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Adorno v Ceskoslovensku: hudba,
teoria, estetika

Vladimir Fulka

The aim of this paper is to examine how Adorno's aesthetic and musicological thinking was received in
Czech and Slovak musicology in the decades between the 60s and the 80s. The focus is on the Czech and
Slovak translation of some of Adorno’s musicological treatises and lectures — especially those
concerning his views on the Second Vienna School and the musical poetics of its immediate successors —
which were published in former Czechoslovakia. The study offers an interesting perspective on
Adorno’s relatively unknown lecture Form der neuen Musik (1965) and its related, although not identical,
Czech version Formové principy sticasnej hudby [Formal Principles of Contemporary Music] (1966) as well
as on his discussion with some Slovak composers and musicologists published as Dnes je mozné iba
radikdlne kritické myslenie [Today, Only Radical Critical Thinking is Possible] (1967). The study also
considers other scientific texts by Adorno in relation to the above-mentioned translations of his works.
The analysis, reflection, and interpretation of Adorno’s works in former Czechoslovakia, as well as their
contemporary reception, turn out to be sporadic in the examined period. The purpose of this research is
to revive awareness of their significance and to give a new impulse to their reassessment within the
current musicological and philosophical reflection. | Keywords: Dodecaphony, Serialism, Atonality, Non-
Formal Music, Aleatoric Music, Neoclassicism

1 Adornove darmstadtské a iné predndsky o novej hudbe v ceskej
a slovenskej muzikologickej publicistike

Na zédklade dlhodobého béadania bolo ciefom naSich prechadzajtcich
publikovanych textov medzi rokmi 2014 — 2020 predstavit spektrum tém, ktoré
do svojej filozofie hudby zahrnul Th. W. Adorno, vyjadrujic sa k otdzkam
hudobnej sociolégie, hudobnej filozofie, hudobnej estetiky a literattry (pozri
blizsie Fulka 2014a, 2014b, 2020). Uplatnili sme pritom Sirs$i esteticko-
filozoficky rdamec alebo kontext témy dany Adornovou prislusnostou
ku marxistickej Frankfurtskej filozofickej Skole. Tato optika umoznila pomerne
koncizne zhodnotit texty spristupnené v ceStine a slovencine a ich recepciu

Sttdia je vystupom grantového projektu VEGA ¢. 2/0116/20 Osobnost a dielo v dejindch hudobnej
kultiiry 18. — 20. storocia na Slovensku (2020-2023) rieseného v Ustave hudobnej vedy SAV.
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v Ceskoslovensku od 60. rokov 20. storo¢ia po osemdesiate roky 20. storocia.
Sucastou obozndmenosti s teoretickymi pracami Adorna bola aj Ciastocne
»hegativna“ reakcia na jeho myslienky. Navonok sa prejavovala ako pausélne
odmietava kritika ovplyvnena marxisticko-leninskou filozofiou resp. sidobymi
politicko-kultdrnymi podmienkami a z nich vyplyvajicimi obmedzeniami
v slobode vedeckej tvorby a vyjadrovania myslienok.

V nasledujtcich Gtvahach sa sustredujeme na Adornove muzikologické texty
resp. publikované predndsky, ktoré boli prelozené do ceského
alebo slovenského jazyka a publikované v muzikologickych casopisoch v 60. —
80. rokoch 20. storoCia.! Na povojnovych kurzoch stcasnej hudby
v Darmstadte-Kranichsteine bol Adorno vnimany ako velka autorita. Impulz
k jeho pozvaniu prisiel od francizkeho skladatela seridlnej hudby René
Leibowitza. Adorno sa zdcastnil na darmstadtskych kurzoch v obdobi medzi
rokmi 1950 a 1966 osemkrat a predniesol tam dovedna péat prednasok (Adorno
2014).2 V Ceskej a slovenskej publicistike boli z tychto predndsok publikované
v preklade poOvodné lektiry o Druhej viedenskej Skole a serializme,
o hudobnych formach, ale aj o perspektivach novej hudby.

Adornov status v Darmstadte bol v§ak ambivalentny, ba az paradoxny. Adorno
bol svojou estetikou avantgardy inSpirdtorom vzniku darmstadtskych kurzov
novej hudby. Implikdciami Adornovej estetiky u P. Bouleza a K. Stockhausena
bolo zavrhnutie tradicie v hudbe en bloc, ale Adorno s ich radikalizmom
nesthlasil. Voci seridlnej hudbe bol ostro kriticky, ale voc¢i hlavnym
protagonistom Darmstadtu prejavoval aj reSpekt a uznanie, hoci ich hudba bola
akoby za hranicami jeho ‘hudobného kozmu’. V zdhlavi Adornovej eseje Form in
der neuen Musik je venovanie prave P. Boulezovi (Fiir Pierre Boulez), hoci sa tu
nevyhyba ani kritickejSiemu hodnoteniu mladého franctizkeho skladatela.
Kriticky postoj k seridlnej hudbe zaujal Adorno aj vo svojej bratislavskej
prednaske Formové principy sticasnej hudby (1966), kde sa odvolal na svoju
povestnu prednaska Vom Altern der neuen Musik (O starnuti novej hudby, 1954).
T4 vsak neodznela v rdmci darmstadtskych kurzov, ale v hessenskom rozhlase
v roku 1954 (Adorno 1958). Prednéaska proti seridlnej avantgarde vyvolala
v Darmstadte burlivé reakcie.> U nds bola prakticky neznama. Jej vyznam
spocival v tom, ze bola prvym sformulovanym prejavom Adornovho esteticko-
filozofického sporu o serializmus v Darmstadte.* Podobne, rozsiahla
darmstadtska prednaska Kriterien der neuen Musik (Kritérid novej hudby, 1957)
publikovand len v nemcine (Adorno 1997h), vytvara mozné doplnujice

1 Ide najméd o tzv. darmstadtské prednasky, ale aj prednasky, ktoré sa realizovali priamo
v Ceskoslovensku.

2 Konkrétne ide o predndsky: Der junge Schénberg (1955), Schonbergs Kontrapunkt (1956),
Kritezien der neuen Musik (1957), Vers une musique informelle (1961), Funktion der Farbe in der
Musik (1966).

3 Adornovo vystipenia v Darmstadte svedCia o tom, ze darmstadtskd hudobna avantgarda bola
rozporuplnym a nie bez vyhrad prijimanym kultirnym fenoménom.

4 O to prekvapivejSie je, Ze u vyborne jazykovo vybavenych cCeskoslovenskych muzikologov
(najma Co sa tyka nemeckého jazyka povazovaného za ligua franca socialistického tdbora)
presla bez povsimnutia, navyse, ak vieme doloZit, ze v slovencine publikovanych Adornovych
textoch bola zmienend, napr. v bratislavskej prednaske.



kontexty s témami prednasok zverejnenymi v prekladoch v Ceskoslovensku
vo vymedzenom obdobi.

Z hladiska predmetu nasho zaujmu Specifické postavenie ma darmstadtska
prednaska Form in der neuen Musik (1966) (pozri Adorno 1966, 1997e).
Neodznela vsak na darmstadtskych semindroch, ale v radmci vedeckého
sympodzia realizovaného v Darmstadte v roku 1965.° Jej ndzov je takmer
zhodny s prednaskou Formové principy sticasnej hudby v Bratislave v roku 1966
a bola publikovand v rovnakom roku ako Adornova povodna nemecka
prednaska. Adornova predndska v Darmstadte bola zrejme predlohou
bratislavskej prednasky, aj ked oba texty nie s celkom totozné.

Za velmi vplyvny vedecky text publikovany v Ceskoslovensku mozno povazovat
aj Cesky preklad Adornovho programového estetického manifestu Vers une
musique informelle (K neformdlnej hudbe, 1960). Do tematického okruhu lektar
publikovanych u nas patri prednaska O niektorych tazkostiach pri komponovani
hudby v sticasnosti (Adorno 1965a), povodne stddia s ndzvom Schwierigkeiten I.
Beim Komponieren (Adorno 1965b), ktora vsak nie je darmstadtskou
prednaskou, ale rozhlasovou prednaskou, ktord odznela v brémskom rozhlase
(porov. Adorno 1965c, 1997i). Z Adornovych prednasok boli teda prelozené
a publikované u nas celkovo iba dve: v CeStine Vers une musique informelle,
pod poévodnym nazvom a dedikiciou v ceskom jazyku vo forme podnadpisu
Pamadtce Wolfganga Steineckeho (Adorno 1970b) a v slovencine O niektorych
tazkostiach pri komponovani hudby v sticasnosti (Adorno 1965a). Nemozno ich
vSak obist v savislosti s darmstadtskymi prednaskami, pretoze s nimi
kontextovo organicky stvisia.

2 Adornova prednaska Vers une musique informelle

Manifest Vers une musique informelle (K neformdlnej hudbe, 1960) ma medzi
Adornovymi textami o seridlnej, avantgardnej a aleatorickej hudbe podobny
status ako text Vom Altern der neuen Musik (1954). Je to vasniva a osobne
zaujatd polemika s novou hudbou a s jej bytostnou podstatou,
v protiklade s vecnymi a nezainteresovanymi technickymi analyzami
v muzikologickej literattre.®

Esej-manifest-prednaska Vers une musique informelle povodne odznela uz
v roku 1961. Je to jeden zo sudobo najdiskutovanejsich textov neskorého
Adorna. Pojem musique informelle, ktory Adorno adaptoval z moderného
maliarstva (art informelle), bol potom pouzity najmi v stidiach o A. Bergovi.
Symbolické franciizke pomenovanie nemeckého manifestu bolo zo strany
Adorna symbolickym gestom a holdom francuzskej kulttre, prezentovany ako
~maly projev diku zemi, v niz tradice avantgardy je zajedno s obcanskou
odvahou k manifestu.“ (Adorno 1970b, s. 8-9) Vsetky Adornove darmstadtské

5 Zbornik Darmstddter Beitrdge X (Thoma, 1966) s prispevkami z rovnhomennej muzikologickej
konferencie Form in der neuen Musik obsahoval aj texty G. Ligetiho, M. Kagela,
R. Haubenstock-Ramatiho a E. Browna.

6 Adorno (1970b). Prednaska bola dedikovand pamiatke Wolfganga Steineckeho, vyznamného
nemeckého muzikoldga a hlavného iniciatora Darmstadtskych kurzov.



prednasky st polemikou s darmstadtskou avantgardou, rovnako aj
polemikou s A. Webernom. V darmstadtskych textoch zaznieva volanie
po ‘oslobodenej hudbe’, po musique informelle. Manifest je pokra¢ovanim
‘sporu’ s dodekafonickou hudbou, ktory zacal uz v Adornovej Philosophie der
neuen Musik (Adorno 1949) a potom v prednaske Vom Altern der neuen Musik
(Adorno 1958).”

Prednaska Vers une musique informelle je o hudbe, ktora by mala byt a ktora
vlastne uz v urcitej podobe bola a treba sa ku nej vratit ako k urcitému
yshudobnému idedlu“. Adornova definicia ,neformélnej hudby“ v ceskom
preklade, evokujica akoby univerzalny filozoficky problém fenomenoldgie,
znie:

Je ji minéna hudba kterd odhodila vSechny formy jeZ v poméru k ni byli

vnéjsi, abstraktni, strnulé, ktera vsak — dokonale osvobozena od vseho,

co na ni bylo vklidano jako heterogénni a cizi — se objektivné

konstituuje ve fenoménu, nikoliv v téchto vnéjsich zakonitostech.
(Adorno 1970b, s. 9)

Musique informelle ma byt protikladom hyperorganizacie a kontroly v hudbe,
jej raciondlnej manipulécie, ktora chce mat vsetko pod absolitnou kontrolou.
Podla Adorna ,prokonstruovand totalita® (Adorno 1970b, s. 11) mala byt
synonymom prirodovednej kauzality a logiky v hudbe, ale zaroven indikovala
nevyhnutné smerovanie hudobného vyvoja. Pre Adorna je potom dosledkom
serializmu serialistami proklamovana eliminacia skladatelského subjektu,
snaha o desubjektivizaciu hudobnej vypovede.

S podobnym formulovanim problému modernej hudby ako racionalizacie
hudobného subjektu sme sa uz stretli v Adornovej Philosophie der neuen Musik
(1949), v ktorej sa Adornov povestny vyrok o strate slobody a nadvlade
materialu vztahoval na A. Schonberga a A. Weberna:

Das Subjekt gebietet iiber die Musik durchs rationale System, um selber
dem rationalen System zu erliegen. [...] Aus den Operationen, welche
die blinde Herrschaft des Stoffs der Tone brachen, wird durchs
Regelsystem zweite, blinde Natur. (Adorno 1969, s. 67)

Predndska Vers une musique informelle bytostne suvisi so suddobo
mienkotvornou monografiou Philosophie der neuen Musik, v ktorej bola idea
neformélnej hudby anticipovand v suvislosti s ,heroickym decéniom®
preddodekafonickej atonalnej hudby u A. Schonberga a A. Weberna od roku
1910 do 1920. Bola to vsak predovSetkym hudba A. Berga ktord Adornovi
zvrchovane naplnhala idedl musique informelle (Schweiger 2009). Podla
Adornovho manifestu, neformdlnym tendencidm slobodnej hudby v atonalite
sa postavila do cesty Schonbergova dvanasttonova kompozicnd metdda, ¢i skor
jej ultraortodoxné ponatie u nasledovnikov, ktori sa k tomuto dedi¢stvu hlasia
v mene problematickej novej objektivity. Podla Adorna (1970b, s. 10) je

Tento text mozno povazovat za esteticky manifest ¢i programovy dokument novej hudby,
porovnatelny s vplyvnym manifestom F. Busoniho Entwurf einer neuen Asthetik in der Tonkunst
(1907), ako ,,avodom“ do estetiky ,,novej“ hudby. Manifest-esej Vers une musique informelle je
viziou novej ,neformalnej“ hudby, ktora by bola alternativou serializmu, viziou slobodnej ¢i
skor oslobodenej hudby.



nevyhnutné vratit sa od prisneho hudobného determinizmu dodekafénie
k volnej atonalite:

Vzhledem k fingované hudebni objektivité je tfeba znovu obnovit
proces, ktery Schonberg zbrzdil, kdyz jej zdanlivé svym genidlné novym
principem hnal kupfedu. Ideje svobody, svobody bez jakychkoliv
ustupka, by se méla chopit znovu neformalni hudba.®

Podla filozofa je pre neformdlnu hudbu charakteristicky kompozicny
nominalizmus, prevaha detailu a jednotlivého nad vopred danym celkom,
zvlastneho v protiklade ku vSeobecnému.’® O kompozitnom nominalizme
v tomto zmysle hovoril Adorno v stvislosti s kontrapunktom v stadii Die
Funktion des Kontrapunkts in der neuen Musik (Adorno 1997d).

Manifest prichddza nielen s pojmami vsSeobecného a zvlastneho, ale
aj s pojmami kauzality, objektivity a subjektivity, determinizmu,
indeterminizmu, antinémie zavdznosti a slobody. Musique informelle je
v rozpore s fetiSizmom a so zvecnenou racionalitou dvandsttonovej
organizacie. Hudobno-teoreticka argumentacia v prednaske Vers une musique
informelle sa tak prelina s esteticko-filozofickou argumentaciou inspirovanou I.
Kantom, F. Hegelom, ako aj s neomarxizmom Frankfurtskej filozofickej skoly
v Adornovej knihe Dialektik der Aufkldrung (1947), ktori napisal spolu s Maxom
Horkheimerom. V jej intenciach, komponovanie podla algoritmov (patterns)
v serializme je prejavom univerzalnej a skrytej tendendencie robotickosti,
mechanickosti burzoaznej spoloc¢nosti: ,,V robotském podilu se projevuje néco,
co tkvi skryté v celé burzoazni hudbé, totiz aspekt zvécnelé racionality
viibec.“ (Adorno 1970b, s. 27)

Adorno vo svojom manifeste citoval Schonbergovu odpoved D. Milhaudovi,
v ktorej Schonberg vyjadruje pochybnost, ¢i mladd generacia
serialistov s dvandstténovym systémom aj skuto¢ne komponuje, ¢i nechce, aby
tento systém ,komponoval za nich“:

VSechno se v ném branilo proti tomu, Ze by tény samy ze sebe mohli
komponovat, nebo dokonce Ze by jejich Cistd existence byla smyslem
hudby. (Adorno 1970b, s. 15)

V elimindcii kompozitnej nadstavby bola podstata sporu medzi Schonbergom
a serializmom, ale aj sporu medzi Adornom na jednej strane a Cageovou
aleatorikou na druhej strane:

Cage, jak se zda prisuzuje - snad v souvislosti se zenbudhismem - ténu
zbavenému veskeré domnélé nadstavby metafyzickou silu. Predstava
o destrukci nadstavby je vsak prirodovedecka, at uz tak, Ze vyloupneme
akustickou podstatu ténu, nebo ze se — v principu ndhody — sverime
poctu pravdépodobnosti. (Adorno 1970b, s. 17)

Adorno sa vo svojom manifeste odvolédval na Stvrtténové kompozicie Ceského skladatela
Aloisa Hébu ako anticipujtice jeho musique informelle, presnejsie na Hibom proklamovany
»slobodny hudobni sloh* (Musikstil der Freiheit).

Aspektu ,nominalizmu“ v Adornovom Vers une musique informelle je venovand S$tudia
M. Zencka (1978, s. 140), ktory uvadza: ,Dies Moment der Rebellion des Einzelnen gegeniiber
einem vorgegebenen Formganzen hat Adorno als nominalistische Tendenz aller
neuzeitlichen Musik gekennzeichnet.”



V Cageovej hudbe ide o vzdanie sa kontroly hudby subjektom, co vyjadruje
Adorno (1970b, s. 27) slovami o potrebe ,nechat ji rast, nezasahovat do ni
v nadéji — podle Cagea - ze tim promluvi nikoliv Webern, ale tén“. Tato
tendencia v estetike Darmstadtu, v kontradikcii s ideou musique informelle,
smerovala ku konvergencii povodne nezlucitelnych protikladov serializmu
a aleatoriky. !0

Obsah prednasky intenzivne rezonoval medzi skladatelmi a teoretikmi
v darmstadtskych diskusiach, coho prikladom je neskorSia Studia P. Bouleza
Penser la musique aujourdhui (1963) ako uvadza Zenck (1978, s. 156—157).
Spomedzi ucastnikov darmstadtskych seminarov to bol popri Boulezovi
predovsetkym madarsky hudobny skladatel Gyorgy Ligeti, s ktorym Adorno
zdielal ideu musique informelle. Spolo¢né bolo aj ich presvedc¢enie o zblizovani
sa povodne proklamovanych absoldtnych protikladov dodekafonie a aleatoriky.
Reflexie formy konvergovali s Adornovou musique informelle v Ligetiho stadiach
Wandlungen der musikalischen Form (1958) a Form in der neuen Musik (1966).
Adornov koncept musique informelle ovplyvnil aj Ligetiho orchestralne
kompozicie Adventures (1962) a Nouvelle Adventures (1965).!' Ucastnik
darmstadtskych kurzov, skladatel Gianmario Borio, vychadzajic z Adornovho
manifestu, navrhol vlastni esteticki tedriu a hudobni analyzu vo svojej
neskors$ej knihe Musikalische Avantgarde um 1960.'>

3 Prednaska O niektorych tazkostiach pri komponovani v sticasnosti

V roku 1965 vysla v periodiku Slovenskd hudba Adornova stidia O niektorych
tazkostiach pri komponovani v sticasnosti ako preklad prednasky Schwierigkeiten
beim Komponieren prednesenej v brémskom rozhlase v roku 1964 (Adorno
1965a, 1965Db).!® Filozof v nej Cerpal podnety a inSpiracie z literdrnej eseje
nemeckého dramatika Bertolta Brechta Fiinf Schwierigkeiten beim Schreiben der
Wahrheit (1935). Esej ortodoxného marxistu-leninistu Brechta obhajovala
funkciu umenia ako ideolégie, propagandy v triednom boji proti kapitalizmu
a fasizmu, politickej angazovanosti umelcov, ktori nemézu zostat apoliticki.

Podla Adorna (1965a) hudbu ohrozuje narastajici ideologicky charakter
praktizovany v socialistickej kulttire. Tento ideologicky charakter je tzko
prepojeny s pouzitim tradi¢nych vyjadrovacich prostriedkov umenia, ako
aj s opoziciou proti radikdlnym avantgardnym postupom v mene tradi¢nych
postupov. Tradicionalizmus v povazuje za stucast ideoldgie. Objavuje sa tu tiez
jedna zo zakladnych Adornovych paradigiem, podla ktorej progresivna hudba

Ozvenu Adornovej polemiky s Cageom v prednaske Vers musique informelle mbzeme pocut aj
v jeho bratislavskej prednaske.

"' Ligetiho recepcia Adornovej musique informelle bola vychodiskom jeho analyzy a kritiky

kompozicie K. Stockhausena Klavierstiick I (1952). Pozri blizSie Ligeti (1966, s. 31) a porov.
Zenck (1978, s. 153).

Pozri blizSie Borio (1993). V tejto stvislosti Pudldk (2011, s. 29) poukaZU]e na suavislost
so skladbou Wolfganga Rihma a na jeho adornovské inSpiracie v orchestralnom cykle Vers une
symphonie fleuve (1992-2000) evokujicou ndzvom titul prenasky Th. W. Adorna.

12

3 Slovensky preklad eseje vysiel v Adornom revidovanej a autorizovanej verzii, ako na konci

Stadie uvadza prekladatelka Neumannova.



musi byt hudba radikidlne novd, modernd a avantgardna (hoci paradoxne
napokon ohrozend zideologizovanim), c¢o Adorno (1965a, s. 355)
deklaruje s rozhodnostou slovami: ,Pohybovat sa hudobne v rdmci tradicie je
objektivne predzna¢enou nemoznostou.”

Zo skutocnosti zotrvavania hudby v tradi¢nych paradigmich filozof odvodil
dalsiu paradigmu modernej hudby: disproporciu, nesilad medzi objektivnym
stavom hudby a subjektivnou muzikalitou, medzi rozvojom technickych
produktivnych sil a sposobmi ludskej reakcie. Podla nej, niektori skladatelia
nestacili reagovat na inovdcie a zabrzdili tak vo vyvoji sami seba. Adorno videl
v tomto jave analdgiu hudobnych a celospolocenskych disproporcii, nestladu
technickych produktivnych sil a spoloCenského vedomia (schopnostami vyuzit
a kontrolovat tieto sily). V ramci formulovaného esteticko-filozofického
problému Adorno videl disproporciu a rozporuplnost u skladatelov ako
R. Wagner, B. Barték, P. Hindemith, R. Strauss, ale napokon predovSetkym
u skladatelov avantgardnej hudby.

V sucasnosti sa nesmierne zvacsila diskrepancia medzi subjektivnym
stavom komponovania a vyvojom spojenym heslami ako integralny
kompozi¢ny postup a elektronika. Medzi kompozi¢nym subjektom
a kompozicnou objektivitou sa otvorila priepast. (Adorno 1965a, s. 356)

Identicky problém Adorno nastolil v stvislosti s tvorbou B. Bartdka aj v diskusii
so slovenskymi muzikologmi a skladatelmi v Bratislave v roku 1966.

Brechtova esej bola pre Adorna podnetom, aby nastolil otdzku, ktorej zdrojom
je pojednanie Dialektik der Aufklirung. (Adorno 1947) Ide o ot4dzku bytostného
statusu hudby a umenia, ich prisposobivosti voci spoloCenskym ¢i mocenskym
narokom, poziadavkdm ucelovosti a konformnosti, vo¢i poziadavke plne sa
integrovat sa do vonkajsieho sveta a byt s nim kompatibilny. Podla takto
nastolenej filozofie kompozicie vSak umenie a hudba maji byt v bytostnom
antagonizme s vonkajsim svetom. Vsetko, o sa odohrava vo vyvoji umenia
a hudby je sublimovanou podobou dejinno-spolocenskej dynamiky. (Adorno
1947) Aj v umeni a hudbe sa odohrava zapas oslabeného subjektu v snahe
vymanit sa z tlakov heterondémnosti a racionality, ako konstatuje Adorno
(1965a, s. 358): ,Hudobné dejiny poslednych Styridsiatich rokov zdaji sa mi
histériou pokusov o hudobné odbremenovanie.“ Adorno sa tym opat vratil
ku pricindm vzniku dodekafénie a serializmu A. Schonberga, A. Berga
a A. Weberna, ndsledne sa mu v eseji Vers une musique informelle vynara vizia
oslobodenej hudby.

4 Ceské preklady stadii Th. W. Adorna o A. Bergovi a A. Webernovi

Darmstadtské prednasky tematicky savisia s mnohymi clankami, esejami
a Stadiami uZsie zameranymi na problematiku atonality a dodekafénie v hudbe
autorov Druhej viedenskej Skoly. Prelinaji sa aj so schonbergovskym
pojednanim Philosophie der neuen Musik (1949) a napokon aj s poslednou
Adornovou monografiou Berg. Der Meister des kleinen Ubergangs (1968). Ako
jedind prednaska tohto zamerania, preloZzena do ceStiny, sa obajvuje Studia
Alban Berg, Anton Webern, Bergovy skladebné technické prinosy (1970). Nemecky



origindl ma takmer identicky nazov Bergs kompositionstechnische Funde
(Bergove kompozicno-technické objavy, 1961). Pri porovnavani tychto a dalsich
textov zistime, ze v pripade prekladu I. Vojtécha ide vsak nielen o obsahovy
vytazok zo Stadie Bergs kompositionstechnische Funde, ale text je skombinovany
do jedného celku este s dal$imi dvomi textami filozofa z Adornovho suboru
prac Klangfiguren (p6v. 1959), a to Adornovymi esejami Alban Berg a Anton von
Webern.

Esej Bergs kompositionstechnische Funde je z neskorsieho Adornovho zbornika
Quasi una Fantasia (1963).14 VSetky tri eseje st prezentované ako jedna esej
v troch segmentoch, vSetky figuruji v nazve jednotného Cceského textu.
U Adorna povodné skompilovanie tychto nemeckych textov do jedného textu
nepozndme, pravdepodobne ho pre C¢esky preklad autorizoval.!® Ucelom
kombindcie troch textov bola zrejme SirSia komparacia a konfrontacia Berga
a Weberna, a napokon je to aj konfrontacia s ich ucitelom A. Schonbergom,
ktory tu vsak stoji skor v pozadi. Konfrontaciou tvorby Berga a Weberna sa
kompilacny text priblizuje Adornovej ranej stadii v angliCtine Berg and Webern
— Schonberg’s Heirs. (Adorno 1997c)

Vsetko, o Adorno o Webernovi napisal v monotematickych pracach
zameranych na kompozi¢né usilie svojho nasledovnika predstavuju Styri
mensie esejistické texty venované Webernovym ranym atonalnym skladbam,
vratane textu ktorému tu venujeme pozornost, a tiez porovnavacej eseje Anton
von Webern (1932).1° Impulzom Adornovho zvySeného zaujmu o Weberna bolo
prave darmstadtsko-kranichsteinské féorum, kde bol na konci vojny zosnuly
skladatel predmetom osobitnej pozornosti ako ‘duchovny otec’ a priamy
predchodca seridlnej hudby.!” Adorno vsak nesthlasil s ich stotoznovanim
sa s Webernom, ktory v organizécii materialu nezasiel tak daleko ako serialisti.

