradoxical. But in offering to reconstruct the work of art
through the complementary concepts of background and figure - to match respectively the how and the what of the
work - we are able to provide a structural resolution to the idea of singular rule as what defines art. In this we believe we
deliver a definitive answer to the question of art.

Keywords: Tomas Kulka, Representation, Nelson Goodman, Kitch, Art.

Tomas Kulka on Kitsch and Art

Tomas Kulka's celebrated body of work on aesthetics has its logical groundings among other influences in
the works of Karl Popper in the philosophy of science and Nelson Goodman on art and symbolic systems.
We will revisit these two anchors to draw the philosophical move Kulka takes in his Kitsch and Art and use it

to further a philosophical move of our own aiming at the very logical core of the question of art.

Kulka, Popper and Refutation

In Karl Popper's philosophy of science, we find his known refutation principle as answering to the old
Induction problem replacing inductive corroboration as the engine of progress in science with refutation. But
in extending Poppet's refutation principle to art and art appreciation we must immediately feel the necessary
logical tension. For refutation has its anchor in a propositional claim that is meaningful - or in Poppet's more
limited version “Scientific” - in as much that it can be refuted; that there is or there could be a propositional
evidence that contradicts it. But if the analog to the scientific propositional claim is the work of art then in

what fashion could we argue that it can be refuted?! Refuted by what? For sure not by rigid artistic rules say
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of composition or perspective since the history of art is also the history of the breaking up with old rules and

setting anew grounds for new epochs of art that are governed by new rules and considerations.

It is therefore on the face of it an ambitious task that Tomas Kulka took upon himself in introducing Popper
and his refutation principle of philosophy of science to the discussion on the logical underpinning of art and

aesthetics.

What we would to like suggest in this short essay is that not only did Tomas Kulka put into important use
the refutation principle in the discussion in art but that in extending his daring philosophical move further we
may get closer to a better understanding of the logic of art and Art's role as social and cultural power
functioning as an opposing force to the Sciences. From here also to the intimate connection between

acsthetics and ethics the way can be shown to be short.

But what then can refute the work of art? Kulka's answer is simple: it itself. The work of art is set against

itself as a standard. It is therefore can be said in a sense to refute itself. But how could this be done?

For this Kulka offers us to envision “variations” or “alterations” of the work of art that can be compared
against the original work of art. He defines more closely what would count as an alteration in arguing that “a
change in a work only counts as an alteration if it does not shatter its basic perceptual gestalt”. He then invites us to
evaluate the alterations or the versions against the unaltered work of art and classify them as better or worse
from the perspective of aesthetics. He follows this with an ingenious rational reconstruction of core
aesthetics predicates such as “unity”, “complexity” and “intensity”’” to come up with a calculative formula that
can capture our aesthetics evaluation of the work as a byproduct of the interplay between these three basic

aesthetics predicates.

“Unity” for one is correlated with the number of alterations that damage the work of art minus alterations
that improve it. In the end of the spectrum we may consider a work whose manifold of possible alterations
only damage the aesthetic value of the work and in this its unity therefore will score the highest. “Unity”
Kulka is quick to observe can truly deserve praises only if it does this against the “Complexity” of the work
which in his presentation will be correlated with the sum total of all possible alterations of the work: the sum
of the better, the worse and the neutral alterations; last ones are those that do not improve nor damage the
work or our appreciation of it. “Intensity” will have an inverse correlation to the number of neutral
alterations (+1 for technical reason) divided by the sum of alterations that do make a change, either for better
or worse. This works nicely as a measure of redundancy. When for example the number of neutral alterations
overshadows the number of “meaningful” alterations, alterations that are either better or worse, intensity of
the work must suffer.

2«

In offering his “formula”, multiplying his three measures for “unity”, “complexity
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and “intensity”’, Kulka is
of course careful to sideline criticism accusing him of offering “calculative machinery” for computing
aesthetic value of works of art. He will label his analysis in the terminology of a “rational reconstruction” of
these key aesthetics standards, an inquity into the epistemology of art criticism as one of his followers put it.
Kulka is also careful to distinguish “aesthetic value” from “artistic value”, e.g. as pertains to Les Demoiselles
d'Avignon of Picasso some and perhaps Tomas Kulka himself may argue that it is a work of art that is
revolutionary in magnitude and carries great and challenging “artistic value” and yet one that may score less

on “aesthetic value”.

Kulka rational reconstruction of aesthetics value is extremely helpful when we look at the question of Kitsch.
Kitsch in this analysis is a work which provides for no “meaningtul” alterations, neither better nor worse, all
its alterations are neutral and therefore they can replace the original work to no effect. It is therefore

categorically different from art, bad or good, since a work art must carry a promise. Its constitution, by way



of opening before us its possible alterations, introduces ways to improve on the original work. Good or bad
it sincerely aims at being a good work of art and therefore must carry with it the very possibility of being
“refuted” and consequently improved upon. Kitsch does not present itself to this possible test. It cannot be
refuted. It is therefore no art in direct analogy to propositional claim rendered not scientific by Popper as it

offers itself to no possible evidential refutation.

Kulka, Wittgenstein, Goodman and Representation

As we follow the analogy of refutability from Science to Art it is inviting to further the analogy and equate
the case of propositions of analytic or tautological nature with the case of Kitsch. The former cannot be
rendered scientific according to Popper as they offer themselves to no possible evidential refutation. This for
sure is 2 move with its own nest of difficulties, from how to address certain formulations of Evolution
Theory to scientific counterfactuals where the antecedent is always false; consider according to Newton the
fate of an object set in motion in the presence of no friction. But this is not in our main line of reasoning
here. What could be interesting for us here is to move with Ludwig Wittgenstein from the question of
propositions qualifying as scientific to propositions qualifying as having meaning or being meaningful to start
with.

It accords well with Wittgenstein to consider only propositions capable of being negated as meaningful. As in
refutability in Popper, here only that which can be negated can be meaningfully asserted. This the exact sense
in which the Metre in Paris setting the standard for the length of one Metre can neither be said to be of one
metre in length nor that it is not.! The proposition asserting nonetheless that the Metre in Paris is one metre
in length is a “grammatical proposition” or “fact of meaning” as some would have it and therefore has only
the facade of a meaningful proposition. Pseudo proposition that it is, it can neither be asserted nor negated.
The Metre in Paris cannot be asserted as having satisfied its own standard (of length), since, as it were, the
assertion to this effect cannot be negated.? In analogy, revisiting Kitsch as pseudo art, as having only the
facade of a work of art works well with Kulka's philosophical move. Kitsch as it were cannot be negated, it is

therefore not an artistic assertion; it is not art.

Before we continue we should touch briefly on the second major influence on the work of Tomas Kulka and
this is the philosophy of Nelson Goodman. Nelson Goodman is known for his paradox of “Grue” which
strengthens the futility of looking for corroborative or probabilistic mechanism answering to the problem of
Induction - to which Popper offers his refutation principle. Goodman inquired equally well into questions of
philosophy of science, such was his interest, for example, in counterfactuals, as well as into the question of
art and aesthetics. The subject of symbolic systems and the relation of representation is key to his thought.
Realism he considered is but the acceptance of what he labeled “entrenched conventions” of representation
and in many respects though art according to him was strictly speaking not a language he did analyze the
question of art from the perspective of language and symbolic systems as the title of his prominent book,
Languages of Art, must indicate. The question that I think is relevant to our discussion here is whether art is
representational or referential, a question to which Goodman answers in the affirmative. Our use here in

“representation” or “representational” is looser in definition than that of Goodman’s ie. we use

U “There is ON€ thing of which one can say neither that it is one metre long, nor that it is not one metre long, and that is the standard metre
in Paris—DBut this is, of course, not to ascribe any extraordinary property to it, but only to mark its peculiar role in the langnage-game of
measuring with a metre-rule’ (Wittgenstein, 1953, § 50).

2 For an in-depth inquiry into the question of the Metre in Patis, see Avital (2008, pp. 318-339).
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“representational” as simply: seeking to portray an object or aiming at a subject matter or an outer aim.> We
will further suggest that it would be instructive to our case to model the use in the term “object” on the basic
distinction of the “what” and the “how” and offer to approach the work of art through what is it about or is

its message if we wish, and the way, the “how” through which the “what” is being delivered.

For Kulka's philosophical move to work he had to anchor the possibility of variations or alterations in what
he labeled a “perceptual gestalt”. This is the constant with respect to which we could render alterations as
better, worse or neutral. In this respect, his move is modeled on the distinction between the “what” and the
“how” of the work of art. Also, in admitting the distinction, it should be clear that we cite with Goodman
that art is representational or referential. In Kulka's analysis the “what” is #he perceptual gestalt of the work, each
alteration is a possible “how” that in turn when coupled with the constant “what” creates a version than can

be rendered better, worse or neutral with respect to the original picture.

It should be noted that there is something very tempting in the attempt to evaluate the work of art against as
it were its possibilities. We may envision the artist herself grappling as she works through the creation
process with competing venues of how to proceed. We could envision the preliminary sketches, the layers
erased to pave way to new versions, and we could as experts sometimes do when they examine classical
works of art, try to reverse engineer, as it were, the working of the artist, thereby gaining a deeper insight into
the final outcome as it is presented against what was optional in the creative process. All these variations
could support a better aesthetics evaluation. They can enable us to read or see the picture through new
venues as if they were lenses allowing us to discover hidden potential. In fact, it is this intuition that Kulka
utilizes in offering his rational reconstruction of key aesthetics standards. But what is important to the case
we are going to make next is to understand that Kulka's move can only be evaluated against the fashion in
which variations are deemed admissible and that in his analysis this is done by fixing a single “perceptual

gestalt” as constant; in our terminology, as the “what” of the work of art.

But in insisting on a single, if you wish, “perceptual gestalt” as the “what” or technically as a constant with
respect to which variations are defined and then evaluated we forget that the work of art may be approached
through many different venues, ways of seeing or approaching the work, much as a poem can be decoded
through different semantic trajectories. Even by way of presentation, with each time a poem is either read

out loud, read softly or sang, we may anticipate that its poetic gestalt will impress us differently.

To make this point clear we may consider the fashion in which
mutually exclusive “perceptual gestalts” can compete on our
visual attention. This becomes evident when we observe the
following famous duck-rabbit (fig. 1) that not accidentally
figures center stage with the philosophy of Ludwig Wittgenstein.

For what plays “what” here, what plays “how” is arbitrary or

rests on what visually impresses us first and is completely open

for visual rotation or exchange. Fig. 1: duck-rabbit

What we have in this gestalt scheme are two pictures, two
“perceptual gestalts” that can now compete on being the (original) picture. This in turn may be shown to be

at work at any traditional picture where the gestalt switch may be less evident. We could model pictures on

3 Nelson Goodman’s terminology of representation, as Tomas Kulka once pointed out to me, is much more refined: for
him, all art is referential, although it might be not representational. Such is the case regarding the functions of
expression and exemplification which, according to Goodman, are species of non-denotational reference and not of
representation.



the distinction between figure and background, the first plays “what”, the second plays “how”; gestalt switch

will be at work when they switch roles.

Consider for a moment a picture of a fully-fledged, eighteenth century atistocrat proudly standing before a
landscape view featuring his estate. Here we could easily discern the two elements, background and figure,
and consider a gestalt rotation: we could read the picture perhaps untraditionally as a landscape picture, to
which a proud aristocrat serves as background. We can suggest the term “diagonalization” to this rotation of
roles. While it rarely crosses our mind to “diagonalize” traditional pictures, we may find it hard to resist
“diagonalization” in the case of the duck-rabbit. In both cases the two readings of the pictures are mutually
exclusive, you can switch from one “diagonalized” reading to the other but cannot see them both all at the

same time.

Back now to Kulka's analysis: point in question is the identity critetion for what would count as the “same”
picture. For example, in our picture of the proud aristocrat, we may replace the landscape with some other
background, for instance, some velvet curtains from the gentleman’s estate. After this change, we may make
the case that this is the “same” picture which had undergone an alteration; that the perceptual gestalt stayed
intact. Had we kept the original landscape and replaced the aristocrat with his wife, standing proudly etc. we
would feel unease in making the same claim. We would probably suggest that we are presented here with two

different pictures that share the same landscape as background.

If you envision that whatever plays figure functions as constant, such that if it is modified the picture loses its
identity, then the only possibly admissible alterations are these that modify the background. We could then
ask what modifications of the background that do not alter the picture as a whole - since if figure is yellow
circle, background modified to yellow will not work - are better or worse or neutral in the fashion that Kulka

suggests.

It is important however to note that from the perspective of logic as it were, we are free to choose what plays
figure and therefore is constant and what plays background and hence could be modified or altered. This free
play to choose among competing perceptual gestalts might at first sight look damaging to the analysis that
Kulka offers us. But next we will show that what might look as deficiency or weakness in Kulka's analysis can

be transformed into a powerful model for what art is. This is our analysis to art as a singular rule.

Art as a Singular Rule*

The very idea of a singular rule carries with it the flavor of a paradox. > It is a rule whose only instantiation is
it itself. It can admit as an argument only itself and what it prescribes as a rule, the condition it asks itself to
satisfy is not grounded in any prior condition. It is both the condition and the object that satisfies it as a
condition. We can go back to Immanuel Kant and his Critigue of Judgment where we can encounter his analysis

of the predication of beauty. We learn that “_is Beautiful” does not behave as general predicates do, say,
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predicates as “_is Rolling” or “_is the End”. The latter can figure in propositions expressed by sentences
such as: “The stone is rolling” or “This is the end”. In these propositions the meaning of the predicate as a
condition can be grasped prior or independently of the instantiation of the argument; for we can grasp what
i5-Rolling or is-the-End are prior to the encounter with the Szme or with whatever This refers to in the context
in which it is being used. Not so with “_is Beautiful”. Here the predication is indexical or in Kantian fashion

“with no concept antecedent to the given intuition” (Kant, 2007, s. 333). No concept here means no general concept

4The reader that would like to explore the subject in a better detailed fashion is invited to read my study (Avital, 2007).
5 For a more detailed inquiry into the logic of Singular Rule see, Avital (2007, pp. 20 —37).



Doron Avital, Karolina Dolanska

or rule that we could grasp its meaning independently or prior to encounter with the object playing argument

to the rule.

But before getting entangled with singular rule we may ask first how can a work of art be a rule or prescribe a

rule to which it itself can be subjected as an argument?

To this question, Kulka offers us a rather easy venue. In
following his analysis, we can transform works of art into
rules. By fixing the “perceptual gestalt” constant - in our
terminology, that is the “what” of the work - we design a rule
that takes as arguments all possible variations of the work
and admit only variations that keep the gestalt intact. Surely

the unaltered work itself is such a variation and can function

therefore as an argument. Furthermore, it is easy to see thatit LAY
must be admitted as falling under itself as a rule, since it %
clearly does not refute its own gestalt. Next we can compare

the admissible versions with respect to the question of Lo
whether they improve, damage or stay neutral with respect 18- 2 Mosaic by M. C. Escher

to the original picture.

But the difficulty arises as we pointed in previous section when the work of art is open to different or
competing visual readings as is in the case of a gestalt switch. How can we then apply the idea of the work of

art as a rule?

Let us then revisit the phenomenon of gestalt switch. This time with the following Mosaic by M. C. Escher
(fig. 2).

The Mosaic here is composed of two types of “figures” white figures and black figures. The two types
exclude each other; for you cannot see them both all at the same time.¢ They are both capable of playing
cither one of the two roles, that of figure or background. When combined, they complete each other and
makeup for a picture. The point here is to consider the picture as one unity rather than a mere concatenation
of components. We may ask then when do two things, an element for figure, an element for background,
complete each other to form a single unified whole, in this case a picture? The answer catrries a
transcendental twist: for if it were not for the intrinsic tension - that each of the elements is capable of
playing either figure or background, even though both cannot play the same role at the same time - that we

would end up with two distinct entities rather than a single unified picture.

The Mosaic here as in duck-rabbit forces us to acknowledge the possibility of switch in roles. Since if white-
figures play “what” or “figure”, black-figures are forced to the background, they become as it were
transparent. This, however, is not to say that they vanish - for assume white-figures as background and black-
figures miraculously come back into the foreground; they now play “what” or “figure” while white-figures in
background play now the “how”; the medium if we wish through which the presentation of the former

figures is made possible.

¢ The notion of modality that is introduced in the expression: “you cannot see them both all at the same fime’ is of a
transcendental nature, i.e. if one insists that she does see “them” both, all at the same time, we will have to conclude
that she does not master what are the “them” in question. Similarly, in the case of an agent who insists that she
encountered an object that is both black and white all over, we will conclude that she does not master the terms black
and white.



We are now set to introduce the structure of Singular Rule. To follow Kulka we could assume now a rule
which takes as its arguments the possible variations of the picture. The rule is defined as with Kulka: admit a
variation if it does not interfere with perceptual gestalt. We follow our analysis and equate here “perceptual
gestalt” with what plays figure in the picture. Figure stays intact plays the criterion for the picture not losing
its identity. Let us then in Mosaic of Escher fix white-figures as figure or constant. White-figures are
constant, we hereby define a rule that admits variations of the original picture with different backgrounds
than that of the black-figures, e.g. ones that figure monochromatic color as background as long perhaps the
color is not white. We could then switch roles and fix black-figures as a constant defining now a rule that
admits as its instantiations variations with different backgrounds than that of white-figures, e.g. from

monochromatic colors perhaps with the exclusion of black to lovely blue skies or what have you.

Since there is no priority to either one of the elements, it would seem at first sight that we are unable to
follow Kulka and apply his aesthetic evaluation analysis. The switch in roles would result in the two rules
blocking admissible variations of each other. To conform with the picture or its perceptual gestalt staying

intact possible variations offered by the two rules cancel each other out.

But a moment of reflection shows us a new prospect: for what we have encountered here is the schematic
structure of a singular rule. The two possible rules, each fixing one of the elements as a constant, exhibit here
the logical structure of a singular rule. Preserving the identity of the picture mandates both that the white-
figures be constant, call it the white rule, and that the black-figures be constant, call it the black rule. It is only
in the working in tandem of the two competing yet completing rules that the identity of the picture is

secured.

In fact, when we, as observers, switch between the two possible, diagonal readings of Escher’s Mosaic, we
vacillate between seeing the picture as the manifestation of one or the other of the two corresponding rules.
Seeing the picture as produced by one of the rules, the second rule unfolds as the former unique extension

and vice versa. This is what we mean by a singular rule: that it is both the rule and its unique extension.

Escher’s Mosaic is an impressive illustration for what it means for something to be a singular rule. This can
be phrased in the terminology of the “what” and the “how”. By keeping the “what” constant, we define a
rule which takes as arguments the different ways by which the same “what” may be achieved. Assume that
the work of art is a singular rule, then there is only one, unique way that satisfies this rule. This structure is
completely symmetric, i.e. we can keep the “how” constant, define a rule, and take the “what” as its unique
extension. But this, in final analysis, puts the “what” and “how” on an even plane. These are not different
metaphysical categories. For whatever we consider constant comes over as the “what”, thus we form a rule

and present the “how” as the unique extension of this rule.

This is then what we mean by the work of art as a singular rule and it is something that also offers us a better
understanding of the discussion we briefly mentioned in the context of Nelson Goodman that concerns the
question of whether art is representational. Art is representational in the sense that it does relate to an
“object”, in the loose sense we offered in which its makeup must be that of the concatenation of “what” and

“how”” that are uniquely and interchangeable tailored to each other.

In what is said here about singular rule we must be echoing a basic intuition we all share. That art is about
the unique tailoring of form and content, of the what and the how. For what is a great poem if not a message
delivered in a fashion tailored to this exact effect, such that the message could not have been delivered in no

other way and that this very vehicle of delivery is only suited to deliver this message and no other.
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Art Appreciation

Now that we outlined the logic of singular rule I would like to follow Tomas Kulka and suggest in the matter
of art appreciation that the work of art must both set the standard for its evaluation and present itself as a
candidate for the fulfillment of this standard. For this we should transform the idea of a singular rule into a
normative demand. In other words, the work of art should set itself as a singular rule and the extent to which
it succeeds in achieving this goal would determine whether and to what extent it is worthy of our

appreciation.

In fact, what we ask ourselves as we examine the work is how well does the work withstand the challenge of

being both its own rule and its unique extension?

In this we are back to Popper refutation principle as Kulka utilizes it in aesthetics. We look to refute the
work by setting it as it were against itself. The vehicle here as it is with Kulka is in the attempts to find
admissible variations to the work since if there is an adequate variation, we know that something else besides

the work itself falls under the extension of the work as a rule, i.e. the work has failed the test of singular rule.

However, by using the general idea that Kulka suggests, we can think in terms of a measure that tells us how
close the work is to its “ideal” to it being a singular rule. This can be done via attempts to alter the work: we
fix a (non-trivial)’ feature of the work as constant, thereby introducing a rule, and we can then examine the
extent to which this rule may take as an instantiation something other than the work itself. The extent in
which we will value the work will be determined by how limited we are in our attempts to locate such

occurrences of the work’s own rule.

In fact, the case of Kitsch may get similar treatment like in Kulka since Kitsch defies the very idea of the
unique tailoring of what and how and in this does not show any sincere inclination to comply with singular
rule. As such its verdict will be as in Kulka. In a similar fashion art that is merely imitative can also be said to
refuse the duality of what and how which is constitutive to singular rule and therefore will earn similar
condemnation akin to the notorious verdict Plato assigned to the Arts, as a useless third degree remote from

the truth type of imitation.

We could further illustrate by comparing the work of art to a game. The variations of the work we try to
introduce in our attempt as it were to refute the work are our moves in a game whose rules are constituted by
the work itself. The mark of good art is that it is a good and stubborn opponent in the very game that it sets.
This explains our sense of being mesmerized or captivated when we are confronted with great works of art.
There, we are simply seduced into playing a game where we are sure to be defeated. A work of art then is an
invitation to a game. The observer, who enters the game, obeys its rules, only to find himself acknowledging
the work as the superior player. In refusing defeat, the observer might re-enter the game from another

perspective, following a different set of rules, only, if this is indeed good art, to surrender once again.

This is the exact sense in which Eschet’s mosaic exemplifies our case so well. It displays exactly this kind of a
gaming structure however in a simplified and schematic version. The observer enters the game through
either of the figures, the whites or the blacks, only to affirm the move of introducing the opposed figures as a

winning move in the game.?

7 In Non-Trivial feature we mean a feature that impresses on us a gestalt-like view of the work, e.g. fixing the artist's
signature as a constant will not do.

8 Escher’s picture indeed displays this structure, but is it art? Formulating an answer to that, we might find ourselves
caught between two conflicting intuitions. On the one hand, we can, as we do in this paper, put the picture into words,
i.e. coming up with adequate linguistic variation of the picture. This perhaps hints that this is a case of Kitsch. On the



That the work of art be a singular rule - that it be its own rule and its own unique instantiation - is therefore
our yardstick for determining what qualifies as art. To the extent that a work sincerely attempts to be a
singular rule, it qualifies as a work of art, worthy of our respect. To the extent that a work either sets a
problem which is not its own or recites an answer already given, it is not a singular rule nor a sincere attempt
to be one, and, thus, is not a work of art. If it nevertheless assumes this status, it is worthy of condemnation.
A work of art that is a singular rule, setting its unique problem and exclusively solving it, is the mark of

genius.

Art and Science, Aesthetics and Ethics

The work of art as a singular rule implies that the work of art is unique. It is important to note, however, the
distinction between a thing being unique and a thing being a particular. A particular object in and of itself
does not imply that the object is unique. We tend to think of particulars as if they were our prime examples
for the application of the idea of uniqueness. But if we follow this line of reasoning, we expose our analysis
to the objection that particulars qua being unique are exemplification of singular rules, and therefore qualify
as works of art. The point of our analysis, however, is rather reversed: we need a grasp of the structure of

singular rule in order to grasp the true meaning of uniqueness.

We might therefore say that it is Art, qua being a singular rule, which tells us what uniqueness is. And hence
a particular, if it does not exhibit the structure of singular rule, is simply not (genuinely) unique. Consider a
particular chair: this chair is not a singular rule, since many other objects (chairs) can achieve “what it does”
i.e. all such objects achieve the same thing - they can all serve the purpose of sitting. The circumstance under
which we nonetheless acknowledge “a chair” to be unique must therefore be only the circumstance when it
exhibits singular rule. In this case, we may say that this object is genuinely unique, since under this condition,
we note that the object escapes the general classification as a chair - or any other general concept we may

offer as a heading under which this object may fall.

The point about singular rules is that their structure exhibits the duality of figure and background or that of
the “what” and the “how”. This structure, as we have shown, entails that the “how” and the “what” are
interchangeable. And hence the “how”, the way in which the genuinely unique chair-like object serves its
purpose, would equally well function as the “what” i.e. what this object does or serves. In switching the roles
of “what” and “how” for this object, we would see it no longer as a chair, but rather as something else, that
is, something new would be brought up to the surface or to the foreground - by way, let us say, of utilizing
the chair-like-qualities of this object. In such a case, the “chair” would rightfully make the case for its being

unique and hence we would acknowledge it as a work of art.

I think it is only appropriate to introduce here two beautiful art works. Two chair-like singular rules: one is
Duchamp’s (fig. 3) on the left and the other is Mona Hatoum’s on the right (fig. 4). The analysis we offered
of singular rules - as well as the interplay of figure and background - is vividly present in both works. In
Duchamp the chair competes-with and completes-the the bicycles’ wheel and with Hatoum we have the

wheelchair and the hospital-food-tray association communicate in a similar fashion.

other hand, we clearly feel that there is something unique and singular about this work. Thus, I think that Escher’s
picture is neither Kitsch nor a work of art (nor a work of science, as some would suggest). Without arguing any further,
I would suggest it belongs to the domain of Philosophy.
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Fig. 3: Marcel Duchamp Fig. 4: Mona Hatoum

The point about particulars we should note is that they fall under general concepts whose extensions have as
members potentially and as a matter of fact more than one particular. This says of a particular which is not
singular rule that it does not present a real case of uniqueness. Science, for example, treats all particulars as
falling under non-singular concepts and in this way it obliterates their claim for uniqueness. We could, for
sure, resist this over sweeping tendency towards generalization, the subjecting as it were of nature and our
immediate surroundings to our concepts and needs, e.g. we may consider an element of our surrounding or
of nature unique, as something that does not fall under a concept. But in so doing, in considering for
example the scenic view of a landscape unique and inimitable, we actually treat it as a singular rule, that is, we
treat it as art. This is where nature presents itself as art, as an ideal or as a model for what art is or should be
about. This introduces art’s role in society as a constant reminder of nature’s uniqueness and hence also as a
reminder of the uniqueness of our lives. In that art presents itself as a counterforce against social institutions
like the sciences, whose task can be viewed as that of the enslavement of nature to our concepts and
pragmatic needs. This is the exact sense in which we could - without falling into a cliché - say that it is art

that sets nature and therefore us free.

This also presents the real significance of art and art sensibility and education to our lives, since it may be
viewed as the sensibility required for us to be able to observe uniqueness, against a background - science and
the practicality of life - that seems to force on us a world view, within its frame genuine uniqueness has little
role to play. Here also, we must note, lies the intimate bond between ethics and aesthetics, since the ethical
dilemma must also be conceived as a singular scenario that escapes a labeling under general headings or

concepts.

In conclusion, we may say that the idea of singular rule offers us also an insight into the ways in which
diverse concepts and social forces are at work together, completing and making sense of each other. In
center place, as was hinted in these concluding remarks, is the quintessential opposition between the sciences
and the arts, as given in terms of the enslavement of nature versus the setting free of nature; as well as the

interplay between the ideas of freedom, genuine uniqueness and the question of the meaning of art as well as
play > 8 q q g

of life.
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Nestrukturni verze variaéni metody - explanacni slabost Gestaltu, meze
imaginace a odmitnuti Jiného

Vlastimil Zuska; vlastimil.zuska@ff.cuni.cz, https://doi.org/10.5281/zenodo.3595484

Abstract: The article attempts to critically reconsider some of the central motives of Tomas Kulka’s aesthetics,
especially his use of the term Gestalt and his concept of versions and alterations. In addition to his own objections,
the author focuses on criticism of the above-mentioned parts of Kulka’s theory from the perspective of Czech
structuralism (Mukafovsky) and phenomenology (Hussetl).

Keywords: Tomas Kulka, analytical aesthetics, aesthetic evaluation, artistic criticism, Gestalt.

Ve své posledni, sumarizujici a syntetizujici monografii nazvané Umeni a jebo hodnoty. Logika umélecké kritiky
nabizi Tomas Kulka vybrouseny pfehled a domysleny celek svych, nékdy ponckud provokativnich teori,
pfesto ve vetsing pifpadu ,,vérnych® vychodiskim (a limitim) analytické filosofie a analytické estetiky
(Kulka, 2019). Pravé ona ,,nadstavba® nad béznymi kanony a opakujicimi se prezentacemi analytickych
tezi skytd pozornéjsimu ctenafi Skalu inspiraci a provokuje domfysleni konsekvenci i puzeni k
,»dekonstrukei® argumentacni vystavby a zejména jejich vychodisek. Zvolim jako pars pro toto kratkou, tietd
kapitolu druhé ¢asti knihy, ktera pfedstavuje jeden z pilifa Kulkovy komplexni teorie estetického soudu a
soudu o umeéleckych hodnotach: Verze a alterace.