Adornova esej Alban Berg, ktorou Ceska verzia Adornovych textov zacina, ma
na zaciatku charakter vyznania, osobnej spomienky na Berga, ktory bol nielen
jeho ucitelom, ale aj priatelom. Bergova hudba mu bola mentalne najblizsia a
bol nim najviac ovplyvneny ako hudobny skladatel. Adorno (1997c) svoj pohlad
prezentuje cez hibkovu sondu a prienik do skladatelovho Zivota, osudu,
osobnosti, psychologicko-ludského typu, determinujicich jeho hudbu, jej
recepciu, jeho prijatie, ¢i neprijatie, do eur6pskej kulttry.'® Podla Adorna, Berg
sa fyzicky aj mentdlne podobal na anglického spisovatela-estéta Oscara
Wildea, ¢o vyjadril zvlastnym konstatovanim (Adorno 1970a, s. 402): ,Jeho
afinita k novoromantizmu a esteticizmu ho utvarela az po fragilni fyzickou

14 Vsetky tri texty si novodobo publikované v Adornovej edicii Gesammelte Schriften, Bd. 16,

Musikalische Schriften (pozri blizsie Adorno 1997a, b, d, e, h, j).

15 Vydanie menovanych pric o skladateloch druhej viedenskej Skoly bolo prispevkom k jej
recepcii v ceskom a slovenskom hudobnom povedomi.

16 Analytické poznamky k Webernovi st vsak roztrisené vo vsetkych darmstadtskych textoch,
ktoré v nasej studii zmienujeme.

17 7 darmstadtského féra vzislo aj vydanie periodika Die Reihe (1955), ktoré bolo celé venované

A. Webernovi (hoci do periodika Adorno neprispel).

18V pripade Berga je to Jugendstil, secesia, atmosféra fin de siécle, atmosféra estétstva, ktord sa,
podla Adorna, odrazila na jeho krehkom ludskom type.
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existenci.“ Adornovi teda neslo iba o hudobno-historicki determinovanost
hudby, a kedze pocas svojho sStidia absolvoval prednasky zo psychoanalyzy
(obdivoval Siegmunda Freuda), jeho estetika ma aj psychoanalyticky rozmer.
Prejavilo sa to nepochybne v hibkovo-psychologickych vykladoch Bergovej
hudby, ked v stvislosti s Bergovymi operami Wozzeck (1925) a Lulu (1937)
hovoril o sublimacii pudovosti, potlacujicich mechanizmoch, tizbe po smrti.
Uvahy st zaloZené aj na psychoanalytickej konfrontdcii Bergovych
a Wagnerovych opier, ked Adorno (1970a, s. 402) rezultuje:
Avsak to lidské, jeho expresivni obsah je pravym opakem Wagnera

s nimiz ho hruby sluch zaménuje. Chorobna posedlost Bergovy hudby
neplati vlastnimu Ja. Nemifi k narcistnimu sebezbozsténi.

Adornova esej nam v mnohom moze pripominat psychoanalytické eseje
Thomasa Manna o R. Wagnerovi. Je priznacné, ze len ojedinele, marginalne, ¢i
skor v podtexte sa v jeho estetickych Givahach objavuje pojem dvandstténovej
techniky, ktory v tomto zmysle akoby nevycerpaval podstatu Bergovej hudby.
Vyroky o Bergovej konStrukcnosti a prekalkulovanosti, integralnom
komponovani s charakteristickych zmyslom pre hustotu, mikrodetail
a preartikulovanost obsahovo rezonuji s jeho darmstadtskymi prednaskami,
najma s prednaskou Form in der neuen Musik (1966). ,,Pfes korenné propletenou
hustotu svého Ustrojenstvi a komplementarné k oné hustoté je Bergova hudba
proartikulovana az do posledniho ténu“ (Adorno 1970a, s. 403). V tektonickej
charakteristike Bergovej hudby je pritomny fenomén hudby ,malych
(nepostrehnutelnych) prechodov®, ,infinitezimalneho principu“!®, povedané
matematickou terminolégiou. Formovo-tektonicky dynamizmus ,malych
prechodov® Adorno neskdr pouzil v nazve monografie Berg. Der Meister des
kleinen Ubergangs (1968). Adorno sa tu pokdusil svoju dynamicko-tektonicku
a esteticki charakteristiku Berga rozsirit a zasadit do SirSieho kontextu
Schonbergovej a Webernovej hudby, ale najmd do kontrastu s hudbou
serializmu a hudbou Stravinského, tak, ako to uz urobil predtym vo Philosophie
der neuen Musik (1949).

Studia o Bergovych kompozi¢nych objavoch (Adorno 1997a) sa zac¢ina reflexiou
0 Webernovi. Skisenost Bergovej hudby, majtca analégie s vytvarnym umenim,
je skusenostou amorfnej a diftiznej tvarovosti, mikrotektoniky podobnej
maliarskemu smeru tachizmu. Mikrotektonika vSak nie je nedostatkom
invencie, ale, ako hovori Adorno (1970a, s. 412), reprezentuje
usili dosici atomizaci kompozicni latky jisty druh kvantitativniho
rozkladu, celek o nejvyssi hustoté bez trhlin a hran, bez rusivého prvku
dil¢ich casti. [...] Koncepce vnitiné prorostlého, pudové se rozsirujiciho
organizmu uzmula jednotlivym Gtvardm jejich obvyklou patrnost.

Pre Berga charakteristické Stiepenie - atomizovanie a delenie uz
atomizovaného materidlu vytvarajice organizovany ,,chaos“ ako formotvorny
fenomén — vo vysledku predstavuje integralnu formu, totalitu hudobnych javov.
(Adorno 1997e, s. 624)

19 Adorno formuloval tento princip v nadvéznosti na raného Schonberga, jeho ,rozvijajicu sa

variaciu® (entwickelnde Variation), ktord Adornovi stelesnovala jeho idedl musique informelle.
Pozri blizsie Adorno (1970a).
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Adorno (1997f) vystihol charakter Bergovej hudby, ako hudby permanentne
v procese rozpuastania smerujicej k Uplnému stiSeniu, zaniku, k minimu,
k jednotlivému ténu. Skladatel tymto spOosobom narabal s dvanastténovym
systémom (v porovnani so Schonbergom a Webernom) ,neortodoxne® ¢i
,hedodsledne, jeho potencial nachddzal v pokracujiicom Stiepeni a atomizovani
hudobnej struktdry. Berg (ale aj rany Schonberg a rany Webern) Adornovi
(1970a, s. 411) stelesnovali idedl musique informelle:

Pro dnesni kompozici je Berg aktudlni protoze rozvinul nezavisle
na dvandctitonové technice impulzy které jsou bliz$i primarnim
impulzim atonality, musique informelle, neZ to, co atonalitu
zracionalizovalo.“?

Adornova esej Anton von Webern, druha v poradi z triddy studii prelozenych
do Cestiny ako jeden celok (Adorno 1970a), podava obraz Webernovej hudby,
na rozdiel od homogénneho obrazu Bergovej hudby, s istou davkou
ambivalencie zobrazujtic kontrapoziciu mladého a starého Weberna. Savisi to
so statusom Weberna v Darmstadte, kde bol ‘velkou témou’. Adorno vnimal
darmstadtskd recepciu Weberna ako nie celkom opravnené ,privlastnenie si*
Weberna, kedze pre filozofa predstavoval ,osudové smerovanie®
Schonbergovho dvanastténového systému, ako o nom sugestivne pisal kratko
po druhej svetovej vojne (Adorno 1949). K obrazu hudby neskorého Weberna
ako totdlnej determindcie dospel Adorno uz vo Philosophie der neuen Musik
(1949). Rozporuplnost raného a neskorého Weberna, je vSak podla Schweigera
(2009, s. 257) skor Adornovym spornym esteticko-filozofickym konstruktom.
Sucastou planu anulovania schonbergovskej netotoznosti dodekaféniou
predformovaného materidlu a kompozicie bola skutoCnost, ze u neskorého
Weberna sa predformovany materidl stdva samotnou kompoziciou. (Adorno
1997, s. 409)>' Webern eliminuje ulohu subjektu, ktory u neho ,abdikuje®
odml¢i sa poddévajic sa materidlu.?

V kritike dodekafénie A. Schonberga a A. Weberna, ako aj v Adornovom pojme
fetiSizmu, opat silne rezonuje text Adornovej et al. (1947) knihy Dialektik der
Aufklirung. Pojem fetiSizmu je leitmotivom aj v stidii o Webernovi prelozenej
do cestiny (Adorno 1970a). V tomto kontexte treba chapat Adornov kriticizmus
voCi obom protagonistom Druhej viedenskej Skoly. Na tuto kritiku sa mozno
pozerat tiez ako na esteticko-filozofickii interpretaciu sudobého vyvoja
kompozi¢nej techniky v intenciaciach ,,osvietenskej dialektiky*.

20 K problému analyzy Bergovej hudby sa Adorno vyjadril aj v predndske Zum Problem der
musikalischen Analyse (1969), konanej pol roka pred svojou smrtou na pode Hochschule fiir
Musik und Darstellende Kunst vo Frankurte nad Mohanom. V improvizovanej predndaske,
ktord sa zachovala len v prepise z magnetofénového zaznamu, filozof ponuka aj klGc¢ aj k
Ceskému stboru prednasok. Pozri blizsie Adorno (2001).

2l Na Adorna v tomto smere priamo nadvézuje Faltin (1992).

22 Tento problém hlbsie analyzuje KopcCdkova (2020, s. 99-100). To je sucasne dal$i doklad
o recepcii Adorna v nasej myslienkovej tradicii, aj ked nie je explicitny.
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5 Marxistickd interpretidcia Adornovej Philosophie der neuen Musik
u Josefa Beka

V predchadzajtcich Gvahach sme pomerne casto nachadzali argumentacnu
oporu v kontextoch Adornovej knihy Philosophie der neuen Musik (1949).
Adornova monografia bola v Ceskej a slovenskej hudobnej kultire v case
socializmu zrejme najznamejs$im opusom nemeckého filozofa,?® plati to vsak aj
v SirSom kontexte euro-americkej povojnovej muzikol6gie. Sucasne je vsak
nepochybne najviac kriticky hodnotenym Adornovym dielom, pomerne
spornym vo svojich tézach.?* Jedind zndma systematickejsia kritickd reflexia
Adornovej Philosophie der neuen Musik v Ceskej a slovenskej muzikologickej
literatire v skiimanom obdobi, pochddzajica od Ceského marxistického
muzikoléga Josefa Beka, sa objavila azZ o 30 rokov neskor po vydani Adornovej
knihy. Tyka sa v podstate jej druhej Casti t.j. textu o Igorovi Stravinskom. Bek
skoncipoval dovedna dva adornovské texty: studiu Adorno, Stravinskij a Martinii
(1979) a monografiu Hudebni neoklasicizmus (1982), v ktorej je jedna kapitola
nazvana Kritika neoklasicismu (Bek 1982) je venovand analyze Adornovych
hodnoteni na adresu tvorby I. Stravinského v jeho knihe (Adorno 1949).

Bek (1979, s. 504) Adornovu ,filozofiu Novej hudby“ vysoko ocenil slovami:
»,Neni pochyb, Ze to je neobyCejné sugestivni, promyslené a s Sirokym
teoretickym zdzemim konstruujici obhajoba druhé videnské Skoly.“ V prvej
studii Adorno, Stravinskij a Martinii (1979) je evidentné, ze Bekovi eSte chybalo
SirSie teoretické zizemie.?* Bek oponoval Adornovej pausdlnej kritike
Stravinského, marginalizujiicej jeho vyznam v hudbe 20. storocia. Poukazal tiez
na Adornov bezvychodiskovy pesimizmus a negativizmus, podobne ako na ne
poukazovali autori Ceského marxistického zbornika o Frankfurtskej Skole
(Javarek 1976; pozri tiez Fulka 2020). Konstatoval, Ze Adorno sa v skutocnosti
vo svojej filozofii neprejavil ako beznddejne ,spenglerovsky“ pesimista. Takto
pausdlne hodnotila filozofa napr. marxisticko-leninskd filozofia a estetika.
Naopak, budicnost eurdpskej hudby (hoci do urcitej miery redukcionisticky)
videl v rozvijani dedicstva Druhej viedenskej skoly, v podobe musique informelle.
Bekova kritika Adornovho pesimizmu a negativizmu vychadzajlca
z marxistickych pozicizi (sovietskej aj Ceskoslovenskej proveniencie), bola
ideologickou estetikou, povodne zavrhujucou I. Stravinského ako prejav
degeneracie burzoaznej kultiry (V. Gorodinsky, J. Keldys, u nas M. Barvik, Z.
Novacek a i.).

Pri¢inu negativizmu prejavujiceho sa v radikdlnom odmietnuti neoklasicizmu,
folklornych in$piracii a hudby Stravinského, videl Bek (1982, s. 65) ,,v Adornové
neochoté, respektivé  neschopnosti  prijmout  duasledné  historicky
materialismus,“ a tiez v neprijati marxistickej dialektiky.? Poukdazal tiez na

23 Vo svojich textoch o Druhej viedenskej Skole ¢i o I. Stravinskom ju zmienovali viaceri
slovenski muzikol6govia (P. Faltin, P. Kolman, ]. Kresének, N. Hrckova).

24 Za urcite jednu z najspornejSich je povazovana téza o antagonizme medzi kompozi¢nym
myslenim, hudobnou poetikou, filozofiou a tvorbou A. Schonberga a I. Stravinského.

% K tejto skutocnosti sa samotny Bek (1982) neskdr priznal, kde uz mal vacsi prehlad

o problematike a sa snazil onen deficit napravit, ba ¢itatelom sa aj ospravedlInil.

%6 Bek (1982) evidoval rodiacu sa ,zdravii opoziciu® voci rozkladnym tendencidm burzodznej
kultary (zrejme mal na mysli socialistickd kultaru), ktoré Adorno nedokazal zaregistrovat.
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paradoxni skutocnost, ze Adornovo odmietnutie Stravinského bolo do urcitej
miery paralelné s ideologickou marxisticko-leninskou kritikou hudby
burzoaznej epochy, hoci ich smerovania boli odlisné:

S tvrdymi odsudky Adornovymi zajimavé korespondovaly prvni
marxisticky orientované pokusy o zhodnoceni neoklasicizmu ve vztahu
k rodici se socialistické kulture. Ideologické motivy a cile byli
samozrejme hluboce protikladné. (Bek 1982, s. 72)

Pravda, kritiku Stravinského u Adorna (1997j) a kritiku skladatela zo strany
marxisticko-leninskej estetiky nemozno celkom adekvatne porovnavat. Bek
(1982, s. 73) sa usiloval vysporiadat s vulgarizujicimi ideologickymi
interpretaciami v Ceskej muzikolégii, tym ze ich oznacil za krajné ideologické
simplifikdcie?” a korigovat tieto ideologické nadintepretécie nielen vo vztahu
k neoklasicizmu Stravinského, ale najma smerom k obhajobe neoklasicizmu B.
Martint.

Adornova ‘vykonStruovanost’” vSak mala svoju znacéne sofistkovanu
(neo)marxistickal esteticko-filozoficki bazu progresu a regresu, ktori Bek
zrejme nepoznal, preto ani neodcital, aky dolezity filozoficky kontext
predstavuje kniha Dialektik der Aufklirung (1947) pre Philosophie der neuen
Musik (1949). Dedukujeme to na zdklade faktu, ze Dialektik der Aufklirung
(1947) nie je wuvedené v Dbibliografii Bekovej monografie (1982).
Polemizujic s Philosophie der neuen Musik, Bek v skutocnosti polemizoval
nielen s Dialektik der Aufkldrung, ale aj so zdpadnou verziou marxistického
ucenia.

6 Adornova prednaska Formové principy sticasnej hudby v Bratislave

Kolokvidlna prednaska Form der neuen Musik (1965) nepatri medzi texty
prelozené do cestiny alebo slovenciny publikované u nas vo vymedzenom
obdobi. Napriek tomu ma vsak osobitny status ako mozny vychodiskovy text
Adornovej bratislavskej prednasky. Z toho dovodu jej venujeme pozornost
chapajtc ju ako tvod k diskusii filozofa so slovenskymi muzikolégmi. Adornova
pozornost sa v Darmstadte osobitne zameriavala na problémy hudobnej formy
v novej hudbe a predndska Form der neuen Musik (odznela 1965, publikovana
bola v roku 1966) je toho deklarativnym prejavom, nastolujic uzsi (esteticky)
a sirsi (hudobny) koncept hudobnej formy (Adorno 1997e, s. 607).

V Adornovom skumani formy ide teda aj o pritomnost univerzalnejSieho
estetického rozmeru, ako aj o pokus o zjednotenie tychto konceptov-polarit:
esteticky koncept hudobnej formy v intencidch hudobného dynamizmu,
homeostazy, dynamickej rovnovahy, statizmu a dynamizmu, obsahu a formy,
vSeobecného a zvlastneho, celostného a jednotlivého, subjektu a objektu.?
V koncepte hudobnej formy sa tu vynaraju kontexty Kantovej estetiky, Heglovej

2 Adornova negativistickd argumentace proti Stravinskému a neoklasicismu byla ocividné
vykonstruovdna“ (Bek 1982, s. 78; pozri tiez Adorno 1997ch).

28 Podobny esteticky koncept bol vzapiti formulovany v prednéaske Vers une musique informelle
(1960).
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filozofickej estetiky ¢i dynamickej hudobnej formy hegelianskeho hudobného
teoretika Augusta Halma.

Podstatou formy novej hudby v Druhej viedenskej skole (Adorno ju nazval
»~nova hudba“) bola podla Adorna strata platnosti vSeobecne platnych
formovych modelov. Ich rozpad spocival v poruseni dynamickej rovnovéhy,
vyvazenosti polarit povodnych hudobnych foriem, predovsetkym v oblasti
tonalneho dynamizmu. Filozof ju oznacil ju za krizu foriem (Hiekel 2016, s.
237), ktorej dosledkom je, ze prestali platit tradicné vSeobecné schémy
a kanony, polarity vSeobecného a zvlastneho. Tento diskurz mal zrejmu
nadviznost na formové paradigmy Darmstadtskych kurzov, napr. na Boulezovu
kapitolu Form, v jeho Musikdenken Heute 2 (Boulez 1985). Tato kriza priniesla
zavazné estetické implikdcie dezintegracie vo forméach novej hudby pri jej
radikalizacii; vratane ,straty koherencie, jasnosti kompozicie, ako aj
o nejednoznacnosti funkcie detailu v celku.” (Adorno 1997e, s. 617)* Adornove
formové reflexie aj tu korespondovali s teoretickymi a praktickymi
smerovaniami Darmstadtu, najméa u K. Stockhausena a jeho momentovej formy
(Momentform), ako aj u G. Ligetiho.>® Z tivah o forme Adorno odvodzoval aj
definicné aspekty novej hudby. Pre hudobnt formu novej hudby je u Adorna
typicky formovy pluralizmus: navrstvovanie viacerych Struktar (die
Uberlagerung mehrerer Strukturen), kde sa Clenenie deje skryto, akoby
pod povrchom (Adorno 1997e). Toto vymedzenie sdfasne naplha aj
charakteristiku formy musique informelle.

Predndska Formové principy sticasnej hudby sa uskutoc¢nila v aprili 1966 v sidle
Zvidzu slovenskych skladatelov v Bratislave. Darmstadtska prednaska Form in
der neuen Musik (1966) sa javi ako povodnd verzia bratislavskej prednasky.
V oboch textoch, slovenskom a nemeckom, mozno poukizat na ndpadné
paralely, hoci Adorno cerpal aj z inych svojich textov.3! Bratislavska prednaska
zacina, rovnako ako jej predpokladand nemecka verzia, ivahou o SirSom
estetickom a uzsom hudobnom pojme formy, nasledujice fragmenty a citacia
pochadzaja bud z jej publikované ho prepisu (Adorno 1966) alebo nemeckého
originalu (Adorno 1997e).3?

Na jednej strane jestvuje esteticky pojem formy. Ten v umeleckom
diele znamena vsetko, Co je umeleckym dielom a nie iba reprodukciou
reality. Oproti tomuto estetickému pojmu formy stoji hudobny pojem
formy, aky doverne pozndte z oblasti nazvanej nduka o hudobnych
formach v uzSom slova zmysle, teda nauka o vndtornom casovom
usporiadani jednotlivych hudobnych prejavov. [...] Pod pojmom formy
rozumieme isté vopred dané typy. (Adorno 1966, s. 385)

2 Fragment, dezintegricia a diskontinuita sa stali aj Adornovou zdsluhou vyznamnymi

kategériami v tedrii novej hudby. Aj Adornovej posmrtne vydanie knihe Asthetische Theorie
(1970) sa fragmentarizacia a dezintegracia formy stali dlezitymi estetickymi kategdériami.

30 Pozri blizsie Stockhausen (1963). Adorno svoju dialektiku integracie a dezintegracie zdielal

s G. Ligetim, ako na to upozornil v knihe Asthetische Theorie (1970).

51 S textom bratislavskej predndsky sa evidentne prelinaji iné Adornove texty, napr. Vers

musique informelle a Kriterien der neuen Musik, a v jednom momente sa Adorno odvolal aj na
prednasku Das Altern von der neuen Musik.

32 Na zédklade ich detailnej kompardacie, ktorti nemozno na tomto mieste uviest v plnom rozsahu,

uvadzame niekolko podstatnych oblasti, ktorych sa filozof vo svojej lekture dotkol.
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Formové reflexie v oboch stididch sa na zaciatku tykaju obsahu a formy
v hudbe, pricom Adorno, vzhladom na dobu a kultirne prostredie kde
prednasal, nezabudol pripomentat tému marxisticko-leninskej estetiky, teériu
socialistického realizmu, jeho dichotémiu obsahu a formy. Adorno hovori
v protiklade k tomu o sedimentovanom, sublimovanom obsahu vo formach.
V kazdej hudobnej forme je zahrnuté niec¢o ako stuhnuty sedimentovany obsah
(gegenstdndlichen Inhalt), viazany na hudobny detail (Adorno 1997e, s. 608),
pricom poukéazal na to, ze obsah sa prejavuje v hudobnom dynamizme,
dynamickej forme.3?

Problém dynamizmu obsahu a formy ako vsSeobecného a zvlastneho ma
paralelu v dynamike dejinno-spoloc¢enskych procesov, kde harmoénia medzi
zaujmami jednotlivca a celkovymi zdujmami zlyhala. O hudobnych formach
teda podla Adorna vypoveda aj filozofia dejin, Co ilustroval na prerozpravani
vyroku G. F. Hegela o tom, Ze ,,vSeobecné a zvlastne v burzoaznej spolocnosti sa
nikdy nezhodli.“ (Adorno 1966, s. 387) Vyvoj v 20. storo¢i smeroval k rozpadu
klasickej dynamickej rovnovahy a homeostazy klasickych foriem, ku zlyhaniu
sprostredkovania obsahu a formy, vseobecného a zvlastneho v Kklasickych
formach. Za kardindlny problém Kklasickej aj novej hudby v oboch textoch
Adorno povazoval dynamizmus vo vztahu ku statickému momentu opakovania,
reprizovosti, ktory je pre neho opit paralelou historického vyvoja spolocnosti.
Forma, tektonika, emancipacia novej hudby u Schonberga, Berga a Weberna sa
prejavuje v redukcii, ba eliminacii schém, reprizovosti, opakovania. Adorno
hovori v stvislosti s atematizmom o invariantnosti. Nova idea oslobodenia
a slobody, o ktorej hovori Adorno v bratislavskej prednaske silne
rezonuje s estetickymi kategériami vSeobecného a zvldstneho ako
aj s problémom ,kompozicného nominalizmu®, rezonujic tak s ideou musique
infomelle v jeho studii Vers une musique informelle.

Adornova nova idea hudobného slohu slobody (Musikstil —der
Freiheit) s eliminaciou opakovani sa realizuje v mikroStruktdrach u Weberna,
najma v jeho v skladbach Co najkratSieho rozsahu, kde sa

bez tazkosti mohla uskutoCnit akdsi identita medzi formou
a jednotlivou udalostou, pretoze v istom zmysle sa hudba vobec viazala
iba na jednotlivt udalost. (Adorno 1966, s. 389-390)

V  bratislavskej predndske aj v nemeckej prednaske Adorno upozornoval
na nespravne pausalizujice stotoznovanie modernej hudby a dvanastténovej
techniky a tvrdenia Ze atonalita nestacila na velké formy. V tejto otazke
nachadzame paralelu textov bratislavskej prednasky a darmstadtskej prednasky
Vers une musique informelle.>* Adorno poukazal aj na implikicie dvanéastténovej
kompozicie, pricom ju objasnoval v kontexte kritiky dodekafénie vyslovenej uz

33 Problém dynamizmu obsahu a formy ako vSeobecného a zvlastneho je ako formovy problém
rieSseny v Beethovenovej hudbe a mda paralelu v Heglovej filozofii. Heglovo pojednanie
Phenomenologie des Geistes a Beethovenova hudba st hlboko pribuzné. (Adorno 1966, s. 387)

3 Adorno sa pri blizSom vysvetleni tvrdenia opieral aj o ¢ldnok o Erwina Steina z roku 1924,
hudobného skladatela a teoretika, ktory bol Ziakom A. Schonberga. Stein vo svojom Clanku
Neue Formprinzipien (1924) ako prvy sformuloval pravidla kompozicie s 12-ténovym
systémom.
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v diele Philosophie der neuen Musik (1949) a Ciastocne uz v Dialektik der
Aufklirung (1947). V bratislavskej prednaske zazneli aj myslienkové ozveny
na origindlne konstituc¢né idey Frankfurtskej filozofickej skoly.

7 Diskusia slovenskych skladatelov a muzikol6gov s Th. W. Adornom
v Bratislave

Po Adornovej prednaske sa uskutocCnilo na vtedajSom Zvize slovenskych
skladatelov diskusné forum za ucasti slovenskych skladatelov a muzikologov:
Ladislava Burlasa, Eugena Suchona, Miroslava Bazlika, Oskara Elscheka,
kunsthistorika a estetika Mariana Varossa, Ceského hudobného skladatela
Veéroslava Neumanna. Na prednaske a besede bolo podla svedectiev paméatnikov
viacej ucastnikov a asi aj diskutujucich, nez je zachytené v jej publikovanej
forme, teda pisomnom zdzname diskusie (N. Hrckova, P. Faltin, P. Kolman).
Diskusia bola publikovana v casopise Slovenskd hudba pod typicky
‘adornovskym’ ndzvom Dnes je mozné iba radikdlne kritické myslenie (1967).
Introdukciou k nej bolo redaktné exposé, v ktorom sa hovori o nevyjasnenych
problémoch smerovania hudobnej avantgardy, niektorych kompozi¢nych
postupov, o vyvinovej kontinuite, ako aj o moralnych konfliktoch skladatela
v sicasnom svete.

Ako prvy v diskusii vystdpil L. Burlas®®, ktory hajil kontinuitu ‘ve¢nych’
principov hudobnej tvarovosti a principov, stihrn hudobno-dynamickych
centripetalnych a centrifugalnych sil a ich nutnost uplatnovanych v modernej
avantgardnej hudbe. Ide o principy, ktoré darmstadtski serialisti programovo
zavrhli, snaziac sa radikdlne prestrihnat kontinuitu s tradiciou. Adorno dava
Burlasovi za pravdu slovami: ,,iny princip ako princip podobnosti, odliSnosti
[t.j. kontrastu. Pozndmka V.F.] a modifikicie je sotva myslitelny“ (Adorno
1967, s. 97-98).