Kulka zde jasné vymezuje dale pouzivané pojmy: ,,verze® tedy neni malifské ¢i jiné dilo s obdobnym ¢i
totoznym namétem (jako jsou, pifklad autora, dva obrazy Paula Cézanna Hrici karef), ale alternativa
k témuz individualnimu dilu ve smyslu ,,nerealizované moznosti“. Nerealizovand moznost neboli
alternativa je pak vysledkem alterace neboli Gpravy. Pieskoc¢ime-li na chvili do nasledujici kapitoly, probiha
tato uprava pochopitelné v imaginaci hodnotictho divaka®, ktery pak ve svém estetickém soudu srovnava
vizualné prezentovanou malbu s alternativou, vytvofenou v jeho imaginaci. Zde narazime na prvni, vnittni
rozpor celého, postupné odhalovaného procesu estetického soudu. Jeden clen komparace je tvofen
vizualné pfitomnou malbou, tedy je fundovan aktualni percepci, druhy clen (verze) je imaginarni, tedy
mentaln{ pfedstava-konstrukt. Nesrovnavali bychom tedy na stejné drovni mentalnfho zpracovani a takova
komparace by od pocatku trpéla nerovnovahou a byla by vlastné ,,nespravedliva® ve smyslu omezené
produktivity. Tato nerovnovaha je zpusobena nepfipusténim existence estetického objektu jako
mentalnfho konstruktu v mysli divaka, coz je jedno z dogmat (tedy ono nepfipusténi) prvni faze analytické
estetiky (v hrubém zjednodusent ,,dickieovské®). Ale, uznanym faktem jak psychology a filozofy percepce,
véetné soucasné neurofilozofie a kognitivnich neurovéd, je selektivita percepce, tedy vybér pouze c¢asti ze

stimulujicich prvka percepéniho pole a na tomto vybéru zalozend, resp. jimi potvrzovana percepéni

! Hezky ptiklad romanového ztvarnéni redlné, tedy vizualné vnimatelné alterace najdeme v détské knize Eduarda
Petisky Birlibin, kde hlavni hrdina usoudi, Ze ilustrace v jeho pohadkové knfzce potiebuje ,,vylepsit™ a skondci
pocaranou znicenou strankou a obavou z trestu (Petiska, 1959). Podobny osud ¢eka i obraz v Balzacove Negudmeénm
arcidile, ale najdeme i uspésné realné alterace klasickych dél (ve formé reprodukci) v pozdni tvorbé slovenského malife
Rudolfa Filly ¢i Reného Magritta.
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hypotéza vedouci ke konstituci mentalni reprezentace ,,vnéjsich® objektt. To, ze mentalni reprezentace se
nebuduyje z prvkd smérem k celku, ale naopak od pfedchiidného celku, je zjistén{ jak Gestalt psychologie
z 20. let minulého stoletd, tak i soucasnych vyzkumu tzv. mikrogeneze vizualnfho obrazu. K pojmu Gestalt

—iv Kulkov¢ uzitf — se jeste vratime, jak ostatné napovida i nazev této studie.

V zavislosti na zaméfen{ divaka, pfesnéji jim zaujatém postojiz, pak probihd tato selekce a konstituce.
Srovnavani mentalnich reprezentaci pak je jiz principialné mozné a legitimni. Kulka ov§em postuluje, jako
bazi alteraci, ,,mimoesteticky percepéni Gestalt™, tedy obraz ,,Cist¢ jako zobrazeni®, tedy, dodejme, jako
cistou, tj. transparentni reprezentaci, kde jde pouze o ono ,,co“ (je zobrazeno) a ani v nejmensim o to
»jak® (o coz jde jinak v uméni predevsim). Pojem znacné problematicky, protoze — pokud viibec — tak
pouze obrovskym vzepétim vile a velmi nésilnou redukei 1ze vytvofit percepéni Gestalt, kterj nezahrnuje
také estetické nebo potencidlné estetické vlastnosti, resp. vztahy typu barvenych kontrastd ¢i harmonii,
prave tvarové kvality (srov. tzv. ,,dobry tvar® gestaltpsychologt). Nelze tedy zobrazit ,,néco®, aniz by toto
zobrazeni nezahrnovalo ono ,,jak“. Pfesuny, akcenty, fixace pozornosti, postojové zmény atp. mohou
jenom posunout vahu toho ¢i onoho pélu celé situace, ale zrusit inherentn{ povahu percepéniho objektu
jako konkrétniho zobrazeni uriitym 3prsobem nedokazou.

Dalsi problematickou zalezitosti, ktera vytrvava v dogmatictéji pojaté analytické estetice je rozliseni na
mimoestetické a estetické vlastnosti. Navic je tfeba vyjasnit, ¢echo vlastnosti to jsou: fyzického objektu,
objektu percepce tedy vnimaného objektu, mentalni reprezentace, a tedy estetického objektu ve smyslu
fenomenologické, recepéni ¢i strukturalistické estetiky? Pifklady non-estetickych vlastnosti, které uvadi
napiifklad Frank Sibley — velky, kulaty, zeleny, pomaly atd. — (Sibley, 2000, s. 1) je obtizné vnimat
v ptirozeném, zitém svéte (tzn. Unmpeltn, slovy jednoho ze zakladateldi gestaltpsychologie Kurta Koftky,
kterého Kulka cituje ve sledované kapitole), aniz bychom soucasné nevnimali i vlastnosti jiné. Snadno si
pfedstavime esteticky objekt, jehoZz relevantnimi vlastnostmi, tedy podilejicimi se na objektovém pdlu
procesu estetického prozitku je prave kulatost, zelena, relativni velikost atp. Ale podivejme se kratce na
sam pojem Gestalt, jeho genezi a pojeti u jeho tvirct.

Prvni rozpor s implikaci Kulkovy teze, podle niZ ,,zakladni percepéni Gestalt urcuje relativni identitu dila“,
kterd mimo jiné implikuje, ze takovy Gestalt je jediny, ktery vizualni pole ¢i percepcni perimetr, piipadné
muzeme fici fyzicky nosi¢/baze vytvarného uméleckého dila poskytuje, je jeden, nabizi bohaty material
Gestalt psychologie. Ocividny piiklad tzv. reverzibilni figury. Neckarova krychle, Schroedrovo schodiste,
Kachna-kralik (kterou/kterého Ludwig Wittgenstein pfevzal od Josepha Jastrowa) a celd fada dalsich,
véetné vlastnich umeéleckych dél typu Trbu na otroky se gjevenim 1 oltairovy busty od Salvadora Daliho nebo
praci Mauritse Cornelise Eschera, jehoz dila jsou co do svého ucinku a smyslu zalozena prave na oscilaci
mezi Figurou a pozadim. Kde budeme hledat u téchto dél zakladni percepcni gestalt? Wittgenstein v této
souvislosti zavadi pojem seezng-as (vidéni-jako, napt. jako kachnu nebo jako kralika), pficemz jde o totoznou
kresbu, — jedna baze, dva Gestalty (Wittgenstein, 1993, s. 246). Richard Wollheim dale upfesnuje
zjemnénim a zavad{ pojem seeing-in, — vidét néco v nécem, pfi¢emz toto ,,néco* nemusi tvofit figuru ve
smyslu Gestaltpsychologie (Wollheim, 1980). Opét je zde pfesah za ,zakladni percepcéni gestalt”, stejné
jako prave zminena Figura, kterd je pro gestaltpsychology neodlucitelnd od pozadi. Coz je ponékud

v rozporu s konceptem ,,zakladniho percepéntho Gestaltu®, jednak pro zanedbani role pozadi v celkové

2 _Bsteticky postoj je dal$f konceptualni ,,éerveny hadr pro byka rané analytické estetiky. Ale i takovy skalnf analytik
jako Jerrold Levinson je nakonec nucen jeho existenci pfipustit: ,,[...] g mého pobledn neni pojem estetického postoje ani
gdaleka prazdny a miige brit roli pri urcent estetického proZitku jako drubu progitku objektu, kitery minimdlné typicky nastivd pri
gaujeti takového postofe viili objektu nebo viici viastni interakci s nim' (Levinson, 2016, s. 29).



sttuktufe obrazu (napf. pozadi Mona Lisy je zasadni pro celkové vyznéni/plsobeni obrazu). Pojem
»zakladniho percepéntho Gestaltu® by obstal nanejvys napiiklad u policejniho identikitu, ale u uméleckého
dila sotva. V této souvislosti se snadno vynofi i diktum Paula Kleea, podle néhoz ,,vsechny casti dila mus{
pracovat®. Ale i kdybychom pouziti pojmu Gestalt modifikovali a prohloubili, pofad bude vykazovat

zasadni deficit, na ktery, jak si ukdzeme dale, upozornil Jan Mukafovsky.

Gestalt je pro Mukafovského typ celku, uzavieného celku, ktery ,kromé vlastnosti, danych ¢astmi, ma
jeste celkovou ,vlastnost tvarovou (Mukatovsky, 1971, s. 90). Struktura, jako typ celku, pro umélecké dilo
co do explanacni sily jeho vyznamu i ontologického statutu prave silnéjsi nezli uzavieny celek Gestaltu, je
hierarchicka, tzn., obsahuje slozky podiizené a nadfazené a jeji celkovost se neprojevuje jako
Gestaltquatitit, ale jako souvztaznost slozek. Souvztaznost slozek ovsem implikuje esencialn{ viceznacnost
vnimaného celku, tedy rozhodné zadny ,,zakladni percepéni gestalt”, ale mnozinu ,konkretizaci” (R.
Ingarden), ,,percepénich objektu® (S. C. Pepper) ¢i adekvatnich interpretaci. Mukatovsky dale dovozuje,
ze uzdjemné vtahy ve strukture umélecké json do nacné miry uréovany tim, co predehdzelo, Fivou uméleckon tradici
(Mukarovsky, 1971, s. 91). Opét jde o mohutny pfesah ,,zdkladnitho percepéniho Gestaltu®, ktery ovsem
Kulka v nejlepsi tradici britského formalismu pocatku 20. stoleti (C. Bell) neuvazuje. Ale Mukatovsky
docasné abstrahuje od umélecké tradice a analyzuje ,,jediné umeélecké dilo“. Zamétuje se pii tom nikoliv na
hierarchii, tedy na odstupiovan{ jejich vztaht, ale na jejich kvalitu. ,,Strukturni vitahy pak mobou byt dyojiho
drubn — kladné a zdporné, mobon se tedy jevit jako soulady nebo jako rogpory.” Rozpor je pak pocitovan jako
nesounalezitost, ,,doprovazena pocitem nezvyklosti, ba nelibosti® (Mukatovsky, 1971, s. 91). ,, Také rozpory
JSou Cinitelem v umélecké strukture, (initelem diferencujicim a individualizuyicim. Cim méné md wmélecka struktnra
vnitinich rogpord, tim méné individudlni bude, tim vice se bude bligit obecné, neosobni konvenci (s. 91). Presné tento
faktor se pak projevuje, resp. nereflektovana tendence k jeho eliminaci, v Kulkove verzi varia¢ni metody,

na kterou se nasledné zaméfime.

Kulktiv model hodnocen{ umeéleckych dél vychazi z predpokladu, ze ,pr7 estetickén posuzovini neporovndvanme
dané dilo s jinymi uméleckymi dily, nybrg s jeho vergemi, na nés misgeme pohlizet také jako na jeho viastni nerealizované
moznosti* (Kulka, 2019, s. 88). Tyto verze pak pochopitelné nevytvati tvirce sam, ale recipient/divak.
Pomineme tedy koncepty intertextuality (J. Kristeva), artworldu (A. Danto), uméleckého pole (P.
Bourdieu) i struktury v Mukafovského smyslu a pro ucely argumentace pfijmeme tuto premisu, tfebaze,
obavam se, mnozina vsech aktudlnich i potencialnich recipientti vytvarnych uméleckych dél obsahuje
minimaln{ pocet téchto modelovych divaka, soukromy tip autora je, ze maximdln¢ jednoho. Nejde jen o
dojem, ale napfiklad i o vystupy soucasné neuroestetiky. Ale dobfe, neni sice nikde vysvétleno, proc by se
divak nesoustfedil na dilo samo, na souvztaznost jeho ¢asti, kompozici, barevné kontrasty a akordy, jeho
vyznam a expresivai potencidl a $kalu moznych interpretaci, misto toho se pusti do tvorby verzi dila jako
imaginativnich variaci, které pak porovnava mezi sebou a se zdrojovym dilem. Coz nas piivadi ke

kofentim zde pouzité varia¢nf metody a jejimu tviirci, Edmundu Husserlovi.

Husserl formuluje variaéni metodu jako cestu k nazfeni esence v nekolika svych dilech, pro strucnost
zvolime pozdni praci Zkusenost a soud. NV paragrafu 88, ,,Metoda zfeni esence®, v oddilu a) ,,Volna variace

jako zaklad zfen{ podstat®, vymezuje tuto metodu jako zalozenou na:

|| modifikaci zakousené nebo predstavované predmetnosti, preménéné na arbitrirni priklad, ktery soulasné
Drijima charakter vidiciho ,modeln’, vychodiska pro produkci neomezené mnobosti variant. Je tedy alogena na
variacich. Jinymi slovy, pro_jeji modjfikaci v (isté imaginaci se nechavdme vést faktem, vatym jako model. Proto je
nezbymé, aby vsechny podobné predstavy byly dosageny jako kopie, jako predstavy imaginace, které json vsechny
konkrémé podobné origindlni predstavé. 1 olnim aktem tedy produknjeme volné variace. |...| Ukazuje se jako
evidentni, Fe jednota, prochazejici tonto multipliciton ndslednych fignr, invariant takovyjeh volnyjeh variaci origindlni



predstayy, treba néjaké véci, je zachycena jako nutné obecnd forma, bez nig by takovy objekt nebyl viibec myslitelny.
ZLatimeo 1o, co odliSuje varianty, je pro nds nepodstatné, ta forma vystupnjici v praxi volnych variaci jako neproménné
co, 5 nims vSechny varianty koinciduji — obecnd esence” (Husserl, 1973, s. 340-341).

V uvedeném vymezeni najdeme spoleéné prvky s Kulkovou variaéni metodou, napiiklad pro vsechny
varianty/verze spole¢né ,,co®, coz je u Kulky ,,zikladni percepéni gestalt, u Husserla ovSem véc ¢
pfedstava v jeji plnosti. Nicméné, v Kulkové modelu to, co odliSuje varianty je dtlezité, i kdyz, striktné
vzato, to, co odlisuje jednotlivé verze, je jen soucast celku jednotlivé verze, lisici se od ostatnich. Kulkav
modelovy esteticky hodnotitel tak nedospiva k obecné formé neboli obecné esenci (tou by, pfi dodrzeni
fenomenologické variacni metody byla estetickd hodnota), ale k fad¢ verzi, které muze porovnavat.
Pomineme ¢asové hledisko, kratkodobou vizualni pameét’, pofadi a kontext takovych pfedstav, které by
jist¢ findlnf hodnocen{ ovlivnily a podivejme se, co by takovy hodnotitel nakonec dosahl. Jesté predtim
stoji za zminku, ze v uvadéném postupu estetického posuzovani by, pfi nutném pozadavku udrzet
invariant, musel pfi tvorbé¢ jednotlivych verzi oscilovat mezi non-estetickym ,,zdkladnim percepénim
Gestaltem® a estetickym imaginativnim (mentilnim) objektem/konstruktem. (Pokud bychom pfipustili

existenci ,,estetického postoje®, potom mezi estetickym a praktickym ¢i teoretickym postojem).

Kulka v ramci logické vystavby svého modelu pochopiteln¢ uvadi a musi uvést kritéria, podle kterych
recipient hodnoti/porovnava jednotlivé verze mezi sebou a mezi jimi a vychozim modelem, pivodnim
vytvarnym dilem. Voli ,,beardsleyovskou® triadu jednota, komplexnost, z'ﬂfmgz'm.:g Pojeti jednoty a intenzity je
ovsem zavislé na individualité recipienta a zejména, na jeho imaginativni schopnosti, kterd bude v drtivé
veétsing pripada nizsi nezli u tvirce dila. Na namitku, Zze divak s pramérnou pfedstavivosti pfece stoji ,,na
ramenou obra® a tedy dosdhne vys nezli onen obr, lze namitnout, ze pokud by pochopil velikost tvirce,
nebude se snazit dilo ,,vylepsit®, ale vyjit mu vstiic a snazit se odnést si co nejvice. A co je horsi, snazi-li se
divdk zlepsit ,,jednotu®, bude eliminovat rozpory, ty casti, slozky, faktory, které aktuilné proziva jako
nelibé, rusivé, osklivé a vysledkem bude ,,uc¢esana verze, ktera potlaci vétsinu inovativni, subversivni
hodnoty dila, které by mohl rozsifit zkusenostni, kognitivai, emoéni horizont recipienta, na misto toho mu
poskytne chvilkovou libost, bez jakéhokoli hlubstho, mysl a personalitu restrukturujictho dopadu. Neboli,
fe¢eno napf. s Emmanuelem Lévinasem, pfevede [iné na Stené (tedy na to, co vyhovuje jeho zazitym,

osvojenym preferencim, estetickym normam a konvencim).

Zaverem, Kulkova logickd konstrukece estetického soudu a tedy procesu a vyustén{ recepce vytvarného
uméleckého dila tak pfipomina létajici ostrov Laputa z Gulliverovych cest — vznasi se zafivé vysoko
v oblacich (reduktivni abstrakce), ale nesmi se dotknout zemé (redlné recepce vytvarného dila), protoze by

se roztfistila.
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Vnimani textu, délka jeho trvani, evaluace: ROzni autori, souvisejici
pozorovani

Ondfej Kratky; zakarija@seznam.cz, https://doi.org/10.5281/zenodo.3633804

Abstract: Recipients always perceive texts in a successive and linear way. Often, the recipient’s perception of the text
only lasts until the text has fulfilled the expectations the recipient has of it. Being well aware of this, authors build
texts based on their goals, aims, or preferences that either meaningfully fulfill the expectations of the recipient -
according to the authors’ own knowledge, estimation, or presumptions - or, on the contrary, more or less
intentionally violate these expectations. While the fulfillment of expectations results in a certain “comforting”
impression on recipients, its violation causes an arousal in them. In this sense, violation of expectations does not
only have a negative effect, but it can also have a communicative value. It can be argued that a) the author
incorporates stimuli into the text that lead to the violation of the recipient’s expectations and does so with a
communicatively functional - also artistic and aesthetic - kind of intent and b) an arousal is a consequence of
violating the recipient’s expectations; then if an authot’s artistic or aesthetic intention lies in a (multilayered,
sequential, compositional) series of violations of the recipient’s expectations, this can provoke an aesthetic
experience which will be caused - among other things - by the arousals themselves induced by the relevant
violations.

Keywords: Perception, expectancy violation, arousal, evaluation, text

Linearita vhimani textu

Vnimani textu probiha ze strany recipienta (¢asove) linearn¢, a to pfechodem z jednoho vjemu na dalsi.
V nékterych piipadech ,,vstfebavani® textu zac¢ind vnimanim celku a od néj pfechdzi k vaimani jeho
jednotlivych ¢asti (napf. u obrazt ¢ soch), jindy naopak recipient postupuje od ¢asti k celku ¢i text
absorbuje v jinak postupné sekvenci dil¢ich vjemt (kniha, film), piipadné je text ,,volnéjsi, a je tak
vstiebavan sérii riznych viemi z riznych perspektiv (vystava) ¢i pii raznych ,,piilezitostech” nebo
»udalostech” (poznavani néci osobnosti apod.).

Fakt linedrn{ povahy vnimani textu (tj. od pocatku textu az k jeho ,,pochopeni® ¢i dosazeni jiné saturace
danym textem) je jevem, ktery recipient textu v ramci pifslusného textového paradigmatu pfirozenym
zpusobem napliuje. Takto (,,linearné™) se recipientovi postupné dostava sekvence vjemu, a to az do
chvile, kdy je textem néjakym zpisobem ,,naplnén® (véetné toho citi-li potfebu jeho vnimani pferusit nebo
ukoncit).

Pro vniman{ je pfitom podstatné recipientovo ,vystaveni se“ sledu vjemt, resp. jeho ,konfrontace*
s nimi: recipient textu se do ni (v ur¢itém paradigmatu) nejen pfirozené ,,dostane, ale 1 si (v jinych
pfipadech) takové ,exponovani se vjemum® sam ,,vynuti, resp. vytvoti. Piikladem budiz to, ze a) je-li
»konfrontovan® s knihou, ¢te — tj. pohybem o¢i pfechaz{ z jednoho grafického zpodobnén{ zvuku, ktery
odkazuje k vyznamu (= hlasky, resp. pismena, slova atp.) na dalsi; b) je-li konfrontovan s obrazem,
prohliz{ si jej — tj. zaujimanim raznych Ghla nahledu pfechaz{ oc¢ima z celku na jednotliviny, z nich
piipadné zpét na celek atp.; ¢) je-li konfrontovan s hudbou ¢i filmem, (,,pouze®) posloucha ¢i se (,,jen®)

diva — vjemy se totiz hybou, stfidaji a postupuji ,,samy*, tj. zménu sledd jednotlivych vjemovych
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»momentu® (¢i ,udalosti) mu ,,samy“ obstaraji; d) je-li konfrontovan s osobou, vystavou ¢i jinym
,»volnéjsim® textem, vyuziva razné zpusoby nahledud, kterym sam aktiva¢ napomahd a spoluvytvaif je ve
snaze pochopit — obchazi, nahliZi, testuje reakce na podnéty; zkratka vyhledava (pfipadné sam vytvafi, a to
1 podvédome) rizné piilezitosti a zptsoby ,,pohledt.

V zésadé¢ tak lze fici, ze ¢im je text a) ,,statictej$i” (obraz, socha, z¢asti 1 kniha), tim vyssi je ,,fyzicka®
aktivita recipienta vyvinuta pro jeho zkoumani; je-li text naopak b) ,,dynamicky* (film, hudba, show atp.),
je ,aktivita®“ recipienta niz$i — a to proto, ze stifdani vjemu zajiStuje samo paradigma textu (resp.
z takového paradigmatu vychazi). Jde-li o text, ktery lze z hlediska povahy stifdani vjemt oznacit za
ur¢itym zpusobem c¢) ,,smiSeny” ¢i ,,volnéji definovany* (resp. s ,,volnéj$im paradigmatem* ¢i méné
ziejmym nebo az ,nulovim® autorskym zameérem atp. — napifklad jiz uvedend ,,0sobnost™; veletrh
umistény v raznych pavilonech; pifrodni scenérie apod.), dochazi na strané recipienta k vytvareni tolika
raznorodych ,,aktivit™ ¢i ahld pohledu, kolik usoudi, Ze je jich k pochopeni textu (¢i vibec vyhodnocenim

toho, zda stoji za to se jim zainteresovat) tieba.

Pomér a vyvazenost elementt textu

Minimalné u tvaréich (resp. ,,uméleckych®) textd je legitimni se domnivat, ze je autor komponuje
s né¢jakym cilem. Tim je nejcastéji snaha ¢i potieba (umélecky, pfipadné esteticky apod.) pfedat néjaké
sdéleni. I proto mohou umelecké texty zpétné dobie slouzit pro posouzeni toho, jak zdafile se pfedani
takového sdéleni podafilo. Obzvlast’” vhodné jsou obrazy, nebot’ ty jsou schopny akomodovat velké
(ptipadné ,,vicevrstevné nakomponované) mnozstvi ,,snadno® stravitelnych textovych forem, u nichz lze
zpétné ,hodnotit“ miru zdafilosti jejich ,,prezentace” (barvy, tvary, kompozice, kontrast, zvyraznéni,
abstrakce, karikatura, hlubsi poselstvi ¢i naopak femeslna dokonalost atp.). Mozna i proto jsou urcitym

synonymem umeéni jako takového.

Prave na piikladu obrazt identifikoval teoretik uméni Ernst Gombrich jeden ze zdkladnich pfedpokladi
pro to, aby textova informace meéla vibec $anci se k recipientovi v zadané podobé dostat. Dany poznatek
shrnul konstatovanim, ze ,veskerd pozornost se musi “dit” na pozadi nepozornosti't (Gombrich, 1982, s. 15).
Smysl sdéleni lze pfitom chapat i takto: Aby ten text, o néjz jde, viibec obhajil, Ze prave on je (v celkové
autorské kompozici) tim hlavnim, musi jeho ,,zdtraznénost” jasné kontrastovat s (né¢jakym zpusobem
rozostfenym, a tedy pozornost nepfitahujicim) kontextem.

Aplikujeme-li danou ,,poucku’ sifeji (a vztahneme-li ji i na pifklady z kazdodenniho Zivota), zjistime, Ze
jde o konstatovani s obecnéjsi platnosti — jde-li o vaimani, je totiz dany ,,dudlni (¢i ,,binarni*) kontrast
»pozornosti“ vs. ,,nepozornosti‘ prakticky ,,vSudyptitomny“. Pifkladem muze byt nejen vnimani obrazt
(= pozadi vs. ,,hlavni* ndmét; rozostfené kontury vs. jasny smysl apod.), ale i pomérné ilustrativni kontrast
typu a) ,,nepopsany papir na stole v mistnosti (= v podstaté vSe vnimame jako jeden celek, papir
nepfitahuje nasi pozornost, vse je tedy svym zpusobem jen ,,pozadim®, nic nepfitahuje vétsi ¢i mensi
pozornost) vs. b) ,,papir se vzkazem lezici na stole v téze mistnosti“ (= z ,,né¢jakého dtvodu® mame sklon
vnimat zpravu na papiru vic, nez cokoli jiného; resp.: cokoli dalsiho nevnimame témet vibec).

Podobné kontrastivni jsou i dennodenni ,,banality, jez velmi pravdépodobné stily u zrodu urcitych
»samozfejmych® oznaceni (viz napf. jasné ohranicené ,,Slunce® ¢i ,,Mésic™ na pozadi relativné proménné a

neuchopitelné oblohy apod.) ¢i dokonce pozdéjsi vnitrojazykové taxonomie (pohyb ¢ zména na pozadi

1 Citat v pavodnim znéni: ,,all attention must take place against a background of inattention'



statiky ¢i stability jako zaklad pro ,kontrast sloves vs. jmen apod.). Na stejném principu vystupuje (na
pozadi “perifernfho” kontextu) do popfedi (pozornosti) v zasadé jakykoli jiny text, ktery je v dané

konfiguraci povazovany recipientem za hlavni.

Pripustime-li, ze komunikace je urcitou ,,vyménou® a) autorského zaméru a b) recipientského vnimani
takového zameru, lze za urcitou obdobu poznatku, k némuz Gombrich (1982) dosel na poli teorie umeént,
spatfovat v ramci teorie komunikaénf jeden z koncepti amerického lingvisty Paula Grice (1975, 1981,
1989). Pro Grice, podobné jako pro Gombricha, byly pifes rozdilnost obou jejich disciplin dilezitym
kritériem smysluplnost a efektivita komunikace. Grice ve svém pojeti ovSem vychazel z teoretického
(oproti zdanlivé nesjednotitelnym ,hodnoticim kritériim* umén{ zaroven obecnéjsiho, jako vychozi bod
ale logicky zvoleného) pfedpokladu ,,komunikac¢ni kooperativnosti®. Ta pfedstavuje urcity idealnf stav, kdy
oba dcastnici komunikace do komunikac¢ntho aktu vstupuji vybaveni jak idealnim objemem informaci, tak
idedlnf vuli je komunikovat, tj. jak sdélovat, tak vnimat, a to v takové formé, aby bylo co nejefektivnéji
dosazeno komunikac¢niho cile, tj. pfedani informace v takové podobé, aby doslo k jejimu co nejlepsimu

pochopeni.

Na tomto zakladu definuje Grice jednak vyplyvajici a) ,,ideal” maximalné efektivni komunikace, k nfz
dojde pii aplikaci tzv. ,,komunikac¢nich zdsad® (jimiz jsou: stru¢nost, jasnost, relevance a pravdivost), jakoz
1 b) eventuality, k nimz dochazi pfi poruseni danych zasad. Ty nazyva implikatury (viz. Grice, 1975, s. 41—
58). K danym odchylkdm od ,,idealntho® stavu (tj. od zasad kooperativni komunikace) dochazi jednak a)
v podobé ,,béznych®, drobnych odchylek od ,idedlu” v raimci bézné, tj. realné (tedy jakékoli jiné nez
fakticky v podstaté neexistujici idealnf) komunikace, jednak b) ve forme siln¢jsich, nicméné (vétsinou)
védomych, fizenych ¢i jinak ,,sofistikovanych® odchylek, které jsou (pii spravném kontextudlnim vyuzitd)
vysoce funkéni pro specifické komunikacni cile (lhani, sarkasmus, ironii, parodii, dalsi).

Kde je ale avizovani paralela s Gombrichovymi zavéry a pozorovanimi? Nabidne se, zobecnime-li
myslenku ,distorze” normy, jiz se zaobiraji pravé griceovské implikatury: zatimco komunikacéni
kooperativnost je variantou, kdy se do popfedi dostava idealni text a vSe nepotfebné zistava kontextem,
jsou implikatury eventualitou, kdy se do popfed{ z néjakého duvodu dostalo (= tj. kdy se textem stalo) to,
co by v “normalnim” pifpadé (tedy pii zachovani normy) bylo kontextem, resp. jen pouhou (v textu
nepiitomnou a tedy pozornost nepoutajici, protoze autorem nevyuzitou, neaktivizovanou, “nezjevenou”)
teoretickou moznosti. Zatimco prvni eventualita je pfikladem zachovani jakési “obecné” (ovSem
teoretické) normy, pfedstavuje druhy piipad néjakou formu jejtho poruseni (variaci na ni, vzdaleni se ji,

vymezeni se vUci ni, jeji alternativu apod).

Je zde ale 1 jind paralela: uskute¢nil-li Gombrich (1982) své pozorovani na uméni, neni od veéci
konstatovat, ze pravé uméni spociva na podobném druhu distorze, resp., feceno jinak: ﬁz’{mé oscilace mezi
tim, nakolik na jedné strané achovat, a naproti tomn na strané drubé vice & méné porusit normu/'y vieho typu je pritomna
u vétsiny uméleckych zameéri. Lize se ale ptat i dal: Je takovy zamér vlastni jen umeni, anebo k jednani v jeho
duchu dochazi pfi jakékoli vice ¢i méné védomé manipulaci s recipientem, pro niz je médiem text? Tim
spi$ plni-li tato ,,manipulativni distorze svij komunikac¢ni ucel (resp. autoriv komunikacni zameér)
pfinejmensim zcela rovnocenné jako (pifpadné jesté efektivnéji nez) by jej (v jinych piipadech) plnil text
»griceovské® zasady plné respektujici (i se jejich dodrzovani blizici).

Reinterpretujeme-li Griceovy (1989) principy (pfi jejichz teoretické ¢i idealni aplikaci je potencial
komunika¢n{ kooperativnosti napliiovan na maximum) pomoci Gombrichova pozorovani, lze fici, ze a)
prave dostatecné velky objem (stru¢nost) b) zfetelnych kontur (jasnost), ktery c¢) dava smysl, odkazuje

k nécemu znamému ¢i jinak informaéné obohacuje (relevance), je vyveden d) v nedeformované podobé a



Ondftej Kratky V nimani textn, délka jeho trvdani, evaluace....

obsahu (pravdivost) na e) ,,pozadi®, které recipientovu pozornost nepfitahuje vic, nez je tfeba. Posledni
bod je pfitom ryze gombrichovsky jen zdanlivé — (autorské) pozadi, tj. (recipientské) rozostfeni pozornosti
je jen jinou formou autorské adherence k zasadam strucnosti, relevance, jasnosti 1 pravdivosti: pravé proto,
ze autor je komunika¢né kooperativni, voli v jednotlivych ¢astech jim tvofené kompozice bud vétsi
(centrum pozornosti), ¢i naopak mensi (rozostfeni, zmensena pozornost — pozadi) ,,davkovan{“. Duch
komunika¢nich zasad ovsem zUstava stile stejny — jen se realizuje na ,,gombrichovské™ ose tvofené
hlavnimi body autorské Gvahy vztahujici se prave k recipientoveé pozornosti, tj. a) zdiraznit podstatné a b)
upozadit nepodstatné, ¢i dokonce c) vynechat domyslitelné (zfejmé, znamé, jasné, z kontextu vyplyvajici
apod.).

Je nasnadé, ze mechanickym vyjadfenim griceovsky ,,idealné* komunikacné kooperativniho pfistupu na
poli interpretacniho zobrazeni by byla napf. zcela dokonald fotografie ¢i (hyper)realisticka malba. Prave
snaha (vile / touha / zamér / cil apod.) vyhnout se ,otrockym‘ imitacim reality je momentem (¢i
impulzem), kdy (¢i s nimz) pfichazi ,,umélecky” vstup. Neznamena to vsak, ze by s nim Grice (1989)
ztracel na platnosti, ¢i Gombrich (1982) zacinal pfevazovat, naopak: uméni je ,,jen® fizenou sérif odchylek
od normy — a jako takové s normou vzdy pocita jako s né¢im, proti cemuz se sice vymezuje, ale na ¢emz
spociva; coz mozna relativizuje, ale k ¢emuz zdrovenl ze své podstaty alesponn nckterym elementem
odkazuje. V podobném smyslu: je-li umeéni (veétsi ¢i mensi) sérif odchylek od normy, neni ni¢im jinym, nez
— v griceovském slova smyslu — ,,jen* (vétsi ¢i mensi) sérii implikatur; (stejné jako je ji jakykoli jiny text,
ktery bude v jakémkoli jiném smyslu griceovské zasady porusovat). Pokud takovy text obsahuje ¢ehokoli
,»vic, cokoli v ném bude (ne)zvyraznéné jinak, nez ,,by mélo* atp., mtze byt na viné bud’ a) prosta chyba
(poruseni komunikaénich zasad neumyslné ¢i jiné), piipadné b) jiny komunikacni ucel (distorze tvaru ¢
obsahu — karikatura ¢i jind parodie; zména sekvence, cetnosti, barvy atp. — uménf; upozadéné ¢i chybéjici —

hadanka ¢i dopliovacka; atp.); i v takovych pifpadech tedy text plni svij komunikacnf smysl tak, jak ma.

Gombrich i Grice se shoduji v urcitém obecnéj$im pifstupu, s jakym text, autorsky zameér, resp.
komunikaci nahlizeji — konkrétné v urcitém ,,podvédomém presveédceni®, Ze lze ¢i je nutné nebo zdhodné
dosdhnout urcité vyrovnanosti mezi a) hlavnim (vyraznym) sdélenim (,textem®) a b) podpirnym
(nerusivym) doplikem (,,kontextem®). Nemusi samoziejmé jit o ,,pouhy* kontrast obsah vs. forma: pokud
je cilem demonstrace femeslného umu, pak je vétsinou upozadén obsah, resp. tvarcéi osobnost autora
»ustupuje do pozadi®; pokud je naopak cilem silné sdéleni, forma muze byt zdanlivé velmi ,,vSedni®; to
ovsem o to vic (prave diky jeji ,,nerusivosti”, ,,samozfejmosti) umozni obsahu vyniknout (napi. obrazy
René Magritte). Na podobné bazi fungujf ale i urcité ,,smiSené discipliny, kdy je naptiklad ,,tolerovana®
(resp.: vyzadovana) velmi jednoducha ¢i zdanlivé ,,femeslné nedokonala® forma, pokud je ovéem obsah
velmi silny (karikatury ¢i kreslené vtipy), piipadné uzité uméni. Naopak ,,griceovska® maxima maji své
misto tam, kde je klicova snaha drzet se normy a byt tak , textudlné” navysost efektivni. Jako takové maji
svij hlavni vjznam pfedevsim jako urcity teoreticky ,,idedl®, jemuz se praktické textové realizace jen vice

& méné piiblizuji.

Délka vnimani textu

Gombrich 1 Grice pii svych tvahach o textu do zna¢né miry vychazeji z pfedpokladu, Ze jej recipient bude
vzdy vnimat vjeho celkovém rozsahu (tj. od zacatku do konce, resp. jako soubor viech jednotlivych
vjemt). Pro to, aby byl text ale skute¢né ,,vniman az do konce®, je nutna recipientova vile k plynulému,
nerusenému prechazeni z jednoho vjemu na dalsi. Pro to, aby si recipient uvédomil, nakolik se mu ji

v pribéhu vnimani kazdého pfislusného textu dostiva, je klicové pribézné vyhodnocovani, které



recipient néjakym zptisobem a v urcité intenzit¢ béhem textu neustdle provadi. Dusledkem takového
vyhodnocovani je pak bud jeho vile pfejit na dalsi vjem, nebo naopak jeho snaha vnimani pfislusného
textu pferusit ¢i pfedcasné ukoncit.

Mame-li cokoli oznacit za ,,pferuseni® ¢i (pfedcasné) ,,ukonceni® textu, bude pravé pfedcasnost hlavnim
definujicim rysem takového piipadu. Ze svého titulu se bude realizovat a) pfed bodem, ktery je objektivné
predpokladatelny, chapany c¢i interpretovatelny jako konec textu, b) poté, co recipient absorbuje urcity
objem vjemu, jakoz 1 ¢) namisto recipientova pfechodu na vjem dalsi.

Tématu se jak Gombrich, tak Grice sice dotykaji, ovSem jen ¢astecné, pfipadné tim, co zjejich
konstatovani vyplyva implicitné. Gombrich tak ¢ini na pifkladu platna, kde je v tésné blizkosti
mondrianovského vzoru vyveden stylové nekorespondujici (,,barokni) (viz. Gombrich, 1998, s. 237). Na
zakladé¢ toho Gombrich shledava, ze pfechod ze stiidmého, ,,geometrického® stylu a la Mondrian
k honosn¢ pojatému podpisu neni ,,oku pifjemny, a proto je celkova kompozice vnimana jako
nesouladna, rusiva. Na zdanlivé malém pfikladu se tak opét vyslovuje k $irSimu principu pfedurcujicimu
mnohé: od pofadku na pracovnim stole i médy pies umeéni, architekturu az po jakoukoli jinou aktivitu,
jejiz podstatou je a) autorsky plan, ktery vice ¢i méné zohlednuje b) recipientské vaimani — tj. princip toho,
ze dojem ladu je v zasadé vysledkem série libych (a na sebe libé navazujicich) vjemovych dojmu.

Grice (1989) se k tématu (kone¢nosti, resp. dis/kontinuity textu) ¢astecné vyjadsil tim, ze nadefinoval a)
hlavni konverza¢ni zasady v ramci kooperativatho komunika¢niho pifistupu, jakoz i b) varianty, které
mohou motivovat k jejich porusent, a to zejména funkcnimu — a jako takovému vlastné stale komunikacné
kooperativnimu. Ddl uz ovSem nijak nerozvinul variantu, k niz dochdzi pifi takovém poruseni
komunikaénich zasad, které se ukaze jako néjakym zptisobem dysfunkéni — coz je jednoduse kazdé, pfi

kterém dochazi k upadku ¢i ztraté recipientovy pozornosti, resp. ucasti v komunikaci jako takové.

Teorie poruseni ocekavani

K pochopeni toho, jak dané recipientské vyhodnocovani probiha, k ¢emu v ném dochdzi a co podmifiuje
jeho vystupy, mize napomoci, zakomponujeme-li do uvahy hledisko (ne)oc¢ekavatelnosti (expectancy),
piipadné s jeji roli v komunikaci souvisejici teorii poruseni ocekavani (expectancy violation theory). Ta
byla formulovina zejména Judee Burgoonova vletech 1976-1978 v ramci experimentu zkoumajictho
ruzné reakce recipientd na rizné zpusoby (ne)naplnéni ocekavani, jez meli ohledné respektovani jejich

osobniho prostoru ze strany druhé osoby (resp. dalstho tcastnika experimentu).

Zatimco Grice (1975, 1981, 1989) vaima normu (od niz nasledné odviji ,,své* implikatury predstavujici
urcitou ,,typologizaci® jednotlivych zpusobu poruseni principi kooperativnosti) jako cosi ,,objektivniho®
(byt teoretického, idealniho ¢i abstraktniho), zabyva se Burgoonova (1976) (spole¢né s Jonesem [1978]) ve
svém zkoumani o poznani vic drovni subjektivni. Je to samozfejmé dano i tim, ze ve svych pokusech
sleduje konkrétni reakce na kazdy jednotlivy pfipad poruseni recipientovych ocekavani, kontext takovych

porusent atp.

Za dulezité zavéry z pera Burgoonové lze ve vztahu k této Uvaze povazovat jednak a) pfipomenuti, Ze
50cekavani (toho, jaky prostorovy vztah bude s prislusnymi osobami 3a_jakychkoli danych podminek nastaven) rogvijime
Jak diky zkusenosti s normativnini typy chovini ve spoleinosts, tak na nalosti jedinecnych proxemickych vzorci téch,
§ ninni vstupnjeme v interake’ (Burgoon, 1976, s. 135). Toto lze myslim obhéjitelné interpretovat 1 tak, ze
vystupy z dosavadnich vnimanych textd (resp. vjemu) vytvafeji o¢ekavani od textd (vjemu), které budou

nasledovat po nich. Dile je dilezité b) jeji konstatovani, ze jsou-li ocekavani porusena, zptsobuje kazdé
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takové poruseni ocekavani — resp. odchylka (deviation) od urcité osobni, popf. subjektivné predpokladané
¢i tusené atp. normy — u recipienta vzruch (arousal); jakoz i urcité c) ,,uvedeni na pravou miru“ toho, ze
dané vzruchy (resp. je stimulujici poruseni ocekavani vyvolané autorovym odchylenim se od ocekavatelné
normy) nemuseji byt nutné negativai (jak by pojmy ,expectancy violation® ¢i ,,deviation” mohly
sugerovat), a mohou tedy mit na recipienta pozitivni (komunikac¢ni) efekt. Timto Burgoonova (1976)
nepiimo koresponduje jak s Gricem (jehoz implikatury popisuji stav, kdy pravé poruseni ocekavani ma za
duasledek efektivitu sdéleni), tak s Gombrichem (1979). Spociva-li totiz alespont nékteré — plné funkéni,
provéfené a efektivnf — ,,uméni® na védomé autorské distorzi toho, co by jinak bylo ,jen* prizdnou
reprodukei ¢i napodobou, rodf se jeho funkénost pravdépodobné prave diky autorovu védomi si toho, ze
na strané recipienti je po kazdém daném typu, sérii, konfiguraci ¢i sekvenci neocekavatelnosti, kterou ten
¢i onen jeho umeélecky kus ve vysledné podobé¢ nabidne, z néjakého duvodu ne-li pfimo poptavka, tak pro
néj alespon ,,pfipraveny terén®. Takovy druh autorské anticipace bézné funguje v karikatufe ¢i reklamé (4.
jakychsi instantnich, smluvnich, spotfebnich a zabavnych distorzich, které jsou na necekanostech
postavené /a kde jsou tedy necekanosti vlastné ocekavané/). Tésné a s trochou $tésti se ,,poptavka” po
vitané neocekavatelnosti (v daném pifpadé ,krychlovité” stylizaci reality) protnula s pfichodem kubisti;
naproti tomu opozdéné svého recipienta nasly — ¢i v zasad¢ si jej diky intervencim kritikd ,,vychovaly™ —
Van Goghovy obrazy atp.

Burgoonova (1978) svij vyzkum nicméné neuskute¢nila na poli estetiky ¢i uméni, nybrz vychazejic
z experimentu sledujictho reakce v ndvaznosti na (ne)naruseni osobniho prostoru. Proménnd v ramci
experimentu spocivala v obméné (na zakladé co nejobjektivnéji nadefinovanych obecnych kritérii cilené

o C¢

rizné atraktivnich) ,autord™ vstupniho ,,textu, a to s tim, ze autor (Burgoonovou oznacovany jako
winitiator®, ,iniciator) se podle zadan{ autorky experimentu k ,,recipientovi® (Burgoonovou oznacovany
jako ,,reactant®, ,reagujici®) pfiblizil vzdy bud’ na vétsi, nebo mensi (nez, dle kritéril experimentu urcitym
zpusobem nadefinovanych kritérif, ocekavatelnou) vzdalenost. Reakce recipienta na (ne)poruseni
osobniho prostoru (ne)atraktivnim ,inicidtorem® (t. autorem) tak vyjevily jednotlivé eventuality
recipientova vanimani (ne)obliby (ne)ocekavaného poruseni osobniho prostoru, a to prave v zavislosti na

vstupnich proménnych.

Tim, jak Burgoonova pro potieby svého vyzkumu rozdélila ,realitu” daného experimentu na jednotlivé
hlavn{ elementy, v podstaté¢ velmi zdafile nadefinovala ne¢kolik zdkladnich (vzajemné ,,komplementarnich®,
resp. skladebnych atp.) entit, které jsou pro zkouman{ komunikace z hlediska poruseni oc¢ekavani klicové.
Toto rozdéleni (kromé nékolika piikladi zejména v pfedchozim a nasledujicim odstavei viz zejm.
Burgoon, 1976, s. 132-136 a Burgoon, 1978, s. 130-131) je podle mé velmi reprezentativni, vystizné a
disponujici obecnéjsi platnosti, tudiz je pro dalsi praci s tématem cenné.

Autora textu (napf. v ramci uméleckého paradigmatu) je tak v zdsadé mozné ztotoznit s tim, co
Burgoonova nazjva iniciator (initiator), recipienta pak s jejim terminem reaktant (reactant). Normu chape
(¢i popisuje) jako socialni normu (social norm), subjektivni odchylku, ktera nicméné stale neptekracuje jej
ramec pak jako idiosynkracii (idiosyncracy). Jako odchylku (deviation) pak oznacuje jakoukoli odchylku od
ocekavani, resp. ,,jiné nez ocekavané® — poruseni ocekavan{ pak jako jakoukoli rozpoznatelnou odchylku
(any recognizable deviation).

Cenny je dale element, ktery v ramci této jeji ,,disekce™ reality (pro ucely daného experimentu) oznacuje
jako vyhodnoceni (¢i vyhodnocovani; evaluation), resp. komunikacn{ vystup (communication outcome).
Komunikacni vystupem jsou podle Burgoonové ,,typy chovini reagujiciho a jeho vyhodnocovdani na to, jak inicidtor

gvoli viddlenost. "Typickymi vystupy, které sem Ize abrnout, by byly poroguméni, zmeéna postoje, diivéra, otevieni se,
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pritaglivost a riznd vyhodnocovdni inicigtorovy divérybodnosti. Za vystup [ze povagovat jak reakci na jeden podnét e
strany inicidtora, tak soubrnnon odpovéd’ reagujicibo na vzddlenostni vorce inicidtora v priibébu konverzace™ (Burgoon,
1978, s. 130-131).

Pfechod z jednoho vjemu na dalsi

Ve vyzkumu uskutecnéném Burgoonovou slouzi posledni dva uvedené pojmy k terminologickému
»uchopeni® ¢i ,,operacionalizaci® zavérecného momentu kazdého z pokust. Co takto oznacuji v daném
pokusu, je v realit¢ nicméné vzdy ,,jen® jednim z ,,dal$ich® z momentd interakce, a to tim, kdy (resp.
»nez) se recipient (,,reactant™) rozhodne, zda bude dal vnimat text, ¢i jeho vaiman{ pferusi, nebo zcela
ukondi. U Burgoonové experiment touto fazi nicméné — samoziejmé planované — kondi, je vsak
nepochybné, Ze vreilné komunikaci (vnimani, interakci atp.) jsou podobné ,hodnotici (a tedy i
»rozhodovaci®) momenty piftomny prubézné, a to jako jakasi ,spojnice” mezi ,,ukoncenim® jednoho
vjemu a ,,pocatkem® dalstho. Lze predpokladat, ze prave jejich piekonani je jednim z klicovych kritérif,
kterd na jedné strané¢ umozni autorovi uspésné ,,pfedlozit svij text v jeho celistvé podobé, na strané
druhé pak recipientovi se tim samym textem v (piiblizné takovém, jak) autorem zamysleném rozsahu

saturovat.

Receno jinak: vizkumny experiment uskute¢nény Burgoonovou kondil ve stejném momenté, kdy doslo
k urcitému ,,hlavnimu komunikaénimu vystupu, tj. tomu, ktery byl (pro tcel daného pokusu) ,hlavnim
cilem®; délo se tak nicméné z plné logického duvodu, nebot’ praveé na zikladé daného momentu byl
vyhodnocovan i cely experiment. I vrimci experimentu ale permanentné dochazelo k ,,dil¢im®
komunika¢nim vystuptim tak, jak se to déje v prub¢hu vaiman{ vSech textd v ramci jakékoli komunikacni
interakce — jen nebyly dané komunikacni vystupy experimentem reflektovany (protoze to u nich ani
nebylo cilem). Ovsem uz jen prosta skutecnost, ze jimi recipienti prosli, sveéd¢f o tom, ze nikde v prabéhu
(az do ,,kulminace® v podob¢ zavérecného, ,,oficidlntho® komunika¢niho vystupu) nedosahli vyhodnoceni
(,;evaluation®) takové povahy, ze by je to od dal$iho pokracovani odradilo ¢i je v ném znejistélo natolik, ze
by vaimani textu (alesponl doc¢asné) prerusili.

Komunikaéni vystup tak chipu jako moment, ktery a) je na jednu stranu vystupem vseho dosavadniho
vnimani textu v ur¢itém paradigmatu (mozna jen s tim, Ze urcity diraz je tu na vjemy posledni ¢i obzvlast’
silné, pficemz ty jsou pro dal$i recipientovo rozhodovani se zasadn¢jsi atp.). Zaroven ovsem (kazdy dil¢i)
komunikacn{ vystup (tj.: kazdy recipientiv dojem ,,na konci“ kazdé vjemové udalost)) vaimam jako b)
recipienttv indikator toho, zda bude dile v textu pokracovat, nebo se rozhodne jinak. Komunikacni
vystup tak je vlastné jak c) aktualnim stavem vici vSem dosavadnim ocekavanim, tak d) odrazovym
mustkem (resp. referen¢nim bodem) pro ,,skok® na dal$i viem (resp. porovnavani daného nového vjemu

se souborem vjemu z dosavadniho textu).

Znazornime-li prabéh komunikace s ohledem na pfedmét zajmu této Gvahy zhruba takto (pficemz: A —

autor textu, R — recipient textu):
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Pocatek Stred Konec
A uvod, nastoleni snaha k adherenci na zaklad¢ antecendentl
paradigmatu, normy k tomu, co bylo postupné narustajici
(bézné ¢i ,,vlastni®) ,»avizovano“ pomoci ,,zavazek® text dokoncit
uvodu
TEXT
R seznameni se, moznost kontrola autorovy neché autora tvofit text
rozhodnout se, zda adherence k normé, do té doby, dokud plni
nabizené paradigma tj. mife naplnéni jeho (vicera) ocekavani;
a norma jsou piijatelné recipientovych jinak jeho vnimani
ocekavani ziskanych prerusi ¢i ukonci

diky antecedentiim,
popf. vyrovnanosti
jeho textu atp.

pak se kazdy ,,dil¢i” komunikaénf vystup (resp. ,.kriticky bod®, milnik, pfedél apod.) ,,mezi“ dvéma vjemy
muze (ve ,,zmensené®, resp. ,,kondenzované* podob¢) v podstaté rovnat stavu na konci daného schématu
— pficemz se navazné vse (jako urcitd nova ,,zakladni pozice kazdého dalstho textového elementu)
opakuje vramci celého textu na stejném obecném principu (tj. ve stejném schématu) dal. V ramci
konkrétni realizace je samozfejmé jedno, mluvime-li o noté, ktera v posluchacové sluchu nasleduje notu
predchozi (pficemz samoziejmé obé navazuji na sérii pfedchozich a jsou soucasti celkového zapisu, resp.
interpretace), o slovu v textu nasledujicim pfedchozi slovo, barevné plose, tvaru ¢i vzoru, na néz se sveze

oko poté, co opusti plochu, tvar ¢i vzor pfedchozi apod.?

Pozn.: Tim, jak text ubihd, se za normalnich okolnost{ pribézné zmensuje spektrum variant pro vybér
kazdého dalstho elementu daného textu — samozfejmeé za pfedpokladu, Ze ma byt (v ramci ,,komunikac¢ni
kooperativnosti®) dodrzeno, ze text bude az do momentu svého konce napliiovat ocekavani v takové
podobé, aby stile probouzel (resp. udrzoval) chut’ a vuli recipienta jej do takového piislusného konce
sledovat. Jinymi slovy: neustalé zmensovani ,rezervoaru® pro vybér kazdého dalsiho pouzitelného (a
autorem nakonec zvoleného) elementu je i ur¢itym indikatorem (symptomem apod.) toho, ze se text blizi
svému konci; zdrovenn s takovym zmensovanim piislusného spektra (a jde-li vse ,,dobfe” a podle
»autorského zameéru®) se recipient takového textu blizi své saturaci, zacind saim tusit blizici se konec textu,

resp. dané tuseni integruje do souboru ocekavani, kterd od textu / autora mé ¢i ktera pribézné vznikaji.

Vyhodnocovani: ,,jen*“ ohled do minulosti, nebo zaklad postoje vii¢i budoucnosti?

U (resp. pro ucely) experimentu Burgoonové slouzi komunikaéni vystup pfedevsim pro zpétny ohled na
jiz probéhly text (¢i pifpadné recipientiv ,,dojem* z n¢j). Jeho plny smysl v ramci bézné komunikace vsak
pocita hlavné s vyhledem do budoucnosti. Kam jinam by ostatné klicovy, tj. ,,prakticky” vyznam
jakychkoli vyhodnocovani (,evaluaci) meél byt namifen? Respektive: k ¢emu jinému, nez k piiprave
urcitého postoje vici nécemu, co piijde (a nikoli hodnoceni minulosti samoucelné, jen tak apod.) by
(jakékoli) sondy do minulosti mély byt ¢inény? V takovém svétle tak jakakoli faze interakce, kterou lze
oznacit jako ,.komunika¢ni vystup®, realizuje svij smysl az v momenté vytvafen{ novych ocekavani — a to
prave na zakladé toho, do jaké miry byla ocekavani dosavadni (ne)naplnéna v ,,konfrontaci® se standardy

,»normou®) paradigmatu, v némz se pro hodnoceni v ramci kazdého pfislusného komunikac¢niho vystupu

2 Pro ukazku konkrétniho védeckého vyzkumu uskuteénéného na souvisejici téma viz napt. Loui — Wessel (2007, s.
1084-1092).
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text pohyboval (pficemz takova ocekavani jsou pfitom samozfejmé vzdy smési standardd recipientovi
wvlastnich, tak ,,danych® urcitou ,,obecnou® normou i mirou obeznimenosti s autorem /resp. jeho

widiosynkracii/, stejn¢ jako ,,navozenych® aktualné absorbovanym textem apod.).

Z tohoto duvodu se domnivam, ze neni az tak dulezité hodnoceni v ,,ohlédnuti se® zpét, jako spis
»pozice, , stanovisko®, ,asudek®, ,,vyhodnoceni®, ,,dojem® ¢i ,,pocit”, které takové hodnoceni zaklada;
hodnoceni zpét by totiz bylo skutecné ,,jen* ohlédnutim a rekapitulaci bez pragmatického efektu. My se
ale béhem vnimani textu pfedevs$im prabézné rozhodujeme, jaky bude nis kazdy dalsi krok, tj. zda
budeme naslouchat (tj. nechame text plynou a autora ,,konat®), pferusime otazkou ¢i jinak motivovanym
vlastim vstupem (kdy nahradime autorovu tvorbu textu textem vlastnim), nebo si vymizeme ukonceni
textu (tj. odejdeme ¢i autorovi jinak ,,zamezime* v dal$i tvorbé textu apod.). Vic nez pouhé ,,ohlédnuti” je
tak daleko dilezitéjsi prave kazdy aktualni dojem navozeny vzdy objemem textu ,,navnimaného® do kazdé
dané chvile a danym ohlédnutim také zprostfedkovany, resp. prave takovy dojem je tim hlavnim smyslem
takového ohlédnuti. Dany ,,dojem® (jenz je tedy zpétnym pohledem jen formalné) je tu tak pfedevsim pro
to, aby nim umoznil zaujimat pragmatické postoje vzhledem ke a) kazdému dal$imu elementu textu, b)
kazdému dal$imu textu, pifpadné k c) autorovi textu (resp. jeho osobnosti — se v§im, co od nf lze
ocekavat).

Jako argumentacni opora tomuto tvrzeni{ muze slouzit pozorovani souvisejici s natolik elementarni
potiebou, jakou je pocit bezpeci. Dané pozorovani se pfitom tyka nejen vyhodnocovani a/¢i eliminace
nebezped, ale i ¢ehokoli, co je nevitané, potencialné skodlivé ¢i zkratka jen jakkoli jinak zneklidfiujicim
zpusobem nepfedvidatelné atp. Polsky antropolog Bronistaw Malinowski (1932) pozoroval, Ze pro
minimalizaci ¢ odstranéni zneklidiujictho efektu neznamych, nepfedvidatelnych situaci hraje u jim
zkoumanych domorodych civilizaci klicovou roli (magicky) ritual. Lévi-Strauss (1963, s. 14) Malinowského
ilustrativné cituje pasazi, v niz polsky antropolog konstatuje, ze (magicky) ritudl je vyhrazen pro ,,usechny
diilesité Cinnosti a projekty, jejichs pritbéh nemid clovék plné pod kontrolon’ (Malinowski, 1929).3

Neni vylouceno, Ze jednou z pfic¢in ucinnosti ritualu je to, ze jeho pevné dany prubch nabizi nejen
atmosféru vyjimecnosti ¢i posvatnosti, ale disponuje i zklidnujicim efektem pfedvidatelnosti, dojem z niz
pfetrvava jest¢ dlouho po jeho skonceni. Smyslem magického ritualu tedy mohlo byt i zahaleni
nepfedvidatelného do komplexu jemu piedchazejicich déja, a tedy i kvantitativni minimalizaci
»nepredvidatelné® ¢asti vici takto vzniklému (vétsimu) celku.

Pevné mantinely ritualu (a obecné jakakoli ,,dobfe zabé¢hana® pravidla) konvenujf se sirsim konceptem
socialnich instituci, jejichz spolecensky vyznam Malinowski (1932) spatfoval pravé v predvidatelnosti jimi
garantovanych ¢i nabizenych paradigmat umoznujicich funkcénost systému, daveéru v néj, z ni pramenici
jistotu, moznost smysluplného planovani atp. Duvéra v fad a z néj pramenic{ jistoty do znacné miry zavisi
mimo jiné pravé na ,,dojmu” predvidatelnosti, ktery ta kterd instituce dokaze vzbudit. I z téchto duvodu
stala ,,poptavka” po minimalizaci nevitanych nepfedvidatelnosti u vzniku spolecenskych instituci, resp.

prave ona se stala jednim z prvoradych cild, ktery takové instituce plni.

Rizena poruseni o¢ekavani jako kreativni autorsky proces

Shrneme-li toto v duchu a kontextu dfive feceného, lze konstatovat, ze a) evaluace ma svtj hlavn{ smysl

pfedevsim vuaci dalsimu, nikoli uplynulému textu. Pocit navozeny dosavadnim textem slouzi pro

3 Dal k tématu viz zejména Malinowského (1925) Magic, Science and Religion popt. Malinovsky (1944) A Scientific Theory
of Culture and Other Essays.
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identifikaci subjektivnich budoucich ocekavani, v dlouhodobém horizontu pak snad i pro konstrukei
urcitych objektivnich norem. Tomu, nakolik je urcity vysledny ,,dojem* z dosavadniho textu (tj. jeho
»evaluace®) pozitivni, anebo naopak negativni, do znacné miry odpovida i nasledny vyhled do

budoucnosti (4. ,,o¢ekavani* od dalsiho textu / resp. jeho autora).

Budouci text je zaroven vzdy vice ¢i méné (ne)piedvidatelny. Ocekavani od néj, vyplyvajici z evaluace jeho
(vicerych) dosavadnich antecedentu, tak mize oscilovat nékde mezi (4) hlavnimi alternativami; ty lze —
bereme-li v potaz (ne/poruseni) ocekavani jako jedno z hlavnich kritérii pohledu na véc — ,,vymezit“

piiblizné v ramci variant souslovi (ne)vitana (ne)pfedvidatelnost.

Pokud takto (z recipientovy perspektivy) nahlédneme text, u néjz ma recipient na zakladé dosavadnich
»percepénich vstupt® moznost odhadnout jeho povahu ¢i jiny stimul nutici jej se tak domnivat, vidime, ze

do dané ,,souslovi“ pokryje v zasadé¢ celé spektrum variant:

Vitanou pfedvidatelnosti” je jakykoli druh ,ritualu® — od pouzivani (,,smluvniho®) pfirozeného jazyka a
nedélnich navstév cukrarny pfes koncert vazné hudby od ,,provéfeného umélce az po garanci skolni
vychovy pro déti ¢i systém dichodového pojisténi; nevitanou pfedvidatelnosti pak cokoli od vize nudného
pobytu u linych, prudérnich ¢i pfehnané starostlivych prarodict az po vyhled nékolikalet¢ho pobytu
v izolaci zpiisnéné vazby. Nevitand nepfedvidatelnost mize nabirat podoby ranniho dopravniho chaosu,
kakofonické kompozice, spolecenskych zmén ¢i valky. Naopak ,,vitanou nepfedvidatelnosti mohou byt
jak nuance, tak i vétsi sekvence jazzového koncertu (nejnizornéji jeho improvizacni party), drobné
»zabavné®, | osveézujici ¢i jinak ,,uméfené” odchylky v divadelni, recitacni ale tieba i femeslné (uzité
uméni) nebo kulinafské tvorbé (rtzné zptsoby piipravy pokrmu na zakladé jinak stejného receptu atp.),
piipadné cela dila davajici na zdkladé proporcéné ,,vyvazené®, resp. ucelené série odchylek (,,deviaci, které
dychaji smysluplnosti, resp. maji vnitini fid*) vétsinou vznik celému novému uméleckému sméru

(fauvismus, kubismus, dada apod.).