Burlas to v nasledom vstupe pochopil ako problém parametrického
nardbania s hudobnymi prvkami v serializme.3® Adorno na Burlasove velmi
kvalifikované otazky a poznamky reagoval v tom zmysle, Ze problém
vysvetloval cez parametrické nardbanie s hudobnymi prvkami v izolovanych
tonoch u jeho kranichsteinskych priatelov (t. j. hudobnych skladatelov
v Darmstadte), a to v zmysle svojho manifestu Vers une musique informelle, kde
parametrickému rozmeru venoval pozornost v ramci kritiky kompozicnej
poetiky K. Stockhausena.®’

Specifickej téme neoklasicizmu v diskurze akoby vySiel v Ustrety slovensky
kunsthistorik-estetik Marian Vaross svojim konStatovanim o problematickosti

35 Burlas ako popredny hudobny skladatel a teoretik podla nasich informdcif tato diskusiu, ako
uvadza Kopcakova (2017, s. 200), aj moderoval. Pozri tiez Chalupka (2011).

%  Burlasove popularizatné informacne nahustené ¢lanky o dodekafénii a serializme,
publikované v casopise Slovenskd hudba v roku 1962 patria medzi raritné v stdobej
publicistike uz vzhladom na ich tému, ktord nebola cenzormi vitand, avsak v ¢ase pozvolného
uvolnenia pomerov v prvej tretine 60. rokov 20. storoc¢ia uz bola mozna (Kop¢akova 2002).

57 Adornov diskusny prispevok teda silne evokoval jeho darmstadtski predndsku Vers une
musique informelle, ktoru z pritomnych zrejme malokto poznal.
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adaptability historickych foriem do novej hudby. Adorno mu odpovedal
v intenciach svojej eseje O niektorych tazkostiach pri komponovani v sticasnosti,
ako aj knihy Philosophie der neuen Musik, nasledujicim znacne rigoréznym
vyhlasenim (Adorno 1967, s. 99):

Pokusy o regenerdciu novej hudby azda tym spOsobom, ze sa jej

chybajice formotvorné prvky priraduju zvonka, z tradicie, povazZujem

za pomylené.

Adorno bol znamy tym, ze zasadne neprijimal neoklasicizmus, co odévodnoval
svojim pevnym presvedcenim, Ze hudba z principu nemoze zit z adaptacie toho,
Co bolo, alebo sa nemoéze stdle znova k tomu vracat. Tento néazor bol
v sulade s estetikou boulezovskej avantgardy, teda o Cosi zmierlivejSim
postojom k Stravinského adaptdcii, ktord sa javila ako jedind mozna cestou
parddie, skreslenim, znetvorenim pokrivenim, ,nalomenim“.38

Hudobny skladatel Eugen Suchon vyprovokoval Adorna vyjadrit sa k citlivej
téme Bélu Bartdka, citlivej preto, lebo osobnost madarského velikdna sa
bezprostredne dotykala témy folkléru v hudbe 20. storocia. Tomu zodpovedala
aj Adornova inicidlna odvoldvka na kultirne prostredie Ceskoslovenska, aby
naznacil, nakolko chdlostivd je prenho tato otdzka. Adorno ako dedic¢
heglovskej dialektiky vSade nachddzal protireCenia, antinémie, polarity
a rozpory, a v tomto zmysle, dvojitou optikou videl aj Bartoka. Svoj pohlad
na skladatela zavf$il nardzkou na to, ze Barték sam so sebou nevedel drzat
krok, teda v jeho tvorbe vnimal pritomny rozpor objektivnych produktivnych sil
a subjektu, jeho reakcnej schopnosti, ktoré nie si vzdy paralelné. Su to
objektivne produktivne sily ako tendencie rozkladu tonality atonality, voci
ktorym stoji subjektivna Bartékova zakorenenost v tonalite a modalite.
Akasi vnutorna instancia ho privolala nazad, akoby nebol vedel celkom

drzat krok [...] a toto vracanie sa neostalo bez vplyvu na kvalitu jeho
diel. (Adorno 1967, s. 100)

Pre Adorna to bol v Bartékovej hudbe kompromis a Adorno nepriptstal v hudbe
nijaky kompromis. Poznajic vSak povojnovy obdiv k Bartékovi
v krajindch s nastolenym trendom socialistického realizmu v umeni, ako
jedného z vychodisk tvorby, nasledne zmiernil tén - kedZe nemal v Umysle
znizit integritu Bartdka — vyjadrenim (Adorno 1967, s. 100):

Vyrazom kompromis som skutocne len chcel naznacit, ze Bartok sa
pokusil zdolat tazkosti medzi objektivizovanim formy a subjektivnym
impulzom - p6zickou z minulosti.

Napokon, uznal, ze podobné kompromisy robil aj A. Berg a A. Webern.

O. Elschek, inicioval nasledne tému porovnavania, moznosti mimoeurdpskych
hudobnych kultdr vo vztahu ku eurdpskej, ich nekompatibilite, na ¢o Adorno

% Adorno sa domnieval, Ze Stravinského in$piroval kubizmus P. Picassa. Stravinského
duchaplnost je pre Adorna vychodiskom z neoklasicizmu. Pokial je neoklasicizmus mysleny
vazne’, bez ironického odstupu, ako u P. Hindemita, je to suchoparny akademizmus.
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vyslovil pochybnost ¢i je mozna hudobna rec, spajajica eurdépsku umeld
hudbu s folkloristickymi elementami.>

Skladatel Miroslav Bazlik na Adornovu zmienku o formovej fantazii
v stvislosti s novou hudbou reagoval pomerne skeptickou poznamkou. V celom
kontexte Bazlikovej otdzky a Adornovej reakcie Slo v zasade predovsetkym
o problém fantdzie v suvislosti s Druhou viedenskou S$kolou, Adorno
na exemplifikiciu a argumentaciu pouzil priklady z tvorby A. Berga, ale aj
P. Bouleza. Oponoval svojmu diskutérovi pojmom formovej fantazie
predovsetkym v savislosti s hudbou A. Berga. Na adresu svojho oponenta
Miroslava Bazlika Adorno (1967, s. 104) vyhlasil:

V nijakom pripade by som nesthlasil s Vasim tvrdenim, ze by sa
v modernej hudbe nevyskytlo mimoriadne Gsilie o formovu fantaziu.

Na zaver besedy Adorno, reagujic na Burlasom vyslovené obavy z dalSieho
vyvoja hudby, vyslovil svoju povestni vetu ako presvedcenie, pouzité neskor
ako titul pri publikovani pisomného zdznamu z besedy: ,,Dnes je mozné iba
radikdlne kritické myslenie.”

Obhajobou ,raciondlneho pesimizmu“ a skepsy z vyvoja sveta, evokujlicou
v podtexte jeho dielo Negative Dialektik (1966), uzavrel kratky ndahlad do svojej
origindlnej filozofie hudby. ,Negativitu® v Adornovom filozofickom systéme
svete mozno chapat ako rigoréznost a nekompromisnost pokial ide o pravdu
a umeleckd hodnotu. Negativna dialektika znamena nielen radikalne kritické
myslenie, ale aj stratu ilGzii, hoci Adornova rigoréznost v extrémnych
pripadoch obcas nadobuidala az dogmaticky charakter. Adorno siel az
do krajnosti, ked v negativnej sile pobadal aj nieco oslobodzujtce, o sa pokusil
umocnit naozaj radikdlnym tvrdenim na adresu vyvoja umenia (Adorno
1967, s. 104):

[A]k by som mal volit medzi moznostou, Ze sa umenie celkom odmlci

alebo odstrani a moznostou, Ze umenie sa na celom svete bude riadit

a podrobovat cielom, ktoré st mu cudzie, dal by som prednost
odmlcaniu sa umenia.

Aj tak vSak dufal, Ze k tomu neddjde - ,,in4¢ by som teraz tu predsa nehovoril
ukoncil svoj vystup Theodor W. Adorno.

Zaver

Cielom stadie bolo znovuobjavit Adornove texty prelozené do cesStiny
a slovenciny v obdobi socializmu v 60. - 80. rokoch 20. storocia, uviest ich
do kontextov a suvislosti s inymi Adornovymi muzikologicko-estetickymi
textami, s dobovou a v malej miere aj sucasnou reflexiou a kriticizmom.
Konstatujeme, Ze napriek pomerne objemnej vedeckej produkcii jedného

3% Tu sa nepochybne odhalil Adornov ojedinely ortodoxny konzervativizmus hudobného
artificializmu, podla ktorého st akékolvek folklérne inspiracie prejavom regresivnosti. To
pravdepodobne mohlo na slovenskom fére vyvolat urcitd vinu nesthlasu. Podla spomienok
ucastnikov (Co vieme len z uUstneho podania pamétnikov), zrejme na adornovskom fére
zaznela, v publikovanom prepise to vSak nie je zaznamenané.
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z najvyznamnejsich filozofov a estetikov hudby v 20. storoci, pocetnost, ale aj
recepcia a naslednd reflexia jeho filozofie hudby a muzikologickej koncepcie
v podobe textov preloZenych v sidobej muzikologickej ¢i estetickej publicistike
je pomerne skromna. Takto moOzu vznikat pochybnosti jednako o relevancii
jeho myslenia v nasom prostredi, a jednako - odvoldvanim sa na sudobu
kultdrno-politickd  situdciu — moéze sa velmi elegantne a bezbolestne
vysvetlovat tato absencia.

Pravdou vSak ostdva, Ze aj v nepriaznivych podmienkach totalitného rezimu
socializmu sa s Adornovymi podnetnymi, hoci casto aj kontroverznymi
textami, u nas darilo nenapadne otvarat ‘oknd a dvere’ novym myslienkovym
pradom, ktoré v obdobi studenej vojny do istej miery mohli posobit ako dva
paralelné svety. Adornove myslienky — ¢o ako provokativne a vzbudzujice
pochybnosti a nevolu na strane posluchacov ¢i oponentov — vsak napriek
povedanému obohacovali cCeskd a slovenski muzikoldgiu a estetiku,
napomahali prekonavat strnuly dogmatizmus charakteristicky pre kultGrnu
atmosféru doby a etatistického rezimu.

Nepocetné publikované preklady Adornovych prednasok a textov vsak v tomto
kontexte boli skor prislubom do budicnosti, aj ked v Adornovom domdacom
prostredi uz boli sondami do aktudlnej pritomnosti stavajic sa v okamihu uz
vlastne minulostou. Sme toho ndzoru, Ze aj dnes mame stale dobry dovod
vracat sa k Adornovym textom, prekladat ich a komentovat. Tym je povedané,
Zze aj v aktudlnom dnesku mozno povazovat muzikologicky a esteticko-
filozoficky potenciél za ideovo nevyCerpany a stale inSpirativny.
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On Some Novel Encounters with
Fine Arts

Where to Search for Aesthetics and Where
Aesthetics May Have Something to (Re)search

Zoltan Somhegyi

In this paper, I examine some of the various ways, spaces, and situations in which one can currently
encounter aesthetic content and have an aesthetic experience. By focusing on examples coming from
the world of fine arts, my survey will tackle a double question: I will try to investigate where to search
for aesthetics and where aesthetics may have something to (re)search. Considering the novel forms of
art presentation that are related to the spread of alternative exhibition spaces, I will examine the
emergence of new audiences, the rising power of the art market and art commerce, and their dubious
influence on the creation of new standards and canons of art. | Keywords: Aesthetics, Aesthetic
Experience, Infrastructure of Contemporary Art, Art Market, Art Fairs, Museums

Imagine an average visitor during her holiday spending some time in
a luxurious shopping mall where high-end works of art are also shown. If she
still has some time to kill between shopping, dining and movies, she may also
enjoy for example Juan Miré’s works, just to quote an actual example, as it
happened in the Polygone Riviera mall in France (Sansom, 2016 and Somhegyi
2017). Besides watching the works, she may perhaps also wonder how come
that these works are now available to be observed so easily and for free, as
so far she had normally seen famous artists’ works in museums with expensive
entrance fees. Let’s also imagine this was not her last day in the vacation, but
has two more, on which she is planning to go to see the recently opened
experimental art space, the Muzeum Susch of the Polish collector Grazyna
Kulczyk in the relatively close-by Swiss Alps. (Collector Grazyna Kulczyk’s,
2019) Our imaginary tourist is curious of it also because it is not in
a traditional art hub, not in downtown New York and not even in Zurich, but an
hour from Basel. Therefore, while driving back she may be wondering why the
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rich collector decided to show the art pieces in the remote and isolated
location, and how the experience of travelling there and back adds to her
experiencing the exhibited piece.

In the above imaginary situation, we have seen different sets of questions that
involve various forms of arts and their experiencing, consumption, and
appreciation. This example encompasses some possible research areas for the
contemporary aesthetics of fine arts — the field I am focusing on in this paper -
that I think may be worth mapping further, for example by examining diverse
forms of encounters with aesthetic content in today’s world. As we shall later
see, this investigation is also an enquiry into aesthetics as a discipline. Indeed,
while identifying new problems to be studied in aesthetics, we can also learn
something new about the discipline per se. Mine is thus a “quest for aesthetics”
in a double sense: both as a search for the ‘aesthetic’ and as a search for where
aesthetics may have something to (re)search. Specifically, I aim to examine
some of the new occasions of encountering aesthetic contents, forms, and
experiences today, while considering how aesthetics as a discipline can
contribute to the understanding of these complex issues.

There are many areas and aspects where aesthetics as a discipline needs to
apply its methods, occasionally also renew its approaches, in certain cases
justify its legitimacy and - let’s not be afraid of claiming it — also defend its
authority. From the myriad of possible issues, however, here I will only focus on
the broad area of fine arts, in order to come back to the multiple aesthetic
experiences of our imaginary tourist form above: what are the new forms, novel
modes and innovative ways of encountering aesthetic content, how do they
affect art appreciation and what can aesthetics as a discipline search in this?

Long gone are the days of “classical” forms of encountering visual and fine art
works — if, there were at all, i.e. if we can nominate or consider any one
particular period’s or era’s ways, venues, traditions and norms of encountering
pieces of art as standard. In fact, art appreciation is continuously changing
throughout history. Many art lovers still think and are perhaps nostalgic of the
time when museums were simply places of exhibitions and galleries were to
sell the works. However, this description is not only idealised in many ways but
also heavily simplified, as the situation had never been so clear and
straightforward.

For example practically right from the beginning, museums — both as actual
institutions as well as the very concept of the museum itself - can be
interpreted as somehow dubious, and their “pure scientific’ image can be
brought into question. This is especially the case when considering the aspects
and instances of rivalry between the newly established institutes of the nation-
states of the 18th-19th centuries, also with regard to their impulsive ways of
collecting objects from Antiquity, partly motivated by the consideration that
the (new) nation hosting and displaying the origins of human culture is not
only the legitimate inheritor of the actual objects, but also the culmination of
human culture itself. (Somhegyi 2020, chapter 11.)
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Looking at the other side, another well-known fact and art historical
commonplace is that the commercial art galleries were and are not necessarily
only in the service of financial gain, but often helped to promote avantgarde
art, well before progressive contemporary pieces could make their way in large
national institutes. In this way commercial galleries often contributed to the
“institutionalising” of the progressive pieces, hence, in a curious change of
positions sometimes bold commercial galleries may have substituted the
function of museums in canonising works. Well-known historical examples of
this highlight the role played by small galleries and studios, independent
exhibitions, and salons in promoting Impressionist and Post-Impressionist
painting in the late-19th century. A few decades later, in the ‘40s, a similar role
was played by Peggy Guggenheim’s museum-gallery, “Art of this Century”. This
space contributed to better public dissemination of avant-garde art by
exhibiting the work of some leading art figures, who in some cases (e.g.,
Pollock, Motherwell, Baziotes) had their first one-man shows there
(Guggenheim, 2005, 314.). Today for-profit galleries often organise bolder,
more innovative, and more inspiring exhibitions than large-scale institutions,
mixing contemporary and classical pieces — although these latter are not for
sale, but are exhibited just for curatorial reasons.

The situation was thus never really straightforward, however in today’s world it
gets even more complex, due to several factors and challenges. One is
definitely the radical increase of contemporary — and, in fact, also of classical -
artworks’ prices. The higher and higher auction records definitely grab the
attention of even those who are not really interested in and/or following
neither the classical nor the contemporary art worlds’ events, it is enough to
think of the hype around the 450-million-USD Salvator Mundi by Leonardo in
2017. These spectacular prices, breaking records, breaking news and sometimes
even breaking of artworks — just remember Banksy’s half-shred piece... —
definitely confuse the non-specialised members of the larger public, and then
this confusion contributes to, what’s more: nurtures, the ambiguity in the
relationship between aesthetic and market value. This is not surprising,
however, since the complicated nexus between the financial and aesthetic
value is much convoluted and often very contradictory. Indeed, the dichotomic
connections between these two values is not easy to trace even for the
specialists. For example, philosopher Mark Sagoff (1981) argues that economic
value, though seemingly easy to grasp, can be used to understand more about
the aesthetic value of art. Towards the end of his paper, aesthetic value is
distinguished into two kinds of value: (1) the value of art as an institution, and
(2) the relative value of an individual piece of art (Sagoff, 1981, 328). In the
conclusion, however, Sagoff approaches the question of the basic difference
between aesthetic and economic value by translating it from the realm of the
philosophy of art to that of anthropology (ibid.). He claims that: “The
difference between the aesthetic and economic value of art, then, may be
simply explained. It is the difference between the sacred and the
profane.” (Sagoff, 1981, 329).
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It may be worth comparing Sagoff’s understanding of the difference between
aesthetic and economic values with some considerations by Tomas Kulka,
published in the same issue of The British Journal of Aesthetics. In his
conceptual distinction between artistic and aesthetic value, which also takes
into account cases of fakes, forgeries, and copies, Kulka argues that artistic
value is what determines the significance of a particular piece and its status in
the history of art — i.e. how “new” the piece is and whether it can be considered
as a turning point in the history of art. Aesthetic value, on the other hand,
describes the particular qualities of that work of art, e.g. the visual qualities of
a painting. When artworks are involved, these two kinds of values are not
necessarily on the same level (e.g. equally high or low) but may have
completely different ratios. For example, an aesthetically unsuccessful work
can later acquire significance in the history of art; alternatively, as the years go
by, a well-executed piece can be forgotten. Nevertheless, as Kulka claims: “It
seems to me that a certain minimal presence of each of the two-component
values is necessary for an object to qualify as a work of art.” (Kulka, 1981, 343).

Sagoff’s and Kulka’s treatments of the various kinds of values that are attached
to artworks may help us both clarify why the audience is often confused when
faced with contemporary art and also understand some of the anomalies
involved in today’s art consumption. This adds to the fact that undeniably
certain works have an established although often not clearly understandable
fascination — a classical example is the Mona Lisa that is currently practically
invisible due to the large masses of tourists in front of it, while in the
neighbouring rooms there are at least five other very fine Leonardo paintings
that remain almost unnoticed compared to the lure of the Mona Lisa. Or, as
George Goldner, former chairman of the drawings and prints department at the
Metropolitan Museum of Art in New York recalled, “A week after the sale of the
Salvator Mundi, I happened to be at the National Gallery and I wandered into
the room with Ginevra de’ Benci, which is a much better painting in much
better condition than the Salvator Mundi. There was not a single other person
there.” (Italics in the original. Quoted in Ruiz, 2018)

Another addition to the complex landscape of contemporary art world,
institutions and market, is the growing - and, naturally, again greatly
ambiguous - role of private collectors. Their connection and (inter)relationship
with art institutions are not without tensions and mutual jealousies, mainly
regarding financial possibilities and/or state sponsorship. In any case however
we can see amazing private collections, many of them can easily dwarf the
possessions of numerous national or state museums. This may, at first, seem as
a pure gain for visitors who thus have more places to choose from, however,
again not as simple as that. At least two questions arise that could perhaps
have even more attention in aesthetic discourse. One is whether these private
collections are only for the pure sake of art and were born because of the
owner’s passion for art, or, if not, how much of strive for increasing status
symbol, legitimacy of wealth or even pretentiousness is behind the collection-
building? It is thus not surprising if for many, these questions — mutatis
mutandis — are reminders of the debates over the scientific purity of 18th-19th
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century museums. The other question worth examining from an aesthetic
viewpoint and especially with its consequences for aesthetics is how much the
art commerce in general and private collections in particular modify the canon
of art, especially that of contemporary art that is understandably and
necessarily still more flexible than the more established classical canon, even if
this latter is never entirely fixed either, see for example the recent re-discovery
and re-evaluation of Baroque woman painters.

Adding some further concerns to the above considerations on art, its market
and the aesthetic consequences of their relationship, especially with regard to
the ever blurrier division of functions between the actors and factors of the art
infrastructure, we can also mention some potential issues with the large-scale
art events, including the mushrooming art fairs. During these three-four-day
commercial events the participating galleries show their artists, as in most of
the fairs it is not directly the artists, but the galleries representing them that
exhibit. The fairs, especially the leading ones are very expensive, to the booth
rental one also needs to add the shipping costs, customs, insurance,
accommodation, travel, per diem etc. For many art collectors the fairs are the
primary acquisition events, and they enjoy the opportunity of having a great
overview of the contemporary offer plus they also appreciate the publicness of
the fair and the transparency of the event. Based on these one might easily
think at first that the galleries participate solely for the hope of selling the
works to the collectors visiting the fair. However, again we cannot simplify it as
much, because, speaking honestly, the well-visited fairs may also serve as
a great general publicity for an artist. Despite the few days of opening, the
biggest fairs are seen by several thousands of visitors, and obviously not all of
them are full-time collectors, but also curators, art critics, advisers, journalists,
patrons, politicians, specialised bloggers, influencers or general art-lover
intellectuals. Hence it is not surprising that many artists are often happier of
participating in a leading art fair, than even in the National Gallery of a smaller
country, since the difference in visitor number can be ten-fold. Naturally this
also gives a large responsibility to the organisers and selection committees of
the fairs too, as the large number of visitors and the diffuse media coverage
often disseminates the aesthetic content seen at the fair much more than in
the case of a gallery or museum show. Hence again a game changer shaking up
the traditional division of functions, especially if we add the issue of entrance
fees — although most of the fairs have quite pricy entrance ticket, some fair
organisers decide not to charge visitors or at least heavily subsidise the ticket
for students, thus strengthening their mass-educative function in the palette
of cultural events.

It would however be too easy to explain the popularity of these events with the
glittery hype around some forms and manifestations of contemporary art. It is
perhaps explainable or partially explainable with the interest of the visitors in
other, new places and forms of experience. And naturally this could again be
analysed with regard to its aesthetic consequences — can we perhaps simply say
that, at least in some ways, visitors are right in desiring novel forms of
experiencing art? This may also make us remember Robert Ginsberg’s
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affirmation: “Experience, not theory, is the creative source for responding,
reflecting, and exploring. Philosophers who work on aesthetic matters need to
keep their soul full of experience - and not only of aesthetic
objects.” (Ginsberg, 1986, 78) Agreeing with Ginsberg we can say that the wider
public’s seeking for novel forms of experience can be considered as natural, and
the new approaches of art consumption should not be automatically judged as
unprofessional or lowbrow and popular in the negative connotations of the
words. This is also because, from a historical perspective, artworks have been
presented in a variety of ways in different periods. We can observe changes in
styles and designs in the installation of art pieces and exhibitions, which
shapes the way art lovers experience the shown artworks. It is sufficient to
quote some examples to illustrate this claim. Consider for instance the usual
display of paintings in late-Baroque and 18th-century aristocratic galleries,
where the pictures densely filled the walls, their frames almost touching each
other — as portrayed e.g. in the paintings by Giovanni Paolo Panini or Hubert
Robert. Compare this to the 20th-century sterile and homogenous white cube-
type spaces, where artworks are presented as detached from one another to be
enjoyed separately, with no exogenous visual element and no other work
interfering with the recipient’s perception. Obviously, these two exhibition
spaces allow for completely different experiences of art. In the Ilatter
experience, as the pieces stand on their own, one focuses on the qualities of
the individual artwork rather than on the (possible) connections between the
artworks exhibited. Referring back to Kulka’s above-mentioned distinction, in
the Baroque installation style of the princely galleries it is the artistic value
that emerges, while aesthetic value stands out in white cube-type spaces.

This, however, only works at the level of the actual and individual display: but
what if the entire exhibition is organised in a non-traditional space? For
instance, what would happen if we installed the artworks in a classical ruin, in
an abandoned factory, in an airport, or a container in the middle of a large
metropolis? Again, the peculiar location influences the way we perceive the
exhibited works and opens up new interpretative perspectives that may not
come up in more traditional venues. Since a novel venue and a new way and
style of exhibiting can add further interpretative layers and also increase and
diversify the aesthetic experience — in virtue of the “surprising” character of
the presentation — they can lure into the exhibition even those visitors who
do not generally attend to art shows. Optimistically, this kind of “alternative”
exhibitions may bring back the less-dedicated public to traditional museums,
once their curiosity has been raised by these special occasions. Hence, what
seemed just a natural change in the style of art exhibition may be intentionally
used for good purposes — yet always cum grano salis —, to promote valuable
aesthetic experiences and raise awareness on the insights art can provide us
with.

What’s more, the proper and scholarly aesthetic examination of the lure of
encountering artworks in new contexts and of the fascination of alternative
modes of art consumption could also help finding bold answers for the current
challenges that classical museums have to face, since undeniably traditional
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museums still have not only high relevance but also growing responsibility.
Tristram Hunt, director of the Victoria and Albert Museum in London
summarised some of these tasks: “In an era of deepening nationalism and
parochialism, where accounts of ethnic purity and manifest destiny abound,
the ability of museums to tell complicated stories of hybridity and
cosmopolitanism is vital. (...) Museums need to be brave in confronting the big
issues. (...) Museums need to provide a civic arena for contentious debate.
Through our exhibitions and public programme, we can frame and generate
discussion with the kind of respectful and inclusive approach that is so often
absent from contemporary political discourse. As politics gets more heated, we
shouldn’t fear that it is too difficult to entertain all shades of opinion under
our roofs. We can show leadership in curating the ethics of
disagreement.” (Hunt, 2018) Hunt’s opinion is also extremely useful for finding
novel ways of function and functioning of the museum. The investigation of
these tasks may also remind us of Boris Groys’ recommendation, who argues
for the museum to be converted from a place where we merely contemplate
objects to one where things happen (e.g. lectures, presentations, discussions,
screenings etc.), hence an institute that keeps an intellectually fertile flow of
events and activities. (Groys, 2013) These more event-like and experiential
curatorial projects can ideally attract new audience into the old institutes,
without losing the visitors with more classical taste.

All this may also convince us that there should be even more cooperation
between the various institutions instead of rivalry and mutual jealousy. The
bold, experimental and experiential projects, crossover collaboration between
actors and factors of the wider art infrastructure can be rewarding for all, and
aesthetics as a discipline can only benefit when following and analysing these
tendencies and the numerous potential insights gained from the conscious
analyses of these issues and phenomena. One of the areas to be further
investigated, and from which important contributions to aesthetics may arrive,
concerns the nature of experiencing, enjoying, and even “benefiting” from
art. How does the perception of art change when novel modes of art
presentation arise? How can we identify and investigate the aesthetic
implications that this addition may have for the perception and interpretation
of artworks that particular modes of exhibition and/or non-traditional venues
provide? This leads us from aesthetic questions to questions of aesthetics
itself, i.e., to an investigation of whether we have the right tools to evaluate
such new issues within the discipline of aesthetics. Does aesthetics need to re-
invent itself — its methodologies, approaches, and forms of research — in order
to offer a thorough analysis of these new phenomena in art and in the
perception and consumption of art? Should aesthetics focus on tightening its
connections with other forms of scholarly and intellectual engagements with
art, such as art criticism, art history, critical curatorial studies, sociology of art?
Or does it rather have to emphasise the particular aspects of art that can only
be described within (traditional) aesthetic research?

Coming back to our original questions and also to our imaginary average art-
inclined tourist from the beginning of this paper, we shall then not necessarily
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worry if she sees Mird’s works in the mall for the first time, or if she ruminates
not only on the artworks but also over her own experiencing of these very
artworks in the isolated private contemporary art collection in the Alps,
because all this may be natural additions in the offers of showing and
encountering artworks today. Our work and duty, however — as professionals
and practitioners of aesthetics — is not merely to describe these novel ways of
encountering art, but also to individuate those areas in which aesthetic
scholarship may be particularly useful to analyse such phenomena, examine
questions about art and its presentation and, if relevant, warn us about the
possible threats arising from the modifications of taste that may influence the
canon driven by economic or political reasons. We shall not be afraid to
consider aesthetics as a leading platform for discussing art, rather than an
academic discipline practiced in universities and separated from the actual art
world. This is why the careful investigation of new ways of encountering art
may become an enquiry into the present state, the role, and the future of
aesthetics itself. By finding adequate and inspiring solutions to address current
issues in contemporary culture, aesthetics will not only secure its status as
a legitimate academic discipline but will also open up new possible worlds
where to search for aesthetics and where aesthetics may have something to
(re)search.
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Fictional Objects within the
Theory of Mental Files: Problems
and Prospects

Zoltan Vecsey

A recent version of the mental file framework argues that the antirealist theory of fictional objects can
be reconciled with the claim that fictional utterances involving character names express propositions
that are true in the real world. This hybrid view rests on the following three claims: (i) character names
lack referents but express a mode of presentation, (ii) fictional utterances introduce oblique contexts
where character names refer to their modes of presentation, and (iii) modes of presentation are mental
files. In this critical paper, I will argue that the proposed view runs into a number of theory-internal
problems. These problems arise partly from the unclarities inherent in the notion of mental file, and
partly from a mistaken semantics for character names. I will also argue that adherents of fictional
realism can make use of the notion of mental file without encountering similar difficulties. | Keywords:
Antirealism, Fictional Objects, Mental Files, Character Names, Reference, Representation

1 Fictional Objects in the Mental File Framework

The technical notion ‘mental file’ has been used recently by philosophers of
language and theoretical linguists to explain the nature of singular thought
and reference in natural language. Although there is no general consensus
concerning the explanatory function of this term, it is widely agreed that the
primary role of mental files is to store and manage information and,
occasionally, misinformation about the objects we are somehow acquainted
with. For example, Recanati (2012), a leading theorist of this approach,
assumes that we can gain information/misinformation from a particular object
when we stand in an epistemically rewarding relation to it. Sensory perception
is the paradigm case of this kind of information gathering. We become aware of
our immediate external environment by seeing or otherwise perceiving the
sensory features of particulars. Acquaintance relations are usually interpreted
normatively rather than logically or metaphysically in this area of research. We
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open a mental file when there is an appropriate information channel between
us and the object the file is about. This can be taken to be the normal or default
situation. But it is not necessary (either logically or metaphysically) that there
actually be such an information channel. Information gathering seems possible
even in cases where acquaintance is merely imagined or simulated. Future-
directed discourse is a good case in point. OQur talk about the future is often
based on acts of imagination. We have a natural inclination to make
statements about future objects as if they were real existents in the world. In
the broad sense of the term, we can thus specify objects that do not actually
exist. We can attach proper names to “them”, share our ideas about “them” and
so forth. Imagination provides us with pieces of information that can be
mentally stored in the usual manner. These and similar cases indicate that
under certain circumstances mental files may be opened even in the absence of
genuine epistemically rewarding relations.

This latter putative feature is what makes the notion of ‘mental file’
so attractive to theories of fictional objects. If we can indeed store and manage
information/misinformation about purported objects in mental files without
being actually acquainted with these purported objects, then by relying on this
notion, we may try to give an account of how we can think of and talk about
fictional persons and events.

Take for example the character of Sherlock Holmes in Conan Doyle’s detective
novel, A Study in Scarlet. Holmes is portrayed in the novel as being a detective.
It is easy to check that Conan Doyle uses the proper name ‘Sherlock Holmes’ in
his story consistently as if it were a genuinely referring singular expression. Yet
we know that there is no such detective in the real world, external to the story.
So regarding its semantic status, ‘Sherlock Holmes’ is a non-referring name.
Given these two facts —that the main protagonist of Conan Doyle’s novel is not
a real person, and that ‘Sherlock Holmes’ does not refer to anything- it seems
puzzling that we can gather so many pieces of information “about” Holmes and
his deeds. We know very well that “he” is an outstanding detective, that “he” is
a pipe-smoker, that “he” lives at 221B Baker Street, London, etc. Intuitively it
seems we are able to think many singular thoughts involving these pieces of
information. And it seems, again intuitively, that by expressing these thoughts
we are able to make a potentially unlimited number of meaningful singular
statements about the protagonist of the novel. How is this possible?

It is not easy to resolve this many-layered puzzle but it appears to be a good
initial step to reflect on the way we collect information and misinformation
about such fictional objects as Holmes. Adherents of the antirealist approach to
fiction have recently offered an elegant and at first sight plausible explanation
for this process.! The basic idea of this explanation is that, from the point of
view of readers, fictional works should be conceived as prescriptions to
imagine.? Novels and short stories prescribe us to imagine that things are

More precisely, antirealists are in agreement concerning the generic structure of the
explanation, but they offer different versions of it. For example, see the works of Friend (2011,
2014) and Salis (2013).

2 The first occurrence of this idea is to be found in Walton (1990).
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a certain way. In order to understand and appreciate a fictional work properly,
we should follow as closely as possible the prescriptions originating from the
narrative of that work. If the narrative tells us explicitly that there is
a detective who smokes the pipe, lives at 221B Baker Street, London, etc., then
we should imagine that there really is a detective who has exactly these
properties. And if the narrative contains occurrences of ‘Sherlock Holmes’ in
referring positions, then we should imagine that tokens of this name really
refer to a person. Imagination does not require that we be committed to
fictional objects; it requires merely that we be committed to pieces of
information (and possibly misinformation) that can be extracted from the
relevant narratives.

Given this basic idea, it is surely a well-motivated theoretical move to argue
that this kind of information should be thought of as being collected in mental
files. Antirealists who sympathize with the mental file conception of singular
thought are obliged to say something about the nature of files. The common
view, again originating from Recanati, is that a mental file usually consists of
three components: the file itself with a certain label, the informational content
of the file, and the reference-fixing relation that determines which object the
file is about. As we have seen, when our targets are fictional works, the last
component cannot be a genuine epistemic relation to an object external to
a given narrative. But this does not generate a serious problem for the view.
Thanks to our imaginative activities, labelled files can be opened and can be
filled with pieces of information without the presence of external anchors. We
can proceed broadly in the following manner. In reading the novel A Study in
Scarlet, we encounter the character name ‘Sherlock Holmes’. As a reaction to
this reading experience, we open a mental file labelled with ‘HOLMES’. All of
the Holmes-relevant information that we can extract from the text of the novel
will then be collected in the HOLMES file. We know, however, that our mental
activities are governed in this process by the rules of imagination. And
therefore we also know that when we deploy our HOLMES file we can refer only
to an imagined person. According to the antirealist picture, this is why and how
we can generate mental files on fictional characters and events with which we
cannot, in principle, be acquainted.

Now the question arises whether the basic idea of this type of mental file
theory is tenable or not. It is important to keep in mind that most adherents of
the antirealist approach are convinced that fictional objects do not exist. On
their view, there is simply no such fictional character as Holmes. But can such
an allegedly nonexistent character be accounted for in terms of mental files?’
In my own view, the short answer to this question is no. More cautiously, my
claim is that we have good reasons to be skeptical concerning the explanatory
power of the antirealists’ mental file framework.

In what follows, I will focus my critical attention on the most recent version of
the framework, elaborated and defended by Orlando (2017). Orlando’s
conception deserves attention for two reasons. First, the proposed framework is

5 On this question, see also Murez and Smortchkova (2014).
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sufficiently general for being a target of criticism. Second, Orlando
supplements the standard conception of mental files with a semantic theory
that gives a new twist to the ongoing debate about the interpretation of
fictional statements. In Section 2, I briefly outline the main elements of
Orlando’s antirealist proposal. In Section 3, I try to point out that the proposed
framework suffers from serious internal problems. Finally, in Section 4 I try to
show that the notion of mental file is much less problematic when applied
within the boundaries of a realist theorywhich acknowledges the existence of
fictional objects.

2 Extending the Framework with a Two-Level Semantics

According to the mental file doctrine, if someone becomes acquainted with the
novelist Jonathan Franzen, they open a file labelled with the mental name
FRANZEN, and henceforth store or delete information/misinformation about
Franzen exclusively in this very file. That is, they possess the individual file
about Franzen, labelled with the mental name FRANZEN, and filled with
descriptive concepts like ‘born in Illinois’, ‘author of The Corrections’, ‘wearing
spectacles’, etc. Of course, different instances of the FRANZEN file may contain
different sets of descriptive concepts. There might be readers who recognize
Franzen as the ‘author of The Corrections’, others might know him as the
‘author of Purity’. Differences in descriptive content do not affect the identity
of the FRANZEN file, though. Competent readers will share the same file type
because instances of this type ought to be individuated in the same way (i.e. by
being related causally to Franzen) in every case.

Readers will be in a position to entertain singular thoughts about Franzen just
in case they possess an instance of the FRANZEN file type. This is nearly self-
evident. Yet it is not entirely obvious how mental files can be involved in
expressing singular propositions about this person. The proposed explanation is
that mental files should be thought of as devices of (mental) reference which
are capable to refer to persons in roughly the same way as singular expressions
refer in natural language. On this account, files are mental counterparts of
proper names and, importantly, are supposed to be counterparts in the
semantic sense of the word. If this is so, an utterance of the statement ‘Franzen
is the author of The Corrections’ can express a mental or conceptual
proposition about Franzen on the basis of the referential capacity of the
FRANZEN file. Like its natural language counterpart, the expressed proposition
counts as singular, since the FRANZEN file is grounded on causal relations to
Franzen in roughly the same way as the proper name ‘Franzen’ is grounded
causally on Franzen.

Orlando (2017, pp. 57-58) claims, on this basis, that mental files can be
regarded as a constitutive component of the semantic content of singular
utterances. This has already been recognized in the relevant literature.
Recanati and many others have repeatedly argued that files play the role of
non-descriptive Fregean modes of presentation. Seen from a semantic
perspective, files as (non-descriptive) modes of presentation perform
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a complex function: they are responsible for reference fixation, for cognitive
significance, and coordination of information. Orlando proposes a two-level
semantics where the content of singular expressions is constituted jointly by
referents and such modes of presentation. It follows from this approach that an
utterance of (1) has to be interpreted as expressing a two-level content
composed by (1a) and (1b):

(1) Franzen is the author of The Corrections.

(1a) The singular proposition constituted by Franzen and the property of being
the author of The Corrections.

(1b) The conceptual proposition constituted by the FRANZEN file and the
descriptive concept ‘author of The Corrections’ contained in that file.

(1a) should be familiar, as it corresponds to the Russellian conception of
singular propositions. This kind of content can be evaluated with respect to
truth and falsity. If Franzen possesses the property of being the author of The
Corrections, (la) is true. At first glance (1b) may seem superfluous, since
Russellian propositions are commonly assumed to express complete sentential
contents without the intervention of modes of presentation. Orlando
maintains, however, that (1b) does not determine (la), contrary to what
Fregeans might think. Rather, (1b) should be taken as representing an
autonomous level of content. It is a mental or conceptual content that can be
associated with the utterance of (1). And given that the FRANZEN file is a non-
descriptive mode of presentation of Franzen, the conceptual proposition (1b) is
not general but singular.

The mental file framework supplemented with the above two-level semantics
can also be successfully applied to fiction — at least Orlando says so. The first
important thing to note in this regard is that one can differentiate between
three types of utterance in fictional narratives. As many have pointed out,
there are fictive, parafictive, and metafictive utterances of sentences that differ
sharply from each other with respect to their contextual background.*

Consider the following examples. The first token occurrence of the character
name type ‘Sherlock Holmes’ in Conan Doyle’s oeuvre is to be found in his
novel A Study in Scarlet, page 3, line 21:

(2) “You don’t know Sherlock Holmes yet”.

Since (2) is extracted from the text of the novel, it counts as a fictive utterance.
Now compare (2) with (3):

(3) Sherlock Holmes was complemented perfectly by Dr. Watson.

(3) can be classified as a parafictive utterance.’> One characteristic feature of

4 The currently used terminology is not uniform. For example, instead of speaking of fictive,
arafictive, and metafictive utterances, Thomasson (2003) uses the technical terms
fictionalizing discourse’, ‘internal discourse’, and ‘external discourse’.

5 We can make a further distinction here between implicit parafictive utterances like (3) and
explicit parafictive uttereances. The latter type uses prefixes such as ‘In work W’ or ‘According
to the story S’. For present purposes, this distinction is irrelevant.
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this type of utterance is that it is based on two narrative perspectives: (3)
concerns the internal textual content of Conan Doyle’s narrative but it
paraphrases or restates this content from an external perspective. Metafictive
utterances, in contrast, presuppose only a single perspective, a perspective that
is external to the narrative.

(4) Sherlock Holmes is a fictional character.

In Conan Doyle’s novel, Holmes is a detective, not a fictional character. But
seen from the external perspective of literary criticism, Holmes is a fictional
character. Accordingly, (4) counts as a paradigmatic metafictive utterance.

Intuitively, all of these utterances are meaningful and true either in the
internal context of the novel A Study in Scarlet or outside of it. The observation
that Sherlock Holmes and Dr. Watson are not real persons goes against this
intuition, however. For if there are actually no such persons, then ‘Sherlock
Holmes’ and ‘Dr. Watson’ are empty names, and thus utterances of such
sentences as (2), (3), and (4) cannot express any proposition, which makes it
hard to evaluate them as true.

This is a well-known problem that has been tackled by two main types of
approach over the last decades. Realists argue that although Sherlock Holmes
and Dr. Watson are not real persons, the Holmes character and the Dr. Watson
character exist. Different brands of realism have elaborated different views on
the nature of characters. Some conceive fictional characters as existing
possibilia, others maintain that Holmes and Dr. Watson are created abstract
objects and they are occasionally identified also with person-kinds existing in
the same way as Platonic eternal idealities. What is common to all of these
views is that they introduce an ontologically novel type of object for solving
the above problem. If characters can be identified with possibilia, abstracta, or
other types of objects, then character names can be taken to refer to these
denizens of the world.® On this basis, realists can safely claim that utterances
of (2), (3), and (4) express propositions, and are therefore true, as our intuition
suggests.

In contrast,antirealists argue that fictional characters do not exist, and thus
‘Sherlock Holmes’, ‘Dr. Watson’ and other character names are empty. What
justifies our intuition that utterances of (2), (3), and (4) are true is that by
reading Conan Doyle’s narrative readers imagine or assume that there are such
persons as Holmes and Dr. Watson. This does not mean that utterances
involving character names express singular propositions and are literally true.
Such utterances are understood through an implicit paraphrase which typically
takes the following form: according to an imaginative game authorized by the

6 Fictive uses of character names still pose a problem for realists since tokens of ‘Holmes’ and
‘Dr. Watson’ do not refer to possibilia or abstracta or ... in Conan Doyle’s narrative. Therefore,
realists usually argue that character names are empty in their fictive uses but parafictive and
metafictive uses can refer back to characters that are already present at the primary textual
level of the narrative. On this see, for example, Thomasson (2010).
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novel A Study in Scarlet, such-and-such is the case.” Paraphrased in this way,
fictional utterances express general propositions about the imaginative game
rather than singular propositions about the characters of the narrative. What is
said about Holmes and Dr. Watson is thus merely imaginatively true.

Orlando rightly observes that this situation confronts us with a dilemma. One
option is that we interpret utterances like (2), (3), and (4) as expressing
singular propositions about fictional characters at the cost of adopting
a controversial ontology of objects. The other option is that we take (2), (3), and
(4) to be parts of imaginative games at the cost of losing their capacity to
express propositions about particular individuals. (see Orlando, 2017, p. 62)

Orlando’s main contention is that the mental file framework sketched above
enables us to avoid this dilemma. By adopting thisframework we can defend
the antirealist theory of fictional characters and at the same time claim that
utterances involving character names express singular propositions. The
reasoning goes as follows. First, we should recognize that character names can
be accounted for by the same two-level semantics as ordinary proper names. If
‘Jonathan Franzen’ has a referent (i.e. the person Franzen) and may be
associated with a mode of presentation (i.e. the FRANZEN file), then ‘Sherlock
Holmes’ should possess an identical or analogous set of semantic properties.
The difference is, of course, that ‘Sherlock Holmes’ cannot be used to refer to
the person Holmes since there is no such person. But then the supposed
analogy between ‘Franzen’ and ‘Holmes’ disappears. Thus the second step in
the reasoning consists of showing that the character name ‘Holmes’ should be
taken to refer not to its customary referent (since there is no such thing) but to
its mode of presentation (i.e. the HOLMES file). This amounts to showing that
‘Holmes’ is not empty even on the referential level of content. How can this be
done? According to Orlando, utterances involving character names are not
about the real external world. When readers talk about the protagonist of the
novel A Study in Scarlet, they talk about something that has been created by
Conan Doyle’s fantasy. And it seems quite correct to assume that the products
of the author’s fantasy belong to the conceptual realm.

So when readers talk about the deeds and attributes of Holmes, they talk in fact
about the conceptual content of the novel that was tokened first in Conan
Doyle’s mind. They can succeed in this only when they have a referential
intention which is directed to this conceptual content. That is to say, by using
the character name ‘Holmes’ readers of the novel must have the intention to
refer obliquely to the mode of presentation of Holmes. The idea of oblique
reference, of course, goes back to Frege, who once assumed that when referring
expressions occur in the scope of an epistemic attitude verb like ‘believe’,
theyrefer to their customary senses, not to their customary referents.®

More precisely, this is a proposal which is characteristic of the Waltonian account of fiction.
The main difficulty for this view is that metafictive utterances cannot be interpreted as
belonging to authorized make-believe games. Antirealists claim, therefore, that utterances
like ‘Sherlock Holmes is a fictional character’ should be seen as unauthorized make-believe
games or betrayals of authorized make-believe games.

8 Here, I would like to thank an anonymous reviewer for pointing out a flaw in an earlier draft
of this paper.
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In the case of a fictive utterance with a character name referential obliqueness
means that a particular descriptive concept must be ascribed to a mental file.
So ‘Holmes’ refers to the HOLMES file in (2) and the file is ascribed the
descriptive concept ‘is yet unknown to someone’. Since (2) is part of Conan
Doyle’s original novel, it can be taken to express this content automatically in
the conceptual world of the narrative of that novel. Therefore, (2) comes out as
true.

The parafictive utterance (3) requires a slightly different treatment because the
descriptive concept ‘was complemented perfectly by Dr. Watson’ is not ascribed
to the HOLMES file in the conceptual world of Conan Doyle’s original narrative.
If we want to find out whether or not (3) is true, we should analyse the
narrative from an external perspective. It may turn out, after reading the novel,
that Holmes and Dr. Watson have been portrayed by Conan Doyle as having
a lot of complementary personal traits. If this is indeed the case, (3) accords
with the conceptual content of the narrative. On this basis, (3) can also be
judged as true.

The metafictive utterance (4) expresses a conceptual content that consists of the
HOLMES file and the descriptive concept ‘is a fictional character’. As in the case
of (3), the descriptive concept is not part of the conceptual world of the original
narrative. Moreover, ‘is a fictional character’ is a kind of content that is entirely
incompatible with the internal perspective of the novel A Study in Scarlet. But
approached from the external perspective of a reader who wants to talk about
the ontological status of the character, (4) appears to be an ordinary,
meaningful utterance. Orlando argues that this metafictive utterance can be
accounted for by a hybrid interpretation. On the one hand, the utterer of (4)
obliquely refers to the mode of presentation of Holmes. On the other hand, she
ascribes a descriptive concept to the HOLMES file that does not accord with the
conceptual content of the narrative. In other words, in this case, the referential
shift is only partial: while the character name ‘Holmes’ changes its referent
and refers to its mode of presentation, the predicate ‘is a fictional character’
retains its default semantic function and denotes the worldly property ‘being
a fictional character’. Thanks to this hybrid structure, (4) is partly about the
conceptual world of the narrative and partly about the non-fictional world.
That is why utterances of (4) can be interpreted as expressing true singular
propositions.

3 Theory-Internal Problems

As we have seen above, Orlando’s arguments are general enough to provide
a satisfactory mental file framework for fiction. One noteworthy feature of the
framework is that it can be applied to all types of fictional utterances.
Unfortunately, despite its generality and applicability, the framework suffers
from three systematic objections. Perhaps one of them may be reassuringly
answered, but the other two seem to be troubling. Let’s begin our survey with
the weakest objection.
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Objection one: referential shift cannot be elicited by intention alone. Orlando
claims that a character name like ‘Holmes’ “seems not to refer to
anybody.” (Orlando, 2017, p. 66) 1 guess the “seems not to refer” here is only
a polite way of saying that ‘Holmes’ is an empty singular expression. ‘Holmes’
lacks a referent because there is no real detective who lives at 221B Baker
Street, London, smokes the pipe, etc. Of course, readers who participate in an
authorised imaginative game use ‘Holmes’ as if it were an ordinary referring
name. But it is important to note that imaginative games are unable to alter
the semantic profile of names. If a name has been introduced into a narrative
as an empty expression, it remains empty even if it is used within an
imaginative game for referring to a person. ‘Holmes’ can be taken to refer to
a detective in an imaginative game not because the imaginative game endows
it with a referential capacity but because it is used in that game as if it were
a referring name. In light of this, we can contend that referential emptiness is
a constant semantic property of character names.

The mental file framework suggests otherwise. It is claimed that character
names undergo a semantic shift and refer to mental files in all of their uses.
After the shift has taken place, ‘Holmes’ ceases to be empty and starts to refer
(obliquely) to the HOLMES file. The change in the semantic profile of the
character name is supposed to be elicited by a specific sort of intention.
Orlando calls this intention ‘simulative’.

I find this picture rather implausible. My objection is not that this type of
referential shift is in principle impossible. Indexicals and demonstratives refer
via the intentions of speakers. So the content of an indexical expression or
a demonstrative can be shifted by the referential intention of the speaker. This
may happen even within an utterance of a single sentence. For illustration,
consider a now-classic example of unbound pronouns from
Kaplan’s Afterthoughts: “You, you, you, and you can leave, but you stay.” On
Kaplan’s view, it is the directing intention of the speaker that distinguishes
between the referents of the token occurrences of ‘you’. (see Kaplan, 1989,
p. 589)° My objection is that the referents of character names cannot be shifted
in this way. There is ample textual evidence that character names like ‘Holmes’
attempt to refer to persons. Although they do not succeed in this attempt, they
are not sensitive to the changes of contextual factors like indexicals which
have a two-dimensional (character/content) semantic structure. To repeat,
readers of Conan Doyle’s narrative may have a specific sort of intention to
use‘'Holmes’ for referring to a mental file or a mental representation but this
will not yield the result that it in fact refers to a mental file or a mental
representation.

One possible rejoinder to this objection is to point out that character names
and other singular expressions are introduced into fictional narratives by
simulative intentions. To adopt such a view would be tantamount to saying
that character names refer to mental files from the very beginning of their

o It is worth noting that whether directing intentions are part of the semantic of
demonstratives or belong to presemantics or pragmatics is a subject of debate.
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career. Perhaps the first token occurrence of ‘Sherlock Holmes’ in the novel
A Study in Scarlet refers already to a mental representation. Although this
token occurrence seems to refer to a person within its host sentence, this is
only a surface semantic effect.!® Actually, Conan Doyle introduced the name of
his protagonist to refer to its mode of presentation (i.e. the HOLMES file).
So the argument may go. This would be a more plausible explanation for the
alleged referential shift in the semantic profile of the name. If it is correct to
assume that the profile of names depends, at least in part, on the semantically
relevant aspects of their introduction, for example, in the semantic or
communicative intentions of their introducers,thenit can be imagined that
instances of a certain kind of name are designed so that they referto
mentalobjects. The question is whether authors of fictional works introduce
character names into their narratives in this manner. Regretfully, a definitive
answer would require a lengthy excursion into the cognitive/psychological
theory of artistic creation, which is beyond the scope of this paper. So let us
leave this question open and turn instead to the second objection.

Objection two: character names are supposed to perform two conflicting functions
in fictional narratives. As has already been mentioned, Orlando takes character
names to refer to mental files. The character name ‘Holmes’ is supposed to
refer to the HOLMES file, ‘Dr. Watson’ is supposed to refer to the DR WATSON
file, and so forth. On hearing this, one may ask not only ‘what is the function of
mental files?’, but also ‘what type of object are they?’. Orlando says that, from
an ontological point of view, mental files are mental particulars. This does not
clarify, however, whether they are concrete or abstract objects. Early advocates
of the mental file theory like John Perry and Jerry Fodor have argued that files
are objects in the mind or objects that are instantiated in the mind. These
objects were conceived of as having causes and effects in the physical world.
(see Fodor, 1990, pp. 23-25; Perry, 1980, p. 330) From this, it obviously follows
that mental files were identified by these authors with concrete particulars. In
a footnote, Orlando says that her own approach shares the ontological
commitments of Fodor’s early work on mental representation. We may assume,
then, that she would answer the question ‘what type of object are mental files?’
by saying that they are concrete particulars. If my reconstruction is correct,
character names are supposed to refer ultimately to concrete objects in
Orlando’s framework.

But this is, so to speak, only one aspect of the framework. The other aspect is
that character names are supposed to refer to or stand for something abstract.
The reason for this is the following. As already mentioned, according to
Orlando, utterances of sentences like (2), (3), and (4) have to be interpreted
as being about “something that has been created by an author’s

10 Areviewer asks why we should take for granted that the first token of ‘Sherlock Holmes’ seems
to refer to a person. According to the reviewer, this is counterintuitive since both the author
and the readers know for a fact that there is no real person that is Sherlock Holmes. In
response, I would say that it is better to keep the distinction between ‘seemings’ and ‘facts’:
‘Sherlock Holmes’ seems to refer to a person because it behaves in its first occurrence in
Conan Doyle’s text as an ordinary personal name. What the author and the readers know
about the existence/nonexistence of the character is, in my view, an independent issue.
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imagination.” (Orlando, 2017, p. 67) And the products of authorial imagination
- fictional works and the characters portrayed in these works — must be seen as
belonging to the realm of abstracta. This means that fictional works and
fictional characters are not part of the physical world. Rather, they are identical
with or part of the conceptual world that has been created by an
author’s artistic activity.