Samozfejmé ne vzdy se musi s autorskym zajmem protnout to, jak text vaima recipient: co na jednoho
muze pusobit jako nepfedvidatelnost nevitana (nejistota, hazard, riziko, nebezpeci apod.) mize jiny vnimat
prave pro svou nepfedvidatelnost jako vitané (chaos skytajici piflezitost, dobrodruzstvi atp.). V této tvaze
nicméné vétsinove vychdzim z uréitych zazitych ,,norem®, kolektivnich preferenci a dlouhodobé

zkuSenosti (zejména zapadniho kulturniho okruhu).

Mozné typy reakci recipientt na nenaplnéni jejich ocekavani s sebou nesou i dalsi, obecnéjsi otazky po
povaze textd: Je pferuseni autorova textu otazkou zcela novym autorskym textem, nebo integralni soucasti
(,,doplitkem®) promluvy pavodniho autora? Je ukonceni komunikace ¢&i fyzické odejiti z ni dusledkem
dosavadniho textu, anebo snahou zamezit tomu, co recipient vyhodnotil jako velkou pravdépodobnost
série nevitanych sledt dalsich textovych elementd, tj. takovych, kterym by velmi pravdépodobné byl
vystaven, pokud by v komunikaci zastal? Je ,,trest” (minéno v zasadé jakykoli — tj. vCetné fyzického trestu
¢i véznéni) spi§ pomstou za spachané doposud, anebo hlavné prevenci do budoucna — tj. snahou
jakymkoli zpusobem zamezit v tom, aby autor toho ¢i onoho ,,¢inéni“ ve svém dal$im textu nepokracoval
apod.?

Podobné je zde paradox urcitého ,,ultimativnitho® pohledu. Ten je do zna¢né miry také zavisly na mife a
povaze subjektivnich nuanci. V zavislosti na nich se pak u kazdého jednoho recipienta mizeme ptat napt.:
Jdeme-li na vystavu postmodernistii, cekame necekané (tj. postmodernisty do detailu nezname, ale tusime,
ze budou s porusenim toho, co bychom ,,od obrazi“ normalné¢ ocekavali, pracovat), anebo cekame
ocekavatelné (tj. jdeme tam pravé proto, ze od dané tvorby ocekavame uréity typ distorzi, protoze praci

postmodernistt zname) atp.?
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Jinymi slovy: pokud umeélec, o némz se vi, Ze jeho stylem je porusovat ocekavani (napiiklad karikaturista ¢i
experimentalni zpévak) zni¢ehonic pfedvede ,,normaln{“ vykon (tedy bude sice v ,,normé®, nicméné tim
porusi ocekavani, ktera dlouhodobé navozoval), pfesune diskusi zhruba do urovné vyse uvedeného
»paradoxu®. Paradox je samoziejmeé jen zdanlivy, a to pfedevsim proto, ze uméni je v zasad¢ permanentni
(vice ¢i méné védome experimentalni) ,,programovou’ oscilaci mezi subjektivnim a objektivnim piistupem
k (objektivni i subjektivni) normé ve smyslu jejtho dodrzeni ¢i poruseni — majici za cil prave vyvolani
urcité esteticky agitované ,,mobilizace” ¢i ,,dynamizace®, kulminujici leckdy kdesi mezi odmitnutim a
piijetim, rozechvénim a uspokojenim, a ustictho do dlouhodob¢jsiho pocitu ohledné toho, co piijde dal, a

to (v idealnim pfipadé) kdesi mezi vitanou pfedvidatelnosti a vitanou nepfedvidatelnosti.

Abychom toto ,,estetické rozechvéni® pochopili bliz, je mozna na misté vratit se zpét k jednomu z dil¢ich
zaveérn, které ucinila Burgoonovd, kdyz konstatovala, ze poruseni oc¢ekavani (tj. takova ,,epizoda® vnimani,
ktera je vrozporu s ocekavanimi navozenymi dosavadnimi vstupy — tj. zejména pfimo relevantnim
konkrétnim textem a dosavadni obecnou zkusenosti) zptisobuje vzruch. Odsouhlasime-li toto, mtzeme
dal pfedpokladat, ze dojde-li v rimci jednoho textu k vicero takovym porusenim, budou mit nutné za

dusledek sérii vzruchu.

Je-li tato ,,zdkonitost™ (resp. fakt, ze poruseni oc¢ekavani je provazeno vzruchem) obecnéjsi povahy, pak
plati, ze jejimu ,,efektu® je recipient vystaven nejen v piipade ,,nevitané nepfedvidatelnych textd (kdy by
vysledny ,,pocit® ¢i ,,dojem® byl negativni), ale i textd nepfedvidatelnych ,vitanéji (tj. napiiklad
umeéleckych, pfipadné néjakym jinym zptasobem ,fizené¢ manipulativnich® — reklamy, propagandy, poezie
atp.), tedy takovych, kde ,,dojem®, ,,pocit® ¢i ,,prozitek® je (vétsinou, spis) pozitivni, nezfidka oznac¢ovany
dokonce jako ,,esteticky*.

V takovém pifpadé dale plati, ze pfislusny (umélecky) text lze vnimat jako urcitou ,strukturu® &
»platformu nesouci podnéty (¢i jimi ,,disponujici®), které sledem toho, jak jsou vnimany, pusobi sérii
vzrucht slozenou z jednotlivych ,,epizod” poruseni recipientovych ocekavani. Pripustime-li, ze takova
poruseni nemusi pusobit jen negativné, jakoz i to, ze autor (umélec) ve svém textu takova poruseni
vybudoval s cilem putsobit na recipienta esteticky, konstatujeme, ze estetika je (minimalné do urcité miry)
zalozena na f{zeném vrseni takovych poruseni ocekavani, jejichz kombinace, sled ¢i konfigurace vyvola
pozadovany (esteticky) prozitek. Jinymi slovy — esteticky prozitek je (do urcité miry) dasledkem
recipientovy percepce vjemu nakonfigurovanych autorem tak, aby (Zadoucim zpusobem) pusobily sérii
(tizenych) poruseni recipientovych ocekavani.

Recipient je tak vystaven sérii zcela specifickych ,,skluzd®, odbocek a ,,vyletd* z pfedvidatelného do
neocekavatelného, vyvolavajicich podnéty (vzruchy) nejriznéjstho druhu, sekvenci i intenzity. Ty jsou
nicméné generovany v takové kvalité a kvantité, ze jejich ,,celkova kombinace® (tj. konec¢ny ,,komunikacni
vysledek®) ma sflu zaputsobit tak, Ze nejenze recipient u vnimani textu zistava, ale je jim naopak
»pohlcovan® a jeho prozitek se jesté posiluje — coz je svym zplisobem i dalsim z rozméru, jimz se vaci
ocekavatelnému realizuje cosi (prekvapive, ale vitan€) neocekavatelné.

Pravé (autorova) vile k racionalni hfe s (recipientovymi) iraciondlnimi dispozicemi, aktivujici
v recipientovi véemozné dimenze (nejen) ,,muizického* euforického vytrzeni, pfedstavuje jeden z hlavnich
stimulti autorova tvirctho zaméru; ta sama vile je i autorovou hlavni ,,strategickou doktrinou®, jiz ma na
paméti po celou dobu tvorby svého textu. Dost moznd prave timto zpusobem se rodi (¢i je do textu
»zakodovavana®) nezanedbatelna ¢ast podstaty, pusobivosti 1 podmanivé magie estetického prozitku, jez
se s vetsi ¢i mensi intenzitou, naléhavosti ¢i psobivosti zhmotiuje pokazdé, kdyz je text ,,dovniman® — a

tedy 1 pochopen, ,,vychutnan® ¢i jakkoli jinak naplno ,,prozit®.



Ondftej Kratky V nimani textn, délka jeho trvdani, evaluace....
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Projective Aesthetics as a Possible World*
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Abstract: The notion of “projective aesthetics” is considered in this paper for the first time as a variant of the
recourse to praxis that characterizes contemporary aesthetics and its “aesthetic involvement” (A. Berleant).
Projective aesthetics involves the use of methodologies of a new type: “schizoanalysis” (in Deleuze’s and Guattari’s
terms), “conceptivism” (as devised by M. Epstein) and “projectivism”. The emphasis is put on the principle of
“rhizome” and on the features of so-called “culturonics”, a way of thinking “through projects” in the cultural sphere.
Projective aesthetics implies a way of philosophizing about art and aesthetics which is defined by a functional
orientation in terms of a process of aestheticization and artification, and, accordingly, of projectivity. The connection
between projective aesthetics and the peculiarities of modern communicative aesthetics is also examined, together
with the need for creating a philosophical glossary of artistry and modern art, meant as a relevant project for
aesthetics. In the text, a special place is also given to a number of projects implemented in the process of teaching
philosophical aesthetics, as related to beauty as well as with the direct participation of students in filling out the
contents of the above-mentioned glossary.

Keywords: projective aesthetics, aesthetic engagement, rhysome, culturonics, conceptivism, discourse of lecturing in
aesthetics, glossary of projective artistic.

In contemporary aesthetics, there is a situation when the former methodologies such as analytics,
systematics, hermeneutics, and deconstruction, though they still exist, fail to grasp the situation of
temporality of culture and art. These challenges of our time need not only an assessment but rather a new,

practically oriented, theoretical vision.

In this regard, we introduce the concept of “pryjective aesthetics” (Otlov, 2015, p. 43), and its conceptual

marking is not so much important as its trend towards grasping the peculiarities of a new discourse.

The disconrse, in this case, is understood as the whole sum of “talkings” on philosophical and aesthetic

themes in the aspect of “aesthetic involvement” in the praxis of everyday life.

Let us clarify what a new theoretical and methodological context, which underlies the discourse,

represents here.

First, what Deleuze and Guattari (2010) have done can be named “schizoanalysis” in their own
terminology. Without getting into all the details of their “schizoaesthetics”, let us examine, perhaps, the
most important notion — “the principle of the rhizome”. We are talking about the “rootstock”, from
which everything grows, and not from the root of power structures. “Don't bring out the General in you!”
— this slogan from the famous aesthetic manifesto of the brilliant French opposes the creativity of the
rhizomatic connection of “wasp - and — orchid”, when a new quality appears. It is thanks to the rhizome —
through the intertwinement with the world in its rootstock — the structure becomes flexible, reaching the

level of post — and, more important, trans — structure. An authoritative rigidity deadens, escape from the

The reported study was funded by Russian Foundation for ~ Basic Research (RFBR) according to the  research
project Ne 18-011-00977.
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hard structure (“the line of escape”, according to Delueze and Guattari) gives it life. The rhizome is

rhizomatic in its essence generating a new entity that has not existed before.

Second, the significance of conceptivistic methodology should be taken into account. “CONCEPTIVISM — the
Philosophy of “conceiving concepts’, a constructive activity of thinking in the sphere of notions and universals. Like
constructionism |...), conceptivism acknowledges the ‘constructiveness’, the conceptual purpose of “reality’. However, its task is
not to criticize or demystify these constructs, but to generate them creatively, to create multiple models of possible worlds,
cognitive and social practices |...| Conceptivism opens a new era of thinking that inberits the Kantian criticism and, at the
same time, goes beyond those 'critical’ functions with which post-Kantian philosophy has limited itself to a large extent. If
criticism vestricts the limits of theoretical mind, then conceptivism comes from within these limits, and crosses them over and
over |...]” (Epstein, 2013). Thus, the concepts of, for example, the “open-type” system and the “digital

online” system become crucial for projective aesthetics. We will dwell on this topic further.
Third, and most important, it is essential to think projectively.

Considering that contemporary culture has drastically changed its vector in the direction opposite to Post
- Post - Post..., in other words, in the direction of proteism (Epstein, 2013), the importance of projectivism for
contemporary discourse in the humanities can be indicated. In his Projective Philosophical Dictionary Epstein

<

distinguishes contemporary “cultural studies from culturonics”.

Culturonics is “[...] #he construction of new activity forms in culture, new tfechniques of communication and learning, new
models of perception and creativity. If cultural studies thinks in projections, or interpretations of objects in symbolic
systems of different cultures, then culturonics thinks in projects, in other words, in symbolic systems that have not yet
become practices and institutions of any culture and form a plan for possible transformations of the whole cultural field” (
Epstein, 2013).

The problem of praxis can be solved through “intelligent design” if we call it in the spirit of conceptivism.
We are talking about projection and its corresponding methodologeme when thinking in projects and
constructing reality on this basis become dominant. However, design here is not a technique (though it is
important). More significant are existential projects of being that can arise on a technical basis. It is clear
that, for example, the Internet, in this case, is not creative in itself, as we have repeatedly seen, doing there

mostly communication par excellence.

So, there are rhizome, concepts and projects, among which it is projectivity that, especially concerning aesthetics,
allows us to understand it practically, that is, in the aspect of “Gesthetic engagement” (Betleant, 2013, p.10).
Unlike classical aesthetic disinterestedness and analytics in this regard (Kant, 1966), Arnold Bertleant, basing
mainly on John Dewey's pragmatism (Dewey, 1980), drew attention to the inclusion of aesthetic experience

in human everyday life and its potential in this connection.

The idea that the interest in praxis is now particulatly important for our aesthetics, has revealed itself
through thoughtful analysis not only of what is now highly topical in the methodological field but also of

the very object of aesthetics, the interpretation of which directly depends on its functionality.

If we turn to the history of aesthetics, the main question here is not one of its object or even
methodology, but the question of why do we need aesthetics? Without getting into details of this
complicated story, let us put forward a hypothesis that states as follows: if the object of aesthetics in some
advanced version should coincide with its transition to the variant of praxis, it turns out that its focus on
the aesthetic and artistic sets its main trend of functionality. In this regard, the main thing from the
petspective of its purpose is the aestheticization and artification of being at some other level but in the direct

connection with the aesthetic and artistic. If by the aesthetic and artistic one understands the whole



experience of this type, then the aestheticization and artification can be understood as something that at least
contributes to making this experience meaningful and vital, and in a unique, individual, free, genuine way,
that is, in the strategeme of existential modus of being. The problem of projectivity of our being can be
solved only by ourselves when we try not only to find the meaning of our life but to suggest a solution

that has aesthetic and artistic projectivity of being.

Anyone who philosophizes on aesthetic themes is already, willingly or unwillingly, in this disconrse. So the
main thing for them is not only a question of what is beauty or what is art, and they do not “exist” (if not
taking into account the archaic theoretical disputes about the plurality of their practices) but how to bring,
for example, beauty or artistry in their own life, and, therefore, in life itself, how to connect what is given
to you and only to you because of your own uniqueness with the Formation of Being (according to

Heidegger) or with the Flow of Creation of Being (according to “I Ching”).

For us, the most important question is about the criteria of what is aestheticization and artification as the limit
of meaning, which is associated with philosophizing on the “aesthetic interpretation” of our being. Put
simply, we are talking about for what — in the limit — they are needed in praxis and what should be done
with them so that they would allow implementing the practical transition from the rank of theory to the

rank of praxis, that is, to the “engaged aesthetics”.

Apparently, the ultimate aesthetic meaning of our being is in the pleasure (faste), and the artistic meaning is
in the otherbeingness (potentiation). Their absence means the absence of meaning — meaninglessness, which
has no prospects for further development of being and, therefore, its alienation. And so, the meaning of
aestheticization and arfification is to saturate our life to the maximum (or, at least, to the minimum) in this
practical connection, and by means of peculiarities of its activity. An ability to aesthetic taste and

potentiate being is peculiar to projective aesthetics.

The aesthetics of projectivism involves a number of projects, relating to the sphere of theory and to the actual
projects. The aesthetics of the environment!, everyday aesthetics (Saito, 2010), somaesthetics
(Shusterman, 2013), the art of life (Dziemidok, 2017), contemporary art practices (Lisovetc, 2015; Milani,
2017), media aesthetics? and so on suggest projects that would evidently provoke the creation of
aestheticization and artification in the real life, and it should be, of course, synchronous to what is happening
now in the cultural world. According to Moisey Kagan's (2001, p. 4) accurate observation, here we can

speak about the “aesthetic sphere” of culture.

Alestheticization and artification (or, more euphonically, aesthesis and arthesis in their interconnection and, first
of all, not just in the functionality, but also in their ontologic entity) assume an existential projection. So to
say, this is an “aesthetic design”, which will be the “final projec?” in the situation of here-and-now
philosophizing “on aesthetic themes” for someone who is immersed in this experience right now. The
theme of the “final project” is very important and directs the zheme of Sartre’s “initial project’ towards the
future. The “final” here is what you can do now, self-performing transformations of your being on the
basis of your existence, your “initial project”. This is not only a verbal discourse but also an attempt to
make a real statement in terms of going beyond the marginal limits (transgression) towards creating a
symbolic reality. And it is not just a culture that is treated like an aesthetic sphere, it is rather a transculture

and the unconscious, not only personal or collective, but “franspersonal’ (Grof, 2014).

Ve.g. Ekologicheskaya estetika: problemy i granicy, 2014; Estetika chelovecheskoj sredy, 2017.
2 e.g. Media: mezhdn magiej i tekhnologie, 2014.



If we come closer to praxis, then we will be talking about attempts to transform a sensational reality by
means of our own possibilities into something that is close to us as aesthetic and artistic senses of our being
(aesthesis-and-arthesis), thus, into something existentially significant to us, into something that will let us
experience the zaste and opportunities of life in the most appealing way while aesthetically transforming our
being.

Further I will not dwell on every implemented project, instead 1 will focus on what is connected with the
topic of teaching aesthetics — with its praxis in educational projects. By this I mean the transition of

intention into a project, notably, its aesthetic transformation.

A creative task that I gave to my philosophy students was based not only on their philosophically
supported ideas about beauty but also, at least, on their stories of how they met the beautiful, how they
interpreted it by means of available theoretical versions, and, at most, on a presentation of their own,
implemented or intended, project of beauty where they could rely on their aesthetic experience. I was mainly
interested in projects of beauty from the point of their aesthesis (or aestheticization). If we do not take
into account projects that are heavily inclined towards arthesis (artification), it was, for example, projects
connected with the musical impact: someone opened their own musical studio, where they teach vocal and
piano lessons to children and adults, or started to learn music, or began to acquaint others how to learn
jazz by means of their own skills and achievements. Thus, these projects were mainly connected with the
body, gender, home, food, fashion, package, photography (not as art), tourism, website development,

urban environment, landscape design, environment.

One of “bodily” aestheticization projects was as follows: its author, a slender girl, told that she lost 28 kg
without any additional or medical means only thanks to her desire and will to be a woman. Unfortunately,
her method remained a secret, but, what is important, the aesthetic intention under the influence of this

project has transformed into another reality, from ugliness into beauty.

Now I will dwell on artification. 1t was related to another educational project — a project of using the
potential of the electronic glossary on the philosophy of artistry. The glossary is located on the specially
created website, glossarya.com. On the website, students and masters of philosophical faculty were offered a
creative task. They should write their own articles for the glossary on the basis of their ideas of artistry and
in the form of those concepts that were the closest to them in their understanding of artistry. Students
who attend a special coutse on Philosophical Problems of Contemporary Artistry, which familiarizes them with
the experience of contemporary art and its philosophical interpretations, were put in the situation of real
intellectual entry into philosophical praxis. They have an opportunity to publish articles online, taking into
account the concept of the dictionary and corresponding instructions. It can even be asserted that it is
they who are creating their own vision of artistry as the “first being”, principally for themselves, because

they still form the backbone of the glossary project.

There are projects already published on the website, other projects — more than 50 projects and about 150
concepts — are in the editorial version. The presented articles are not only oriented towards new concepts
of artistry but also pursue a more general goal — an attempt to create a new thesaurus, at least the
minimum minimorum, of the language version of contemporary artistry. And I would link it with the
“final project” theme, which has been previously mentioned. This is an attempt to declare myself in the
situation of uncertainty in terms of today's artistry, an attempt to realize what — in general (verbally,

conceptually, thesaurusly) — is understood now by artistry in terms of the “final project” — as it is.

As for me, there is no doubt here — the projective escape from everyday life (transgression) is indicated by

my existential conception, justified by it, and, of course, I can explain what is happening in our being and



why we need projects, I can work with them myself. The students’ case is more complicated. However, it
is understood within the terms of a particular discourse. The students were able not only to voice their
projects, and the verbalization here is important, but also to find a philosophical connection between the
aesthetic intention, pleasure (or taste), potentiation (or otherbeingness) and praxis: in the context of
projective aesthetics, this philosophical and theoretical beginning of Aesthesis (aestheticization) and Arthesis

(artification) can be found in all of their works.
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Abstract: In the 19th century, a gradual reform of art education began, which achieved its peak in the 1930s. This
process manifested itself in the form of schools with an explicit anti-academic spirit — the Bauhaus in Europe and
Black Mountain College in the United States. In this paper, I contend that such attempt at reform has never repeated
again after the Black Mountain College case, where the combination of John Dewey’s educational principles, Josef
Albers’ peculiar conception of art instruction, and the college founders’ ideas concerning the essentiality of art for
contemporary democratic societies created a unique environment for the development of an experimental form of
art education. Examining this innovation with regard to the current situation of teaching art and the humanities, I
argue that - despite a process of reform lasted more than a hundred years - art education still manifests residues of
the old, conservative academic spirit, while art schools show features of exclusivity or even elitism. The pursuit for a
wholesome social position of art, on the other hand, was the most striking endeavour of many brilliant thinkers in
19th and 20th century (e.g. Semper, Morris, Lichtwark, Dewey, Albers), something that art educators and art
theoreticians of the 21st century must take this into a serious consideration.

Keywords: Black Mountain College, Josef Albers, art education, learning by doing, perception, ethics.

Introduction

Black Mountain College, a school founded in 1933 in Black Mountain, North Carolina was a a new kind
of college in the United States in which the study of art was seen to be central to liberal arts education,
and in which John Dewey’s principles of education played a major role. Many of its students and faculty
were influential in the arts or other fields, or went on to become influential, such as Josef Albers, John
Cage, Merce Cunningham, Buckminster Fuller, Walter Gropius, Willem de Kooning, Robert Motherwell,
Robert Rauschenberg, Kenneth Snelson. Although notable even during its short life, the school closed in
1957 after only 24 years of operation (Anonymous [online], 2017).

In spite of the fact, that Black Mountain College became mainly famous for its graduates, e.g. John Cage
or Robert Rauschenberg, who made a huge impact on the art field, I am rather focusing on the path which
led to the establishment of the college as a specific and progressive type of art educational institution that
was centred around anti-academic and anti-traditional concept influenced by the most fundamental school
of this type — the Bauhaus (see Wick, 2000; Bergdoll — Dieckerman, 2009).

I aspire to trace this path from the reforming movements of art education in the 19t century (represented
by ideas of French Leon de Laborde, German Gottfried Semper or English Owen Jones and William

Morris), when the problem of applied arts education or design school became more prominent and

* The paper is an outcome of the projects: VEGA no. 1/0051/19, Music and dramatic art within 19th and 20th
century aesthetic theory and aesthetic education in Slovakia.
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traditional academies were enforced to change their conservative and (at the same time) conserving
curriculum (Pevsner, 2018, p. 250). Nonetheless, the main goal of my paper is to present and endorse
theoretical background of the progressive educational methods and ideas of the leading figure of Black
Mountain College — Josef Albers.

Historical survey: the cracks in the shield of the “traditional” academy

As Nicolas Pevsner (in his famous book Academies of Art: Past and Present, originally published in 1940)
pointed out, in the beginning of the 19% century, prevailing trend of the time was to deprive the craftsman
of all creative work. But this started to change in the mid-19% century, when different scholars published
their ideas about need for a returned unity of art and craft. Architect Gottfried Semper (1851)! critically
declared that academic instruction lead to “an over-production of artists not justified by demand’ (Semper in
Pevsner, 2018, p. 252). He added: “Twition in Fine Arts and Decorative Art shonld not be separated at all. All
training should take place in workshops conducted in a spirit of community and with a "brotherly relationship between master
and apprentice” (Ibidem, p. 252). Another milestone appeared to be the William Morris’s theory (see
Clamp, 1987, pp. 40-53; Mortis, 2008). He learned tapestry-weaving to acquire an insight into the process
which must govern design.? In contrast with concepts of designers as mere decorators, Morris’ educational
methods emphasised organic inter-relation between material, working process, purpose and aesthetic
form. In the fashion of the 19% century romanticism, he yearned for the Middle Ages. Morris preferred a
“wholesome social position of art, and consequently, beanty”; as well as (similarly the Nazarens) idea, that artists

together with craftsmen should be educated in workshops? (Pevsner, 2018, pp. 259-260).*

Nevertheless, Pevsner asserts, that the most important steps in the reformation of art education was not
taken in Britain, but in Germany. It was Alfred Lichtwark (and his Kunsterziechungs®), who came with the
cardinal opinion: “Ars, because it is the expression of the creative powers in man, must be made the centre-piece of all
education. The school of the 19" century, too exclusively intellectual, bas completely neglected the artistic faculties which exist
in every child. Thus life became drab and mechanized” (Lichtwark in Pevsner, 2018, p. 2606). The second key

moment occured, when Kunstgewerbeschulen® adopted a method of teaching in workshops (1902).

I The quotations are taken from H. Semper: G. Semper, ein Bild seines 1ebens und Wirkens, Betlin, (1880, p. 21) in
Pevsner, 2018.

2 The importance of weaving in an educational or scientific processes was also proven by Ada K. Dietz, who used
the artistic craft for an algebra, to visualise multivariate polynomials. As an outcome, she published her famous work
Algebraic Expressions in Handwoven Textiles (1949).

3 The importance of the workshop as an educational method for the art education — not just in fine atts, but also in
the theatrical field is stressed in the text of Eva Kusnirova (2019, s. 164): “The aesthetic interaction, that is a condition of
aesthetic experience, thus establishes an aesthetic relationship between the viewer or recipient and the actor or object, while the possibility of
experiencing the aesthetic situation is not nnilateral. To the same extent, where a recipient is invited to experience that aesthetic condition,
the actors may also benefit from such aesthetic condition, especially when it comes to a creative workshop where do students (and thus,
inexperienced artists) participate |...]”.

4 In his famous work Useful Work v. Useless Toil, originally published in 1888 (especially praised and quoted by
Marxists), William Morris (2008, p. 100) wrote a critical remark on an account of the academic art schooling and
revealed it as principally elitist: “A7 present, all education is directed towards the end of fitting people to take their places in the
hierarchy of commerce - these as masters, those as workmen. The education of the masters is more ornamental than that of the workmen,
but it is commercial still; and even at the ancient universities learning is but little regarded, unless it can in the long run be made to pay”.

5> The key publication on Lichtwark’s art education concept is Alfred Lichtwark: Kunsterziebung als Kulturpolitif by
Nobumasa Kiyonaga (2008).

6 Schools of arts and crafts or schools of applied arts were a kind of vocational arts schools established in German-
speaking countries since the mid-19% century. Most of them existed until the 1920s, afterwards they were merged
with academies of art or universities. The good example of such a combined institution is the Slovak Academy of



Unlike Mottis' Britain art schooling, Werkbund-movement did not decline machine industry, oppositely,

they understood, that besides handwork, new art education must concern machinery.

Germany’s aspirations were directed by men who knew that architecture and design would be more
essential to an authentic style of the 20t century than painting and sculpture, and who acted accordingly.
In two centres above all the re-birth of the academy of art was achieved; at Weimar, where Gropius
founded and developed the Bauhaus, and at Berlin, where under Bruno Paul, the famous academy was
completely amalgamated with the Kunstgewerbeschule. The curriculum of the Walter Gropius’ school was
clearly conceived to serve this programme. It consisted of practical instruction in the use of stone, wood,
metal, glass, clay, textiles, pigments; and of formal instruction, which was divided as follows: study of
nature of materials, study of geometry, construction and model-making; and study of design according to

volume, colour and composition (Pevsner, 2018, p. 276).

Nonetheless, in the framework of Pierre Bourdieu’s (1994) sociologic thinking, academy, above of all of
art schools still has the most intensive consecrating power and academy also disposes of the variety of
mechanisms of consecration and preservation of the game; it provides belief in the game, or — in

Bourdieu’s terminology — /bido artistica. From all of mechanisms, I would like to highlight two: the

“apparatus of the competition and prize giving”7; and the second one: so called chef d'oenvre, masterpiece or
magnum opus. In the candidate’s fledgling career, this is no longer perceived as a training work, it is the
best artwork of one’s studies and the first “mature work”, the product of an artist. It represents a “portal”,
a ritual artefact or, rather to say a “ticket” for entering the art field as an artist. We might admit that these

two old academic mechanisms are still functioning. To suggest, in spite of many revolutions in the 20t

century art education development, art colleges still preserve traditional academic institutional appliances.8
By all means, Black Mountain College was the apparent heir of the Bauhaus legacy and of the

aforementioned reformation processes.

Community as a heart of Black Mountain College

Black Mountain College was founded in order to provide a place where tested and proved methods of
education were used freely and new methods were tried out in a purely experimental spirit. Initially, it was
not established as an art school. The curriculum embraced mathematics (prof. Drier), psychology (prof.
Hickley), English (prof. Martin), classics (prof. Rice), economy (prof. Boyden), weaving (Anni Albers,

formerly Bauhaus) and art (Josef Albers, formerly Bauhaus). At the same time, the college was a social

Fine Arts and Design in Bratislava, which has been from the beginning of its existence (1949) an amalgamation of
the fine arts and crafts education institution.

7 In case of the “art competition” and prize-giving Lukas Makky (2019) has pointed out, that the institutional
apparatus confuses aesthetic value with a potential economic value. Let us add, the prize can be perceived as a form
of financial evaluation, which determines the position of an artwork on the art market. We can admit, that art market
can “sell” also works of frauds, without high quality aesthetic value, but, at the same time, art market is a useful tool
for a spreading artistic artifacts to the people’s lives. Of course, there is no doubt, that art market has still bourgeois
roots and it has elitist character.

8 Above all academic institutional appliances, I would like to emphasise the entrance exam, which is in our cultural
milieu called “talent exam”. For example, official requirements for applicants at Academy of Fine Arts in Prague
(Czech Republic) are based on a drawing according to a live model, or, in the case of sculpture, on a “realistic
portrait”, bust. For more information, see official web pages of the academy. Available at:
<https://www.avu.cz/sites/default/files/document/ 5958 /2020_2021_prijimaci_rizeni_mgr_a_navazujici_mgr_stu
dium.pdf >.



unit. I quote the bulletin foreword by college founders, where the art as a focus of the curriculum is
articulated (Bulletin 3, originally published in 1933-1934):
“Dramatics, Music, and the Fine Arts, which often exist precariously on the fringes of the curviculum, are
regarded as an integral part of the life of the College and of importance equal to that of subjects that usnally
oceupy the centre of the curricutum. In fact, in the early part of the student's career, they are considered of
greater importance; |...| because of the conviction that, through some kind of art-experience, which is not
necessarily the same as self-expression, the student can come to the realization of order in the world; and by
being sensitized to movement, form, sound, and other media of the arts, gets a firmer control of himself and bis

environment than is not possible through purely intellectual efforf’ (Anonymous, 2017).

The curriculum, organisational structure, and the core social justice values of its central faculty were all
based in the pragmatist philosophy of John Dewey. Dewey’s magnum opus on the topic of education,
Democracy and education, perhaps the central philosophical text of progressivism in education, was published
in 1916; nevertheless, John Andrew Rice and Theodore Drier, two of the founders of the Black Mountain
College continued to use Democracy and Edncation as a guidebook for the foundation of the college two
decades later (Fischer, 2010).

Besides the college founders John Rice and Theodore Drier, probably the most influential personality at
the college was Josef Albers. Entering the Bauhaus in 1920 in his eatly thirties, he had previously taught at
primary school and later art, coming into contact with the flourishing reform education movement in
Germany. Albers followed John Dewey (whose Democracy and Education appeared in Germany in 1916):
its learning by doing rallied progressive educators throughout Europe (Diaz, 2008, p. 280). To paint a picture
of his educational methods, let me quote a journalist, who was observing the college atmosphere for
several months in 1935: “The courses in art which Professor Josef Albers teaches at Black Mountain College are,
surprisingly, not for artists but for people. |...| It is a standing joke, that the only course that was originally intended to be
exclusively for students majoring in fine arts, is attended by nearly anyone in the college, students and faculty. It is painting
seminar, which Professor Albers conducts informally, talking about any phase of painting he may choose” (Young, 2017).
For the purpose of this paper, I would like to highlight the principles of Josef Albet’s art theory which is

organically linked with his educational methods and opinions on education and society as such.

Josef Albers’s art education

To select and differentiate core problems of Albers’s theory of art education, I suggest tracing these 3
topics: form, experience and perception (better to say — vision) which is in Albers’s thoughts linked with
ethics and politics. To Josef Albers, art itself was the experimental arm of culture; as well as an
investigation into better forms that were the prerequisite of cultural production and progress. As we can
see, for him art, experiment and education were an organic complex situated in a social and philosophical
framework. To Albers, every perceivable thing had a form and every form had a meaning. But through
routine, the richness of the visual and material world was frequently overlooked. Therefore, he started his
courses for example with mirror writing or rendering the script in the non-dominant hand and other
simple exercises aiming for de-familiarization for challenging sterile habits of observation (Diaz, 2008, pp.
260-265). As he wrote in his “educational manifesto” Concerning Art Instruction (originally published in
Bulletin 2, 1934): “Our first concern is not to turn out artists. We regard our elementary art work primarily as a means of
general training for all students” (Albers, 2017).



Albers believed that understanding the meaning of a form is the indispensable preliminary condition for
culture. Culture is the ability to determine the more meaningful form, the better appearance, the better
behaviour. Culture is concerned with quality and art is a part of culture, and, therefore — it is its proof and
measurement (Diaz, 2008, p. 265).

His course Art Instruction was divided into three disciplines: Drawing, Werkhlere (work with materials
and forms) and Colour” As he declared, drawing - we regard as a graphic language. We cannot
communicate graphically what we do not see. Drawing consists of a visual and of a manual act. For the
visual act one must learn to see the form as a three dimensional phenomenon. For the manual act the
hand must be sensitized to the direction of will. With this in mind we begin each drawing lesson with
general technical exercises: measuring, dividing, estimating; rhythms of measure and form, disposing,
modifications of form (Albers, 2017). It is clear, that he excluded the so called expressive drawing (which
was typical for abstract expressionists and led to release of subjective, individual emotional forms). Albers
(2017) argues, that this type of exercise hardly results in a solid capability which alone can give the
foundation and freedom for a more personal work. For this reason, the elementary drawing instruction is

a handicraft instruction, strictly objective, unadorned through style and mannerism.

Albers explains: “In Werklebre we cultivate particularly feeling for material and space. We want reach a general
constructive thinking, especially a building thinking, which must be the basis of every work with every material” (Albers,
2017). In short, Werklehre is training in adaptability in the whole field of construction and in constructive
thinking in general. Finally, the Colour discipline was designed to prepare for a disciplined use of colour.
Colour was always relational for Albers, as he argued: “[...] we consider colonr first as working material and study
its qualities; we study systematically the tonal possibilities of colours, their relativity, their interaction and influence on each
other” (Albers, 2017). These fundamental studies occupied half a year. The striking aspect of the
aforementioned postulates is slowness and discipline, but not discipline as a mere drill (in academic terms);
it is a new concept of discipline in art education which is, paradoxically anti-academic and invented on the

grounds where traditional academic preparation failed.

Albers advocated experiment without aiming to make a product. The goals of courses were not necessarily
to produce anything useful but rather to train observation. He saw experimentation as the pre-eminent
method by which the new and changing experiences of modernity could be expressed, and its modern
problems addressed and he envisioned its practice as a disciplined testing process encouraging innovative
visual articulations. Albers saw freedom for exploration and experimentation as antithetical to the negative
freedom of someone who is a passive recipient of specific rights (freedom from something not freedom
for something) (Diaz, 2008, p. 281).

The problem of perception has for Albers deep social, or rather ethical roots (see Diaz, 2008, p. 260;
Barry, 2015). In his notes on design written in 1958 (Dimensions of Design) Albers (2014, p. 280) stresses the
moral issue: “With this 1 point at design as an ontspoken buman affair and its concern with quality and selection and
consequently at its ethical implications”. He praises design as an exclusively human acting, planning, producing,
creating, making order. It is necessary to learn design, but really from the beginning, from so called
elementary studies. He believes in a systematic step-by-step training of observation and articulation, that
is, of clear seeing first, and of precise formulating the second. Albers (2014, p. 281) concludes: “Basic design

as a grammar of visual language cultivates “thinking in situations’.”’

 These are supplemented by exhibitions and discussions of old and modern art, of handicraft and industrial
products, of typographic and photographic work.
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Through thinking about design, observing and perception Albers advocates art education as a core of
democratic schooling, and training in art as a necessary social “equipment” not just for minority of
intellectuals, but also for manually working people. “As he stressed, empowering individuals with attentive
perception laid the foundation for an educated citizenry challenging regressive, outdated customs and sowing greater freedom in
the world. |...] Indeed, Albers’s audience is invited to exctend this concern with destabilizing vision to other aspects of how the
world is perceived, represented, and understood’ (Diaz, 2008, pp. 275-281).

One might be misleading that Albers’s mode of Geometric Abstraction is also a manifestation of avant-
garde elitist position, but in fact it is far from the detachment of art from social conditions advocated by
“formalist” critics such as Clement Greenberg at the time. In the Art Instruction, the painter offers: “IWe
recognize that although our optical vision is correct, our overemphasis on the psychic vision often makes us see incorrectly |...]
For this reason, we learn to test onr seeing, and systematically study foreshortening, overlapping, the continuity of tectonic and
of movement, distinction between nearness and distance”” As Eva Diaz (2008, p. 273) pointed out, this can be
illustrated by his work, oil painting Variant: Southern Climate (1948) |Figure 1]: “The oscillation between
foreground and background emphasizes the inberent temporality of the process of perception and brings home the fundamental
ambiguity of seeking any final, stable resolution to the pictorial problems.” Constant comparing and correcting,
abandoning pursuit for a final and perfect solution plays also a role in a social life, forasmuch as all
evaluation stems from the comparison. Let me quote from Albers’ (2014, p. 282) thoughts on design
maintaining his formatting:

“So I am looking forward

to a new philosophy

addressed to all designers

-in industry — in craft — in art —

and showing anew

that aesthetics are ethics,

that ethics are source and measure

of aesthetics.”

Albers would add that he saw art also as an epistemological project, as a form of knowledge. Let us
enclose this chapter by Albers’ (2017) words from the Art Instruction: “For me studying art is to be on an
ethical basis. Better design alters habits of perception and can improve society - a nervy claim, perbaps, and yet a thonghtful
argument for artistic
responsibility.”

Figure 1: (c)
Josef Albers:
Variant/Adobe:
Southern Climate;
oil, masonite, 31 x
57 cm.
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Conclusion

To conclude, students of Black Mountain College recognized that as pedagogue Josef Albers trained them

not to produce work that looked like his own but, with the help of his methodology of experiment, to

represent the world liberated of sterile habit.

Robert Rauschenberg (in Diaz, 2008, p. 281) praised Albers’ method:

“I'm still learning what he taught me, because what he taught had to do with the entire visual world. He
didn't teach you how to 'do" the art. The focus was always on your personal sense of looking. When he tanght
water color, for example, be taught specific properties of water color - not how to make a good water-color
picture. When be taught drawing, the taught the efficient functioning of line. Color was about flexibilities and
the complex: relationships that colors have with one another. 1 consider Albers the most important teacher 1've

ever had, and I'm sure he considered me one of bis poorest students.”

What is the general legacy of Black Mountain College? The cooperation of different faculties and

disciplines with an art as a core of education, as a synthesis of solving problems in humanities as well as in

natural sciences — this should be concerned for the sake of contemporary education, especially art

education at so-called academies or art colleges. Albers’ educational practice at Black Mountain College

was a solution for this “missing link”. He explained how form, seeing, design and art are related to culture

as a continuous selection of more meaningful forms, as concerning quality. We have to admit, that in spite

of the endeavours at the Black Mountain College and absolutely striking necessity of the “wholesome

social position of art”, the period of 1930s still represents the peak in thinking about the position of art

education in the educational system as well as about the position of art in a social life.
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Descriptivism in Meta-Ontology of Music: A Plea for Reflective
Equilibrium
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Abstract: In this paper, I investigate one popular view in current methodological debate about musical ontology,
namely, descriptivism. According to descriptivism, the task of musical ontology is to offer a description of the
‘structure of our thought’ (Kania, 2008, p. 437) about musical works, as it manifests itself in actual musical practices.
In this regard, descriptivists often appeal to our pre-theoretical intuitions to ground ontological theories of musical
works.

This method, however, is worrisome, as such intuitions are unstable and contradictory. For example, there is a broad
variety of intuitions in our musical practice concerning what counts as an authentic performance of a musical work.
All such intuitions reflect at least a part of actual practice; however, they are in conflict with each other. This raises a
problem, for how can they thus represent a reliable basis for our ontology? A further worry for descriptivism
concerns the triviality of the knowledge it gives us access to. If, according to descriptivism, the task of musical
ontologists is simply to codify the regularities found in our intuitive thought or discourse about practice, then how
can the resulting theories be informative at all with regard to the object of their concern?

Keywords: Meta-Ontology of Music; Descriptivism; Reflective Equilibrium

In this paper, I investigate one popular view in current methodological debate about musical ontology!,
namely, descriptivism. A few famous exceptions aside?, the majority of scholars in the debate lean today
towards what has been called a ‘descriptive’ metaphysical approach (Strawson, 1959, p. 9) one concerned
with providing an ontological theory of musical works that proves consistent with our intuitive thought

and discourses about actual musical practice?, rather than with the demands of abstract metaphysics.

One main worry for descriptivism concerns the reliability of what it takes as the main sources for
ontological theorizing, i.e., the pre-theoretic intuitions that are implicit in, or govern our artistic practices.
Sometimes these intuitions are contradictory, and support opposing ontological theories on the same
subject. Sometimes they are just vague or confused, and do not offer us much guidance to decide on
puzzle cases. For example, there is a broad variety of intuitions in our musical practice concerning what
counts as an authentic performance of a musical work. All such intuitions reflect at least a part of actual
practice; however, they are in conflict with each other. This raises a problem, for how can they thus

represent a trustworthy basis for our ontology? A further worry for descriptivism concerns the triviality of

! Though musical ontology represents my main focus here, all the considerations made in this paper can be extended
to the ontology of art broadly construed. This is because the ontology of music is generally developed within, and in
relation to, the more comprehensive framework of the ontology of art.

2 One notable example is Dodd (2012, 2017), who can be considered, a committed assertor of revisionism in musical
meta-ontology.

3 ‘Actual musical practice’, here and in the rest of the paper, stands for the different activities of composers,
performers, critics and educated audiences.
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the knowledge it gives us access to. If, according to descriptivism, the task of musical ontologists is simply
to codify the regularities found in our intuitive thought or discourse about practice (Kania, 2008), then

how can the resulting theories be informative at all with regard to the object of their concern?

Despite the extent of these worries, I argue that a possible strategy to rescue descriptivism against
criticism is the so-called method of reflective equilibrinm, as originally envisaged by John Rawls (1971) in the
field of philosophical ethics. Adopting reflective equilibrium may provide descriptivism with a procedure
to filter or systematize pre-theoretical intuitions, thus making it more resistant to the problems generated
by the instability and inconsistency of intuitions. Recourse to reflective equilibrium, on the other hand,
may give descriptivists a tool to revise some aspects of their data in light of reflections that lead to the
most coherent ontological theory of musical works. In this way, ontology retains its explanatory validity (see:
Kraut, 2014; Davies, 2017).

In what follows, I begin by offering a brief overview of current debate in musical ontology. A great part of
the discussion seems driven today by a meta-ontological concern, aimed to establish how musical ontology
needs to be done, i.e., its proper methods and purposes. I then present descriptivism for how it has been
construed by some of its proponents (Kania, 2008; Thomasson, 2004; 2005; 2006). After considering the
main worttries faced by descriptivist-oriented theories, I discuss the possible benefits of applying reflective

equilibrium to a descriptivist ontology of art.

1. Introduction

Throughout the past decades, the ontology of music has attracted an ever-increasing deal of attention on
the part of analytic philosophers. The causes are a matter for speculation, but two are at least likely. First,
the contemporary renaissance in fundamental metaphysics, which has had such major impact on analytic
philosophy in general and on analytic aesthetics in particular (Thomasson, 2004, p. 92).# Second, the
growing recognition that musical works present their own independently interesting dilemmas for anyone
concerned with the discipline of ontology. Out of the astounding number of issues that have been

brought to discussion, the following debates can be isolated.

The first is what Julian Dodd (2008, p. 1113) calls ‘the categorial debate™ What kind of ontological
category do musical works belong to? Some classical positions contend that works of music are sets or
classes of performances (Goodman, 1968), abstract entities (Wollheim, 1968) eternal sound-types (Dodd,
2007), initiated types (Levinson, 1980; 1990), etc.

A second debate revolves around what Dodd (2008, p. 1113) calls the ‘individuation question’ What
conditions must a performance satisfy to be an authentic performance of a musical work? Answer to this
question implies determining what kinds of properties are essential to a work’s identity (Davies, 2001).
Whether an authentic performance of a work has to comply with the script (Goodman, 1968) or with
composer’s instrumentation, tempo and dynamics (Levinson, 1979) depends indeed on which of these

features are considered essential.

Finally, there is the issue raised by non-standard musical genres: How to think of those musical forms that

do not belong to the classical tradition? Philosophers committed to the ‘comparatist’ debate (Kania, 2017)

4 In fact, one may wonder how ontology could flourish precisely within analytic philosophy, i.e., within a kind of
philosophy that, for many years, was hostile to the very idea of metaphysics. Arguably, ontology became respectable
again in 1948, when Quine published his famous paper titled On What There Is. It was Quine — against the
Carnapian tradition — who made ontology a serious subject.



maintain that many arguments in the ontology of classical music are simply not applicable to music such
as jazz, rock and pop (Kania, 2006; Young — Matheson 2000; Gracyk 1996; Pouivet 2010) and that these

genres deserve independent investigation.

1.2 Deflationist Trends and the Methodological Turn in Musical Ontology

In recent years, perhaps as a side-effect of this newly matured interest, deflationism’ about the whole
enterprise of musical ontology has spread in the literature. Many have replied negatively to the question of

whether ontology can tell us anything but trivial about music, and critics have probed the value of each
debate in the field.

Some have doubted that cazegorial discussions are genuine in the first place. James Young (2014) has argued,
for instance, that the issue of finding out the fundamental ontological category to which musical works
belong should be dismissed as a “pseudo-problem”. Suppose all musical works were eternal sound-types
that are discovered and not created. How could this have any impact on our aesthetic appreciation of
them? (Young, 2011, p. 297; 2014, p. 15).

Alternatively, criticisms against the #dentification debate have been raised by Aaron Ridley (2004), who
denies that the ontology of music will ever provide us with any relevant aesthetic payoff. A sensible
philosophical relationship to music should consist, according to Ridley, in figuring out how to evaluate
musical performances, but the self-representing value-neutral ontological debate over musical works is
irrelevant in this regard (Ridley, 2004, pp. 113-114).

More recently, there have also been arguments against the allegedly overly-complicated comparatist
approaches to musical ontology. The problem here is that identifying a different ontological category for
each musical genre or tradition seems to multiply entities beyond necessity (Kania, 2017). We may want to
distinguish works in rock music from works in folk, indie, progressive rock and so on, but this looks like a

slippery slope: how far can we go (Dodd, 2014)?

As a way out of the deflationist trend, an increasing number of scholars have recently started to shift the
focus of attention from first-order debatesS to issues concerning methodology, i.e., the procedurals, methods
and criteria that lie at the basis of ontology. One shared feeling in this regard is that in the absence of
“agreed-upon methodological standards”, controversies in the field of musical ontology will show little
hope of being resolved (Thomasson, 20006). In this vein, something as a ‘methodological turn’ has started
to make its way in the philosophical community. In a nutshell, participants in the methodological debate

search for adequate answers to three fundamental questions:

1. What are the suitable objects or data for musical ontology? Which sources should we consider while
formulating an ontological theory? Which may be relevant and which may not? 2. How ought ontological
theorizing to be accomplished? What norms or criteria should guide us in formulating an ontological
theory? 3. W}y shall one engage in the ontology of music? What is (or should be) the purpose of ontological
investigations about music? What kind of knowledge do we hope to obtain?

These three questions are obviously interconnected. Different data seem to require different

methodological treatments, and one’s understanding of the purpose of ontology impinge on the method

> I take ‘deflationism’ here as the view according to which answers to ontological questions are just trivial or verbal
ones, and that ontological disputes are therefore non-substantial.

6 It is common to distinguish ‘first-order’ debates made within ontological discourse, from ‘higher-ordet’ debates
made about ontological discourse.



one chooses to adopt. Ultimately, it seems that one cannot separate the question of how we should do
musical ontology from the question of what we can expect musical ontology to do for us. For instance, if
one takes musical ontology as an enterprise able to add to the sum of our knowledge by discovering new
and potentially debunking facts about musical phenomena, along the line of the empirical sciences, certain
conclusions on its proper procedures would follow. Alternatively, if one thinks that the task of musical
ontology is to enable us to attain a clearer understanding of what is implicit in our musical practice,

opposite conclusions would obtain with respect to methodology.

In the literature, these two approaches are respectively defined revisionism — the idea that our best
ontological theories can debunk our folk-intuitions about musical phenomena —, and deseriptivisnm — the idea
that the task of ontology is to describe and/or codify the folk-intuitions shared by participants in the
musical practice. As renown, the distinction between revisionism and descriptivism can be traced back to a
tradition coming prominently from Peter Strawson (1959), who introduces it to discuss the broader issue

of determining the task of general metaphysics.

In the following section, I will present and discuss descriptivism for how it has been construed by some of
its major proponents in the literature about musical ontology. 1 will then consider some of the major

problems in which this methodology seems to incur.

2. Descriptivism

In Strawson’s view, a descriptive metaphysics is one that “describes the actual structure of our thonght abont the
world” (Strawson, 1959, p. 9) — our perception of the wotld for how it is reflected in ordinary thought and
language.” According to this general characterization, descriptive metaphysics’ main aim is the finding of
reasons for what we believe “on instinct”. Instinctive beliefs form what Strawson calls “our conceptual
scheme”, a repertoire of pre-theoretical intuitions, thoughts and insights that shape our common-sensical
image of the world and remain somehow stable beyond and before the philosophical revolutions caused
by the changing of metaphysical paradigms®. Making this core of shared concepts explicit and contributing
to their clarification is precisely what Strawson thinks the business of the descriptivist metaphysician
should be. In this scenario, metaphysics is not committed toward discovering new truths about a particular
issue, for “there are no new truths to be discovered” (Strawson, 1959, p. 10), but relies upon the method of
conceptual analysisy; indeed: “a close examination of the actual use of words is the best, and indeed the only sure, way in

philosophy” (Strawson, 1959, p. 9).

Significantly, one first attempt to import methodological descriptivism in the art-ontological debate was

made by Jerrold Levinson.? If there is anything like a ‘conceptual scheme’ in the field of music!?, Levinson

7 Revisionary metaphysics, on the contrary, is one that “is concerned to produce a better structure” (Strawson, 1959,
p. 9), presumably one that pictures the world as it is, independently of our thought about it.

8 “There are categories and concepts which, in their most fundamental character, change not at all |...) 1t is with these, their
interconnections, and the structure that they form, that a descriptive metaphysics will be primarily concerned” (Strawson, 1959, pp. 11—
12).

9 At least according to the reconstruction provided by Kania (2008). Kania claims that Levinson’s paper has
produced a sort of methodological ‘turnaround’ in the debate about musical ontology, by setting out a whole new set
of priorities.

10 This is, however, controversial. To adapt Strawson’s notion of ‘conceptual scheme’ to the musical domain, one
should assume that there exists something as a perennial and a-historical ‘musical common sense’. This assumption,
however, can be criticized both diachronically, by saying that theories on music has evolved throughout history, and
synchronically, by considering that different cultural and social traditions have their own different pre-theoretical
conception of music (see: Ruta, 2013).



contends in a famous paper (1980), it must be the task of ontology to unearth it. This point is made clear
in his defense of the commonly-held intuition that musical works are created rather than discovered. We
should hold onto ‘creationism’, Levinson argues, because this “Us one of the most firmly entrenched of our beliefs
about arf’, and what’s more, one which is really ubiquitous (Levinson, 1990, p. 216). More generally,
Levinson’s concern in the paper is with demonstrating that priority must be given to the demands of the
actual musical practice rather than to the demands of abstract metaphysics. An ontology which favors abstract
theoretical virtues such as parsimony and consistency to adherence to musical practice is doomed to lose
its grip. This is why, according to Levinson, only a descriptivist methodology can obtain for musical

ontology.

In recent decades, many philosophers have complied with Levinson’s call for a descriptivist musical
ontology. A nice example is Amie Thomasson (2004; 2005; 2006). In her writings about art ontology,
Thomasson argues that investigating artworks’ ontological status means analyzing the assumptions that are
embodied in the discourses of those “competent speakers who ground and reground reference of our art ferms” such
as ‘work of music’ (Thomasson, 2005, p. 226). In Thomasson’s view, these assumptions are conceived as
forming something analogous to Strawson’s conceptual scheme, a rather general background conception
that supports structure for all related artistic practices such as performing, analysing, criticizing etc. The
proper way to approach art ontology is therefore, according to Thomasson, by paying attention to how
this background conception grounds the reference of art-kind terms as used in the ordinary discourses of
art-connoisseurs (Thomasson, 2004; 2005). To investigate the ontological status of a sonata, for example,
we need to analyze the rules that determine the conditions of application of the term in the context of the
relevant practices. Ontological inquiries should thus consist, according to Thomasson, in a ‘conceptual
analysis’ of the way in which musical and art concepts are used by competent speakers; the appropriate
methodology being to codify “#he assumptions about ontological status built into the relevant practices and beliefs of
those dealing with works of art, to systematize these, and put them into philosophical terms” (Thomasson, 2004, pp 87—
88).

Another version of descriptivism is defended by Andrew Kania (2008; 2012). Kania takes as his starting
point the fact that we have certain ontological intuitions about musical and artistic works that are “rooted
in our practice” — that we believe that musical works come to existence via an act of composition, that
they are repeatable etc. (Kania, 2008, p. 431). These intuitions, he argues, should constitute the basis of
ontological investigations. Indeed, according to Kania, musical and art works, gua cultural artefacts, are
determined in their nature and properties on the system of beliefs that governs complex socio-artistic
practices (Kania, 2008, p. 438). This means, according to Kania, that musical works do not possess a
nature which is zndependent of the way we conceive them in the context of actual practice: “how musical works
are depends upon how people think about zhen”” (Kania, 2008, p. 438). As a consequence, what ontological
inquiries must do is to try to describe and make explicit our pre-theoretic thought about music.
Descriptivism, as the methodology aimed at “offering a description of the structure of onr thought’ about artworks”
(Kania, 2008, p. 437), is thus the only suitable methodology for musical ontology. But if “in proposing a
theory of the ontology of art we are really offering a description of the ‘structure of our thought’ about artworks, then the
existence and nature of such philosophical arcana as types, properties, and so on, look like they might be beside the point’
(Kania, 2008, p. 437).



2.1 Descriptivism’s Conceptual Structure

While the list of contemporary philosophers embracing one or another type of descriptivism could go
on!', we have now sufficient ground to enucleate what seems to be the basic conceptual structure
underlying descriptivism, as a methodology for musical ontology. For this purpose, we may refer to the
three central questions mentioned above.
1. What-question (what are the suitable objects or data for musical ontology?): According to
descriptivism, our pre-theoretical intuitions, as implicit in wide-spread social practices regarding the arts
and music, provide us with the central data to be explained by ontological means. Basic facts about
the ontological status of artworks — their existence, identity and persistence conditions — can be
‘extracted’ from such intuitive data found in the actual practices.
2. How-question (how ought aesthetic theorizing to be accomplished?): in the descriptivist picture,
the criteria to be used in construing and evaluating different ontological proposals rely
fundamentally in the coberence with practice. This means that no correct ontological theory of
musical works can substantially overthrow our pre-theoretical ways of thinking of the various
artworks.
3. Why-question (what is the purpose of doing musical ontology?): according to descriptivism, the
main aim of art ontology is to capture and describe the way in which people think and talk about

artworks in the context of the actual social practices related to the different arts.

This has a bearing on the Zmits of the possible knowledge acquirable through ontological investigations. In
cases where our practices are unclear about certain aspects — say, how many mistakes can be made in if a
performance is to count as an instance of a certain work, etc. — our ontological picture itself shall be
vague. As a consequence, there may simply be no #/timate answer to these questions. Indeed, according to
descriptivism, either ontological disputes are answerable through analysis of our practices and examination
of our folk intuitions, or they must be considered as unanswerable. Since our ontological knowledge is
gleaned through human conception, it may turn out to be just ‘ontologically shallow’, in the sense that

“there is nothing more to discover about them than what our practices themselves determing’ (Thomasson, 2005, p. 228).

3. Some Worries for Descriptivism

If my reconstruction is correct, and despite the contemporary success of descriptivist approaches in art
ontology'?, we have prima facie a number of reasons to worry about descriptivism’s main assumptions. In
particular, what strikes one as particularly troublesome is the role attributed in this view to our pre-
theoretical intuitions. One can notice, in the first place, a confusion in terminology. How are we to figure
out what descriptivism means by the term ‘intuitions’ Throughout the history of philosophy, the notion
of ‘intuition’ has taken on an enormous number of connotations. Descriptivists do not seem to be
concerned with the nuance the notion acquires in Kantian philosophy, nor do they seem to refer to

something as an inner sense or a special faculty of any kind. But then, do they consider the intuitions

A further form of descriptivism is endotrsed by Guy Rohrbaugh (2003; 2013) Whatever artworks are
metaphysically, Rohrbaugh claims, first and foremost they are the objects of our thought, discourse, appreciation and
evaluation (Rohrbaugh, 2013, p. 29). Therefore, according to Rohrbaugh, ontology should be consistent with and
responsive to artistic practice, if it wants to understand the objects of its concern. However, Rohrbaugh resist the
idea that the task of ontology is limited to capture the way we intuitively think of artworks in our artistic practices.

12 Julian Dodd calls it “zhe hegemonic thesis in the metaontology of art” (Dodd, 2012, p. 1050).



philosophers of music are supposed to work with innate belefs? Or are they rather taken as spontaneous

unreflective judgments? Should they be considered as ‘self-evidently true’ or merely ‘appealing’

Secondly, and whatever definition one may choose to adopt, a stronger set of concerns addresses the idea
that intuitions may warrant our knowledge about the relevant things. This line of reasoning seems based on
a simple analogy. Just as perception, in empirical science, provides us with evidence of how things stand in
the extra-mental world, intuitions provide us with the relevant evidence about the ontological status of the
things we are concerned with. But is this analogy tenable? Do intuitions really constitute a reliable basis on

which to ground our ontology?

3.1 Instability of Intuitions

The first standard problem for musical descriptivist concerns the #nstable nature of intuitions. Indeed, we
all know that more often than not our intuitions are variable and mutable. Our practices and beliefs
regarding music and the arts are not constant in time but change according to period, culture, social
contingencies, and the intrinsic development of art itself. Throughout history, different groups of people
have constructed different vocabularies for speaking about music according to their personal interests and
practices; that is, they have referred to musical works as entities with varying identity and persistence
conditions, even if they have apparently been using the very same words to describe them. For example, at
Bach’s time what people meant when talking about ‘music’ was obviously different from what
Beethoven’s contemporaries indicated with the same word. Accordingly, Lydia Goehr (2007) has
contended that the modern ‘work-concept’ — the concept of the multiply instanceable musical work —
didn’t have any ‘regulative force’ in the musical practice before the nineteenth-century, in the sense that it
did not shape how music was viewed at that time. In the same way, one can argue that the use of the term

‘musical work’ has changed after Cage’s 4°337.13

More generally, the issue is that if our beliefs, intentions and practices regarding the arts vary across time
and space, then the insights they give us about ontological issues will vary accordingly; and this ultimately
implies that our ontological description of the (art) world will change along with how we think and act.
This vatiation, however, not only undermines the claim that our ways of talking and thinking may provide
us with stable knowledge of ontological facts, but also exposes descriptivism to the risk of cultural
relativism. The point is tricky, since evidence of cultural and historical variation cannot be denied. Thus,
cither one simply foregoes descriptivism or one has to assume that the ontological truth about the thing
referred to by our musical discourse changes when the use of language changes. But then one has also to
face the following: that people in different epochs or cultures are really speaking about ‘different things’
when they refer to works of music, so the very possibility of a mutual understanding needs to be

explained.