By applying this line of reasoning to the case of Holmes we get the following
result. The main character of the novel A Study in Scarlet is the product of
Conan Doyle’s authorial imagination. The character is part of the conceptual
world of the novel, from which it follows that it is an abstract object of some
sort. Therefore, when the character is the subject matter of our utterances,
token occurrences of ‘Holmes’ may be taken to refer to or stand for a certain
abstract object.!! In Orlando’s own words: “our referential intention in using
a fictional name can be construed as being oriented towards something not
real (in the sense of belonging in the external world) but purely
conceptual.” (Orlando, 2017, p. 67)

The problem is that these two aspects of the framework are in conflict with
each other. On the one hand, there is a semantic relation between the
character name ‘Holmes’ and the HOLMES file. On the other, there is
a semantic relation that relates ‘Holmes’ to the Holmes character. And this is
something that cannot be integrated into a coherent semantic picture because
‘Holmes’ is related at once both to a concrete particular (i.e. HOLMES file) and
to an abstract object. (i.e. the Holmes character)

Objection three: the mental file framework is incompatible with the antirealist view
of fictional objects. There is a sharp disagreement between realists and
antirealists on whether fictional objects exist. Realists believe that fictional
objects are part of the overall inventory of what there is. This is not an
innocent position because existing objects are typically thought of as being
accessible through direct or indirect sensory experience; and it is fairly clear
that Holmes, Dr. Watson, and their likes are not perceptible existents.
Advocates of the realist view argue, therefore, that fictional objects are to be
identified with a certain non-standard type of object. The most popular
candidates are possibilia, created abstracta, and Platonic idealities. Fictional
utterances are then interpreted as involving one of these types of non-
standard objects. This ontological move saves the intuition that fictional
utterances express singular propositions that can be either true or false. In
contrast, antirealists are deeply convinced that our world does not contain any
fictional objects. Fictional utterances appear to commit us to these objects but

What complicates the picture is that Orlando favors an externalist conception of reference. On
this conception, reference is per definitionem a relation to an “external” object. So it can be
said that ‘Holmes’ stands for an abstractum, but it is incorrect to say that ‘Holmes’ refers to an
abstractum. Not everyone shares this view. A well-known exception is to construe the relation
of reference on the basis of negative free logic (Sainsbury 2005), which allows reference
without referents. But there are also other alternatives. For example, Burge (2010) and Davies
(2019) argue for a non-relational way of referring that can be successfully applied to abstract
objects. Unfortunately, Orlando’s framework does not take into consideration these
developments.
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from the antirealist’s point of view, this is what it is: an appearance. We are
willing to accept the existence of these objects because we entertain the
utterances of fictional narratives by participating in authorised imaginative
games. Accordingly, fictional utterances are to be taken to express true
propositions about persons like Holmes or Dr. Watson only in an imaginative
sense.

Orlando’s mental file framework was designed to demonstrate that the
antirealist theory of fictional objects can be reconciled with the claim that
fictional utterances express propositions that are not imaginatively true, but
instead true in the real world. But the framework cannot fulfill this promise.

There are at least two reasons for this. First, Orlando rejected the realist
approach to fictional objects on the grounds that it embraces a non-standard
ontology. One would expect, then, that her own approach is based on
a standard ontological theory. Can mental files (i.e. concrete mental
particulars) be incorporated into a standard classification scheme of objects?
Although Orlando and other followers of Perry and Fodor find it self-evident
that mental files constitute a natural kind, ontologists disagree with them on
this point. The classificatory difficulty arises from the fact that mental objects
of this type are “hybrid” existents, which satisfy the standard criteria both of
concreteness and abstractness.!? So it is not quite correct to suggest that the
antirealist view of fiction can readily be paired with the mental file framework
because both have equally parsimonious ontological commitments.

Second, and more importantly, it can be pointed out that the central claims of
the mental file framework are incompatible with the antirealist view. While
Walton (1990), Everett (2013), and other antirealists argue forcefully against
the existence of fictional characters, Orlando seems to take an opposite view.
She contends that if readers want to talk about the protagonist of a fictional
work, then their referential intention is directed to something that belongs to
the conceptual/abstract realm. And, on her view, this conceptual/abstract
something exists contingently: it comes into being through an
author’s storytelling activity. But this is precisely what certain advocates of
fictional realism claim. Artefactualists can happily accept that the protagonists
of fictional works do indeed exist and that they can be classified as abstract
objects.!® Artefactualists can also agree with the claim that objects of fictional
narratives like Holmes or Dr. Watson exist only contingently. Their abstract
nature does not exclude that they are created objects. Many other products of
our cultural activity come into being in a similar way: laws, institutions,
marriages, etc., are paradigmatic abstract objects, but they do not and could
not exist without the intervention of human intentional activity. This indicates
rather clearly, I think, that Orlando’s mental file framework is much closer to
the artefactualists’ position than it is to the antirealist view.

12 For an overview of this issue, see McGinn (1980).

13 The first systematic elaboration of the artefactualist position is to be found in Thomasson
(1999). For a new version of the artefactualist view, see Vecsey (2019).
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4 Mental Files from the Perspective of Fictional Realism

In the previous section, I pointed out that when we apply the mental file
framework to the theory of fictional objects in a way similar to Orlando’s, then
the result will suffer from various theory-internal problems. A minor problem
is that the framework assumes that the semantic profile of character names
can be modified deliberately. Perhaps when authors introduce the names of
their protagonists, they use these names from the outset as referring to
something mental. Perhaps at least some of them use character names in this
way. But this assumption needs empirical validation. Orlando’s two-level
semantics generates however a more serious problem. According to this view,
character names are related both to mental files thought of as concrete
particulars and to characters conceived of as being abstract objects. It is hard to
see how this tension might be resolved within the proposed framework. It is
also hard to see how the basic principles of the two-level semantics can be
reconciled with the antirealist view which holds that there are no such things
as fictional objects. The semantics has been so constructed that it allows for
character names to be used referentially. Clearly, antirealists cannot tolerate
this semantic claim, since it entails that character names do have referents and
this means, ontologically speaking, that there are fictional objects.

In this last section, I will discuss briefly a possible way out of this theoretical
impasse. As we have seen, fictional antirealists are in a difficult theoretical
situation, because they have to reconcile two apparently incompatible theses.
The first is a definitory claim. It says that it is a constitutive feature of mental
files that they store and manage information/misinformation about objects.
The second is the core ontological claim of the antirealist stance on fiction,
which says that fictional objects do not belong to the overall inventory of what
exists. The simplest and most often used antirealist strategy for reconciling
these two claims is to adopt the Waltonian model of fiction and argue that
fictional works should be conceived as prescriptions to imagine. Readers of
fictional works have to imagine that things are in a certain way, for example,
that Sherlock Holmes is a detective who lives at 221B Baker Street, London. It
can be said, then, that although there are no fictional objects in reality, such
objects feature in our imaginative acts and states. When readers collect and
store information/misinformation about the protagonists of fictional works,
their attention is directed to what should be imagined about these
protagonists (i.e. the informational content of their own imaginatory acts and
states). According to the resulting view, there is no obstacle to open mental
files about merely imagined objects: even though Holmes lacks real existence,
readers take it for granted, based on what they imagine, that “he” is an existing
person.! In the end, files about spatiotemporal objects are supposed to differ
from files about fictional objects only with respect to their type of reference.
While reference is acquaintance-based in the first case, it is merely imagined in
the second case.

14 It is worth noting that Hansen and Rey (2016) sympathize with this view, but they argue for a
mental file theory that is neutral with respect to whether the objects of the files are actual
things or not.



Despite its prima facie plausibility, I do not consider the antirealist’s
explanatory strategy to be successful. The reason for skepticism is rooted in the
very starting point of that strategy. In particular, it seems misleading to say
that mental file theory in itself requires reconciling incompatible theses about
fiction. I do not want to reject the definitory claim according to which mental
files store and manage information/misinformation about objects. But
I do think that the antirealist’s ontological claim can be rejected, at least from
the perspective of our everyday literary practices.

The question is whether we have access to the informational contents of
literary works (i.e. literary texts) in the way antirealists assume. Is it really
correct to say that imagination is our most direct and privileged epistemic
relation to the textual level of works? I think the adequacy of the imagination-
based conception is bounded by a more fundamental epistemic constraint: in
order to imagine that a particular object o is so-and-so, we must already be
acquainted with the text of a literary work which represents o linguistically as
being so-and-so. This precondition may justly be thought of as a strong
constraint because it narrows down the possible ways in which we may come to
know of o to those that involve our language-based capacities. We simply need
to read and process the relevant passages where o and its distinctive properties
are portrayed. Imagination can only be activated after these passages have
already been understood.

One might object that the epistemic priority argument does not undermine the
antirealists’ position because they may still argue that, even though our access
to the contents of literary works must be mediated by language, fictional
persons and events exist only in imagination. But the epistemic priority
argument is more powerful than antirealists may think it is because it has an
ontological consequence. If the text of a literary work represents o as being so-
and-so, and our primary access to o is mediated by language, then our thought
and talk about o should be taken as ontologically committing. By thinking and
saying that Holmes is a detective we are committed to those representations,
be they structurally simple or complex, that have the content or convey the
information that Holmes is a detective.

A fictional realist who follows this line of thought may add that there is nothing
more to being Holmes than being the content of these representations. The
realist’s general ontological point is that each fictional person can be identified
with a specific set of representations. More precisely, the claim is that fictional
persons have to be considered as embodiments of sets of interdependent and
interconnected linguistic representations. ‘Embodiment’ stands here for
a mental operation which binds separate but related representational elements
into particular unities. We readers perform this operation rather easily when
reading different passages of literary works. It does not take much reflection to
recognize that scattered property descriptions like is a detective, is a pipe-
smoker, or lives at 221B Baker Street, London belong to the same set of Holmes-
representations in Conan Doyle’s detective novel, A Study in Scarlet. The
effective working of this operation is based, at least partly, on the fact that
property descriptions of this type are capable of conveying informational
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content. We understand perfectly well what it means to say that someone lives
at 221B Baker Street, London. We understand this, even though the property
description lives at 221B Baker Street, London lacks a language-external
representatum.’> Fictional realists may add, again, that this holds for
informational contents in general: linguistic structures which are
representation apt in literary works represent their target objects without
being related to the language-external world.

In this regard, realists may rely on a conceptual distinction which was initially
stated by Nelson Goodman (1968). In analysing the issues of pictorial
representation, Goodman argued that ‘represent’ may occasionally be taken as
an unbreakable one-place predicate. Many artistic pictures represent existing
objects, Goodman says, but there are also pictures that do not represent
anything. A picture of a unicorn is one of these cases. Yet to say this sounds
a bit paradoxical. What could it mean that a picture does not represent
anything and yet is a picture of a unicorn? If ‘represent’ has to be interpreted
as a two-place predicate with an argument place for objects, then the paradox
cannot be resolved. We ought to talk about a particular object and attribute
properties to it when we want to talk about a representation. A way out is to
recognise that a picture representing a unicorn is aunicorn-representing-
picture, or, for short, a unicorn-picture, not a picture of or about a unicorn.
This helps mitigate the paradoxical effects of the statement that although
there are no unicorns, there are pictures that represent them. Although
Goodman’s main target was the problem of nonexistence in pictorial
representations and he was obviously not a realist with respect to the
ontological status of fictional creatures such as unicorns, his conceptual
innovation seems to be easily transferable to the linguistic domain. The crucial
point lies in the following distinction: non-fictional representations are
normally representations of objects, where ‘represent’ should be interpreted as
a two-place predicate; in contrast, fictional representations are object-
representations, where ‘represent’ should be interpreted as a one-place
predicate. Thus, while the former have a world-relational structure, the latter
are thoroughly non-relational.

Coming back for the last time to Conan Doyle’s main protagonist, it is essential
to understand the order of explanation that is characteristic of the above-
sketched approach. First, the epistemic priority argument states that our
primary access to Holmes is mediated by language. We do not have, and cannot
have, any language-independent knowledge about this fictional character:
there are simply no exclusively perceptual means for recognising and
identifying “him”. Second, in reading Conan Doyle’s novel we come to know
that the text represents Holmes in a great variety of ways. More accurately, we
come to know that the text contains a large number of property descriptions
that have a common feature: all of these descriptions provide some partial
information about one and the same protagonist. On that basis, we unify the
descriptions under the label ‘Sherlock Holmes’, and then identify the character
with this representational unity. In other words, we recognise that Holmes

15 At the time the novel was written there was no such address as 221B at Baker Street.
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embodies this representational unity. And third, relying on the Goodmanian
distinction between the contrasting types of representation, weassociate with
the character the semantic property of non-relationality. That is, we regard the
unified and embodied property descriptions as providing us with a Holmes-
representation, instead of a representation of Holmes. In this way, we can
emphasize that in order to understand the mode of operation of the character
name ‘Holmes’ there is no need to relationally refer to the facts and state of
affairs of the language-external world.

The overall picture that arises from these short observations offer us three
important lessons for the present context: (i) the imagination-first based
approach to the problem of fictional objects is not mandatory; (ii) contrary to
the antirealist doctrine, fictional objects do exist; and (iii) by applying the
notion of non-relational representation, one can save the intuition concerning
the informativity and understandability of literary texts. If this picture is
correct, as I think it is, then realists can explain the possible connection
between the theory of fictional objects and the mental file framework more
easily than antirealists do.

Given that realists acknowledge the real, not only imagined existence of
fictional objects, they can make use of the notion of mental file to provide an
explication of how we store and manage information/misinformation about
such objects, and this may be done in more than one way. They could argue, as
above, that mental files have the function of binding together non-relational
linguistic representations that readers gather from their reading experiences.
(Vecsey, 2019) Alternatively, they may argue that fictional objects are created
types and that readers refer to purported tokens of such types through mental
files. (Terrone, 2017) Or they may claim, from the perspective of Discourse
Representation Theory, that fictional objects are vicariously anchored entity
representations that are stored in files. (Kamp, 2015) There are also other
related options which take non-relationality as a property of purely intentional
representations (Rey, 2003), or as a property of concepts. (Sainsbury, 2018)
Which of these options is the most appropriate for the mental file framework
depends, of course, on further details of the realist’s view, but an in-depth
discussion of this issue would require another paper.

References

Burge, T. (2010) Origins of objectivity. First edition. Oxford; New York, NY: Oxford
University Press.

Davies, J. E. (2019) ‘“Towards a Theory of Singular Thought about Abstract Mathematical
Objects’, Synthese, 196(10), pp. 4113-4136. doi: 10.1007/s11229-017-1644-0.

Everett, A. (2013) The nonexistent. First edition. Oxford; New York, NY: Oxford University
Press.

Fodor, J. (1990) A theory of content and other essays. First edition. Cambridge, MA:
Cambridge University Press.

Friend, S. (2011) ‘The Great Beetle Debate’, Philosophical Studies, 153, pp. 183-211. doi:
10.1007/511098-009-9485-4.

Friend, S. (2014) ‘Notions of Nothing’, in Garcia-Carpintero, M. and Marti, G. (eds) Empty
representations: Reference and non-existence. Oxford; New York, NY: Oxford University
Press, pp. 307-332.

47



Goodman, N. (1968) Languages of art: an approach to a theory of symbols. First edition.
Indianapolis, Bobbs-Merrill.

Hansen, C. and Rey, G. (2016) ‘Files and Singular Thoughts without Objects or
Acquaintance: The Prospects of Recanati’s (and Others’) “Actualism”’, Review of
Philosophy and Psychology, 2, pp. 421-436. doi: 10.1007/s13164-015-0246-3.

Kamp, H. (2015) ‘Using Proper Names as Intermediaries between Labelled Entity
Representations’, Erkenntnis, 80, pp. 263-312. doi: 10.1007/s10670-014-9701-2.

Kaplan, D. (1989) ‘Afterthoughts’, in Almog, J., Perry, J. and Wettstein, H. (eds.) Themes
from Kaplan. Oxford; New York, NY: Oxford University Press, pp. 565-614.

McGinn, C. (1980) ‘Philosophical Materialism’, Synthese, 44, pp. 173-206.

Murez, M. and Smortchkova, J. (2014) ‘Singular Thought: Object-Files, Person-Files, and
the Sortal PERSON’, Topics in Cognitive Science, 6, pp. 632—-646. doi: 10.1111/
tops.12110.

Orlando, E. (2017) ‘Files for Fiction’, Acta Analytica, 32, pp. 55-71. doi: 10.1007/s12136-
016-0298-8.

Perry, ]. (1980) ‘A Problem about Continued Belief’, Philosophical Quarterly, 61, pp. 317—
332.

Recanati, F. (2012) Mental files. Oxford; New York, NY: Oxford University Press.

Rey, G. (2003) ‘Intentional Content and a Chomskyan Linguistics’, in Barber, A. (ed.)
Epistemology of language. Oxford: Oxford University Press, pp. 140-186.

Sainsbury, M. (2005) Reference without Referents. First edition. Oxford; New York, NY:
Oxford University Press.

Sainsbury, M. (2018) Thinking about Things. First edition. Oxford; New York, NY: Oxford
University Press.

Salis, F. (2013) ‘Fictional Names and the Problem of Intersubjective Identification’,
Dialectica, 67, pp. 283-301. doi: 10.1111/1746-8361.12031.

Terrone, E. (2017) ‘On Fictional Characters as Types’, British Journal of Aesthetics, 57, pp.
161-176. doi: 10.1093/aesthj/ayw091.

Thomasson, A. L. (1999) Fiction and metaphysics. First edition. Cambridge, MA:
Cambridge University Press.

Thomasson, A. L. (2003) ‘Speaking of Fictional Characters’, Dialectica, 57, pp. 207-226.
doi: 10.1111/j.1746-8361.2003.tb00266.x.

Thomasson, A. L. (2010) ‘Fiction, Existence and Indeterminacy’, in Woods, J. (ed.):
Fictions and models: New essays. Munich: Philosophia Verlag, pp. 109-148.

Vecsey, Z. (2019) Fiction and Representation. First edition. Boston/Berlin: De Gruyter.

Walton, K. L. (1990) Mimesis as Make-Believe: On the Foundations of the Representational
Arts. First edition. Cambridge, MA: Cambridge University Press.

Zoltan Vecsey

MTA-DE-SZTE Research Group for Theoretical Linguistics
H-6722 Szeged, Egyetem utca 2.

Hungary

vecseyz@freemail.hu

48



1 SYMPOSIUM.
' | BANALITY, AESTHETICS
" AND EVERYDAY LIFE



Everyday Heritage and Place-
Making

Lisa Giombini

In this paper, I combine sources from environmental psychology with insights from the everyday
aesthetics literature to explore the concept of ‘everyday heritage’, formerly introduced by Saruhan
Mosler (2019). Highlighting the potential of heritage in its everyday context shows that symbolic,
aesthetic, and broadly conceived affective factors may be as important as architectural, historical, and
artistic issues when it comes to conceiving of heritage value. Indeed, there seems to be more to
a heritage site than its official inscription on the UNESCO register. A place is included as part of our
heritage primarily because it matters to us. People live in, form relationships with, and derive existential
and affective meanings from it. Above and beyond its official significance, a heritage site is thus a living
dimension that plays a vital role in the everyday life and social practices of people, who transform it into
a place of human significance. | Keywords: Everyday Heritage, Place-Making, Familiarity, Everyday
Aesthetics

1. Introduction

At its core, the notion of cultural heritage is typically taken to mean something
special, unique, and outstanding: ruins of a glorious and distant past, sublime
landscapes, buildings of immeasurable beauty and artistic appeal. Cultural
heritage refers to the most valuable things our ancestors have bestowed upon
us, the gifts that past generations have offered to their present and future
descendants. Not by chance, in many European languages the English term
‘heritage’ is translated with the Latin ‘patrimonium’ a noun originally
indicating the estates or assets that were transmitted from father to son (see
for example patrimonio culturale in Italian or patrimoine culturel in French).
Heritage is regarded as our family treasure, a treasure that can be disputed by
different family members (see e.g. Young, 2007), but whose exceptional
significance is hardly put into question.

Consider now the concept of everydayness, to which this Symposium is
dedicated. At first glance, there seems to be no notion as remote from and
unrelated to the exceptionality of cultural heritage as that of the everyday. The
Oxford English Dictionary defines everydayness as what is “commonplace and
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ordinary”. Everyday are all objects, practices or activities that lack particular
significance or have lost it over time because of daily abuse and redundancy.
Repetition is indeed the generative law of everydayness (see: Lefebvre, 1991;
Lefebvre and Levich, 1987). Like a word that loses its meaning by being uttered
too many times, everyday life is reiterated again and again, and as a result of
this over-exposure, it is rendered empty, boring, and trivial. This relates to the
second key notion in this Symposium, namely, banality. Much of our daily life is
banal in the sense that it is based on habitual and humdrum routines that are
deprived of “new or interesting qualities” by their constant recurrence.

What, then, does cultural heritage have to do with everyday life, given that the
former identifies all that is most special, significant, and non-banal in our
culture, while the second captures only mundane, trivial, and trifling things in
its scope? Isn’t the very combination of heritage and everydayness intrinsically
paradoxical? My intuition is that there are in fact some compelling reasons to
keep these two seemingly contradictory concepts together. This paper aims to
unveil these reasons and show how profoundly they affect the way cultural
heritage is actually experienced and perceived.

2. Top-down and Bottom-up Processes of Heritage Creation

To substantiate my argument, it seems important to clarify first of all the
procedures that underpin the creation of ‘official’ cultural heritage (Harrison,
2013, p. 23). Notice that by ‘official heritage’, I will refer here uniquely to those
sites that are recognized by UNESCO as World Heritage Sites. There is however
a distinction between UNESCO and other non-official national or regional
heritage (Matthes, 2018). Although not or not yet being classified as world
heritage, these sites can actually play an influential role in cultivating a sense
of national or local identity (Ireland and Schofield, 2007, p. 2). Nevertheless, for
reasons of space, I will leave discussion on this point to future work.

How does a site come to be officially included on the UNESCO World Heritage
List? From a technical point of view, the selection process is managed by
a body that represents the sovereign state of the territory in which the site
exists, and is submitted to a committee (the UNESCO World Heritage
Committee) in charge of evaluating the nominations. To be considered, sites
must be of “outstanding universal value” (for discussion, see: Cleere, 1996) and
satisfy at least one out of ten selection criteria, some of which purely aesthetic.
These include for example “representing a masterpiece of human creative
genius”; bearing “a unique or at least exceptional testimony to a cultural
tradition or to a civilization which is living or which has disappeared”;
containing “superlative natural phenomena or areas of exceptional natural
beauty and aesthetic importance”, and so on'. Once a certain place is
recognized as successful in this sense, it is inserted on the official heritage
register and starts to be subject to a series of provisions on how it should be
treated differently from other places. In particular, it is expected that the site

1 The complete list is available here: https://whc.unesco.org/en/criteria/.
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be accurately managed and maintained, and funds are allocated for this to
occur both by local and international institutions.

What I have just described is the standard procedure by which a site receives
recognition and is placed on the UNESCO heritage register. It is a top-down
process (Smith, 2006; Harrison, 2009; 2013), in which values and meanings are
formally attributed to a place through an institutional act of
acknowledgement.

There is, however, an important sense in which heritage sites are more than
mere items on a catalogue. As I argued at the beginning, for a place to count as
cultural heritage in a substantial sense it must be perceived or experienced as
a site of human value - it must matter to individuals and communities, and
possibly to the entire humanity. In this sense, the notion of heritage only
makes sense in relation to some individuals or groups of individuals who
perceive it as significant (Smith, 2006, pp. 46-48).

A relevant question in this regard is how this perceived heritage significance
has to be understood. One way to do this, I contend, is to imagine that there is
an intangible “web of meanings” (Munoz-Vinas, 2009, p.160) ‘wrapping’ around
the tangible objects - buildings, places, constructions. Each heritage site is
indeed surrounded by a series of immaterial aspects (the language we use to
describe it, its cultural significance, the role it plays in mundane routines, etc.)
which are crucial to determine how the site is perceived or experienced
(Giombini, 2020a). In particular, a site’s perceived significance seems to reside
on its being a reference point by which certain social groups understand
themselves in relation to the environment around them. Heritage sites
function in this sense as landmarks for people, and contribute to shaping their
ways of knowing, making sense, and valuing their everyday experience.

While I shall return to the issue momentarily, let me put special emphasis here
on the ‘everyday’ character of this experience. It is indeed through everyday
practices that heritage significance is generated at the local level. Following
Harrison (2009, p. 8), we can refer to this process as the bottom-up process of
heritage creation, whereby the notion of ‘bottom-upness’ stands for the
grassroot mechanism through which some environments are invested with
significance by the people who inhabit them.

4. Making Places

In recent years, the analysis of the grassroot relationships that link people to
their living places and the function these places fulfil in their lives has been
the subject of numerous researches in the field of environmental psychologists.
Their empirical studies have shown that places strongly influence how people
self-represent themselves and their relations with a territory. This sentimental
bond is known as “place attachment” (see, among the many: Fried, 1963;
Gerson, et al., 1977; Low and Altman, 1992; Hidalgo and Hernandez, 2001).

In broad terms, place attachment can be defined as the affective rapport, link
or involvement between people and specific locations of their everyday life
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(Low and Altman, 1992), which develops over time and often without
awareness. According to many authors, place attachment is an integral part of
identity-creation processes, both for individuals and members of cultures and
communities (Raymond, et al, 2010). How we inhabit an environment, and the
practices we perform in our daily life, express and shape who we are. Place
appears in this sense as a psychological more than a physical dimension,
permeated by the “variety of meanings associated with that location by
individuals or groups.” (Devine-Wright, 2009, p. 427)

Importantly, everyday practices play a key role in the place-making process.
A locale becomes a befitting part of a person’s individuality and starts to serve
as a symbol of the self (Proshansky, 1978) through daily intercourse. When
settings are imbued with the personal meanings of quotidian life, they are
transformed into a symbolic extension of our mind, landscapes become
‘mindscapes’, and spaces become ‘places’. The role of quotidian experience in
the process of place-making has been highlighted by psychologist Graham
Rowles (1983; 1984) in his analysis of the notion of “place insideness” (Relph,
1976). According to Rowles, to be ‘inside’ a place is to belong to it and to
identify with it so that the more ‘inside’ a person is with respect to a place the
stronger she will identify with it. Importantly, this sense of insideness is both
physical and social as it is autobiographical; it is the awareness of living within
a familiar setting with its associated routines; within a context of community
life and social exchange; and within a landscape of personal memories. In
combination, these three aspects strengthen our emotional attachment with
a place, which leads us to the feeling that we “wear the setting like
a glove.” (Rowles, 1983, p. 114)

As of today, there still is no agreement among scholars over what kind of
places people mainly develop attachment to, or what physical, social, and
temporal variables influence attachment. What is perhaps more interesting to
our purposes, however, is that it has been demonstrated that heritage sites
represent strong purveyors of attachment feelings (Avrami et al., 2000; Byrne
2001; Smith et al., 2003). Indeed, these sites seem to be deeply embroiled in
the construction of personal and group sentiment. As I have argued elsewhere
(Giombini, 2020b) ‘heritage’ in itself may be seen as a mechanism of place-
making. The very transformation of a place into heritage is a process whereby
collectivity is shaped, and feelings of belonging are created and reinforced in
the interaction with an environment. Importantly, these feelings are not
wholly dependent on the official values of the site itself but are rather
generated collectively through the everyday interaction between people and
the environment.

5. Everyday Heritage

As discussions on place-making testify, while considering the perceived
heritage value of a site it is therefore crucial to ponder the meaning it
embodies for a certain community, its everyday ‘uses’ as well as how it is
perceived as a resource for the local people to meet their own economic, social,
personal, and emotional needs. This brings me to the core of my argument.
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Construed as a place in this complex sense, a heritage site can be seen as a sort
of ‘catalyst of everydayness’ for people, a ‘unifying hub’ that creates and
organizes everyday spatiality for community life, and comes to be evaluated by
residents through its functionality and uses more than through its historic or
official value. This social and lived-in dimension of heritage is what I refer to
as ‘everyday heritage’, borrowing the term from Mosler (2019). Rather than
identifying a particular kind of heritage places or items, the everyday heritage
concept stands for the complex sum of practices, activities, and meanings by
which communities quotidianly use all types of local heritage to strengthen
their connection to particular places and each other. Heritage everyday
dimension is all the stronger, however, when the site is a public space, as it
happens for example in the case of many urban heritage complexes. What
makes these sites especially relevant is the fact that they are always present in
people’s everyday routine. Unlike other types of heritage, we do not have to go
anywhere to see them (e.g., to a museum), for they are already there, shaping
our quotidian experience. For this reason, throughout history, urban heritage
structures, organically embedded into the city fabric, have been adapted to
a variety of social, physical, and cultural uses and have contributed to model
the urban social and spatial morphology.