3.2 Inconsistency of Intuitions

If the argument for variation were the only challenge to descriptivism, however, one would not need to be
too concerned. Differences in intuitions may indeed be cause for some concern, but they do not strike

descriptivism at its heart.'* A much more problematic issue for descriptivism tackles the intrinsic conflict

13 Though whether Cage’s piece can propetly count as a musical work is debatable (see: Davies, 1997).
4 Indeed, our ontological categories themselves may be thought as dynamic, arbitrary, unsystematic and so on, in
ways that reflect these features of the intuitions. This consideration may eventually lead philosophers to embrace an



between our intuitions in a certain domain. People normally have conflicting intuitions, intuitions that are
mutually inconsistent and contradictory; just think of intuitions about, say, which party is going to win an

election, or what the chances are that next winter will be warmer than the past one, and the like.

In the artistic domain as well, our intuitions are often chaotic and inconsistent. Musical practice looks
realistically more like a jungle of muddled actions and opinions than a well-ordered landscape of shared
judgments and attitudes from which to draw any consistent evidence. Expert people, i.e. professional
musicians, practitioners and critics, are far from possessing a common set of ideas when it comes to the
use of the relevant concepts. No easy consensus is to be found in their ‘ordinary discourses’; at least none
that supplies us with clear and consistent answers to our philosophical problem. Therefore, when one tries
to answer ontological questions by examining musical practices, what one gets are a number of different

and mutually contradictory intuitive answers.

The case of musical ontologists is paradigmatic here. Different philosophers, mostly based on their
individual intuitions, have varying ideas about what the ontological category of musical works is, ideas that
are incompatible and sometimes irreconcilable. As we have seen, some claim that musical works are
abstract types that exist for all time, unchanging in their constitutive properties, and therefore are merely
discovered by their composers (Wolterstortf, 1980; Kivy, 1983; Dodd, 2000; 2007). Others find this
position unsustainable, and in particular see the ‘eternalist’ consequence to be deeply unintuitive
(Levinson, 1980; 1990). Significantly, both claims have been argued for on the grounds that they satisty
our intuitions about the distinction between work and performance (Bartel, 2017, p. 349). But if even the
philosophers’ intuitions provide different answers at different times, then how can we trust the reliability
of intuitions? The contradictory nature of intuitions, in other words, puts into question the very idea that
they may represent something comparable to perception for guiding us to what is real, outside of our
mental and linguistic structures. Indeed, if intuitions were a kind of ‘perception’ of ontological facts, or if
they were bona fide reflections, objective mental representations of ontological data — judgments governed

by norms of truth and validity — we probably won’t disagree so often about which ones are true.

3.3 Triviality of Intuitions

A third, broader, concern for descriptivism addresses the way in which it #ses musical intuitions to build up
an ontological theory. Even granted that intuitions represent a reliable source from which to draw our
data, if, according to descriptivism, ontological investigations must confine themselves to wzrror these data,
then it is difficult to understand what kind of knowledge about musical phenomena they are to attain. In
other words, in the descriptivist practice, we cannot obtain by means of an ontological inquiry any
knowledge about the nature of musical works which is additional to, or simply different from, the knowledge
already contained in our intuitions concerning musical practice. An ontology driven by a descriptive
commandment — one aimed to describe, in Kania’s terms, the ‘structure of our thought’, looks ultimately
unable to account for any of the things it is meant to account for, namely the nature and role of artworks
in artistic practices. Since descriptivist theories are not pretending to reflect reality in any objective way,
but only to ratify how we conceive it, all of what they left us with is a report of what we say, our fagon de

parler of the artistic world.

For example, one might think that one contribution ontology could make to our musical knowledge is to

help us clarify puzzle cases, i.e. cases in which our intuitions about one aspect of the practice are vague or

ontological historicism, in the sense of Ian Hacking (2004), that testifies to the complexity of the phenomena under
examination (see: Giombini, 2017, pp. 255-260).



ambiguous — alleged instances of copyright infringement, for instance, where there is disagreement about
how much one can copy a musical work without committing plagiarism. Admittedly, however,
descriptivism cannot bring us any closer to whatever ontological ‘truth’ there is to know in these cases,
since it can only ratify the ambiguity of our intuitions, as reflected in the practice. But if descriptivism only
tells us what we already know, its intellectual contribution to the study of musical phenomena is trifle, at
best — then why should one engage in ontological investigations altogether? Descriptivist methodology,
thus, leaves the door open to deflationism, defined, as mentioned before, as the view that ontology is in
the end a ‘worthless’ enterprise: “An incredible amount of effort and ingennity has been invested in trying to find the
one true ontology of musical works. 1t has been wasted” (Y oung, 2011, p. 297).

4. Reflective Equilibrium: a Possible Strategy?

Scepticism about intuition as a reliable source of ontology, together with concerns about the trifle results
obtained by descriptivist approaches to musical ontology, may lead one to give up on such methodology
altogether. This conclusion, however, might be hasty. It can indeed be argued that the last section presents
a too rough interpretation of descriptivism, and that a more refined version of it might in fact be able to

mitigate, if not resolve, the problems highlighted.

So what would this version be like? Ideally, this should be an account that enables one to revise the
contradictory consequences of ‘simple’ descriptivism, while holding fast to its main premise, i.e., the
primacy given to actual musical practice. In other words, since there are many mutually incompatible
claims about the nature of art and musical works, and no less disagreement about pre-theoretical
intuitions, what one needs is a procedure for determining which intuitions to give up and which to hold on
to. To put it simply, what is required is a strategy for selecting which intuitions and claims to treat as

central and which to consider marginal, and to justify those choices.

A possible solution in this sense is a method originally developed in the context of philosophical ethics by
John Rawls (1971), who also coined the term, namely, reflective equilibrinm. Rawls identifies the method in
the work of Nelson Goodman and notes that it is not limited to social and political philosophy: Goodman
for instance uses it to evaluate competing theories of deductive and inductive logic (Goodman, 1955, pp.
65-68). What’s more, according to Rawls, we can retrospectively find usage of the method throughout the
history of philosophy: he suggests that it goes as far back as Aristotle.

4.1 The Method

As a procedure, reflective equilibrium can be considered in analogy with the scientific method: we aim at
building a theory that is able to fit with the relevant data together. But while for the scientific method the
data are empirical observations, perceptions, and the like, for reflective equilibrium the data are our pre-
theoretic intuitions, what are called, in Rawls’ terms, “considered judgments”. Considered judgments can
be conceived of as judgments that, according to Rawls, we make “intuitively”, yet “with the greatest
confidence” (Rawls, 1971, p. 42). An example in aesthetics could be Levinson’s ‘most entrenched belief’

that musical works are created.

Roughly, the method dictates that one should work back-and-forth between one’s considered judgments
on the one hand and plausible general principles on the other hand. “Working back and forth’ entails
taking into examination various intuitions to revise, adjust or filter out those of them which turn out to be

based on prejudice and inferential error. The process succeeds when we arrive at an acceptable level of



coherence among the judgments that have stood up under rational examination, or that have been: “duly
pruned and adjusted” (Rawls, 1971, p. 20) on the basis of theoretical principles such as coherence,
simplicity, plausibility and the like. Reflective equilibrium represents thus both the fina/ goal and the process
by which we reflect on and revise our beliefs concerning an area of inquiry. One central point is that only
after having been carefully selected, adjusted and mutually calibrated can our pre-theoretical intuitions
assume theoretical relevance. Relevantly, indeed, no claim within the procedure is immune from revision.
This does not imply, however, that any belief is equally susceptible to the same amount of revision.
Intuitions that, for instance, enjoy a great many connections to many of our other intuitions are revisable,
but demand parallel revision of a vast number of inferentially related beliefs. On the other hand, intuitions
that have few connections to other intuitions are especially vulnerable (Daniels, 2013). Moreover,
intuitions need not only be consistent with each other, but also provide support or justification for other
intuitions. Eventually, the judgments obtained from this process can form the backbone of a theory, but
the method can also be used to select between competing theories that exhibit greater or lesser degrees of

coherence with our considered judgments.

Though the breadth of application of this method is observable in many different domains of
contemporary philosophy, only recently has it started to attract critical attention on the part of
philosophers of art.!> One interesting example of how the method of reflective equilibrium can be
fruitfully adopted in ontology of art comes from D. Davies (2004; 2009; 2017). Davies famously articulates
this methodology in what he calls ‘pragmatic constraint’ “Artworks must be entities that can bear the sorts of
properties rightly ascribed to what are termed ‘works’ in our reflective critical and appreciative practice; that are individuated
in the way such ‘works’ are or would be individuated, and that have the modal properties that are reasonably ascribed to
‘works,” in that practice’ (Davies, 2004, p. 18).

In accordance with a descriptivist perspective, Davies maintains that the main concern of art ontology
should be to account for our art-related practices. Theoretical claims about the ontology of art and music
must be constrained by features of our creative and appreciate practices: “I# is our practice that has primacy and
that must be foundational for onr ontological endeavors, because it is onr practice that determines what kinds of properties, in
general, artworks must have” (Davies, 2009, p. 162). However, according to Davies, it is not the whole bunch of
our existing intuitions about artistic practice that is supposed to play such a determining role in ontology,
but only those intuitions that “turn out to be acceptable #pon reflection” (Davies, 2017, p. 120). We should
only look at those intuitions governing the practice “that would survive ‘rational reflection’ ” (Davies, 2004, p.
20 my emph.). Before they can be used as constrain to ontological theorizing, intuitions must thus be duly
pruned and adjusted. This process of steady calibration and adjustment, according to Davies, is a priority
for any ontological investigation: reflection has indeed to precede, warrant and establish the inquiry. Only
after rational reflection has confirmed that certain properties are rightly ascribed to what are called ‘works’
in a certain artistic practice, can we derive a conclusion about the ontological nature of artworks (Davies,
2004, p. 23).

4.2. Application to Descriptivism

Relevantly, thus, Davies’ approach conjoins the descriptivist’s plea for the primacy of practice with a
method akin to Rawls’ reflective equilibrium. Accepting his methodological proposal, on the other hand,
might help descriptivists overcome some of the difficulties implicit in their view. Here are some of the

reasons why I think this might be the case.

15> Among these, see: Gracyk (2008), and Cooke (2012).



In the first place, embracing reflective equilibrium implies that one acknowledges the possibility that
aspects of our intuitions about artistic and musical practices can be at least partially revised. This means
that the descriptivists get rid with the idea that // our intuitions regarding musical practice are to be taken
as indispensable or sacrosanct or unrevisable, and that they a// deserve to find a place in our ontology. By
contrast, while recourse to intuition is maintained, one should learn to use it cautiously, and subject it to
rational scrutiny and examination. To this extent, when conflicting intuitions can be justified only through
extremely difficult theorizing, it might be best to sacrifice a few of them for the sake of the consistency of
the whole theory. In these cases, non-ontological intuitions can also be used to adjudicate between rival

ontologies of musical works.

Consider for example the ‘identification debate’ over what kinds of aesthetic or artistic properties are
essential for a musical work’s identity. The sonicists’ intuition is that only notational aspects are essential,
so changes in instrumentation do not affect the work’s identity (Kivy, 1988). Instrumentalists, on the
other hand, assume that since musical works are largely determined by their context of creation, they have
to be performed using the original instruments indicated by the composer (Levinson, 1990). The former
argue that individuating musical works must only take into account what is prescribed for correct
performances by the score, since all the relevant properties to be grasped in aesthetic appreciation depend
upon the manifest properties of the artistic product, say, the perceptible properties of the sound-sequence
that complies with the composer’s specification. The latter, on the other hand, reply that any proper
assessment of the work depends on these properties being accurately complemented by consideration of
the medium employed in their production, i.e., the kind of instrument used to produce the sound-

sequence, the concert hall etc.

Both accounts, as it happens, rely on consistent assumptions and have sound arguments to suppott their
intuitions. If musical ontology were to salvage a// these opposing intuitions as indispensable, each with its
own specific demands, this would generate a very awkward account of the identity of musical works. In
this case, reflective equilibrium may lead one to adopt a theory that might conflict with some of the
assumptions we started with, regarding our underlying understanding of musical practice. Alternatively, it
may lead one to resolve the conflict by giving up on the search for a single unified theory to account for
all our intuitions. Conflicting intuitions can indeed be the result of different generative contexts and
traditions. For example, as noted by S. Davies (2001), while the sonicist assumption works well for
baroque ocuvres, whose instrumentation is flexible by definition, the instrumentalist idea is best exemplified
by Romantic symphonies where instrumentation is explicitly specified by the composer. Sometimes, thus,
reflective equilibrium may suggest that we see what is distinctive about particular cases and revise or refine
our intuitions and principles before we arrive at a consistent understanding. Other times it may indicate
that we cannot resolve disputes unless we bring more theoretical considerations to bear. In all situations
however, a thoughtful process of reflection is needed before any intuition can be considered in our

ontology.

Secondly, and relatedly, adopting reflective equilibrium also has an impact on the type of knowledge that is
achievable by means of descriptivist ontological theorizing. This is because the method carries along an
intrinsically normative constrain. As a rationalizing procedure for our intuitions, reflective equilibrium entails,
as Davies puts it, “an essentially normative, and not merely descriptive, relationship to the norms that operate in actual
critical practice and the judgments in accordance with those norms that we actually make” (Davies, 2004, p. 20). The
normative character of reflective equilibrium, in turn, provides descriptivism with some tools to escape the

‘deflationist flattery’. Indeed, by acknowledging some degree of revision, adjustment and calibration in our



nascent conception of artistic practice, we end up with a knowledge that is not just trifle codification of
the already-known. This also has implications for the assessment criteria of ontological theories, for it
suggests that the best proposals on the table are not necessarily those that most comply with our intuitive
conception of musical and artistic practices simpliciter, but those which give us the most rationally

consistent justification of why and how people think about art phenomena the way they do.

More generally, once revised through the lenses of reflective equilibrium, descriptivism guarantees that the
ontological accounts it validates are substantive, that is, that they achieve what some authors consider the
major goal of art and musical ontology: to provide us with an adequate reflective explanation (Davies, 2017, p.
120) of the practices — production, reception, interpretation, evaluation, commodification — to which our
intuitive conception refers. Reflective explanation means, in this context, “an accurate systematic picture of the
artworld, making explicit the norms sustained therein: norms that govern recognition, evaluation, and interpretation of artistic
objects and events” (Kraut, 2014, p. 3). Relevantly, we explain “by adverting to the sorts of things artworks are” for
“their ontological status excplains why they are, or ought to be treated, in one way rather than another” (Kraut, 2014, p. 5).
It is vital to see that such explanations are not merely in the business of ‘conceptual analysis’ — ratifying or
codifying our ‘conceptual scheme’ — but in the business of accounting for the artistic phenomena of our
interest; there is more to a rational reconstruction of this sort than merely attesting to what ‘real” people
do or think. In this picture, ontology is in the business of shaping “a theoretical background against which
properly aesthetic questions can be addressed, one permitting the formulation of a wide variety of views and arguments,
precisely that dizgy variety of claims that constitute onr artistic practices” (Rohrbaugh, 2013, p. 239). And this implies
in the first place attempting to find rational grounds for our judgments by means of that continual process

of examination of concepts and intuitions that goes by the name of reflective equilibrium.

5. Conclusions

In this paper, I have made a case for reflective equilibrium as a methodology able to overcome some of
the problems faced by standard descriptivism in art and musical ontology. On the one hand, involving a
process of adjustment and revision of intuitions, reflective equilibrium may help descriptivists address the
instability of intuitions as ontological evidence. On the other hand, by introducing a normative dimension
into ontological theorizing, it may grant that the resulting theories achieve explanatory power with regard

to our art and musical practices.

One could argue, however, that it remains unclear in what sense the intuitions retained by the descriptivist
are ‘intuitive’ at all (Bartel, 2017, p. 351). In other words, to whom are these claims intuitive? Rather than
reflecting actual musical practice, the intuitions used by ontologists might in fact turn out to be the

product of their philosophical commitments (Bartel, 2017, p. 364).
This may be indicative of a more general problem for descriptivism (see: Williamson, 2007, pp. 244—240).

Even if reflective equilibrium were ultimately proven to be a suitable methodology for musical and art
ontology (which would clearly require more study than can be carried out in the extent of a single papet),
this in no way would contribute to justifying the epistemic reliability of intuitions, whose philosophical
reputation remain questionable. In other words, what guarantees that the outcome of such a process of
steady calibration and adjustment would be nothing other than an internally consistent set of false

prejudices?

I reply by agreeing with the premise that clarifying the function of intuitions in the ontology of art and

music — and philosophy in general — is crucial. Until light is shed on the epistemic status of the class of



judgments that are part of the method of reflective equilibrium — that is, until one has specified what kind
of evidence intuitions provide — there could be no definitive basis for assessing the reliability of the

method in question.

Nevertheless, even in the absence of such a theory, reflective equilibrium should not be discarded as
arbitrary. Precisely because only some of our intuitions can be trusted, while other cannot, so that we can
easily mistake a biased intuition for a trustworthy one, we #eed a method that help us rationally reconstruct
our beliefs and intuitive judgments and their logical interconnections. Reflective equilibrium might thus be
the philosophical equivalent of finding a smooth cutve through the disparate and disordered data points
that constitute our artistic practices. I trust everyone understands the difference between merely joining

the dots and trying to figure out a pattern behind them.
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Abstract: Arnold Gehlen's use of the term posthistory can be traced back to his writings from the 50s. It occurs also
in Zeit-Bilder. Zur Soziologie und Asthetik der modernen Malerei (1960/1986), where his theory of pictorial
racionality in art history is formulated and "peinture conceptuelle” as the key tendency of modern painting is
appointed. Focusing on both, Gehlen's aesthetics of modern art and his theorem of posthistory (or crystallization of
socio-cultural structures), we try to remind of the consetrvative thinket's contribution to today's debates of art and art
history.

Keywords: Arnold Gehlen, posthistory, sociological theory of art, aesthetics of modern painting,

Uvodem

V textech z poslednich desetileti se jiz bézné setkdvame s terminem posthistorické uméni ¢ tezemi o
posthistori¢nosti uméni. Vyjadiuji ve zkratce védomi nepouzitelnosti koncepci, problému, pojmového
aparatu a hodnot tradice a odkaz k svobodé¢ dnesntho uméni vici jhu déjin. Nesou v sobé perspektivy,
které pro nasi dobu formulovali Arthur Danto, Hans Belting a jini v diskurzu o konci (dé¢jin) umeéni. Za
nim se ovSsem schovava i téma obecnéjstho vyvoje ¢i stavu civilizace, ve které zijeme — jak zminuje
v reflexi Dantova mysleni Adrian Kvokacka (2018, s. 32), ,,otdzkon je ale charakter posthistorickej spoloinosts,
ktord plodi” posthistorické umenie“. N nasledujicim se chceme ohlédnout za dilem jednoho z klasikt mysleni
posthistori¢nosti, némeckého filozofa a sociologa Arnolda Gehlena (1904-1970), ktery se zabyval logikou
civiliza¢niho vyvoje a ve vztahu k tomu také otazkami vyvoje umeéni, zejména modernfho malifstvi (podal
inspirativni interpretaci avantgard, koncem zivota intenzivné reflektoval situaci jejich vycerpani). V jeho
mysleni 60. a 70. letech 20. stoleti se obecnéjsi téma posthistori¢nosti prolinalo 1 s tvahami o konci ¢i ne-

konci uméni.

Gehlenovo jméno evokuje obvykle pfedevsim filozofickou antropologii — tezi o zvlastnim postaveni
cloveka v piirode, o ¢lovéku jako bytosti nedostatkd, oproti jinym zivocisnym druhum slabé vybavené, ale
v kompenzaci tohoto vynalézavé, jednajici, obklopujici se svym vyrabénim a vytvafejici mezi sebou a
ptirodou jakysi meziprostor: ,nepfirozena pfirozenost®, jednani a ,,odlehcovani” zivota technikou a
vytvafenim kultury jsou tomto pojeti charakteristiky, které s clovekem putuji jeho déjinami. Po II. svétové
valce se v Gehlenové mysleni projevuje obrat k sociologii, téma ¢lovek a technika je dale rozvijeno v
analyzach vysoce industridlni civilizace. Zejména v 60. a 70. letech jsou tyto uvahy mezi sociologil a
filozofii v nekterych ohledech blizké kritické teorii Theodora Adorna; v dnesni literatufe némecké
provenience jsou pfipominiany napfiklad v sousedstvi s koncepcemi Pierra Bourdieua ¢i Niklase
Luhmanna (Magerski, 2011). Jde vsak celkove o zdrzenlivou reflexi, na Gehlenovi lezi stin kariéry za

nacismu.! V ¢estiné mohlo v povalecném obdob{ vyjit jeho dilo Die Seele i technischen Zeitalter (orig. 1957,

1 Gehlenovo nejslavnéjsi dilo Der Mensch vyslo r. 1940. V této dobé¢ rozvijel Gehlen akademickou kariéru, byl i
clenem NSDAP. Po II. svétové valce se mu uzavfel pfistup na vyznamné némecké univerzity, pusobil na Vysoké
skole spravni ve Speyeru a pozdéji na technické vysoké skole v Cachach. Po vydani Zeit-Bilder (1960) se k dilu
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cesky Duch ve svété techniky 1972), viceméné stranou pozornosti zistalo jeho myslenf estetické.?
V nasledujicim pfipomeneme teorém posthistoire, jak byl Gehlenem prezentovan ve studiich a
prednaskach z 50.—70. let (Post-histoire, Ende der Geschichte? aj.) a paralelné vypracovavany pohled na situaci
uméni a jeho (ne)konceni. V této souvislosti pfedstavime také $ir$i kontext jeho tvah o modernim umén,
zejména spis Zeit-Bilder. Zur Soziologie und Asthetik der modernen Malerei (1960/1986).

Konec dé&jin?

Ve vlivné knize 90. let Nase postmoderni moderna uvadi Wolfgang Welsch (1993, s. 27): ,," Posthistoire, teorém
‘doby podéjinné’, mamend, Ze naddle nelze olekdvat Fddné inovace. Déjinné mognosti jsou vylerpany a primyslové
Spolecnosti pijjaly formu reprodukce, kterd nové koncepty, nové hodnoty a nové impulzy ani nepotrebuje, ani je nemiize brdt
v divabu, pokud by se objevily. Co béi jako na dritkdch, je socivekonomicky apardt asobovdni neustile naristajicich mas
lidi. Vsechno ostatni — od velkého zdsadniho postoje ag k mistnimu protestu — je iluze... Hybné sily json pouze
instituciondlné- technického drubu, sily kulturné duchovni jsou jen divadlem.“Welschova pasaz kondi ujisténim, ze ,,s
teorémem  ‘posthistoire’, jak ho v padesdtych letech rozvijel predevsim sociolog Arnold Geblen, nemd postmoderna nic

spolecného.

Welschtv takifkajic slovnikovy odkaz staci, aby ilustroval nevalnou povést tvah o posthistori¢nosti, které
ovsem maji kofeny ve filozofickém a sociologickém myslenf 19. a 20. stoleti a mohly by nds vést k mysleni
Hegela, Nietzscheho, M. Webera, Kojéva a dalsich, na které bychom narazeli i v ohlizeni za zdroji
postmoderniho filozofovani. Gehlentv pohled na fuzi pramyslu, ekonomiky a administrativniho aparatu
ve vyspélém svéte a predjimani atmosféry globalizace ostatné dnesniho ¢tenafe patrné neurazi, byt déni
neprozivame s pesimismem Gehlenova stithu. Pohled’'me blize, jak vypada ,,post-histoire v jeho podani,
s jakymi kulturné-filozofickymi akcenty a s jakymi pfesahy k otazkam uméni se poji.

V textech z 50. a 60. let 20. stoleti se Arnold Gehlen zpravidla opira o mysleni inspiratorti a predchudct
socidlnévédné orientace. V pfednisce zr. 1962, publikované posmrtné pod ndzvem ,,Post-histoire®,
zaznivaji jména jako Hendrik de Man, Roderick Seidenberg a Jacques Ellul: jejich tématem je proména a
urcity druh stabilizace civilizace v éfe techniky, jejiz pojem je vsak tfeba rozsifit tak, aby zahrnovala i
techniku ekonomickou a organizacni (,,stroini technika kraci vic a vic rukn v ruce se socidiné organigaini technikon,
kterd nds nakonec prekryje jako souvislost preimyslové produkce, do nig se narodime a 3 ni¥ se vymanime ag simrtim'
[Gehlen, 2004, s. 352]). Za spole¢ného predchidce a klasika takového mysleni Gehlen oznacuje
francouzského matematika a ckonoma Antoina A. Cournota (1801-1877), ktery pfedjimal |,silici
racionalizaci lidstva® a zestejiovani zivotnich podminek. Mimo jiné pfedpokladal i jakysi konecny stav,
kdy déjiny ,,ustanon tvari v tvar pravidelnému chodu stroje vyroby a spravy, budou bytetné™. A tento stav ,,by podle
Conrnota mobl byt v podstaté nekoneiny, nemusel by namenat odumirani, jak v letnyjch pripadech 1757 a krdlovskych
korun, jez se povagovaly za véiné (Gehlen, 2004, s. 355).

Cournot pouzival udajné k vyjadieni vztahu mezi dé¢jinami a koneénym stavem pifmér k fece vyuzité

zavlazovacim systémem (misto puvodntho toku je voda rozvadéna do ramen, kanald, siti — proud feky se

vstficné vyjadfili mj. Theodor Adorno a Helmuth Plessner, Adorno také r. 1966 vystoupil s Gehlenem v rozhlasové
debaté ,,Soziologische Erfahrungen an der modernen Kunst®. Posmrtna recepce Gehlenovy osobnosti a dila se
pohybuje v sirokém spektru od diagnézy ,,postfasistického intelektuala® (Niethammer 1989), pfes ,,konzervativniho
myslitele® (napf. Belting 2000) az po uznani Gehlena za vyznamného pfedstavitele filozofické antropologie ¢i
jednoho z klasikti sociologizujici teorie uméni. (Na podnétnost jeho madlo znamych analyz moderntho uméni
upozornuje napt. Rehberg 2016, doslov).

2 Cesky dnes lze ¢&ist studii O nékterych kategoriich od potieh aprosténého chovini, zvlasté estetického z v. 1950 (vy$la v r. 2003).
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ztraci, ale zavlazuje se Siroky region). Lutz Niethammer v kritické reflexi Gehlenova zachazeni
s cournotovskymi inspiracemi v této souvislosti podtrhuje, Ze v pfipad¢ post-histoire Slo o pivodné
optimistickou vizi, vyjadfujici nadéji na prekonani déjinného nepokoje a zmatku; mé pozitivistické a rané
socialistické zazemi a vlastné i vazbu na program osvicenstvi (Niethammaer, 1989, s. 27-28). Gehlen toto
pozadi nezmifiuje a ve vykladu teorému dava prednost méné optimistické metaforice — krystalizace,
eroze... Cournotovské inspirace a tuvahy Ellula a Seidenberga vedou Gehlena zacitkem 60. let
k pfesvédceni, ze vynalézani a pokrok miff vSemi sméry, ale techniky vyroby, provozu, socidln{ organizace
jsou v urcitém smyslu na konci — ,,0becnd linie procesu je dand, smysl spociva v sidinkn: Fe se vic a vic lidi udr3i pri
$ivoté za lepsich podminek. Pritom nebude mogné existovat vné technické sonvislosti, v dobledné dobé fovék viibec nebude
moci ménit prostieds, |...| zakladni struktury budoun pristieskem pro lidstvo a budou vie a vic tubnont, jako si ug dnes
v némeckém systému socidlniho zabezpecent dovedeme predstavit jen reformy, ale ne ménn akladnich plani |...] A snad ma
Sezdenberg pravo fikat, Ze pak ustane historické védomi — to by bylo pouze vnitini readlent procesu — a ovsemse bude dile
mozno péstovat bistorickon védu™ (Gehlen, 2004, s. 353).

V clanku Ende der Geschichte?, ktery vysel roku 1975, tj. rok pfed Gehlenovou smrti, je téma shrnuto do
nekolika tezi. Nase civilizace je pfibyvajici mérou stacionarni v tom smyslu, ze: budouci makropoliticky
vyvoj piipousti uz jen piehledné alternativy (uz nejsou barbaii, ktefi by nas mohli pfepadnout z vn¢jsku);
je dana baze industrialn{ spolecnosti na celosvétové Grovni; budeme uz marné cekat na néjaky velky apel,
ktery by vyvolal nadsen{ a bojovnost na poli ducha, hlavnimi tématy budou do budoucna vyziva a bydleni
nekonecné rostouci masy lidf (a souvisejici socialni ukoly oblastf jako pojist’ovnictvi, doprava, zajist’ovani
prace, zdravotnictvi...); zelenou ma nadale pokrok pifrodnich véd, techniky a mediciny — jejich vysledku
budou velenény do velkého systému industrialnf kultury a budou zhodnotitelné pro socidlné-spravni
oblast. — V mnoha ohledech realisticka progndza. Pesimisticky akcent nenf jeji jedinou slozkou, ovSem na
pojmu post-histoire ulp¢l nejzapamatovatelnéji: ,,$ddnd blaznivd, skvéld vira, Zddné oteviené horizonty, $ddnd fata
morgana, adné dechberonci utopie — nybrg odvijeni se, penzum’‘. Tak je oCekavatelny stav, ,,kfery ug nékolik let
oznaluji virazem post-histoire’ (Gehlen, 2004, s. 345-347).

Ve studiich z povile¢ného obdobi se objevuje celd fada vyrazu, specifikujicich kvalitu ohlasujictho se
stavu, ktery se Gehlen také snazil uchopit i jako soucast procesu vyvoje lidstva vibec. Mezi nimi lze na
prvanim misté uvést vyse zminény pojem kulturni , krystalizace® (pouzivany jiz italskym sociologem V.
Paretem), ktery pomaha vyjadfit pfedstavu ustaleni a zpevnéni nosnych struktur industrialn{ kultury (srv.
Gehlen, 2004, s. 346, 304).3 Souvisejici popis tohoto prostiedi jako ,,superstruktury* — propojeni techniky,
vedy a ekonomiky v systém pramyslu a spravy, pokryvajictho stale vétsi ¢ast svéta a zajist'ujictho potteby
rostouctho poctu obyvatel planety, je rozvinut také v jiz zmineném dile z r. 1957 Die Seele im technischen
Zeitalter. Kontrast k evokované komplexité a stacionirnosti pak Gehlen, ktery registroval
nepfehlédnutelnou pestrost a pohyb spolecenského a kulturniho dénf{ véetné umeéni povialeéné éry,
zohledfluje a interpretuje pod heslem ,,Unaufhorlichkeit™ (neustalost, nepfestavani, nekonceni). Pojem
prevzaty od spisovatele Gottfrieda Benna* zazniva v $irokém okruhu tvah, v nichz Gehlen za dominantni
zpusob naseho zachazen{ s realitou oznacuje experimenty, transformace, multiplikace a souvisejici
rozsifeni téchto postupt zveédy do riznych oblasti kultury, ktera se demokratizuje, zpfistupfiuje a

umoznuje hravy rozbéh ve viech predstavitelnych smérech. Téma je v fadé textd rozvadéno zejména

3 Tento pojem zni v titulech dvou Gehlenovych ¢lanka z 60. let: Uber kulturelle Kristallisation a Die gesellschaftliche
Kristallisation und die Moglichkeiten des Fortschritts.