Some examples may be helpful to illustrate my idea. One of the contexts in
which everyday heritage is more clearly instanced is the case of historical villas
or urban gardens. Consider for instance the Pincian gardens, in Rome (Italy),
located between Piazza del Popolo, Villa Medici, and the so-called Muro Torto.
Laid out in 1809-14 by Giuseppe Valadier, the official heritage status of the
garden resides in its numerous monumental furnishings, including fountains,
small temples, and a famous belvedere. The site’s everyday heritage
significance, however, lies in the set of practices surrounding its use by a wide
range of people, including many children, who gather there to meet, stroll, and
perform their daily activities. It is important to notice that these two aspects of
the site are not in contrast with each other, but rather interact and contribute
together to shape the users’ experience, reinforcing the sense of place identity
and belonging. So, for example, the ‘official heritage’ elements in the Pincian
landscape (statues, architectures, fountains) guide and direct people’s everyday
movements in the park and facilitate navigation of the space, while providing
a sense of time and a distinctive character to the site as a historic space.

Another example of everyday heritage, formerly proposed by Mosler (2019,
p. 7), is related to the old fortifications surrounding many cities throughout
Europe [Figure 2]. In the eighteenth and early nineteenth centuries, these
often-ruinous constructions were regarded as an annoying legacy of the past,
hindering traffic roads from being widened and preventing the development of
modern cities (Hirst, 1997). After their recognition and conservation as urban
heritage, however, city walls started to play an important role in the life of the
cities not just as important tourist attractions, but also as part of the everyday
commute for the local inhabitants (Erkan and Ceccarelli, 2017). Today, historic
walls are often open to the public as elevated walkways, allowing users to
experience the city landscape from above and creating connectivity among
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different urban districts. As uninterrupted pedestrian routes for walkers, they
produce a sense of “spatial order and continuity” through the act of moving
through a linear space (Wunderlich, 2008). Moreover, green public spaces are
often enclosed between the intramural and extramural areas, offering people
an everyday destination for their leisurely stays. This is for example the case of
Dubrovnik City Walls (Croatia) [Figure 1] where the garden designed on the site
in the nineteenth century is now a pleasant outdoor environment for local
people and visitors (Mosler, 2019, p. 8).

Other significant examples of everyday heritage include ancient railway
stations, which are often endowed with architectural as well as practical value
(e.g., Porto’s train station, In Portugal), ancient cafes and restaurant (e.g., the
Café Procope in Paris, France) and old marketplaces that are still in use today
(e.g., the Grand Bazar in Istanbul, Turkey). Although I won’t analyse these
examples in-depth, what is important to me is that these and other similar
everyday uses of heritage highlight the vital interplay that obtains between
place, heritage, and people and demonstrate the ways through which historical
sites can shape and reshape urban everyday life.

6. Aesthetics of the Familiar

An interesting aspect in this regard is that there seems to be a close
relationship between the emergence of heritage everyday significance and the
site’s perceived aesthetic features. Aesthetic considerations appear to play
a central role in the process of heritage place-making, reinforcing attachment,
and strengthening feelings of belonging in the local population (Jaskiewicz,
2015). Clearly, by mentioning aesthetics, I am not simply talking about the
supposed “outstanding aesthetic value” (either artistic or natural) required
from a site for inscription on the UNESCO World Heritage register. Instead,
I am interested in the enlarged construal of aesthetic quality that has been
developed in recent work in the area of everyday and environmental aesthetics,
and that considers quotidian intercourse, relationship, and interaction central
for the ascription of aesthetic values to objects and places.

One major achievement of contemporary investigations in these newly
established fields, I think, has been to highlight that our personal relationship
with and our stake in a certain object, rather than being irrelevant or
pernicious, are in fact crucial for the ascription of aesthetic character to it
(Berleant, 1992; Saito, 2007, 2017; Brady, 2003, 2008; Leddy, 2005). There is
indeed an extent to which the aesthetic dimension of objects only emerges
when we are involved in, engage, and interact with them in our daily
experience. Rather than a disinterested judgment, the attribution of aesthetic
value can be thus seen as an experience of pleasure and meaning that results
when a special bond is established between a subject and an object. This idea
lies at the basis of the engaged aesthetic approach that everyday aestheticians
defend (for discussion on the notion of aesthetic engagement, see especially:
Berleant, 1992).
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Many compelling arguments have been offered by contemporary aestheticians
to support the claim that our aesthetic appreciation cannot be dissociated
from the personal, as well as cultural and societal interest we have in objects.
Particularly regarding the natural and built environment, their analyses have
demonstrated that our appreciation of its aesthetic character cannot be
detached from the personal rapport we have with it (Berleant, 1992; Brady,
2003, 2014;). Perception of aesthetic value in the environmental context has
been proven inseparably linked to how we feel in a given place and to the
meaning we give to it, which indicates the existence of a significant affective
component in our appraisal of places (Brady, 2003). In this sense, whether we
are native to a particular locale, having lived and worked there our whole life,
or just tourists passing by, deeply changes how we perceive its aesthetic
character and what kind of aesthetic experiences we undergo (Benenti and
Giombini, forthcoming).

Because of space constraints, I cannot focus here on any of these arguments,
but I want nonetheless to spend some words to illustrate a proposal that seems
particularly relevant for the account I am trying to defend. I am notably
referring to Finnish philosopher Arto Haapala’s account (2005; 2018) of place
appreciation in the everyday context. According to Haapala, in everyday life
there are two basic modalities through which we can relate to a place, what he
calls ‘strangeness’ and ‘familiarity’. Strangeness is the basic experience we
undergo when we find ourselves in a new environment, for example when we
visit a foreign city for the first time, and we feel lost in a maze of extraneous
buildings and streets (Haapala, 2005, p. 43). Familiarity, on the contrary, is the
quality possessed by our everyday living environments — our home, our district
or our living area — with their distinctive features and identifiable aspects.
When we have settled down into a locale, Haapala claims, not only do we
recognize the buildings and spaces, but we also establish an intimate bond
with them, which brings us a feeling of “comforting stability” (Haapala, 2005, p.
50). Familiar elements in the landscape and known architectural spaces have
indeed the role of “stabilizing factors” (Haapala, 2018, p. 171) in the unfolding
of our daily routines. Importantly, this role, according to Haapala, also has
a significant aesthetic component to it, not in the sense that some qualities in
these landscapes or spaces surprise us or take us “somewhere else from our
everyday” (ibid.), but exactly because these familiar places are able to secure
that our everyday life rhythm flows smoothly and unproblematically.

Haapala’s reference is Heidegger’s famous examination of everyday tools and
pieces of equipment in his Being and Time (1962, p. 98). As Heidegger explains,
while these items are always present in our daily existence and make our
quotidian activities possible - the computer I am using right now, the chair on
which I lean, the room in which I sit —we hardly pay attention to them: they are
“phenomenologically transparent” to us (Wheeler, 2019). What is interesting,
however, is that these objects, in Haapala’s account, not only have practical
importance for our way of inhabiting the environment but are also endowed
with a special kind of “silent beauty” (Haapala, 2018, p. 181). This beauty, in
turn, is capable of engendering a distinct form of aesthetic pleasure, which
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relies on such objects being always “ready to our hand” and continuously
fulfilling the function they are created for. To use Heidegger’s standard
example, we are talking here about the kind of aesthetic pleasure that the
carpenter, while engaged in trouble-free hammering, may take in the hammer,
nails, and work-bench she is using, exactly because such items allow her to be
a carpenter and therefore act out her peculiar mode of being-in-the-world. To
the same extent, if we go back now to the environment case, familiar places,
according to Haapala (2005, p. 50), give us aesthetic delight inasmuch as they
are ‘there’ for us, accompany our mundane routines, and enable us to be
ourselves. Of course, this delight is as much aesthetic as it is existential
because it depends on a certain state of wellness that is linked to the
realization of our existential structure (Light, 2005, p. xi).

7. Heritage Values

Haapala’s consideration of the interactions between aesthetic and existential
aspects in the process of place appreciation provides further support to the
heritage picture I have canvassed so far. Particularly when it comes to
culturally significant settings like heritage sites, the importance of the
interplay between affective, aesthetic, and existential elements should not be
ignored. All these factors contribute to a similar extent to make a site
appreciated and valued at the local level. So, whereas the specific architectural,
artistic, and structural features of a place are key for the attribution of UNESCO
status to it, the happenings of the everyday are key for the formation of
feelings that are responsible for, and constitutive of, the place’s everyday
significance.

This is not to say that the two sets of values can be thought of as wholly
independent from each other, or even less as mutually incompatible. On the
contrary, I think that if heritage has relevance for humanity it is exactly
because of its ability to bring these two different dimensions together. On the
one hand, heritage sites are culturally and aesthetically significant in
themselves; they represent the best and most special achievements of human
culture and, thus, inevitably stand out from the flow of the everyday. On other
hand, as we have seen, these sites also shape our daily life, provide spatial
stability and social order, create a sense of temporal continuity for individuals
and communities, and give people aesthetic pleasure through comfort and
familiarity. The value of heritage, therefore, lies both in its everydayness, in its
capacity to form and give substance to the routines of our days, and in the
power it has to draw us out of the daily humdrum. Although one may be
tempted to regard the latter type of value as more important than the former,
I hope to have shown that there is in fact a role for both of them as well as no
convincing reason to dismiss either of them.

8. Conclusion

In conclusion, let me briefly come back to the main topic of this Symposium for
some more personal considerations. As I pointed out at the beginning of this
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paper, everything can and does become banal by way of continual repetition.
Even the greatest of buildings and the most spectacular architectures
eventually lose their attractiveness when we see them every single day. For me
driving past it almost every morning to go to work, the Colosseum is but a big,
mundane thing; an obstacle that I have to turn around to go where I have to
go. But that doesn’t mean that I care less about it, on the contrary! The
Colosseum has become so to say a part of the furniture of my inner self; its
reiterated presence one of the few certainties I have in my life. To a similar
extent, I am sure that even the beautiful Helen may have eventually appeared
ordinary to Paris, once he had to wake up next to her every single morning in
the well-walled city of Troy. And yet, as history teaches us, isn’t it for the sake
of these everyday, familiar, and even banal things that people have been most
ready to fight, wars have been waged, and empires have been made and
unmade?
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[Figure 1. Bratislava City Walls. Photo by the author. November 2018]

[Figure 2. Dubrovnik City Walls. Photo by the author. August 2012]
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Everyday Heritage and Aesthetics:
A Reply to Giombini

Adrian Kvokacka

In this short paper, I examine the notion of everyday heritage as developed by Lisa Giombini in her
article Everyday Heritage and Place-Making. While I argue that the article’s main contribution is to
combine the literature on place-making with current debates in everyday aesthetics, I also highlight
some of the issues that I think should be addressed to further refine the notion of ‘everyday heritage’
and make it more resistant to criticism. | Keywords: Cultural Heritage, Everyday Heritage, Everyday
Aesthetics

Cultural heritage is one of the most complex topics to be addressed in the field
of humanities, aesthetics included. This is partly due to the fact that heritage is
of interest to a striking number of scholars from several different scientific
perspectives, and partly to the fact that so much has already been written on
the issue. Finding an original way to approach the notion may seem in this
sense a rather challenging undertaking. Difficulties notwithstanding, Lisa
Giombini has recently been dedicating much effort in her works to examining
some of the complexities of the notion of heritage (Giombini, 2020a, 2020b,
2020c). The paper she presented for the current Symposium adds a small piece
to the picture she draws in these previous writings.

But is this picture really successful in enlarging the scope of the discussion?

As T will argue in the remainder of this commentary, I think Giombini’s
attempt is successful at least in bringing some fresh air to contemporary
discussions. What Giombini does in her paper - combining different sources to
defend what she calls a “bottom-up heritage approach” - seems to me a very
sensible thing to do. In particular, I think that using sources from the current
literature in everyday aesthetic may actually add a whole new layer to our
consideration of cultural heritage. As renown, a vital stream of debates and
discussion takes place today under the heading of everyday aesthetics, and
a remarkably large number of phenomena have already been analysed by
philosophers working in the field. Investigating cultural heritage through the
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lenses of everyday aesthetics can thus be promising and can even lead to
a better understanding of what lies at the core of the “intangible web of
meanings” (Giombini, 2020d, p. 52) that I think surrounds all objects, and not
just heritage sites.

Furthermore, I concur with Giombini’s intention of proving that even from the
notions of banality and everydayness — that we generally construe as radically
detached from our heritage concept — we can nevertheless draw some well-
grounded position on the topic.

As Giombini states at the end of her paper, heritage sites work in two ways. On
the one hand, these sites stand out from the flow of our everydayness, and this
is why they are inscribed on local, national or UNESCO registers as exceptional
outcomes of human culture. But heritage sites also ground our feeling of being
home, reinforce our cultural attachment, and stimulate the arousal of feelings
that are, as Giombini claims, “responsible for, and constitutive of, the
place’s everyday significance.” (Giombini, 2020d, p. 57) While heritage’s former
aspects have been extensively discussed in the literature, also with an eye to
the obvious aesthetic potential, the major contribution of Giombini’s paper is,
I think, to put emphasis on the latter kind of ‘everyday’ aspects, that are
responsible to ground the ‘bottom-up’ approach. In order to do this, Giombini
offers several arguments and examples that attest our daily care for cultural
sites. In this regard, she argues that heritage sites are reference points for
individuals or social groups who perceive them as significant; and that once
such attributions are made these sites engender a process of “place
attachment” or “place-making”, which is strengthened by different kinds of
everyday practices (for example in the context of public gardens, city walls
etc.). Heritage sites, she claims, make us feel accustomed to a locale and fit to
a place (and vice versa) and contribute to our hominess feeling, broadly
conceived. And although scholars still do not agree on how to conceive of this
process, we know for sure that heritage sites “represent strong purveyors of
attachment feelings” (Giombini, 2020d, p. 53).

Although I am sympathetic to the general picture, I have some doubts about
the strength of these feelings when it comes to particular situations, like for
instance in the case of the Colosseum example mentioned at the end of the
paper. In these cases, this type of feelings is weakened by the site’s quotidian
presence in our life. So perhaps the emotional significance of attachment
should be reconsidered. For instance, emotional involvement may be strong in
the case of tourists who discover a place for the first time and take special
intellectual or sensual pleasure in its beauty, but local people’s emotional
reaction may be attenuated by repeated frequentation with the site.

Without entering into details of this discussion, what is more interesting is
that while drawing evidence of these processes from the environmental
psychology literature and from everyday heritage findings, Giombini also
combines them - in a fruitful way, I think - with theories from the everyday
aesthetics field. Importantly, all these theories originate somehow from
Berleant’s “aesthetics of engagement” (Berleant, 1991), an account in which
Kant’s notion of disinterestedness is challenged and replaced by a notion of
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subjects’ involvement when experiencing everyday life objects (I shall return to
this issue soon). Emily Brady’s idea of a “significant affective
component” (Brady, 2003) in aesthetic experience and Arto Haapala’s notion of
“comforting stability” (Haapala, 2005) both contribute, in Giombini’s
reconstruction, to give ground to an alternative understanding of cultural
heritage, opposed to the official top-down one. In this sense, as Giombini
writes, heritage sites, like commonplace objects: “give us aesthetic pleasure
inasmuch as they are ‘there’ for us, accompany our mundane routines, and
enable us to be ourselves.” (Giombini, 2020d, p. 57)

While I strongly agree with this idea and see especially Haapala’s position as
really compelling to the argument Giombini is trying to defend, what seems
misguided to me is the reference to Berleant’s unfair critique of Kant’s notion
of disinterestedness, a critique that has been taken for granted by most
everyday aestheticians and that Giombini too adopted as an argumentative
claim in this paper. As I've tried to show in my own work (Kvokacka, 2018,
2020), Kant’s aesthetic theory in the Third Critique may prove in fact to be
quite able to embrace everyday aesthetics within its scope once we abandon
the usual reading of the concept of disinterestedness. This is not the right
place to illustrate in detail how consistent and even beneficial Kant’s aesthetic
theory may be for investigations into everyday aesthetics, but, to support my
claim, let me quote how Thomas Leddy, the well-known everyday aesthetician,
answers to a question he himself raises in one of his recent papers: “How can
disinterestedness play a role in appreciation of nature or everyday aesthetic
phenomena?” (Leddy, 2017). He writes:

“Metaphorical seeing or seeing charged by the imagination plays a role
both in interested and in disinterested attention and [that] the main
role that disinterestedness plays is simply as a method for highlighting
certain sensuous and formal features and freeing up the imagination
from the dominance of historical features, allowing for actualizations
of the aesthetic object in new ways.” (Leddy, 2017, p. 77)

As Leddy seems to imply here, a reconception of Kant’s aesthetic notions may
represent a crucial breakthrough for discussions in everyday aesthetics.

In conclusion, and going back to Giombini’s paper, I have a few broad
observations that I think could add some perspective to the picture Giombini is
trying to draw. In the first place, I wonder whether the bottom-up approach of
heritage creation, which is somehow opposite to what we can call 'tourist way'
of experiencing heritage, may not be interpreted as a way to give further
relevance to local or national heritage lists that are often underestimated
compared to the UNESCO one. Giombini mentions this issue at the beginning
of her paper, but she does not deal with it. [ am sure that this could represent
a fruitful starting point for some further investigations. Moreover if, as I think,
this bottom-up approach is not merely a theoretical account, but one that is
grounded in the practice, then it may be worth exploring its implications for
the way we preserve, conserve or otherwise manage our cultural heritage.

Another important issue concerns the relations between everyday heritage and
cultural heritage. What [ observe is that Giombini assumes that the two
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notions should be thought of as present in each instance of a heritage site. It
seems possible, however, to think about some examples of sites in which these
two values do not meet with each other and actually remain unrelated. What
shall we think of heritage items that do not allow everyday uses, like
archaeological sites or sites that are otherwise protected, closed or inaccessible
to the public? Of course, they can still work as ‘landmarks’ but shouldn’t we
also acknowledge the fact that to ‘live close’ to a site is different than to walk
inside its 'walls'?

These questions are not to be understood as a criticism but rather as some
suggestions to develop a position that, as I said, seems to me potentially fertile
to help us rethink the problem of heritage in a different light and from
a broader philosophical perspective.
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Pragmatists on the Everyday
Aesthetic Experience

Alexander Kremer

Although the first ‘pragmatist aesthetics’ was devised by John Dewey in his Art as Experience (1934),
Richard Shusterman has been the only scholar to use the notion of “pragmatist aesthetics” in his
Pragmatist Aesthetics (1992). In this paper, I show that Dewey already refuses the gap between the
practices of the ‘artworld’ and that of everyday life. In Art as Experience, he criticizes the ‘museum
conception’ of art to argue that some aesthetic experiences in our daily life have the same essential
structure as the experience of art. While Rorty has revised Dewey’s basic premises, Shusterman has
rather restated them. Since the end of the 1980s, he has started developing his own philosophical
project, named ‘somaesthetics’. Shusterman’s somaesthetics does not simply incorporate many
Deweyan views, but also develops them further. Accepting a Deweyan framework, Shusterman rejects the
sharp dualism of the so-called “lower and higher levels of art”. What is more, he considers philosophy as
an art of the living, embracing in somaesthetics the ancient Greek and Asian traditions. | Keywords:
Pragmatism, Dewey, Rorty, Shusterman, Aesthetics, Everyday Life

1. Introduction. Pragmatism

Everyday life has already been significant for pragmatist philosophers from the
very beginnings of their movement. Even banality, in the sense of
commonplace, might be attractive within a pragmatist approach. My aim in
this paper is to investigate the contribution that pragmatism - both in its
traditional form and its current reinterpretation — can bring to the question of
the aesthetic value of our everyday and ordinary life. With this aim, I will firstly
outline the history of pragmatism from its nineteenth-century foundations
and I will then focus on one of the most interesting perspectives in
contemporary pragmatist aesthetics, namely Richard Shusterman’s
‘somaesthetics’.

As is renown, pragmatism is an original American philosophy, flatly opposed to
European philosophy. Pragmatism has never been a canonized philosophical
movement but amounts to a loose group of erudite scholars who lived
according to similar values and principles. Traditional pragmatists were
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radically oriented towards practice. For example, they interpreted life as
problem-solving, and considered everything as a tool, including scientific and
philosophical theories. Truth is for pragmatists what is good for the
community, i.e., what is useful and has a function. This is why, among other
theories of truth, as for instance the theory of correspondence and the theory
of coherence, the pragmatist theory of truth has never researched the ultimate
metaphysical or epistemological ‘Truth’.

Pragmatists also adopt various forms of naturalism. With the exception of
Rorty, most pragmatists support a form of radical empiricism. They are also
anti-essentialists and pan-relationists. Meliorism can also be included within
the common features of this philosophical movement.

It is possible to distinguish between an Old and a New Pragmatism or, to put it
differently, between traditional and neo-pragmatism. Among the
representatives of traditional pragmatism, the most important ones are
Charles Sanders Peirce (1839-1914), the founder of pragmatism, who was an
excellent logician and practiced a form of semantic pragmatism; William James
(1842-1910) who was born into a wealthy Irish family in New York and was the
older brother of Henry James, the prominent novelist, and of the diarist Alice
James. James attended the best schools in Europe and New York, taught
physiology, psychology, and philosophy at Harvard and created a form of
‘practical pragmatism’. Finally, John Dewey (1859-1952) who authored many
books and articles about many timely issues, and always took part in the life of
his community as a teacher, social critic, or political activist.

After a break of forty years, in 1979, Richard Rorty (1931-2007) founded neo-
pragmatism, by also causing an awakening of traditional pragmatism. Among
neo-pragmatists, Rorty mentioned Donald Davidson, Hilary Putnam, Robert
Brandom (1950), and Richard Shusterman (1949). Today, many people are still
working in the framework of traditional and new pragmatism. These
movements constitute an active dimension of contemporary philosophical life.
We can speak of at least three different schools of pragmatism.

The neo-classic pragmatists (e.g., Larry Hickman, Susan Haack, John
McDermott, John Ryder, Jacquelyn Kegley, Kenneth Stikkers, James Campbell),
who combine adherence to naturalism with the importance given to scientific
methods. They see themselves as the truest intellectual heirs to Peirce, James,
and Dewey.

The analytic pragmatists (e.g., Robert Brandom, Huw Price, Donald Davidson,
Hilary Putnam, and the young Rorty also belonged here), who take the
linguistic turn with deadly seriousness and see the future of philosophy in
a combination of pragmatism with analytic philosophy.

The post-analytic pragmatists (e.g., the late Richard Rorty, Daniel Dennett, but
Richard Shusterman also belongs to this group), who do not insist on the
importance of an analytic approach, to which they prefer the analytic style, but
take strongly into account the development of continental philosophy in the
20th century, such as phenomenology or philosophical hermeneutics. They
preserve however some basic pragmatist principles.
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In the next sections, I will review the main implications that Dewey’s and
Rorty’s thought may have for aesthetics and the philosophy of art. I will then
move on to analyze Shusterman’s philosophical approach to show that his
somaesthetics can be regarded as a turning point for the history of
contemporary pragmatism in its dealings with everyday life.

2. John Dewey (1859-1952) and his philosophy of art

Dewey’s pragmatism was influenced by Darwinism and the American Civil War
(1861-1865). Dewey always describes the individual in human being -
environment transactions. His views are also featured with radical empiricism,
which is connected to tools, induction, and experiments, according to an
approach that can be referred to as a ‘science-centered’ thinking. For decades
after World War II, Dewey was more influential in the field of educational
theory than in the area of pragmatism and Dewey was also a Socialdemocrat
politically.

In several points in his work, Dewey discusses what he calls the ‘museum
conception’ of art. Briefly, the idea is that, on the one hand, people remove
works of art from their historical and cultural contexts; on the other hand, they
pile up works of art in art galleries and museums, which become symbols of the
public or private ‘greatness’. The ‘museum conception’ of art, according to
Dewey, is a historical product, and more specifically, a product of capitalism
that Dewey condemned. Contrary to the representatives of ‘Erlebniskunst’ who
wrote about the contradiction between art and practical reality (like Schiller in
Gadamer’s opinion (see Gadamer, 2006, p. 71)), Dewey thought that this
contradiction between real life and art is unnecessary.

In his philosophy of art, Dewey interprets art as embedded into the practice of
human life. Everyday life and its experience, what he calls “anesthetic
experience”, are according to Dewey mostly incomplete, random, fragmentary,
and chaotic. For example, think of a typical morning when we are rushing to
work, but we are already late, and it turns out our child has a fever, plus our
mother-in-law calls us at the same moment, etc.

However, the aesthetic experience, what Dewey calls the “consummatory
experience” or, simply “an experience” is unified, integrated, harmonious, and
satisfactory - although it can have either a positive or negative value.
Nevertheless, in Dewey’s opinion, everyday life experience always contains the
possibility of an aesthetic experience (“an experience”). A nicely laid table,
a game of chess, a becomingly furnished flat, a beautiful building, sublimity of
the mountains or the sea: all these objects can give rise to an aesthetic
experience. As Dewey (1987, p. 42) puts it:

A piece of work is finished in a way that is satisfactory; a problem
receives its solution; a game is played through; a situation, whether
that of eating a meal, playing a game of chess, carrying on
a conversation, writing a book, or taking part in a political campaign, is
so rounded out that its close is a consummation and not a cessation.

68



It means that the unified, integrated and satisfactory everyday-life experiences
are already aesthetic experiences, and they are also able to offer aesthetic
consummation even in daily life. In Dewey’s opinion, experience already
contains a form of understanding, which makes it crucial for both artistic
creation and aesthetic appreciation. To the same extent, art should not be
thought in contradiction with everyday life.

3. Richard Rorty’s (1931-2007) neo-pragmatism and his philosophy of art

In 1967, Rorty published The Linguistic Turn. In the introduction, he wrote on
the meaning and significance of the linguistic turn in philosophy and replaced
the notion of experience with that of language.! In 1979, Rorty published his
Philosophy and the Mirror of Nature, where he criticized analytic philosophy but
didn’t yet formulate his own ideas. This only happened in 1989, in a book
entitled Contingency, Irony, and Solidarity. After this philosophical turn, Rorty
initiated a political turn: from being a Trotskyite, he became a liberal ironist
thinker, although it must not be forgotten that the American “liberal” means
“Socialdemocratic” in Europe. He described the public-private split and depicted
the liberal ironist type of human being. As he writes: “Liberals are the people
who think that cruelty is the worst thing we do,” (Rorty, 1989, p. xv) and

I use ‘ironist’ to name the sort of person who faces up to the

contingency of his or her own most central beliefs and desires -

someone sufficiently historicist and nominalist to have abandoned the

idea that those central beliefs and desires refer back to something
beyond the reach of time and chance. (Rorty, 1989, p. xv)

Rorty also gave rise to a utopia of liberal democracy and referred to the so-
called “Strong Poet”, who is the creator of new social vocabularies.

If we switch now on Richard Rorty’s aesthetics, we can say that Rorty takes the
linguistic turn in dead earnest, which is why, in his philosophy of art, he deals
only with literature, where he addresses everything that promotes the
realization of his own ideas of liberal democracy in the public sphere and of
personal development, in the private one: Emerson, Whitman, Dickens, Orwell
and Bloom, Kundera, Nabokov. One can consider as an example the Nabokov-
chapter and the Orwell-chapter in the Contingency book. As a good pragmatist,
Rorty also handles literature as a tool, just like he does with economy, science,
philosophy, etc.: everything is for him a tool from a practical and moral point
of view. Thus, after having its aesthetic value, that literature is ‘right’, that
promotes his purposes in the public and the private dimensions of life. It
means both the literature that shows the conflict between the rich and the
poor and the literature that shows the richness of human life forms and socio-
political possibilities.