4K ptivodu pojmu u Benna srv. Gehlen, 2004, s. 345.



s ohledem na umélecké projekty, nova média, zmnozujici se informacni podnéty a zaroven konformismus

mas, sdilejicich raimec existence v industrialni superstruktufe.

V né¢kolika textech Gehlen upozornuje, ze post-histoire nemini jako findle existence lidstva, spiSe jako
soucast predstavy dé¢jin, v nichz se stifdaji dlouha ddobi, z pohledu vyvoje lidstva spiSe stacionarni,
s prudkym vyvojem v ,.historické etapé, kterou umoznil rozvoj agrarnich spolecnosti a ktera ve 20. stolet
konéi zasadni proménou charakteru zapadni civilizace, nyn{ pramyslové a globalizujici se. V tomto smyslu

explicitné rozlisuje pfedhistorickou, historickou a posthistorickou epochu (Gehlen, 2004, s. 356-357).

Obecné teze o kulturni krystalizaci a posthistori¢nosti jsou v textech, za kterymi se zde ohlizime,
podkladany piiklady a reflexi , kultury v uzsim slova smyslu®, tj. tvahami o situaci filozofie, ndbozenstvi a
také umeni. Pravé do problematiky umeéni se Arnold Gehlen v poslednich desetiletich zivota ponofil
nejhloubéji. Difve nez se v této souvislosti obratime k rozsahlému spisu Zeiz-Bilder. Zur Soziologie nnd
Asthetik der modernen Malerei, zistanime jesté chvili u (hegelovské) trojice filozofie, ndboZenstvi, uméni.
V mnoha drobnych zamyslenich a prognézach vyvozovanych ve vztahu k ni ptisobi Gehlen trefné a prave
dnes srozumitelné. Pii vykladu fenoménu kulturni krystalizace se napiiklad ohliz{ za nesmirnou politickou
a spolecenskou silou filozofie jesté zacatkem 19. stoletl (,,jak obtiny byl vztah Sokrata, Descarta, Kanta,
Fichteho & nabogenstvi své doby (i jak fkriticky se Platon, Hobbes nebo Hegel stavéli f politickym sildm své doby, o
Marxovi ani nemlnvé), zatimco dnes jsme zvykli na ,,snadnost, stravitelnost filozofie®, jejiz ¢ast ostatné jiz
vplynula do ,krajiny techniky a pifirodnich véd“ (Gehlen, 2004, s. 357-358). V nabozenstvi se
piizptisobeni dobé projevuje pfesuny akcentd: problémy jako predestinace, vykoupeni, askeze ,uz
soucasniky v zasad¢ nezneklidnuji*, nenastoluji se v plné vaznosti a uvolnuji misto zejména socidlni etice,
ucime se svobod¢ ,,&7 jsme zvdni R jakési vieobecné lisce k ovéku, takse nikdo nedokdze 1, co je ne-mordlka’
(Gehlen, 2004, s. 359). V umeénf a literatufe se jako ustfedni moment ukazuje svobodné experimentovani;
aniz by dochazelo k objevovani novych stylovych kategorii, vznikd dojem nesmirné pohyblivosti a ,,» #zodu
promén _je umeéni, literatura a budba stile k dispozici nesmirnému apardtu, ktery denné hovors, muziciruje a promiti na
vsech vinovyeh délkdch. |...| malba, lyrika nemobon prestat, ackoli by je dnes nikdo nevynalezl, kdyby zde jig nebyly; uméni
naleglo Zivotni formn astaveni v modu pobyblivesti, jims vehazi do post-histoire a miige byt provezovdno nedobledné
dlouho* (Gehlen, 2004, s. 359-360).

Gehlen zemfel r. 1976, v poslednich desetiletich Zivota mapoval ve svych analyzach i oblasti jako volny
¢as, sport, mobilita, luxus, soukromi, estetizace vSedniho zivota. I zde se vztahoval k post-histoire,
napifklad kdyz dovozoval, Ze kultura a jeji tradi¢ni oblasti funguji pfibyvajici mérou jako kulturni dédictvi
a pfedmét spravy, ze $kala kulturnich prvkd, s nimiz zijeme, se rozsifuje, ale za cenu pouze relativni
dulezitosti (,,bezpocet prokdi japonského & arabského Fivotniho stylu se ted’ i v budoncnn prosadi nebo piimo rozsivi, byt
uz nebudou samurajové nebo harém |...|; to plati o nabogenstvi, o véde, vsudypiitomné v témse smysin, stejné jako o vzorech
abstraktnibo malifstvi, jeg se objevuji na tapetdch a na kravatach* |Gehlen, 2004, s. 360]). Nejvice se obracel k
situaci umeni, zejména malifstvi — pii jeho studiu projevil rozhled a intenzivni snahu pochopit estetické,
sociologické a kulturné-historické aspekty toho, ¢im prochazi ve 20. stoleti, ve vzajemnych vztazich. Vola-
i Hans Belting v Konci déjin nméni po nékom, kdo by si kladl otazku kulturniho vyznamu umeéni v déjinach
a otazku ulohy obrazu, jsou-li pouzivany v ramci své kultury, kdo by nam dokazal fici, ,,co gnamend uméni
v technickém svéta a jak se v této ére ménic (Belting, 2000, s. 182), nebyl by Gehlen sice onim vitézem,
»postmodernim Benjaminem® s vizi pro budouci generace, ale nepochybné pravé zde byla puda jeho

zkoumani a mnohé nahlédl, vymezil, nabidl k diskusi.
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Zert-Bilder: uméni a obrazova racionalita

K problematice vytvarnych uméni publikoval Arnold Gehlen soustavnéji od r. 1956, vétsina jeho
piispévku vznika v 60. a na zacatku 70. let. V dile Zeit-Bilder. Zur Soziologie und Asthetik der modernen Malerei,
poprvé vydaném r. 1960 (a dnes cteném ve verzi aktualizované r. 1972), tsti Siroce pojaty pohled na uméni
a logiku vyvoje tzv. obrazové racionality v dé¢jinach opét v rozsahlou tvahu o vztahu mezi modernim
malifstvim a ,,mentalitou pramyslové spolecnosti®; vztah mezi nimi ukazuje Gehlen jako nepfimy — ovsem
studium moderntho malifstvi ,,mzige snad byt k ugithn, choeme-li rozumeét dalekosibljm transformacim kultury
viibec‘. Gehlen hned uvodem avizuje perspektivu presahujici oborové hranice a zdtraznuje ,,pouzitelnost
sociologickych predstav®. Pfevést téma v sociologii uméni mu pomaha ,,vadci idea obrazové racionality®,
na zakladé které je v Zeit-Bilder historicky vyvoj uméni zdpadni tradice piedstaven jako proces redukce
obsahu, redukce jeho vrstev (ideje, pfedméty, forma). Sled zpusobt ¢i paradigmat zobrazovan{ v zapadni
tradici je pfedstaven ve spletitych vztazich ke kulturné-historickému vyvoji, kdy 1. vé¢né pravdy filosofie a
nabozenstvi dovolovaly pochopit uméni klasické doby (uméni zpfitomnujici ideje), 2. pfiroda, jeji
dastojnost a autorita podnécovala moderni realismus a naturalismus (uméni zobrazujici vezdejsi,
opakovatelné, zkuSenostni) a 3. reflektovania subjektivita vytvofila vztazny bod modernistickych
experimentt, v nichz odpada rozpoznavani a dominuje forma v uz$im slova smyslu (uméni objevujici
WU podstaté stdle jen sebe, své mognost, metody, procedury). Gehlen, jak bylo feceno, tento vyvoj nepodklada
logikou imanentni umén{ samému, ale spojuje jmenované etapy se spolecenskym prostfedim dominujicich
instituci cirkve a aristokracie, s novovékym rozvojem pifrodovéd a vzestupem méstanstva a konecné

s prostfedim industridlni spole¢nosti ve 20. stoleti (srv. Gehlen, 1986, s. 15-17).

Prave poslednf fazi a souvisejici interpretaci avantgardismu, zejména abstrakce, je vénovana vyznamna ¢ast
Zeit-Bilder, ve vazbé k éfe techniky, dobé silici matemati¢nosti a modelovani ve védach, moderntho zivota
v rytmu velkomést, odpoutani od ,,dané skutec¢nosti. Plocha, linie, barva — nové cesty experimentovani,
nekompromisni zmény, jichz se odvazily avantgardy, toto Gehlen v 60. a 70. letech interpretuje jako
vysledek promény vztazného systému uméni, promény dosud posledni. Téma dominance subjektivity
spojuje s myslenkou krize instituci typu stat, moralka, nabozenstvi. Slovy Jana Patocky, jednoho z mala
ceskych interpreti Gehlenova mysleni, je také moderni vytvarné umeni ,,» podstaté velkd racionalizace tohoto
revolucnibo subjektivnibo Zivln, racionalizace, kterd je tim dilegitéiss, lm json proky uméleckého projevy samy méné
smyslupiné a raciondlni. Dat subjektivité pole tviiriiho uplatnéni gnamend drovert umognit racionalizaci iraciondiniho, ddt
Sfunkci nefunkinimu, cil bezcilnému’ (Gehlen in Patocka — Vojtéch — Chvatik, 2004, s. 211).

Gehlen v Zeit-Bilder analyzuje avantgardu a jeji cesty pod hesly ,.reflektovand subjektivita® a ,,peinture
conceptuelle”. Pfipomina, ze umélcova subjektivita se v obsahu obrazu projevovala vzristajici mérou
zhruba od klasického impresionisme, byt’ ideové zazemi této tendence vidime jiz v romantismu. Obrat
k subjektivnu se pfitom ukazal ,,zpolitku jen v tom, Fe vnimatel byl otvesen ve svyeh zrakovych ndvycich a priveden
k reflexi své viasmi schopnosti vidét* (Gehlen, 19806, s. 57). Zajem nalomit a reflektovat védomi Gehlen
piipomina také vedle rozvoje psychologie jako védy. Rozvijejici se proces, kdy ,,zacing kontit panstvi
predmétn a vzristd piisobnost obrazové plochy a zaroven ,,nastupuje velké téma konceptualni malby®, je v Zeit-
Bilder podrobnéji komentovan piiblizné od Seuratova pointilismu, s dirazem na prilomy obdobi cca
1905-1925. Interpretace avantgardnich smért a umélcu, ktefi skoncovali s tradicemi realistické malby
(expresionismus, Kandinského abstrakce, dada a surrealismus, Klee, Mondrian) a ktefi jsou bez ohledu na
Gehlenova rizna zhodnocen{ uznany za mody nového a podoby ,,peinture conceptuelle®, je ,,nesena viil
k ditkazn, Ze v nich je viude subjektivita rizné pojimand vykladovym principem, klicem k porozumeéni. Kubismus je
optickd parabola k novokantovsko-husserlovské konstrukci predmétu v nasich subjektivnich ndagorovych syntézdch. Klee



objevil svym vitvarnym dilem vsechny podstatné zdkonitosti tvarové psychologie. Kandinsky tvor ve vizudlnich Sifrdch fonémy
pro jazyk, v néms vede své optické monology. Mondrian Zjistuje, $e jeding abstrakce je s to vyjddiit subjektivitu, jejims je
vitvorem, na rozdil od danych prirodnich forem |...]° (Patocka, 2004, s. 212).

V Gehlenové teorii je ustfednim, protoze krajnim, extrémnim vyjadfenim této paradigmatické zmény
obrazové racionality abstrakce — pfinesla, obecné feceno, ochuzeni rozsahu malovatelného, vyznamovych
obsahu, ale zvySenou suverenitu esteti¢na, samostatnost novych cest, sebezdiraznéni. S tim, jak se uméni
odvraci od pfedmétu a mizi moment rozpoznavani, viak obraz takifkajic umlka. U moderniho uméni ,,rosze
mira micenlivosts, tato zvldstni zdrienlivost a klid, viude, u Senrata, Cézanna, u Juana Grise, u Matisse. Diivéisi uméni
dokdzalo nevyslovitelné preskolit pomoci slov; dnes se toho paradoxné mocnilo oko, negativ, prazdnd vygnamova forma na
pozadi miteni |...]“ (Gehlen, 1986, s. 187). Jak parafrazuje Konrad P. Liessmann (2000, s. 170), ,,moderna
prestavd byt vyrazovym uménim, je uménim sebegreadleni a ironického ruseni Zaroven se usazuji okolo obrazi
»jako druhy ram‘ komentate.> Ovsem ,,beroickd doba moderny, v ni% tyto procesy mély smysl jako Ziskdvani estetické

suverenity, byla viak jiz i pro Gehlena minulosti.*

Gehlen v Zeit-Bilder pfedpoklada, ze dédictvim avantgard je naddle konceptualni povaha vytvarnictvi a
potfeba komentafd. Zatimco u velkych udalosti moderniho malifstvi, jako je kubismus ¢i obrazy Klecho a
Kandinského, patfila do procesu vzniku obrazu jaksi bezprostfedné i systematickd teoreticka reflexe
(odtud Gehlentv a Kahnweilerv pojem ,,peinture conceptuelle), v dalsim vyvoji si umeéni s otazkou, co
je legitimuje jako uméni, pohravé; fascinuje, irituje, ale hra se také balancuje na hrané frasky; do této
souvislosti patif i mlhavy lyrismus ¢i rétoricky patos komentart, které ovsem posiluji komunikativni
moment uméleckého déni, jakési produktivni nedorozuméni. Gehlen se v Zeit-Bilder snazi analyzovat
»velmi jemny problém® uméni po avantgardach, ze totiz toto reflexivni uméni, zijici bytostné v ,,médiu

dvojznacnosti, takovy vyvoj samo provokuje (stv. Megerski, 2018, s. 42).

Modim dvojznac¢nosti, pohybu mezi abstrakei a figuraci, fenoméntim jako zrakovy klam, kryptogram,
stopa, hyperrealismus a jiné jsou v Zeit-Bilder vénovany cetné rozbory. Gehlen se také pta, kdo vlastné o
zahadné obrazy provazené rétorikou komentatt stoji — a mluvi o ,,sfesku po mystérin v realité, kterd se stavd
velmi preblednon. Jemu vychazi vstiic dilo a jeho zahada, kterou nelze uplné rozlustit. Publikum a
komentatory spojuje pfesvédceni, ze obrazy — i nepfedmétné — nesou vypoved, poselstvi; uméni pak
funguje jako ,fascinace a prostor touhy, svobody, nadechnuti“ ¢&i ,utociste¢ pro exkurze védomi*
(Megerski, 2018, s. 42). V poslednich slovech zazniva echo uvah z Die Seele im technischen Zeitalter o tom, Ze
funkci umeéni v industrialn{ spolecnosti je vytvaret ,,prostor dlevy od objektivnich sluzebnosti, funk¢nosti,
pozadavkt pramyslové civilizace®, vytvafet ,,0dzu subjektivni svobody* — jak dodava Jan Patocka, ,,za t«
cent, e Clovek prijme ga své a promeéni v subjektivni hru formy, normy a poadavky této civilizace. Nebot’ spinéni téchto
pozadavkii je privé ‘metoda” modernibo uméni: experimentace, 3darilé ndlegy proménéné v principy |...|* (Patocka —
Vojtéch, Chvatik, 2004, s. 212).

5 srv. Gehlen, 1986, s. 54. K tématu srv. i Gehlen, 1986, s. 54: ,,Komentdre, které se mdme v jig nepreblédnutelnych
manifestech, kritikach, knihdch, brogurdch, textech k vystavim, prednaskdch atd. je treba chapat jako dsadni soncast moderniho uméni
samého. Toto uméni bézi naddle takiikajic ve dvon proudech, optickém a rétorickém — jedinecny fenomén. Ouvsemse védy existovala
literatura o nméni jako filogofie numeéni, estetika, didaktika (i kdnon, jako déjepis uméni atd., ale jesté nikdy v dnesnim snysin, jako
verbdlni vyklad smyslu malifstvi viibec, jako legitimovini obrazu, ktery o sobé nic nevypovidd, legitimovini jeho byti a jebo byti tak a
tak.*
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Pfirozenost a proti-pfiroda

Experiment jako umélecky postup a jako symptom duchovntho ovzdusi primyslové éry — toto téma opira
Gehlen v Zeit-Bilder mimo jiné o pohled na kulturni ,impregnaci® a historickou proménlivost vanimani
pfirozenosti: normy pfirozena a normalna jsou pii vyssi stabilit¢ spolecenskych instituci prosté ,,tady",
jako néco, ,,cehoz jinakost si ani neni mozno predstavit®. Jiz od osvicenstvi probiha ovsem destabilizace
tradi¢nich instituci (stat, moralka, ndbozenstvi), do 1. svétové valky jaksi zevnitt kultury, ve 20. stoleti se
pridavaji kolektivni otfesy, které spolecnost zasahuji i zvnéjsku. Rozpad konvenc! a dosavadnich
»normalit™, s jehoz vycit'ovanim a artikulaci souvisi také prikopnické pociny uméni od 2. poloviny 19.
stoleti, vSak Gehlen vysvétluje jesté déle puisobicim procesem. Vyse zminénou predstavu zmény vztazného
systému uméni (od pifrody k subjektivité) sleduje sice od impresionistickych experimentd, ty vsak
pfirovnava ke ,kartezianskému obratu® — jako se uz Descartem filozofie obratila k ,idées simple®,
k elementirnim datim védomi, na né rozebrala starou myslenkovou tradici a zacala stavét novou.
Osvobozovani se od danych praktickjch a moralnich uceld 1 svétonazorovych ramca trvalo
v ptirodovédach a v technice velmi dlouho, umén{ se s tim vypofadalo pozdéji, ale rychleji. Ve vsech
oblastech vSak postupné dominuje metoda, myslenkovy model a experimentalni piistup. Trend
k proveditelnosti dovoluje chovani, aby se emancipovalo od zaméfenosti kcili, a dava prostor
konstruktivnim, bezpfedpokladovym a antinaturalistickfm funkcim ducha. Spole¢nym rysem vsech
modernismu je podle Gehlena daraz na ,,jak™ se chovame, na experimentalni podnéty mysleni a jednani.
S tim souvis{ napf. zhodnoceni nahody, ale i opousténi pfedstavy obrazu jako uzavieného systému, uziti
kalkulovatelnych forem technické dovednosti jaksi nerozlisitelné od inspirace, konstruktivni pozitivismus,
kterému se smyva rozdil mezi uménim a védou (oboji je uméni). Védec i umélec tak maji co ¢init
s estetikou ,,nové reality, nové skutecnosti, ktera je vlastné , mezisvétem kulturniho milieu, které nam
dnes zastupuje piirodu. Nikoli vedle ni, ale vedle ,nescetnych aktivit industrialni kultury” dnes stoji
uméni jako ,,Kleinsymbol dieses Systems* (Gehlen, 1986, s. 190—-192).

Umeéni tedy — a Gehlen se neustale obraci konkrétné k malifstvi a vytvarné oblasti — pfebira hlavn{ znak
védecko-technického procesu, sam procesualni charakter: ne-hotovost dila, kruhovy proces, malovani jako
akce (pointa slavné ‘action-art” neni v tom, $e pise obragy celym télem” |...| Ve skuteinosti se jednd o avedeni
krubhového procesn i sem’ [Gehlen, 1986, s. 192]). Vznikaji série, obraz pfechazi ve sténu, model zacind
fungovat a je podrobovan zkusenostni kontrole, pficemz se sim za pochodu obménuje a takifkajic se
obehrava jeho zakladni forma. ,,lepsi efekt vytlacuje slabsi, vhodnéjsi material obvykly, elegantnéisi metoda
tézkopadnéisi |...|. Uméni nabrala tj% styl a neméli bychom se nechat mylit pojmem vyvoj ', ug rovné3 gastaraljm, e
umélecky vyrizené stupné se stavaji “historickymi’ — spise zastardvaji* (Gehlen, 1986, s. 193).

Odklon od ,,piirody z prvai ruky®, proménu kvality vonimani, nepifimé vztahy a pfece taktka ,,stenograficky
realismus® umeéni ve vztahu k duchu technické éry lze dle Gehlena registrovat napt. na uméleckém uziti
umélych a novych materidld a efektd neomaterialna. Dochazi k ,,0bohaceni senzibility obragem, ktery jig
‘nexnamend’ predmét, nuti .| R interpretaci litkovosti, kterd je ale také nendrfitelna: obrag pak prece ase néco
‘gnamend’, jako by v sobé tajil realismus, predstavuje “imagindri substanci” s presnosti, kterd ma prichut’ satiry. Zvysuje
Se také cit uméni pro nekontrolovatelné, jeg nabyvd konzla prirodnosti (vadnuti, odkvétini, korodovini, teni,
zabarvovani..). Tvorba nékterych uméleii vede R naturalismn drubébo tddu, t. gdjmn o nibodn, bru a ghodnocovini
riznych procesi \zonéiskn’ (Rvétrdvani, mikroskopie) napi. ve strufturdch‘ a sugerovanyeh imagindrné-technickych

ot

sonvislostech. Technicky duch se ovsem projevuje také v tom, Ze efekt legitimuje piiciny: ,,Mdme-li opsané, precizni, nesporné

'

piisobent, nikdo ug se nepta, proc jsme toto dive nepotrebovali. Nevznikd ,otdzka smysh* “ (Gehlen, 1986, s. 201).



Post-histoire a konec uméni?

V poslednich kapitolach knihy Zei#-Bilder nachazime reflexe uméleckého déni zacatkem 60. let (1. vydani),
v poloviné 60. letech (2. vydani) a jesté zacatkem 70. let (3. vydani). Arnold Gehlen registroval reprizovani
témat a stylt a medialn{ tematizaci Unavy z abstrakce — a sice dal se zdjmem uvazoval o dilech autori jako
Francis Bacon, André Masson, Antoni Tapies ¢i Joseph Albers, zaznamenaval energii amerického pop
artu, happening, pfesun obrazu ze zdi a ramt do vefejného prostoru, dematerializaci uméni s nastupem
novych médif — ale sledovani aktudlnich uméleckych projektd ho v interpretaci celkové situace navracelo
k pojmim a ténu svych kulturné-kritickych tdvah: krystalizace, ritualizace (proména avantgardismu v
establishment), institucionalizace (svét uméni).® Jak pfipomina Christine Magerski, ,,krystalizaci Gehlen
jiz difve definoval jako stav, nastupujici v néjaké oblasti kultury tehdy, kdyz ji “dané moznosti jsou v zasadé
jiz vSechny rozvinuty”. Pro oblast uméni to znamend od avantgard. Vyvoj od 30. let 20. stoleti nahlizel
Gehlen jako rozvadéni, obohacovani, experimentovani, svobodu pohybu jako program, ktery je vSak
prave dan ¢i dovolen. Piesun zdjmu na metodu, techniku, na vybér prostfedkt a efektt i logika vyvoje
v antitezich a zrychlujicich se proménach az k permanenci revoluce nesou ,,feSeni®, pohyb vynucuji i
znemoznujl. Ve 12. kapitole Zeit-Bilder Gehlen prohlasuje: ,,0d nynéjska ug nent imanentniho nméleckého vyjvoje.
Néjaké smystuplné, logické déjiny umeéni jsou pryc, i s konsekvenci absurdna, vyvoj je a nami a co ted’ bude prichdzet, n tu

mdme: synkretismus, smeés styli a mognosti, post-histoire’ (Gehlen, 1986, s. 2006).7

Ke spolecenské situaci umeéni ,,mezi vcerejskem a zittkem® patii jak svoboda vénovat se nadale ciste
uméleckym problémum v urcité izolaci, tak tlak kulturntho pramyslu. Patif k ni pokracujici chronicka
sebereflexe umeni, které jiz nenastoli velky styl, ,,protoge subjektivita |...| nemda auctoritas, je 3 podstaty nestabilni
[...], memizte sama ze sebe prosadit Fddnou kvalitativni prevabu, i kdyby ji méla (Gehlen, 1980, s. 209). Ale zaroven
uméni ziskdva nové zastiténi — , sekundirni institucionalizovani®. Gehlen také narazi na fakt, Ze uméni
podléha obecnéjsimu spolecenskému trendu demokratizace ve smyslu odbouravani privilegii a naroku;
zarovent vSak spole¢nost nema zdjem, aby se uméni vytratilo, definitivné umlklo nebo se rozplynulo
v Sumu masmedialntho konzumu a kutilstvi.8 A tak situaci oznacuje jaksi zaroven za pohyb 1 stav:

,»,Unaufhorlichkeit™ — nekonceni, protoze nechceme.

Gehlen se zajmem pohlizel na proces ,,sekundarni institucionalizace™ uméni, jak ukazuje napt. Gilinter
Seubold: k fungovani spolecnosti uz umeéni nepotiebujeme, mame leps$i moznosti, jak ozfejmit to, co je,
lepsi moznosti jak socializovat, integrovat, koordinovat jednani. V sociologickém ohledu slouzi uméni
spise ,,sebenalézani® v distanci k masovym, unifikujicim tendencim kazdodennosti. V této roli je atraktivni,
zaroven by se vSak nedokazalo udrzet. Tim, ze doslo k vytvofeni relativné pevné sité¢ obchodniki, muze,
sbératelu, kritikti, knizntho trhu, pfezilo umeéni zanik tradi¢nich zadavateld. Gehlen tuto situaci
neztotoznioval jen s kapitalizaci uméleckého provozu, v zasadé ji nezavrhoval.” Ovsem konkrétni projekty

,»Sveta umeéni®, jmenovité¢ napf. némecka Documenta 3 (1964) a Documenta 5 (1972) ho zavérem zivota

¢ Klicovy vyznam téchto pojmi pro Gehlenovo pozdni mysleni o uméni doklada v Theorien der Avantgarde Christine
Magerski (2018), s. 32-37.

7 Srv. Magerski (2018), s. 32—34. Post-histoire mimochodem Gehlenovi neznamena, ze se neobjevi zadna vyrazna
nova cesta, ale Gehlen si ji pfedstavuje jako néco mozného, ale jaksi mimo proud, z celkového kontextu
nepravdépodobného.

8 K tématu demokratizace kultury u Gehlena srv. Magerski (2018, s. 144—140), ktera odkazuje na parlamentn{
iniciativy a vefejné diskuse pojmu ,,kultura® v Némecku 70. let.

9 Seubold (nedat.), s. 12. Podobné zduraznuje Magerski (2011, s. 36—37), Zze Gehlen narozdil nepohliZel na propojeni
uméni s trhem a médii jako ohrozeni jeho autonomie a vlastné existence (jako po ném napf. P. Birger, P. Bourdieu,
N. Luhmann), ale spatfoval v ném pravé ukotveni, zajisténi dalstho trvani uméni (byt’ se musi jinak klast otazka jeho
autonomie).
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utvrzovaly v pesimismu. V Zeit-Bilder, které naposled aktualizoval prave r. 1972, pise: ,,Bobusgel nelze potlalit
mySlenkn, e doslova a radikding demokratizovatelné je vibradné uméni neodadaismu, ideologie odpadkii a harampadi. Zde
uz opravdu neni potreba nic, jen zacit* (Gehler, 19806, s. 232). A clanek Das Kndckebrot aus Eisenguss (1972) konci
vétami: ,,Je to jeste umenir* —, Ano, protoge tradicni pojem nméni se rogpadi; ne, odmitame-li prosté jen absurdnost.

Dal ug bude uméninm to, o éem obchod s umeénim probldsi, e je (Gehlen — Rehberg, 2017, s. 492).¢10

Post-histoire v Gehlenové pojet! je tedy krystalizace moderni, technické, avangardou vyznacené kultury,
synkretismus styld a neustdlost tvaréi produkce. Jak pfipomind Seubold, vyznéni Zeir-Bilder nelze
redukovat na diagnézu post-histoire, Gehlen byl presvédcen o aktualité tizani po hranicich umeéni a doufal
nadale v uméni reflexe (,,peinture conceptuelle®), uméni schopné ,,dialektiky estetické hranice®, aniz by se
vzdavalo subtilntho pfistupu (stv. Seubold, nedat., s. 13-14). Experimentovat na hrané¢ obrazu a ne-
obrazu, znepokojovat ,,pouze v exkurzich védomi* — kritizovatelna a kritizovana pozice. Gehlen zavérem
zivota registroval ,,novy kolektivismus® uméni, které odchazi ze soukromych prostor a obraci se na
anonymni masy divakd (inscenuje se jako soucast architektury, jako vefejna akce, zazitkova zdlezitost),
statni subvencovani umeéleckych projektd, vliv vzdélavacich a politickjch instituci na obsah pojmu
kultura... Ale museli po ném piijit jini, aby situaci interpretovali ve smyslu nového, otevirajictho se
horizontu, a jesté jini, aby pfitom rovnéz nové a bez negativnich konotaci uplatnili i pfedstavu
posthistoricnosti uméni. Gehlenovo mysleni 2. poloviny 20. stoleti pfitom na desetilet! vypadlo ze hry —
napf. Hans Belting sice v r. 1995 konstatoval, Ze se ,,posthistoire dotykd mého tématu tak bezprostiedné,
ze je az s podivem, jak mdlo se filozofové déjin a umélci, popi. odbornici na uméni brali v této tematice na
veédomi®, zaroven vsak podle n¢ho u ,,kongervativnibo mysiitele Arnolda Geblena |...| souvislost s uménim jen
sporadicky zableskne’ (Belting, 2000, s. 204). Snad i proto jsme se zde za Gehlenovym uvazovanim ohlédli
dnes, kdy vysla vétsina jeho sebranych spisti a zacina byt do ,,pfibéhu® naseho uvazovani o koncich
(uméni ¢i jeho déjin) znovu zafazovan — byt’ mél Belting pravdu, kdyz gehlenovské post-histoire

oznacoval za eurocentrické a ,,napinéné tichym ndarkem nad traton gamilovaného idealu’ (Belting, 2000, s. 205).