Rorty did not address other branches of art. One main reason for this is the fact
that, as we have already mentioned, he refused to attribute a central role to
experience in his neo-pragmatism, since he considered experience as a sort of
metaphysical residuum.

1 Notice that we are much before the so-called “pictorial turn” (Mitchel, 1994).
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4. Richard Shusterman (1949) and his somaesthetics

Born on December 3, 1949 in a middle-class Jewish American family in
Philadelphia, Richard Shusterman moved to Israel at the age of 16, where he
settled down and continued his studies. He specialized in English, literature,
and philosophy at the Hebrew University in Jerusalem, where he got his BA in
English and philosophy and his MA in philosophy. During his studies,
Shusterman became interested in analytic philosophy, to continue his research
work in the field of analytic aesthetics in Oxford, where he defended his Ph.D.
thesis work at St. John’s College. This thesis resulted in Shusterman’s first
book, The Object of Literary Criticism, published in 1984. After 1984,
Shusterman taught at different Israeli universities, until he got a tenure
position at the Ben-Gurion University of the Negev. He was a guest professor
for a year at Temple University in 1985, but in 1986 he moved back to the US,
Philadelphia, where he became tenured professor in 1988 and then chair of the
Philosophy Department between 1998-2004. Based on his personal experiences
and his philosophical readings, Shusterman later questioned his initial
adherence to analytic philosophy. Symptoms of this can be observed in his
second book T. S. Eliot and the Philosophy of Criticism, from 1988. Starting from
that date, Shusterman became a pragmatist and started to work out his own
aesthetic project on the basis of John Dewey's “esthetics,” namely,
somaesthetics.

In the international context, Shusterman became famous after the publication
of his book Pragmatist Aesthetics (1992), which has been translated into a dozen
languages. In his subsequent works, Shusterman strengthened his
philosophical position? and further developed the pragmatist tradition, which
provoked both significant criticism and enthusiasm in professional circles.
From 2004, Richard Shusterman became a philosophy professor at the Florida
Atlantic University and the director of the Center for Body, Mind, and Culture,
which helped him to spread the movement of somaesthetics on a global level.

Shusterman’s general theoretical standpoint is a philosophical aestheticism
that is saturated with democratic political intentions. This is manifested in his
naturalistic somaesthetics, which is colored by pragmatist meliorism, namely,
by the idea that society should be democratized as much as possible. As
a matter of fact, Shusterman started his academic career with an analysis of
interpretation. His general theory of interpretation is a “meta-theoretical
interpretive pluralism,” where practice is not determined by theory, but the
challenges of practice are able to show new interpretive development
directions. If, as Shusterman states, understanding and interpretation are parts
of human way of life, then we live in a permanent self- and world-
understanding and in a permanent self- and world-interpretation. Importantly,
as much as it has our life and being as its objects, this self- and world-
understanding become philosophy. This happens all the way down in
Shusterman’s somaesthetics, since the self is always embodied for Shusterman,

2 See, for example, Practicing Philosophy (1997), Performing Live (2000), Surface and Depth (2002),
Body Consciousness (2008), Thinking through the Body. Essays in Somaesthetics (2012), The
Adventures of the Man in Gold (2016).
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that is, the soma always has a prominent role in his philosophy. This is why,
contrary to Rorty, Shusterman insists on the importance of experience and
non-conceptual understanding.

Having summarized Shusterman’s neo-pragmatist position, we can turn to our
next question. Why has this naturalistic philosophy of art got the name of
“Somaesthetics”? On the one hand, we can consider our body as ‘the tool of
tools.” On the other hand, only a living, vivid body can have a central place in
philosophy. Interestingly, many languages, including Hungarian, do not
distinguish clearly between the living, vivid body and the dead body. However,
this difference is clear in the German language: the former is what the German
call der Leib, the latter is what they refer to as der Korper. In this sense, while
the Leib is the living, vivid body, the Kérper means the dead body in the
physical sense.

In the ancient Greek language, the expression soma meant the living, vivid
body, an expression which Shusterman combined with the word ‘aesthetics’ to
create the notion of ‘somaesthetics’. At first, Shusterman consciously and
intentionally called this naturalistic philosophy of art ‘pragmatist aesthetics’.
This is interesting, because Shusterman was actually the first philosopher who
intentionally used the expression ‘pragmatist aesthetics’. Dewey, indeed, never
used it.

According to Shusterman, there are three different roots in somaesthetics.

The first one is constituted by John Dewey’s philosophy. As Shusterman
mentions in one of the interviews I conducted with him: “[...] by the end of the
1980s, he (Dewey) was my principal pragmatist inspiration.” (Kremer, 2014,

p.8)
The second source is ancient Greek philosophy. As Shusterman (2014) writes:

from my study of the ancient (Greek) idea of practicing philosophy as
an embodied way of life rather than simply a merely theoretical
academic pursuit of reading and writing texts. We should always
remember that Socrates established philosophy not by writing any
books or articles (for he authored none) but by his exemplary way of
living and dying in the search for the wisdom to guide the quest for the
good life.

The third source is represented by ancient Asian ideas, which he considers
essential:

The idea of philosophy as an embodied way of life is also prominent in
ancient Asian thought; somaesthetics has been especially inspired by
Asia's rich tradition of deploying somatic disciplines for philosophical
and spiritual enlightenment along with better health and
harmony.” (Shusterman, 2014, p. 4)

As he claimed in the same interview:

Confucius for his emphasis on embodiment and pleasure and the
importance of the arts for the ethical aim of self-cultivation in which
the self and its cultivation are always seen as essentially socially
constituted through one's relations with others rather than being
narcissistically autonomous.” (Kremer, 2014, p. 10)
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Before defining Shusterman’s theory of somaesthetics and examining its
structure and intentions, it is important to notice that Shusterman mainly
developed Dewey’s naturalistic philosophy of art and brought together those
historical and present thoughts and practices dealing with the soma.
Shusterman's somaesthetics can indeed be seen as:

the critical meliorative study of the experience and use of one's body as
a locus of sensory-aesthetic appreciation (aesthesis) and creative self-
fashioning. In examining the forms of knowledge and disciplines of
practice that structure such somatic care or can improve it,
somaesthetics involves the critical study of society's somatic values
and comportment, so as to redirect our body consciousness and
practice away from the oppressively narrow and injurious stereotypes
of somatic success that pervade our advertising culture and to focus
instead on exploring more rewarding visions of somatic value and
fulfillment and better methods for attaining them.” (Shusterman, 2012,
pp. 182-183).

It is clear that the soma is both intended in a subjective and in an objective
position. The “creative self-fashioning” is thus both external and internal,
where the latter term is connected to the psychosomatic phenomena of
pleasure, excitement, stress, and depression. Shusterman’s democratic
meliorism wants to consciously influence society with his somaesthetics. At
the same time, somaesthetics represents a permanent Self- and World-
Understanding and a form of pragmatist meliorism. The somaesthetics
enterprise can be divided in three sectors:

a) an analytic somaesthetics, meant as a theory, which explains the nature of
our bodily perceptions and practices and underlines their role in our
knowledge and construction of the world;

b) a pragmatic somaesthetics, meant as a method, which explores specific ways
of somatic improvement and their comparative critique;

¢) a practical somaesthetics, meant as a practice, which disciplines bodywork
aimed at somatic improvement.

It follows already from this classification of somaesthethics that Shusterman
deals with our everyday life from an aesthetic point of view. Otherwise, he
would not mention the methods of somatic improvement. What is more, his
practical somaesthetics shows that Shusterman’s focus is not only theory, but
that he wants to improve our everyday life activities in a real practice.

5. Conclusion

That Shusterman accepts the existence of an aesthetic experience in everyday
life is beyond question. This can be easily inferred from the definition of
somaesthetics mentioned above as well as from his ideas concerning the
genealogical roots of the discipline itself. It is also evident that he understands
aesthetic experience as a very broad concept which is present even in daily
routines.
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Genealogically, somaesthetics has its roots in philosophy and more
particularly in pragmatist aesthetics. Somaesthetics emerged from the
following two ideas. 1. Because the body is crucial both to the creation
of art and to its appreciation, a pragmatist approach (which also means
a meliorist approach) to aesthetics should try to improve the
body’s perceptual and performative capacities so that it can improve
our aesthetic experience. 2. Moreover, because pragmatist aesthetics, as
I conceive it, is also centrally concerned with the ethical art of living and
because the body is the necessary medium through which we live, then it
follows that a pragmatist, meliorist approach to living should work on
cultivating our key tool or medium of living, namely our soma. These two
philosophical arguments, which originally inspired the idea of
somaesthetics, continue to inspire it and to shape the approaches of
non-philosophers who are working in this field. [...] I believe that
philosophical thinking is not confined to professional philosophers with
Ph.D’s in this subject. This brings me to a further point about the
somaesthetics-philosophy relationship. If we conceive philosophy
broadly as an ethical art of living that is guided by critical inquiry aimed to
promote a more aesthetically satisfying form of life for both self and society,
then the various disciplines and forms of knowledge that contribute to
this art of living (even if they are not distinctively or professionally
philosophical) can be related to the broad philosophical project of the
quest for wisdom in how to live better lives. Somaesthetic research in
forms outside the normal disciplinary bounds of philosophy surely can
contribute to this overarching philosophical project.” (Kremer, 2014,
pp. 10-11)

Looking at the genealogical roots of somaesthetics, it emerges clearly that for
Shusterman everyday life activities are not inferior to artworks in providing us
with an aesthetic experience. Shusterman interprets philosophy as “an ethical
art of living”: which means that he also handles his soma and life as an
artwork. The aim, as he puts it, is “to promote a more aesthetically satisfying
form of life for both self and society”. My contention is that somaesthetics’
contribution to this broad philosophical project can be absolutely crucial.
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Somaesthetics and Banality:
A Reply to Kremer

Jana Migasova

This short paper is an attempt to intersect my reading of Alexander Kremer’s key ideas in his article
Pragmatists on the Everyday Aesthetic Experience (2020) with my previous thoughts on banality as an
aesthetic quality experienced by the modern subject in her everyday life. My contribution tries to
interconnect key theoretical and artistic conceptions of banality (as discussed for example by Charles
Baudelaire, Hannah Arendt, Marie Darrieussecq, Edward Keinholz) with Shusterman’s somaesthetics and
subsequently to reveal another possibility of rethinking the relationship between aesthetics and ethics.

| Keywords: Pragmatism, Somaesthetics, Banality, Everydayness, Insensitivity, Visual Art

1 Introduction

Learning is never over because not only there is room for further
refinements and extensions of the acquired skill, but also because we
so often lapse into bad habits of performance or face new conditions of
the self (through injury, fatigue, growth, aging, and so on) and new
environments in which we need to correct, relearn, and adjust our
habits of spontaneous performance. (Shusterman, 2009, p. 138)

It is my honour to present here my comments on Professor Alexander
Kremer’s paper Pragmatists on the Everyday Aesthetic Experience (2020). Kremer
is a leading figure in the field of contemporary European pragmatism studies.
Based at the Philosophy department of the University of Szeged, in his research
Kremer is mainly concerned with neo-pragmatist aesthetics and ethics with
special focus on Richard Rorty’s and Richard Shusterman’s philosophical
concepts (see Kremer, 2016). Kremer is also Editor-in-chief of the journal
Pragmatism Today: The Central-European Pragmatism Forum, which has been
published since 2010.

This paper is part of the project “The Challenges of 21st-century Aesthetics’ and has been supported
using public funds provided by the Slovak Arts Council. The study reflects the views of the Author
only. The Council cannot be held responsible for any information contained therein.
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Professor Kremer’s argumentation in this paper can be divided into two parts.
The first one is a historical survey and comparative explanation of the different
branches of American pragmatism from Dewey and James, to Rorty and
Shusterman. As we can see, Kremer outlines Dewey’s approach to art theory,
everyday experience and specifically, the social role of art education (Dewey
1934). The second part — which articulates the key aim of the paper — is an
explanation of Richard Shusterman’s somaesthetics as a continuation of
Dewey’s thoughts on ‘experience’ and art. The brief insight into
Rorty’s neopragmatism consists of the linguistic turn in his approach and his
concept of the “liberal ironist” (Rorty 1989). In the explanation of
Rorty’s theory of art, the author stresses his pragmatist approach and
understanding of literature in terms of “social utilitarianism”.

Much room in Kremer’s paper is devoted to Richard Shusterman’s
somaesthetics. Kremer interestingly visualises Shusterman’s key notes on
somaesthetics with photographs from Gunther von Hagens’ famous exhibition
Bodyworlds (2010). This pictorial supplement, highlighting muscles, bones and
‘corporal tectonics’, reminds us of Shusterman’s pursuit of “body awareness”.
As he effectively explains in comparison with Merleau-Ponty’s
phenomenologist approach:

If Merleau-Ponty aims to recapture a primordial unreflective
perception that is universal and ‘unchanging’ and that is needed as the
essential ground for explaining all other perception and performance,
my pragmatist approach is more sensitive to differences in somatic
subjectivity and instead aims to explore and enhance our behaviour by
rendering more (though not most or all) of it more explicitly conscious
and reflective so that our perception and performance can be improved.
(Shusterman 2009, p. 139)

Shusterman’s path from the analytical tradition (during his Israeli studies) to
American pragmatism is well-known but interesting to remember. In
comparison with Richard Rorty, Shusterman has built his concept of
somaesthetics on Dewey’s aesthetics in Art as Experience (1934) and has
created the concept of his aesthetics of pragmatism!. Subsequently, he
stimulated the establishment of the international movement of somaesthetics.
In addition, as Kremer points out in his paper, Shusterman’s general
theoretical standpoint is a form of philosophical aestheticism which is
saturated with democratic political intentions and coloured by pragmatic
meliorism. In Shusterman’s theory of interpretation, the core is self-
interpretation, which means interpretation and understanding into the
embodied ‘self’, the so called ‘soma’. “This is why, contrary to Rorty,
Shusterman insists on the importance of experience and non-conceptual
understanding.” (Kremer, 2020, p. 71)? Shusterman’s concept of ‘soma’ is the
vivid, living body, which occupies a central position in aesthetics.
1 In recent Slovak writings on the work of Shusterman's somaesthetics, Luka$ Makky (2018, pp.
169-171) has provided a useful analysis of Shusterman's ideas in reference to John Dewey's,

Jan Mukafovsky's, Alexander Baumgarten's, and Michel Foucault's approaches towards
aesthetic experience.

2 In this regard, Kremer (2020) underlines the absence of a distinction between the notion of
“body” and “corpse” in Hungarian. In Slovak as well, the word “telo” is used to indicate both
the living and the dead body.
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In order to better understand somaesthetics, Kremer’s paper offers a system of
three pillars as its theoretical base: Dewey’s pragmatist art theory (arguing for
a so-called museum concept of art); ancient Greek practice of philosophy as an
embodied way of life; finally, ancient Asian (Daoism and Confucianism)
tradition of deploying somatic disciplines for philosophical and spiritual
enlightenment along with better health and harmony.

Apart from understanding the “soma” as a “locus of sensory-aesthetic
appreciation” [...], somaesthetics involves the critical study of society’s somatic
values and comportment” (Shusterman, 2012, pp. 182-183 quoted in Kremer,
2020, p. 72). In a recent presentation, referring to Shusterman’s Thinking
through the Body (2012, p. 182-183), Kremer describes somaesthetics as follows:

In examining the forms of knowledge and disciplines of practice that
structure such somatic care or can improve it, somaesthetics involves
the critical study of society's somatic values and comportment, so as to
redirect our body consciousness and practice away from the
oppressively narrow and injurious stereotypes of somatic success that
pervade our advertising culture and to focus instead on exploring more
rewarding visions of somatic value and fulfilment and better methods
for attaining them. (Kremer 2020)

With respect to the last argument, I would like to extend somaesthetics to the
problem of the mindless, unreflected perception of self, as well as to the
unreflected psycho-somatic transformations of the self caused by dull
everydayness or by the everyday experience of banality.

2 Discussion

While my concern in reference to the topic of this symposium (Banality,
Aesthetics and Everyday Life) is the aesthetics of the banal aspects of
everydayness, in the remainder of this paper I would like to examine possible
connections among concepts of banal, everydayness and somaesthetics. There
are “side effects” of modernity: industrial boredom, repetitive everyday acts
and one’s experience of dullness, banality and mindlessness. I consider “the
banal”? as an important part of a ‘modern life experience’ discourse. During the
19th and 20th century, its meaning has been shifted, and recent usage of the
notion contains morally defected, or even evil connotations.

In my earlier text on banality as an aesthetic quality experienced in everyday
life and in many strategies in contemporary visual art (Migasova 2016, pp. 33-
45), 1 argue that there are crucial theoretical concepts of banality, which
definitively influenced our understanding of the word. Increasing number of
theoretical reflections on banality is proof of the intensified significance of the
phenomenon. Apart from Baudelaire’s reflection of banality as a constituent of
the word ‘chic’ and ‘eclecticism’ in reaction to Le Salon De 1846, 1 find the most
important explanation of banality in Hannah Arendt’s book Eichmann in

3 The origins of the word date back to mid-18th century. The term, originally related to the
feudal service, indicated something ‘compulsory’. The root of the word comes from the French
ban: ‘a proclamation or call to arms’, ultimately of Germanic origins (see:
www.oxfordlearnersdictionaries.com 2020).
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Jerusalem: A Report on the Banality of Evil (1963, p. 357). She brilliantly points
out that it simply was not diabolical evil what permeated the soul of the main
‘holocaust administrator’, Adolf Eichmann: rather, it was the “banality of evil”,
distance and alienation, anesthetization caused by non-reflective everyday
acting, machinery of bureaucracy, perfect and dehumanized paperwork, which,
in the end resulted in the biggest catastrophe of the 20th century. “The
Moloch”, “the beast” was born in the realm of very modern human inventions.

As an art theoretician, let me bring into this discussion two examples from the
realm of art, which represent, in my opinion, artistic manifestations of bodily
and psychical deformations caused by human experiences with banality, apathy
(as a form of insensitivity) and mindlessness. The first one is an example from
the realm of literature — Les Truismes (Pig Tales), a novel by Marie Darrieussecq
(1996). The main heroine of the novel slowly, almost unnoticeably turns into
a pig. Pig Tales reveals deformative metamorphosis of the human / female
body* as a consequence of unreflected everyday acts and mindless
compromises even with violent aggressors. Contrary to Franz
Kafka’s comparable Metamorphosis®, Marie Darrieussecq tells us a story of slow
and long, but definite transformation, or better said — disintegration of the
body.

My second artistic reference is Edward Kienholz’s famous installation Beanery
(1965)°, which facilitates intense experience of banal existence. It represents
the interior of the average 1960’s American bar, featuring smells and sounds of
the bar and various types of customers, all of whom have clocks on the faces
with the time set at 10:10 pm. The entire work symbolizes the killing of time:
“Kienholz has noted that time is suspended in the installation to underscore
the escapism of the bar's clientele; as he stated, ‘a bar is a sad place, a place full
of strangers who are killing time, postponing the idea that they're going to
die’.” (Edward Kienholz Artist Overview and Analysis, 2015) To my understanding,
the artwork is a perfect exemplification of ennui — the experience of brutal
boredom with underlying melancholy.

I consider banality as an expressive quality of communication, which is
constituted of repetition, emptied figures of communication’ and
consequently, alienation of the communicants. I assume the alienation is
a modus of one’s relation not only to the others, but mainly to the self. Both
artworks aesthetically communicate bodily deformation, disintegration and
ugliness as an aesthetic ramification of the long, slow process of experiencing

4 See the figure: Cover of Pig Tales: A Novel of Lust and Transformation (Source: The New Press,
https://thenewpress.com/books/pig-tales. (Accessed: 6 December 2020).

5 See the figure: Mendelsund, P. (1995) Cover of The Metamorphosis: And Other Stories. The
Schocken Kafka Library. Available at: http://commonreads.com/book/?isbn=9780805210576
(Accessed: 6 December 2020).

6 See the figure: Kienholz, E. (1965) Beanery (assemblage / environment / installation).
Available at: https://www.stedelijk.nl/en/collection/1019-edward-kienholz-the-beanery
(Accessed: 6 December 2020).

Either verbal or pictorial. For some pioneer reflections on this problem, see: Leon Bloy’s
Exegese des Lieux Communs (1902).
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banality. They can be understood as artistic proof of the relationship between
aesthetics and ethics, or let me say, ability of making choices.

To conclude, these notes on banal lead me to the issue of mindlessness from
Shusterman’s point of view. As he puts it

[...] the pervasive value of unreflected habits in our perception and
action do not entail that these habits are fully adequate and do not
need correction through a process involving critically reflective
awareness of what those habits are. [...] Unnoticed bad habits exercise
a horrible power over action, thought and will. (Shusterman 2009,
p. 135)

Moreover, as he points out, we need to reconstruct our habitual modes, as well
as pay careful attention to the self. Careful attending to self, I think, logically
must be, at the same time, careful attending of what one perceives. Let me
quote again:

Bringing unreflective habits into more explicit consciousness is useful
not only for correcting bad habits but also for providing opportunities
for unlearning problematic patterns of behavior and for stimulating
new thinking that more generally increases the mind’s flexibility and
creativity, even in terms of enhancing the plasticity and efficiency of
the brain’s neural networks. (Shusterman 2009, p. 135)

Let me close this brief discussion with a suggestion and an invitation. In light
of the aforementioned thoughts, I believe that an examination of the
aesthetics of banal, with its existentialistic background, can represent a much
relevant topic for somaesthetics. On the one hand, as I have tried to show, the
principles of alienation and insensitivity may find fertile conceptual ground in
current discussions in somaesthetics. On the other hand, they can also lead
somaesthetics to better account for the complex relationships between
everyday experiences, sensibility and the transformations undergone by the
living body or ‘soma’, which in turn can be beneficial to foster cooperation
between somaesthetics and everyday aesthetics.

The temporal dimension of everydayness; the form of repetition and
multiplication; the notions of urban living, mechanization and institutional
distance: all these phenomena may create a new, stimulating research
framework for the aesthetics of pragmatism.
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Living with Urban Everyday
Technologies

Sanna Lehtinen

New and complex technologies are exceedingly present and in widespread use in contemporary cities
globally. The urban lifeworld is saturated with various applications of information and computing
technologies, but also more rudimentary forms of technology construct and create the urban everyday
life as we know it. Many forms of urban technologies are perceived first through their everyday aesthetic
qualities: how they look, feel, sound, or are otherwise encountered within the streetscape. Philosophical
aesthetics, however, has tended to overlook everyday technologies as a topic, often due to unquestioned
ideas of how a city should ideally look and feel. Thus, a more realistic approach to contemporary cities is
needed, in which the deep-seated role of technologies is recognized and the experiences related to their
entangled uses become acknowledged. This paper brings together recent developments in urban
aesthetics with some of the core ideas of postphenomenological approaches to new urban technologies.
| Keywords: Urban Aesthetics, Technology, New Technologies, Urban Everyday, Everyday Aesthetics

1. Introduction

The urban everyday took an unexpected turn in the Spring 2020 with the
Covid-19 pandemic and the ensuing restrictions to social activity. An
opportunity to think and rethink the ways in which cities are used has
presented itself, at the same time as struggles for health and survival are
taking place. The individual tragedies and collective traumas cannot be
justified, but we should try to make something of meaning out of this period of
time in the history of the human civilization. The pandemic is not, of course,
without predecessors, but never before have humans lived in such concentrated
forms as in the current urban environments globally. How these thoroughly
human environments are planned, built and used, is of significant consequence
to the quality of life, social justice as well as individual experience and well-
being.

Aesthetics might not have been considered to be at the forefront of the
discussion on urban planning and development. However, aesthetic thinking
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has in one form or another always been at least implicitly present in urban
design and planning (Lehtinen, 2020). The philosophical and applied urban
aesthetics today combine various useful approaches and theories to study
a range of phenomena from cityscapes to the urban experience and from urban
mobility to city branding. As one of the latest turns in this development, I am
proposing that the insights from philosophy of technology, with emphasis on
ethics and postphenomenological approach in particular, would need to be
brought to the centre of attention in philosophical urban aesthetics. In this
article, I aim at showing why and in which ways we could start studying more
systematically the profound effect of technological development to different
already recognized facets of urban aesthetics.

The motivation for this technological update of philosophical urban aesthetics
is linked to an attempt to acquire an overall more realistic view of what
contemporary cities are like, to what extent they are similar and in which ways
they differ from one another. This should be the aim also for developing the
philosophical urban and everyday aesthetics of the future years. In practice,
this will mean that the deep-seated role of technologies becomes better
acknowledged as an important part of the urban perceptual and experiential
realm, ranging from large-scale entities such as infrastructure to small-scale
personal use of e.g. navigation apps. This will mean also that the
representations, narratives, and experiences related to their entangled uses
become studied as a central part of our understanding of what the city as
a socio-political and processual entity is and what forms it gets through
conscious human activity.

2. New Technologies and the Aesthetics of the Urban Everyday

New exceedingly converged and complex technologies have become
increasingly present and in widespread use in contemporary cities globally. At
the same time, the implementation of many types of emerging technologies is
being prepared. The urban lifeworld is already saturated with various
applications of contemporary information and computing technologies, but
also more rudimentary forms of technology construct and create the urban
everyday life as we know it. The different types of roles technology plays in
everyday human experience has been studied in detail in the
postphenomenological branch of contemporary philosophy of technology
through the notion of technological mediation (e.g. Ihde, 1990; Verbeek, 2005;
Verbeek, 2016; Lehtinen and Vihanninjoki, 2020). In philosophical everyday
aesthetics, however, there has been a tendency to overlook technology as
a topic (Naukkarinen, 2019; Lehtinen, 2020). This might be due to nostalgic
and romanticized ideas of how a city should ideally look and feel but there
might be also other paradigmatic reasons for why technology as a topic has
been difficult to discuss.

As the relatively new field of everyday aesthetics has emerged only during the
past 15 years, one would assume that different types of technologies and the
mundane daily interactions with them would have been a central topic of study
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from the beginning. However, there has been surprisingly little efforts towards
this end. As one of the exceptions, Ossi Naukkarinen writes tentatively about
“how computers and computational approaches are changing our everyday
aesthetics” (Naukkarinen, 2019, p. 181). Although networked computing
technologies and their effect on the daily life is without a doubt on the
increase, I claim that we cannot understand this effect without taking a closer
look on the chains of technologies and their uses that have already become
naturalized in the profoundly technologized everyday life. By this, I am
referring to a certain degree to earlier, more rudimentary technologies that
have enabled human collective life as we have become accustomed of knowing
it already for decades or even centuries.

Choosing the urban environment as the central case helps obviously to narrow
the range of observed technologies. It, however, also shows how the individual
citizen is linked to a larger group of other societal actors through the intricate
use of technologies, no matter how personal and private they might seem.
Focusing on the urban lifeworld (Madsen and Plunz, 2002) makes it explicit
that even though technology is certainly often a source of clear subjectively
experienced aesthetic impulses, the realm of technology is first and foremost
intended to facilitate the many interactions between people, between people
and their environment, and, exceedingly, between people and complex
processes comprised of non-human elements in the urban sphere.