Zavér

Dnesn{ uzivani terminu posthistorické umeéni nenf z perspektivy Gehlenova odkazu prosto ironie. Arnold
Gehlen se snazil o teorii uméni takifkajic navzdory své diagnéze post-histoire. Ta nasledné nedosla piijeti
— zatimco posthistori¢nost oziva jako neutrdlni ¢i dokonce pozitivné konotovana charakteristika uméni,
které se s teoriemi rozeslo. Podobny je osud mnoha pojmu, kterych uzivame. Sledované téma zde zaroven
dovolilo pfipomenout, ze pii cetbé Zeit-Bilder a Gehlenovych drobnych textd ze 60. a 70. let narazime na
kulturpesimismus 1 na vasnivy zajem o vytvarné umeéni, o porozuméni jeho situaci: jemné analyzy, mifici k
otazkam tvorby, distribuce a recepce zejména vytvarného uméni v mnohém nakrocily k dnesku (Hans
Belting zminoval napf. v 90. letech viceméné v Gehlenové smyslu, ze ,,uméni do sebe zabrnuje styl svéta, jens se
mu stal tématem, a obsazuje periferie svych dosavadnich dikols, anig tim resi své problémy™ |Belting, 2000, s. 86]).
Slovnik prognéz, které Gehlen adresoval technické civilizaci i situaci uméni do budoucna — post-histoire,
obliba metafor jako ,,die Gleise sind gelegt™ ¢i v oblasti uméni dokladd, Ze umélecké postupy dovoluji ve
zdanlivé svobodé rozvadét a experimentalné se rozbihat do viech stran, ale pfekroceni nosné struktury se
nekond, ze v umeén{ nabyla vrchu hra uvolnéné subjektivity, funkce dlevy, odlehcéeni v systému, pod jehoz

tlakem Zijeme — sice ma ponékud pausalizujici nadech, Gehlenovo dilo dnes nicméné zaslouzi pozornost

10 Srv. také vyrok v Zeit-Bilder (Gehlen, 1986, s. 227): ,,0d nynéiska _je nméleem, kdokoli chee a tudiz vse je umeéni — anebo nic
neni uméni, jak 1ikal Duchamp. Nikdo, kdo md ndpad |...] neni vyloncen, ¥idné dilo neni 3dsadnéjsi nez jiné.~



vedle ,,ikon teorie konce umén{* (Makky, 2018, s. 38). Zni v ném echo hegelovské pfedstavy umeéni, které
jiz ,,netvoii bohy“ a je jednou (nikoli dominantni) oblasti ducha v prostiedi, jehoz ustfedni diskurz se
odehrava v zivlu nenazornosti, abstrakce; zaroven se analyza situace poji se snahou pfekrocit klasické
humanitnévédné perspektivy (kunsthistorické, filozofické, estetické) a metodologicky byt prav zménéné
dob¢ (empiricka baze, interdisciplinarita, sociologif podepfené studium kultury, kreativni pojmovy aparat,
otazky sméfované k tomu, co se pfed nami otevird). V roce 2011 konstatuje Christina Magerski, Ze k nasi
dobé prevladajicich kulturovédnych pfistupt patii i urcity deficit, co se tyce teorii soucasného umeéni.
Otazky, ,jaké principy umélecké kritiky a jaké struktury vypravéni jsou po Ronci moderny moZné, jsou nadale
oteviené. Kulturné-sociologické pfistupy, které v jeji Teorii avantgard uvozuje pravé pohled na Gehlenovo

dilo, mohou mit dosud nevycerpany potencial k vyjasnéni nekterych z nich (Megerski, 2011, s. 10-11).
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Around 1800, anthropological aesthetics gradually established itself as

Anthropologische Asthetik a scholarly discipline uniting cross-field research in the human
in Mitteleuropa 17501850 . e 5 .
sciences (“Wissenschaft vom Menschen”) the predominant concern

Anthropological Acsthetics
in Central Europe 17501850

of which was self-constitution and self-improvement of man that was

<

=
=
®

seen as a part of nature (in both physical and spiritual senses). In the
concepts, communication approached through the medium of a
human language was considered a central methodological tool. The
concept of anthropological aesthetics first emerged in relation to

works on Friedrich Schiller and presented a set of disciplines that, as

of now, may well be considered established and relatively distant from
each other; however, at that time they were in close proximity or even

closely tied (especially aesthetics, medicine, biology, psychology, and

linguistics).

Between 1750 and 1850, the set of disciplines related to man gradually
deduced their problem areas from philosophical systems; the core ones are presently dealt with within
philosophical anthropology (using completely different rhetoric and drawing on different scholatly
disciplines, though). The proceedings edited by Piroska Balogh — Gergely Forizs, Budapest-based
academics and organizers of international scholatly events, capture the first centuries of aesthetics as a
separate scholarly discipline. They do not aim to give a comprehensive historical picture or overview of
the results through telling a “great story”, rather to bring different perspectives through specific concepts

of contemporary anthropological aesthetics as a new humanistic discipline spreading in Central Europe.

The themed volume covers the following perspectives: institutional (introduction of aesthetics as an
academic discipline), Central-European (the expansion of aesthetics into the Habsburg monarchy), and
linguistic (the transfer of conceptual adaptation from Latin to German, later also to other languages); it
also takes into account adaptation mechanisms (translations, possibly also compilation and interpretative
practices) sometimes leading to eclectic concepts. The proceedings are divided into three chapters. The
first chapter (Deutsche Asthetif) presents papers dealing with the works of contemporary German
aestheticians, such as Heinrich Zschokke (Carsten Zelle), Friedrich Bouterwerk (Sandra Richter), Karl
Heindrich Heydenreich (Antonin Policar) and Wilhelm Traugott Krug (Gergely Forizs). Forizs analyzes

the reception of the philosophy and aesthetics of one of the most influential contemporary German post-
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Kantian philosophers of the first half of the 19% century, Wilhelm Traugott Krug. He does so through
assessment of translations and works by Hungarian philosophers, while focusing on translations and
related works by Istvan Marton. In his study, he notes that the eclectic anthropological aesthetics of the
epoch represents a more or less uniform rhetoric that develops according to the laws of inner experience,

but which is not closed to the outside world.?

The second chapter (Universititsisthetik der Donaumonarchie) deals with aesthetics at the universities of the
Habsburg Monarchy. Around 1800, the new discipline began to play an increasingly important role in
humanities education in the cultural milieu of Central Europe, enjoying state support in relation to
building its institutional base (study plans, university aesthetics departments, and demanding auditions for
uncensored book publishing). In its development, the encounter of aesthetics as education of taste and
state interests (Hlobil, 2012) strengthened the role of the school system of the monarchy. Tomas Hlobil
evaluates thematic treatments of aesthetics in the philosophy textbooks of German-speaking countries
with regard to the reception of Immanuel Kant’s philosophy. Other authors subsequently raise problem
areas connected with aesthetics in the Hungarian part of the monarchy. In this context, the most
important contributions are original aesthetics typologies in the works of Hungarian aestheticians, such as
Lajos Schedius (Piroska Balogh, Dezsé Gurka) and Gyoérgy Szerdahely (Botond Csuka). From the point of
view of contemporary research, Balogh Piroska notes that the texts are unavailable to the public and to
researchers because of their Latin (and not yet translated) versions. The author sees the possibilities of
revitalizing anthropological aesthetics for the 215t century in three steps: “#o transiate and publish the works of
these aestheticians”, “to explore the contexts and connections of their approaches”, and “fo make them part of current
scholarly discourses” (Balogh, 2019, p. 152).

The third chapter (Gymnasial und Zeitschriftendsthetik in Ungarn) is devoted to aesthetics as an academic
discipline taught at Hungarian lyceums and to the methods of making it more scientific in contemporary
periodicals in Hungary. The following writings were analyzed: synthesizing works focusing on reception
and criticism of Kantian aesthetics written by authors like Jozef Rozgony (Béla Mester), aesthetics
handbooks in the Hungarian language, namely that by Ferenc Verseghy (Réka Lengyel), pieces in
newspapers and reviews of important aestheticians by Karl Georg Rumy (Ferenc Maté Bodrogi). The
reception of works by philosophers such as Friedrich Schiller, namely in the creative and scholarly output
of Hungarian authors like J6zsef Benke (Agnes Simon-Szabd), played an important role in the spreading
of the ideas found humanities and in the education of holistic man in the contemporary anthropological
aesthetics circles. Even the Scottish school of taste of the early 19t century was tackled; namely, a
qualitative analysis of two translations of Hugh Blair’s textbook by Kis Janos and Count Aurél Dessewtfy
(a translator of several aesthetics texts of English and German origin) is presented. The latter intensively
dealt with the questions of aesthetics published by other Scottish school authors by reflecting on them in
contemporary literary journals or in correspondence with other scholars (Ferenc Hoércher — Kalman

To6th).

Anthropological aesthetics is currently in a phase of renewed interest from historians of, among others,

philosophy, aesthetics, linguistics or classical philology. Several newer publications by prominent authors
or editors like Stockmann (2009), Borchers (2011), Gurka (2019), Herrmann (2019) and others evidence

the importance of this field. The peer-reviewed publication can be added to a series of those that notice

I Férizs (2018, p. 96) concludes: “Insgesamt dringt sich die Hypothese anf, dass die eklektisch eingestellten anthropologischen
Asthetiken der Epoche eo ipso einen mebr oder weniger einbeitlichen, sich nach inneren Erfahrungsgesetzen entwickelnden, aber nicht
nach AufSen geschlossenen Disknrs darstellen.”



changes in the perception of man since the Age of Enlightenment (in contemporary systems of
philosophy, literature, linguistics, but also physical anthropology in the 18t and 19t centuries). Today's
understanding of anthropological aesthetics, as a study of aesthetic and artistic phenomena, sign and
meaning structures in “natural” nations and communities, is far from the original perception of “human
science”. Therefore, the editors of the volume very productively define anthropological aesthetics over

time, eliminating thus the possibility of misunderstanding or misinterpretation of their intention.
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The second original monograph by Luka$ Makky brings the
results of a research focused on the variable and unstable field
0D ZACIATKU PO KONIEC of definition and definability of art, which in its practice and
A ESTE DALEJ: development is constantly trying to escape from safe
UMEN”E V DEFINICNYCH definitional boundaries. The text is a logical continuation, a
SURADNICIACH deepening and a contextualization of Makky‘s first monograph
(2017), in which he explored the circumstances of the

emergence of art forms in its primeval beginnings. In secking

LUKAS MAKKY

answers about the end or the ends of art, the author starts by
reflecting on the beginning of art and its elastic boundaries in
the 20th and 21th century. For his analysis and
i problematization, the author chooses an impressive theoretical

platform, including structuralism, analytic and evolutionist

L aesthetics, institutional theory, and positions that have

PRESOVSKEJ UNIVERZITY V PRESOVE

anticipated or commented on the end of art (from Hegel to
_ Belting and Danto). The author, however, states that “i is
surprising to what extent the problem of the origin of art is absent in discussions about the end of art” (Makky, 2019, p.
12).

In the chapter about the first art (WHEN, HOW AND WHY IT ALL STARTED) he distinguishes two
lines' of thinking about art within its historical framework. The first line presents an approach in which
the history of art is seen as starting already with pre-historical graphic art. This was made possible by the
first archeological excavations in the 19 century, which expanded the history of art to a period preceding
antiquity. In this way, the identity of the so-called Western art as the sole heir to antiquity is questioned.
The second line of thinking about primordial art is based on artifactuality. The author sets out and
presents, in a rather generous space, two conceptions that supports his attempts at definition. The first
comes from Ellen Dissanayake, who, in an evolutionary perspective, sees art as a specifically behaviour of
human beings as a species, one that has evolved from other activities and that “must have had some internal

motivation or adaptational justification! (Makky, 2019, p. 27). Moreover, iit seems to us that the qualitative
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differentiation between art and non-art as two modes of human activity, as well as the ritualization and
artification from an ethological-evolutionist point of view are, for the purposes of the book, extremely

important and also appealing for the reader. definitely yes

As his second key source for defining art through the prism of primordial art, the author draws on
Stephen Davies. Like Dissanayake and Jerrold Levinson, Davies is an aesthetician who features in many
texts of the author of this book. Together with the structuralists, Davies’ and Dissanayake’s ideas form the
theoretical ground for Makky’s thinking about the origins and ends of art. In particular, the author stresses
the differences and similarities between Dissanayake’s and Davies’ approaches in order to obtain a fruitful
platform to problematize the definition of the origin of art.

“Despite the similarities and simultaneously theoretical competition between Ellen Dissanayake and Stephen

Davies, they seem ideal to illustrate the possible origins of art. In his excamination, Stephen Davies is aware

of a number of facts, e is perbaps intuitively even suspicions of the limits of focusing on the material artefacts

of the past, and also becanse of this he combines this object of investigation with artistic experience and human

bebaviour. What he actually pursues is the way art was created, whereas Ellen Dissanayake concentrated on

its circumstances” (Makky, 2019, p. 41).

The theoretical introduction which investigates the beginnings of art is followed by the chapter ART
AND NON-ART OR HOW TO DISTINGUISH THE CHAIR FROM THE “CHAIR”. The title of the
chapter already hints that the discussion will be pursued on a ‘battlefield” in which artistic practice always
wins (since Manet — if we agree with Bourdieu), which constantly strives for its own transgression and
'escape’ from the safe settlements provided by art theoties. This chapter highlights the difficulty of
defining art by showcasing examples of provocative, transgressive works, as well as by considering some
theoretical approaches that tried to account for the situation of art in the 20% century (Goodman, Kesner,
Aldrich, Chalumeau and others). The author dedicates a separate chapter to the examination of art’s
contextual framework, in which he investigates how artworks’ purposes and functions change in different
historical periods and social settings. The author chooses some notions from Jan Mukafovsky and Nelson
Goodman as the key concepts for problematizing the function of art.

“On the one band, each work of art has a stable place that determines the context, on the other hand it can

be flexible and adapt to the nature of the general structure of which it is only a small part. 1t is as if the

contextually determined moment of the past had different "physical laws' than the overall structure. Two

parallel worlds interconnected, operating on a different principle” (Makky, 2019, pp. 53-54).

The author then addresses the problems raised by institutional theories, as well as the issues we face when
we want to define art as a term. This problem is illustrated by the experiments of Morris Weitz, Berys
Gaut and others. Perhaps the most important obstacle for the task of defining art is its historical character,
and any examination of past phenomena, according to Makky (2019, p. 108), manifests itself “in the present-
past dialectics (one or more), the present and the past human”. Finally, the author gives space to Gaut’s cluster
definition and concludes that both traditional and recent attempts at defining art by setting criteria must
be captured in principle, and — with this we fully agree — it is necessary to “adjust the rules according to which an
object with certain properties can begin to be understood as ar?” (Makky, 2019, p. 112). According to the author, the
advantage represented by the cluster definition is the fact that we can operate with multiple criteria, which
is more appropriate to capture the complexity, dynamics and geographical-cultural diversity of the use and
understanding of the concept of art. To present his own attempt to define art, Makky goes back to his

recent publications and uses a cluster definition of prehistoric art (Makky, 2017, pp. 100-101). He



criticizes this definition and considers its weaknesses when applied to contemporary art, thus arriving at a
revised version. The author argues for the individual points of this cluster through reference to concrete
artworks (by Duchamp, Hirst, Sille and others), thus avoiding speculative theoretical reduction of the
issue. The author also demonstrates his efforts to correct his own ideas and to contextually incorporate his
own definition in the chapter that precedes the final words and summary: Alfernatives to the definition (or
another perspective). In the division of modern art definitions into “a) Lnguistic (discursive) and b) definitional”, he
places himself within the second group, in the attempts to establish criteria for a definition. The reader is
thus lead to criticize the relationship between the two groups, as the attempts at definition are also present
in the focus of the first, discursive position. Attempts at definitions play a 'game', to use Danto’s words: a
game of 'world of art' and become part of an institutional tissue in which art transforms and reformulates

itself as a result of this game.

However, setting some definitional criteria is absolutely necessary for the existence of (art) criticism. When
we discuss the 'ends', like the end of the criticism that has been announced so many times, and we look at
the current situation of journalism, we can conclude that the evaluation aspect of the criticism has
disappeared entirely. However, the need to distinguish art from non-art, like the need to distinguish the
good from the bad, what is true from pretentious, what is prime from what is trash, is gradually felt on the
basis of our talking about art. An effort to differentiate and identify quality seems thus to be the basic
driving force of this book, which ultimately represents a rare attempt to intertwine broadly designed
theoretical resources, not only because of the use it makes of diverse and recent concepts, but also
because of the interconnections it draws between Slovak, Czech and foreign literature, by which there are
also traced international lines of reflection on art, in other words, about its ends. The book also represents
an outcome of the number of activities that in recent years have been developed and presented in Presov’s
aesthetic milieu, giving rise to journal and anthological studies, as well as to conferences aimed at

providing a platform for (international and interdisciplinary) professional discussions.

However, we would like to criticize here the author of the book:
“The unflattering situation in which contemporary art is found is caused by the fact that it was not only
preceded by an artistically dynamic period and that it came after Modernism and Postmodernism and is
basically in a state of hiata and search for itself, which came with Impressionism, but somebow it can never
stabilize to the extent that both the lay and professional public are sufficiently convinced and satisfied. It may
seent 1o the current recipient that such an artistic turbulent period has never existed before” (Makky, 2019,
p. 134).

We do not think that art really finds itself in an unflattering situation, today. Rather, it is art theory and art
history, as part of the humanities, that seem to experience this unflattering situation. What contemporary
art demonstrates, as the enfant terrible of contemporary culture is an ironic and often mocking finger, which
points at the impotence of the 'theoretical tools' by which we 'care’ of art. That is why the self-reflective
nature of this book is so important and necessary in our cultural and academic context. The final part
(THE END OF ART AS THE MILESTONE OF ART HISTORY) represents an ambitious attempt that
perhaps is not fulfilled to the extent promised. The author often reiterates his positivist approach to the
problem, thus avoiding unilateral criticism of the concept in question and atriving to a consideration of
the possible consequences of the existence but also the absence of the end of art. On the one hand, it
must be recognised, to avoid unjustified criticism, that the author 'plays' with multiple, even contradictory,
options. In the end he writes: “[...] when I decided to adopt and accept the concept of the end of art for research purposes
(I was not inclined 1o criticize or defend) |...], I knew that I had to reconsider the history and overall concept of art bistory.



That is why in the perspective of the end of art one can understand its bistory in the three great stages, while the end of
(certain) art is here viewed as a bistorical milestone” (Makky, 2019, pp. 213-214).

He refers to (a) art before art, (b) att before the end of art, and (c) art after the end of art. For the sake of
this classification, he attempts to define 'the last end of art,' namely, when ‘art before the end of art’ was
substituted/replaced/supetimposed by ‘art after the end of art’. Makky’s theoretical approach involves the
normative assessment or determination of the exact moment in which we can talk about the end of art, a
moment that could be the subject of discussion, or even sharp criticism. However, the author avoids the
normative solution when he writes:
“So the end of art was not a matter of hours or days, but years, and I am convinced that, as in 1872
[explaining on the example of Claude Manet's painting Impression — authors' note|, the art world
began to collapse definitively, and nothing conld save it, so equally in 1895 [the invention of film —
authors' note| i comes to a purification of old art. At the beginning of the 20" century, at least the
European scene was ready to build new art and art history conld start again (Didi-Huberman, 2006).
Adding Benjamin's reproducibility, by year 1900 we can define the beginning of art after the end of arf’
(Makky, 2019, p. 180).

By the end, one has the impression that the author is eventually arguing for the reality of the end of art, a
conclusion with which, on the basis of the problems discussed before in the text, it is not possible to
agree. This may lead one to question the whole logic of the findings and even the legitimacy of the
conclusions. However, the entire final part of the publication is merely a working hypothesis, one that
leads the author concludes that there is a kind of dualist opposition of opinions, so that either “(7) The end
of art never occurred, and if so, we do not know abont if. [or - authors' note| (2) The end of art has come so many times
that we have become accustomed to it: smaller ends are at the same time new beginnings that create (or are initiated by) new

Styles and artistic trends; the bigger ones (ends of art) are true bistorical milestones” (Makky, 2019, p. 217).
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Zbornik §tadii Siradnice estetiky, nmenia a kultiry 1V: Studovat
estetifn: Roncepcie, stratégie a sivislosti stidia estetiky na Slovensku a
v zabranicf editorov Mgr. Adriana Kvokacku, PhD. a Mgr. Jany
Migasovej, PhD. svojou témou, ktorda by sa venuje

problematike a sicasnym vyzvam vyucovania a $tddia estetiky,

‘0N UBLPY

S skt B otvara velmi podnetnd oblast, o ktorej je potrebné

SURADNICE ESTETIKY, UMENIA A KULTURY IV i > i itny i 1

ot i IR D VA diskutovat’. Miesto humanitnjch vied v pedagogickom,
STUDIA ESTETIKY NA SLOVENSKU A V ZAHRANIET . . . . C 1. .

vedeckom i verejnom priestore je dnes problematické a tieto

vedy musia kazdodenne obhajovat’ svoje opodstatnenie.
Oblast’ estetiky nie je vynimkou a problematika jej Studia
a vyucovania si zasluhuje pozornost’. Michaela Malickova,
jedna z autorick vtomto zbornfku, vo svojom prispevku

explicitne predklada jeden z aktudlnych problémov, ktorym

A 3HNLIND ONY 14V ‘SOIL3HISIY 40 SILVYNIQH00I

katedry estetiky na Slovensku i v zahrani¢i celia, ked pise, ze

QVOY8Y ONY VIXVAOTS NI XALNOD ONV S3I93LVHLS
‘S1d3IN0J SIIONLS SIILIHISIV SILIHISIV INIAGNLS

aktualna podoba vyucovania estetiky a estetickej vychovy ma
PRESOY SSIN0ZSvo  metodologickych aj  tematickych  benefitov, ktoré vSak

momentdlne nie si dostatocne silmymi argumentmi a motivdciami pre
vysokoskolské stidium, kitoré sa ‘pragmatizuje’ v ineg perspektive, neg v ake ju amyslal pévodny koncept vyulovania
estetickej vichovy. Stidium estetiky vidy klidlo a nadale bude klist’ diraz na celostnii kultivicin osobnosti, tito deviza sa
viak zdujemcom o vysokoskolské Stidinm nexdd byt aktndine dostatolne silnou zdrnkon uplatmenia v praxi (s. 39). Z
uvedenych dovodov vitam pocin editorov tohto zbornika, ktori sa rozhodli pozvat’ zainteresovanych
odbornikov na rovnomennu konferenciu (8. — 9. novembra 2018) a z prezentovanych prispevkov zostavit’
publikiciu mapujucu stav problematiky a ponukajicu vychodiska i inspiracie do budicnosti.

Jana Migasova a Adrian Kvokacka v prispevku Omvdranie diskusie o aktudinych problémoch vyucovania a stidia
estetiky (s. 9—106) predkladaju popis sucasného stavu a predstavuju jednotlivé $tudie. Adrian Kvokacka
v esejistickom prispevku Mobilis in mobile: stidium estetiky v Presove (s. 17—26) ukazuje minulost’ i suc¢asnost’
Institatu estetiky a umeleckej kultary FF PU v Presove, ktoré sa v sicasnosti venuje aj vysoko aktualnym
otizkam estetiky a umenia. Michal Babiak v prispevku Stidium estetiky na Filozoficke fakulte Univerzity
Komenského v Bratislave (s. 27-32) poskytuje pohl'ad na skladbu jednotlivych programov odboru a zaroven

kriticky reflektuje situdciu. Michaela Malickova pokracuje v téme predstavovania modelov vyucovania
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estetiky a v prispevku Iysokoskolskd estetika v kontexte metodoldgie nitrianske Skoly (s. 33—40) poukazuje na
dedi¢stvo Lubomira Plesnika postaveného na pragmatickej estetike a kriticky hodnoti celospolocensku
dehonestaciu kultivacie. Tufan Acil v prispevku Problem of Boundaries in Aesthetic Research (s. 41-52) pracuje
s problematikou ohranicenia v estetike historickym exkurzom, pricom zdorazniuje ulohu estetickej
vychovy, ktord ma byt’ zalozend na prienikoch. Hana Zelendkova v stadii Nitrianska praktickd estetika:
Principy, sicasny stav a perspektivy (s. 53—61) na ziklade odkazu Marty Zilkovej predstavuje konkrétny
metodicky postup kolektivnej reflexie diela na vjucbe estetickych disciplin v Nitre.

Renita Belicova sa v prispevku Hudobné kompetencie a stidinm estetiky (s. 62—72) zameriava na nedostatocni
dotaciu hodin hudobného vzdelavania v nizsich stupnioch vzdelavania a s tym stvisiace problémy pri
studiu  hudobno-estetickych predmetov na univerzitich a zaroven ponuka konkrétne riesenie tohto
problému. David Kozel svojim prispevkom Hudebni estetika jako soucdst studia wiitelstvi hudebni vychovy na
Pedagogické faknlte Ostravské univerzity (s. 73-78) rovnako poukazuje na nedostatky v kompetenciach
univerzitnych studentov, ktorych priciny je mozné hl'adat’ uz v skorsich stupnioch vzdelavania a poukazuje
aj na nedostatky v skladbe predmetov na vysokych skolach. Juraj Malicek a Martin Boszorad v prispevku
Studovat’ popkultirn? Koncepino-strategické, metodologické a kontextudlne pozndmbky k popkultirnym Stididm (s. 79—
86) poukazuju na ciele, ktoré sleduji vo vyucovani popkultiry, aby pomohli studentom na ich ceste

k sebapoznaniu a pochopeniu vnitornych kvalit ¢cloveka.

Slavka Kopcakova v prispevku Tvorba ulebnych materidlov na Institite estetiky a umeleckej knltiiry Filozoficke
fakulty v Presove za uplynulii dekddn 2007 — 2017 (s. 87-98) predstavuje zhrnutie ucebnych textov a ucebnic
na IEUK FF PU v suvislosti s vjvinom ucebnych materidlov na Slovensku. Miron Pukan sa v stadii
Divadelny workshop v interferencii medzi kognitivno-didaktickym a estetickym aspektom (s. 99—112) ststredi na
$pecifikum presovského akademického zivota, ktorym je Studentsky divadelny festival Akademicky
Presov, a pozornost’ upriamuje na divadelné workshopy na tomto podujati. Eva Kusnirova z rovnakého
pracoviska v prispevku Tworivd dramatika ako sitast’ skladby disciplin Studijnébo programu estetika (s. 113-122)
ukazuje predmet Tvoriva dramatika ako priklad konkrétnej stratégie vyucovania, ktory dokladuje aj na

priklade interpretacie hry Pygmalion G. B. Shawa.

Eva Parildkovd sa v $tudii Estetickd skisenost’ a veterné miyny postmedidlnel a postfaktudlne spolocnosti: Diagndza a
vizia zmyshu estetiky v kontexte nitrianskey recepinel Skoly (s. 123—1306) zameriava na zaujimavy koncept estetiky
,offline®, ktord sa javi ako vel'mi potrebna v dnesnej upondhlanej dobe, ktora nepraje premyslaniu
v pokoji ¢i pozastaveniu sa nad niecim. Prinosom stidie je aj navrhnutie postupov ako tento koncept
vyuzit’ na niektorych vyucovacich predmetoch. Alexandra Hudacova v prispevku Umenie edukdcie Johna
Deweyho (s. 137-144) rozobera Deweyho filozofiu vychovy a poukazuje na jej aktudlny potencial
v edukacii. Michaela Pastekova sa v stadii Pozicia estetiky na akadémidch nmenia (s. 145-150) venuje
kritickému rozboru tohto problému, pricom poukazuje na nefunkénost’ diachréonneho modelu vyucby

estetickych koncepcif.

Lisa Giombini ajej ptispevok Authenticity Lies in the Eye of Beholder: Aesthetics and the Principles of Art
Restoration (s. 151-162) predklada problém autenticity umeleckého diela a skima ho v kontexte
reStauratorstva umeleckych diel. Stefan Hasko v prakticky ladenom prispevku K interpreticii a obhajobe
umeleckébo diela (s. 163—178) kriticky hodnoti prax, ked studenti umeleckych odborov maji ,,obhajovat™
svoje umelecké diela. Tento stav hodnoti ako nevhodny, kedze umelecké dielo by, zjeho pohladu
a odvolavajuc sa na Kanta, Schopenhauera a Wittgensteina, nemalo byt’ vysvetlované. Lukas Makky sa
v prispevku Uvaha nad miestom prebistirie v $tidin estetiky (s. 179—188) venuje opodstatnenosti zaradenia

pravekého umenia medzi predmety, ktoré st sucast’ou studia estetiky a prinasa hodnoverné odévodnenie.



Jana Migasova v prispevku Swcasné vyzpy pre ucenie dejin vytvarného nmenia (s. 189—198) pontka podlozené
vysvetlenie toho, preco je nutné disciplinu Dejiny vytvarného umenia povazovat’ za nevyhnutnd sucast’
kurikula, ktord v$ak nema byt iba ,povinnost’ou®, ale ma skuto¢ny potencidl ziskavania schopnosti

a zruénosti Studentov ako aj potencial pomoct’ pri chdpani a reflektovani vlastnej identity.

Konferenény zbornik Siradnice estetiky, umenia a kultiry IV Studovat’ estetiku: koncepcie, stratégie a sivislosti
Stildia estetiky na Slovenskn a v zabranif je podnetnym ¢ftanim. Ponuka komplexny pohlad na problematiku
vyucovania a $tadia estetiky na vSetkych slovenskych pracoviskich a ponuka aj pohlad na situiciu
v zahrani¢i. Autori sa od zhodnotenia situcie a predstavenia problémov, ktorym v edukacnom procese
Celia, snazia dostat’ aj k navrhom riesen{ problémov, ktoré so sebou stidium a vyucba estetiky prindsa. Nie
st nekriticki voci sucasnosti, si si vedomi prekazok, ktoré im dne$nd doba zamerana na vykon a dspech
prinasa, no napriek tomu zich prispevkov necitit’ ani naznak rezignicie. Predkladany zbornik je
nepochybne jednym z prvych krokov pri tak vel'mi potrebnej diskusii o §tddiu humanitnych predmetov —

jeho analyze, kritike, vizidch ¢i stratégidch a vaimam ho ako vel'mi dobry signal do budicnosti.
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