It is possible to group contemporary urban technologies to three main groups
according to their aesthetic qualities and effects. The first group is the most
obvious one, and one that many urbanites would probably think of if asked
about the technologies that they interact with in their everyday life. These
types of urban technologies refer to those which are perceived first and
foremost through their perceivable qualities: how they look, feel, sound or are
otherwise experienced directly within the streetscape. This link to aesthetics
can lead to treating them mainly through their object-quality instead of
delving deeper into their quality as complex technological objects, as
something which have an ulterior purpose beyond their mere appearance. In
fact, they might even function largely outside the object-natured and material
‘base’ which is drawing conscious attention by its noticeable perceptual
features. With everyday technologies, examples are found in most basic types
of technological objects such as traffic lights, which nonetheless are part of
a network and broader logic of traffic control. An individual dweller does not
usually think about why the lights are changing at the precise moment when
they are changing and neither is that knowledge needed to cross the street
successfully. However, basic knowledge of the local synchronization of traffic
lights is perceived by most adults crossing the street and many learn to take
justified risks based on this knowledge. Even though perceptually attuned to
pay attention to the signalling lights, one does not need to always comply with
the rules set visible by the traffic lights if one can individually assess the risk of
avoiding a collision with a vehicle of any type. The larger context of traffic
flows is, however, not thought of nor understood as part of these daily rituals of
deciphering the red and green light indicators.
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The second group of technologies consists of those which are fully invisible or
hidden from the surface level of the material basis for everyday activity. It
seems fair to say that the urban everyday life relies increasingly on these types
of ‘hidden’ technologies, which nonetheless govern the daily range of
possibilities for the individual urban dweller. Their use is defined by familiarity,
which overall is an important dimension of everyday aesthetic experiences
(Saito, 2017). Water infrastructure is an example of a large-scale technological
system which is in most contemporary cities hidden from the plain sight. Clean
water provided by a very complex system of pipes, pumps and purification is
nonetheless considered to be a basal level necessity for contemporary urban
life. It seems fair to say, that technologies are more and more intentionally
designed to become invisible. This development is explained for example as
a safety measure, since changing conditions are a risk for the functioning of
some of these types of technologies. Weather conditions and vandalism, for
example in the case of electrical wiring, might lead to digging electricity lines
underground or retrofitting them into the built structures instead or hanging
wires outside the walls of building. It seems, however, very likely that safety
and maintenance reasons for hiding technologies are also accompanied by
assessing them as aesthetically unpleasing. The electrical wirings, for example,
are one example of this although in some cities the aesthetic appreciation of
these external wirings comes precisely from their extravagant appearance.

At first glance, the third group is the most difficult to define as it concerns
mostly new technologies and also those, which are still being implemented
into the urban sphere. However, it is reasonable to think that a distinct group
of its own consists of networked technologies, which combine perceptual and
non-perceptual forms. Most new and emerging technologies can be categorized
through their perceptual presence in the cityscape as well as through the
quality of their aesthetic effects. 5G network is a relatively recent example of
a complex technology which is invisible to its end users but which, however,
relies on highly visible technological parts which need to be implemented into
the existing urban structure. This type of technological mediation of human-
world relations which is hidden from perception has interesting implications
to urban aesthetics. One obvious implication to social justice that these types
of technologies have is the question of their accessibility. However, from the
perspective of urban aesthetics, also the omnipresent reliance of urban
technologies seems to be narrowing the scope of individual choice.

The infrastructure of a contemporary city does not consist anymore only of
roads or a functioning sewer network. Even though many of the networks are
invisible, the structures that enable them have often highly visible
consequences in the cityscape. As an example, cell phone networks require
antennae towers that have been disguised as palm trees and flagpoles, or
converged with new types of lampposts that have replaced the older, simpler
models. Another example of new, highly visible structures in the city are
stations for charging electric vehicles and solar panels for localized needs for
electricity. These take up space and affect by necessity also the most obvious
aesthetic qualities and affordances of the places in which they are installed.
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3. The Small Banalities of Technological Mediation

Whether the use and increase in the reliance of increasingly hidden
technologies is compromising the autonomy and values of the urban dweller is
an interesting question. In this paper, the topic is approached through paying
attention to and analysing some cases of awkward and banal encounters with
hidden urban everyday technologies. On many instances, these moments of
awkwardness can create uncomfortable and even banal gaps in the scope of the
urban everyday aesthetic experiences. These small moments of conflict are not,
however, usually the ones which are taken into consideration when thinking
about the use or the overall appearance of a city to its dwellers.

Since Martin Heidegger elaborated on the use and meaning of tools, their
fundamental unreliability has been considered to be a somewhat defining part
of human-technology relations (see e.g. Heidegger, 1978; Verbeek, 2005;
Verbeek, 2016). As we all probably know from our own experience, temporal as
well as functional inconsistencies such as lagging, freezing, and glitches are
part and parcel of the use of different technologies. Whether rudimentary
forms or more advanced technologies, their ideal and planned use is replaced
in practice by a realization that one is always to some degree on the mercy of
more or less unexpected malfunctions. These discrepancies in the use of
technology are to some extent considered in their design phases, although the
design activity tends to focus on idealized visions of smooth user experience.
In any case, experientially one has to become somewhat habituated to ruptures
with a range from the merely inconvenient to substantially banal and
disrupting. These experiences have come to play an important part in the
everyday going-about-minding-ones-business, since without some level of
mental preparedness, meaningful activity would be seriously affected by these
momentary breaks. The level of uncertainty, however, can sure be considered to
cause extra stress to the experiencer-turned-user.

Everyday urban mobility is an interesting case from the perspective of everyday
banal experiential ruptures. Aesthetically, it is not unimportant what type or
selection of modes of transportation one chooses or is even able to choose in
the first place place. (Mladenovic, Lehtinen and Martens, 2019) An
underground public transportation mode such as the metro offers radically
different affordances to exploring the city on foot or through the windshield of
a private vehicle that one is driving. Thinking towards the future of urban
environments, even the possibility of autonomous driving is again challenging
the preconceived notions of what it means to move in the city and how smooth
this experience can be. Whether you understand the experience of moving in
a city through kinaesthetic (Lobo, 2020) or somaesthetic (Shusterman, 2019)
framework, the perception of a city is strongly affected by the embodied nature
of movement besides the cognitive factors such as knowledge, imagination,
and even memories.

Another topic to consider from this perspective is linked to the questions of
privacy, that has become increasingly central in contemporary cities globally.
The many new, networked technologies which are implemented into the urban
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environment provide a way to approach the everyday banal moments of
experiential rupture. Especially after the terrorist attacks of the early 2000’s,
there has been a steep increase in the development and implementation of
sophisticated surveillance technologies that detect and analyse not only the
movement patterns but also the recognizable features of people who are
present in the public space (see e.g. Lyon, 2003). These technologies include
clear signs of surveillance, for example CCTV and biometric technologies such
as facial feature and movement pattern detection and recognition. However,
also many of those technologies, which have another purpose as their main
reason is implementation, can be used for surveillance purposes if the data
they produce is used in this way. In the scope of this article, it is not possible to
delve deeper into the topic of the aesthetic consequences of surveillance
technologies, but they most certainly have an effect on how the city is
experienced and what is expected of the interactions taking place in the urban
sphere. As contemporary cities globally are marked by an increasing reliance
on intricate, interlinked technologies, the need to understand the aesthetic
implications of surveillance technologies is also to be taken into consideration.

4. The Aesthetic Potential of New Urban Technologies

It is still common that technology is treated as a negative or even potentially
dangerous force that alienates people from some type of a more authentic way
of being (Verbeek, 2005). This type of thinking has been present persistently in
the Western philosophical tradition as well as in common everyday life.
According to the alienation views, especially after Heidegger, the way in which
technologies situate themselves between the human and the world to mediate
this relation, poses a risk of distancing from the worldly phenomena
altogether. This can be described as a fear of losing connection in experience as
well as on the level of knowledge. As the world - or the city in our particular
case — becomes experienced through a filter of technology, we perceive it less
directly. Neither are we able to know precisely what is happening in each
different process of technological mediation.

The current forms of urban life provide an interesting case in this sense, as the
human ability to conduct intentional activity and collaboration is at the very
core of the existence of shared urban life. Without organized activity, various
forms of collaboration, and goal-oriented planning, it would not be possible to
design, let alone lead a life in urban environments. In this sense, technology
should be understood as something radically distinct from the rest of the
structures and processes of the city. As a thoroughly human-made context,
cities are entirely dependent on complex technologies from the beginning of
their creation, whether temporarily distant or taking place currently. The city
itself is a multifaceted processual and technological construct.

Echoing some of the core ideas of pragmatist philosophy, the
postphenomenological approaches in the philosophy of technology emphasize
that it is a more reasonable idea to study individual technologies instead of
aiming at a very generalized ponderation over the larger notion of Technology
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(Verbeek, 2005; Nagenborg et al., 2020). In the same way, it is more useful to
zoom into a more focused group such as urban technologies through a more
defined approach, such as their aesthetic impact in the case of this paper. One
potential aesthetically positive way to approach new and emerging urban
technologies would be through the notion of the urban sublime. (Den Tandt,
2014) Even though the sublime is not definable entirely in positive terms, the
overall variety and diversity in aesthetic scope is significant in the case of the
sublime. The sublime in the case of the urban environments has already been
linked to technology in particular, through the notion of the technological
sublime which is described also in relation to the urban experience. (Nye, 1994)
The sublime in the context of technology underlines first how the
technologically mediated experiences cannot be defined entirely as positive or
negative and how technology, also aesthetically, bears this element of mystery
that is linked to its functioning. The technological sublime has been used to
describe the experience of e.g. the industrial ruins in cities, but I find it a useful
term to approach the underlying aesthetic tensions in the relation with
contemporary technologies very much in use.

In the case of new technologies, it is important to remember that instead of
a contemplative approach to the urban everyday, they become experienced
through being used in an active engagement. This is a significant aspect of how
the aesthetic scope of their use is determined. In philosophical aesthetics,
disinterestedness as a sort of distanced appreciation without ulterior motives
has been defining aesthetic experiences to a significant degree. Digital
technologies, for example, unless they are used in artistic context, are first and
foremost a tool and something that is utilized to reach a certain goal. Most
often these goals are predetermined, even though new ideas might stem from
their use as well. Spontaneous new uses are, however, relatively rare in the case
of many new types of technologies. When they exist, they usually form
significant examples of urban activism, tactical urbanism and other types of
bottom-up movements which aim at strategically shaking the established
socio-technological systems.

It would be important to understand firstly the extent to which the urban
lifeworld is already highly technologized, and secondly, that most of those
technologies are not explicitly visible or that using them does not equal
recognizing them. The relatable suspicion towards new and emerging
technologies and their use should not prevent from staying actively interested
and engaged in the development of these new types of technologies. The
aesthetic consequences for urban everyday life could span from building
information modelling (BIM) applications used for orientation and navigation
purposes (Vihanninjoki and Lehtinen, 2019) to technologies for accessibility or
enabling better communication. We need a better understanding of how
technologies are experienced especially in cases in which social justice is at
stake. A better recognition of how new technologies are affecting the
distribution of attention or aesthetic qualities of everyday environments is
thus something in which philosophical and applied aesthetics can assist.
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5. Conclusions

Wireless, portable and connected technologies are changing the urban
experience at a rapid pace. As these changes are often accepted as ‘inevitable’
improvements, the critical assessment of their use and effects is still scarce. On
the other hand, also the fierce resistance towards new technological
phenomena can seriously impede discussing what their true role, potential and
consequences could be. Thus, both the utterly indifferent or defensive
approaches might hinder the discussion and development of more human
technologies with broad experiential reach.

In this article, I have proposed that the new technologies affecting mostly the
urban everyday life can be grouped in three different categories according to
their aesthetic qualities. The aim has been to show how this grouping will help
to gain a better understanding especially of those technologies which belong
to the third category and consist mostly of invisible, networked technologies
but which however have also some visible effect in the urban space. I have
aimed at showing that the aesthetic approach to these technologies does not
consist only of the most obvious aesthetic consequences, but needs to take
a deeper look into how the use of these technologies is changing the aesthetic
scope of the urban everyday.

Further on I have presented the notions of the banal and the sublime, which in
this context can be helpful in bringing these effects into discussions about the
present state and the future prospects of cities globally. These technologies are
becoming increasingly complex and require further embedded technologies on
the structural level of the city. A better understanding of the complex
technologies is important, not only for any average citizen (if one should base
assumptions over such a figure existing), but to those professing in
philosophical and applied aesthetics.
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Urban Technologies — The New

Everydayness: A Reply to
Lehtinen

Sandra Zakutna

This short paper is a reply to Sanna Lehtinen’s article Living with Urban Everyday Technologies whose aim
is to introduce the complexity of the problem of everyday technologies in contemporary aesthetics.
Thanks to most recent information, computing, and communication technologies, urban technologies
have indeed become an indispensable part of human living standards. In connection with
Lehtinen’s primary interest in visible technologies with invisible effects, my reply appeals to W.
Welsch’s use of the term anaesthetics, which refers to the absence of the ability to feel, as a parallel to
this group of technologies. The reply also emphasises that it is necessary to study urban technologies
together with a focus on human privacy, social justice, and human wellbeing and that everyday
aesthetics has to be ready to reflect on the extremely fast development of these technologies. |
Keywords: Urban Technologies, Everyday Aesthetics, Everydayness

Sanna Lehtinen’s paper Living with Urban Everyday Technologies (2020a) brings
to the fore a very current topic. Technologies have always been connected with
urban life. However, thanks to most recent information, computing, and
communication technologies they have become an indispensable part of
a living standard, and living with them has become our natural environment,
our new ‘everydayness’. I am very pleased that I was offered a chance to
comment on the paper by the organizers, as Sanna Lehtinen’s continuous work
in the field of urban aesthetics and technology (as a relatively new field of
everyday aesthetics) is well-known and these topics need to be discussed
(Lehtinen, 2020a; Lehtinen, 2020b; Lehtinen, 2020c; Lehtinen and
Vihanninjoki, 2019; Vihanninjoki and Lehtinen, 2019).

As Lehtinen states at the very beginning of her paper, “[t]he urban everyday
took an unexpected turn in the Spring 2020 with the Covid-19 pandemic and
the ensuing restrictions to social activity.” (Lehtinen, 2020a, p. 81) The
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situation of the last months has shown cities as the most dangerous places for
the virus spread and people in the cities have experienced unprecedented
lockdowns. The pandemic, whose second wave is now a reality for many
countries, shows the importance of the overall organization of cities not only
as regards their infrastructures, but also the quality of life and the way people
can use such infrastructures every day or, as we see it now, in the days of crisis.

Importantly, Lehtinen focuses on the place of technologies in contemporary
cities from the perspective of their everyday aesthetic qualities but she also
recognizes and acknowledges their role and use. She considers the issue of
everyday technologies to be often overlooked by philosophical aesthetics and
states that this discipline does so “often due to unquestioned ideas of how
a city should ideally look and feel.” (Lehtinen, 2020a, p. 81) This is definitely
true and I consider her attempt to confront contemporary cities legitimate and
useful. Lehtinen says that the “paper brings together recent developments in
urban aesthetics with some of the core ideas of postphenomenological
approaches to new urban technologies.” (Lehtinen, 2020a, p. 81) In my opinion,
these approaches could be presented in more detail to provide a broader
theoretical background to the problem. If philosophical aesthetics has
a tendency not to regard everyday technologies as a topic, maybe some
philosophical approaches focused on the functioning public sphere,
relationships and boundaries between public and private, the individual and
society, could help ‘to defend’ practical philosophy and its interest in the
theme.

Although the paper offers several different suggestions, here I will only try to
focus on what seem to me to be the most challenging issues to be discussed.
Sanna Lehtinen thematises contemporary urban technologies into three main
groups according to their aesthetic qualities 1) bearing noticeable perceptual
features, e. g. traffic lights, 2) being invisible or hidden, e. g. water
infrastructure, 3) showing a combination of perceptual and non-perceptual
forms, visible with invisible effects, e.g. 5G networks or stations for charging
electric vehicles. In this paper, she is interested mainly in the last group.
I wonder if this third sphere - the technologies whose effects are hidden, the
networks we cannot see and feel — could not be described by what Welsch
called anaesthetics. Although Welsch is not a postphenomenologist, perhaps
his definition of anaesthetics may correspond to this group of technologies. He
writes that he uses “the term ‘anaesthetics’ as a counterterm to ‘aesthetics’.
‘Anaesthetics’ refers to a condition in which the elementary condition of the
aesthetic — the ability to feel is absent. While aesthetics intensifies sensation,
anaesthetics thematises insensitivity — the sense of loss, interruption, or the
impossibility of sensibility — at all levels: from physical numbness to spiritual
blindness. In short, anaesthetics has to do with the opposite side of
aesthetics.” (Welsch, 2017, p. 12) In my opinion, there are certain parallels to
the third group and Welsch’s approach could serve as an inspiration to deal
with this specific issue.

In the third part The Small Banalities of Technological Mediation, Lehtinen
focuses on some problems that are connected with the hidden technologies
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and their malfunctions, consequences of surveillance technologies, etc., and in
this context she also briefly mentions everyday urban mobility. I think this may
open a debate on some social issues that should be discussed further in the
urban sphere, e. g., the loss of privacy. Lehtinen aptly illustrates the “aesthetic
backlash” against facial recognition in the form of anti-surveillance clothing
that is, in my opinion, only supporting the idea of how necessary it is to study
the urban phenomena.

The part called “The Aesthetic Potential of New Urban Technologies”
emphasizes the role of individuals and active engagement in the development
of urban environments — when the city “itself is a multifaceted processual and
technological construct.” (Lehtinen, 2020a, p. 86) Referring to Den Tandt
(2014), Lehtinen tries to approach emerging technologies through the notion
of the urban sublime and further referring to the notion of the technological
sublime. 1 would appreciate if these two terms were described more in-depth,
for example by using some examples, so as to help readers understand them.
An interesting question in this regard is whether these two terms cooperate
with the active engagement the author refers to in the next part of the paper.

In the conclusion, the author says that she has “aimed at showing that the
aesthetic approach to these technologies does not consist only of the most
obvious aesthetic consequences, but needs to take a deeper look into how the
use of these technologies is changing the aesthetic scope of the urban
everyday.” (Lehtinen, 2020a, p. 88) The question that comes to my mind here is
how these technologies, that are hidden, relate to everyday aesthetics, i.e., with
the everydayness or our actual experience. Although we do not see such
technologies, we have some information about their existence, function and
use. But does this fact, this knowledge, influence our view or attitude towards
the city? If we know and think about technologies, does it change the way we
look at the city or rather the way we think about it? If we speak of “deep-seated
role of technologies” in the cities (from infrastructure to navigation or virtual
reality apps) when cities today are fully dependent on technologies, does it
change the aesthetic optics of perceiving the city?

Of course, we cannot avoid the technological development and the use of
technologies in the cities. I agree with Lehtinen that a better understanding of
technologies is important both for a philosophical as well as for an applied
aesthetics. It is not an issue that could be studied separately; aesthetics has to
address the issue together with ethics and sociology as well as social and
political philosophy, if it aims to better understand the phenomena of cities.
I think therefore that studying technologies in connection with questions of
human privacy, social justice or human wellbeing, as Sanna Lehtinen does, is
very important. I appreciate that her paper presents a way to introduce
a complex problem that has to be further discussed on several levels to be
ready to reflect the extremely fast development of everyday urban
technologies.

92



References

Den Tandt, Ch. (2014) ‘Masses, Forces, and the Urban Sublime’, in McNamara, K.R. (ed.)
The Cambridge Companion to the City in Literature. Cambridge: Cambridge University
Press.

Lehtinen, S. and Vihanninjoki, V.J. (2019a) ‘Seeing New in the Familiar: Intensifying
Aesthetic Engagement with the City through New Location-Based Technologies’,
Behaviour & Information Technology, 39(6), pp. 648-655.
doi: 10.1080/0144929X.2019.1677776.

Lehtinen, S. (2020a) ‘Living with Urban Everyday Technologies’, ESPES, 9(2), pp. 81-89.
Available at: https://espes.ff.unipo.sk/index.php/ESPES/article/view/183 (Accessed:
16 December 2020).

Lehtinen, S. (2020b) ‘Buildings as Objects of Care in the Urban Environment’, in
Somhegyi, Z. and Ryynidnen, M. (eds.) Aesthetics in Dialogue: Applying Philosophy of Art
in a Global World. Berlin: Peter Lang, pp. 223-236.

Lehtinen, S. (2020c¢) ‘Shifting Sensibilities: Architecture and the Aesthetics of the City’,
Scenari, 12, pp. 89-106.

Lehtinen, S. (2020b) ‘Buildings as Objects of Care in the Urban Environment’, in
Somhegyi, Z. and Ryynidnen, M. (eds.) Aesthetics in Dialogue: Applying Philosophy of Art
in a Global World. Berlin: Peter Lang, pp. 223-236.

Vihanninjoki, V. and Lehtinen, S. (2019) ‘Moving in the Metropolis: Smart City Solutions
and the Urban Everyday Experience’, in Figuereido, S., Krishnamurthy, S. and
Schroder, T. (eds.) Architecture and the Smart City. London & New York: Routledge, pp.
210-220.

Welsch, W. (2017) ‘Asthetik und Anésthetika’, in Welsch, W. Asthetisches Denken. Eighth
edition. Stuttgart: Reclam, pp. 11-45.

Sandra Zakutna

University of Presov, Faculty of Arts
Institute of Philosophy

17. novembra 1, 080 01 Presov, Slovakia
sandra.zakutna@unipo.sk

93



What Makes Things Banal

Lukas Makky

In this paper, I investigate the origins of banality and the reasons why some phenomena appear banal to
us. I discuss the issue by analysing three interrelated areas of aesthetic investigation: artworks, everyday
objects, and banal things. By identifying the source of banality, my goal is to understand what makes
banal things different from other kinds of things. I consider the following questions: 1) when, why, and
how does an object become banal?; 2) what happens when something becomes banal?; 3) are banal
things aesthetically appealing? Drawing on Wolfgang Welsch’s notion of anesthetization and Walter
Benjamin’s account of aura, I argue that banality consists in the absence of both an ontological and an
axiological character in objects, which makes them appear trivial or insignificant to us. I conclude by
showing that although art, everydayness, and banality represent different aesthetic dimensions, objects
constantly move from one of these dimensions to the other. | Keywords: Banality, Art, Everyday
Aesthetics, Aura, Anesthetization

1. Introduction

Small and insignificant things, phenomena, and moments ‘co-create’ our daily
life and the world as we know it. They are an immanent part of our experience
and despite this, we mostly don’t care about them. We deem such things as
banal as if they make up only minor, imperceptible details of the environment
where the important things or the things that deserve our attention are set.
This may cast doubts on the meaningfulness of my examination at its very
beginning: why, indeed, should one need to investigate banal things and search
for their origins if these things are actually banal?!

Jan Mukarovsky (1966) answers this question clearly enough when he claims
that any object, activity, or fact can be the carrier of an aesthetic function, and
therefore can be aesthetically interesting and significant. Looking at banal

This paper is part of the project “The Challenges of 21st-century Aesthetics’ and has been supported
using public funds provided by the Slovak Arts Council. The study reflects the views of the Author
only. The Council cannot be held responsible for any information contained therein.

1 This may resemble the question that kickstarted the field of everyday aesthetics, when the
main concern was to find methodological arguments able to justify the need for an analysis of
everydayness. See for example: Light and Smith (2005); Kupfer (1983); Saito (2008, 2017);
Yuedi and Carter (2014).
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things from Mukarovsky’s perspective is refreshing and can redeem banal
things from their usual status?. Mukarfovsky’s thesis, however, can also be
understood slightly differently, as if he was saying that everything that
surrounds us can be a potential object of aesthetic inquiry, even though it
doesn’t need to be significant in itself. This, I think, is the way we should look
at banality: as composed of marginal things whose character, substance,
impact, and scope can be fundamental for us, but whose existence we
commonly neglect.

This gives us a compelling reason to explore the nature of banal things and to
search for what makes such things banal in the first place. We can assume that
banal things are not intentionally created to be banal: they become banal.’?
Something internal or external is the cause of their banalization. In this paper,
I will search for the roots of banality through reference to three related areas of
aesthetic investigation. I will focus on a) art, b) everyday objects, and c) banal
things, activities, and phenomena. Everyday objects and banal things will not
be regarded as derivative or secondary forms of art but rather as subjects of
aesthetic investigation in themselves, although I recognize that there is
a connection between art and these other aesthetic objects.*

An important question in this regard will be whether some quality makes banal
things different from other things so that we can identify the source of their
banality somewhere in their nature. To address this question, I will consider
the following interrelated issues: 1) when, why, and how does something
become banal? 2) what happens when something becomes banal? 3) can banal
objects be aesthetically appealing?

This will lead me to quest for the basic reasons that lead us to consider banal
things as insignificant and replaceable.

2. Anesthetics, Aura and Art

Banal things differ from other objects in something exceptionally trivial; that
is why we do not intentionally pay attention to them. This aspect can be
a determining factor in order to better understand our relationship with
banality. An important point is that banal things represent a set of objects that
we, as recipients, are not even able to perceive, because we tend to be
indifferent or perceptively immune towards them. In other words, we cannot
even see them.

This idea has been notably examined by Wolfgang Welsch (1990) in his
Aesthetics and anesthetics. Welsch addresses the issue by considering what he
calls the phenomenon of “saturation of aesthetic facts” that takes place in the

According to MigaSova (2016, p. 34) “one crucial aspect of banality is a sense of mundaness,
triviality, insignificance, irrelevance, paltriness.”

For a philosophical and aesthetic account on the issue of intentions, see Livingston (2007,
2013

Pragmatist approaches explain thoroughly the relation of art to life, and in some cases extend
the analysis to the role of everyday life in the arts (Dewey, 1980; Shusterman, 2000).
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postmodern era of hyper-aestheticization. This phenomenon gives rise to
a process of estrangement leading the recipient to ‘move’ the perceived object
to a sort of ‘grey zone’ where the object is alienated from the domain of
aesthetics and even from the domain of perception in general. The recipient,
however, doesn’t have any other choice, because too many impulses are
attacking her senses from everywhere and making a selection between these
impulses would request too much energy. That is the reason why she just
simply stops ‘feeling’ or starts to be blind as regards aesthetic stimuli.

According to Welsch, anesthetization can depend on two related factors. In the
first place, the fact that (a) we get used to a condition in which certain objects
do not cause any mental or perceptual motion in us so that we do not even
expect that these objects can arise something anymore. This estrangement is
partly caused by the number of images surrounding us and the fact that such
images are not real but rather mediate reality by distorting or even alienating it
(Welsch, 1990).

In the second place, the fact that (b) the reality we perceive has nothing special
or particularly significant to offer, and although it may engender some
aesthetic interest in us, this interest can only be superficial and transient.

One could blame modernism for this because estrangement can be regarded as
an effect of modernity and anaesthetization as an experience the modern
recipient goes through (Jameson, 1991, p. 124). But in this case as in many
others, modernism would be subject to an unjustified accusation. Banality is
indeed not merely a consequence of modernity, but something that has to
do with how things are in themselves.

Therefore, although Welsch’s account of anaesthetization offers us some
important conceptual tools to understand the phenomenon, his explanation
seems to me not sufficient to account for how banal things are created. We
need to look somewhere else if we want to find an answer to this question. My
suggestion is that we turn to the idea that banal objects can be the result of
anesthetization because there is something in their essence, some
fundamental quality or attribute, that these objects lack, and that makes them
banal in the first place and justify why we overlook them. If this is the case,
then one way to understand what this lacking quality may be, I contend, is to
call into question the notion of aura and its relationship to aesthetic value.

2.1 Art

Nothing seems more distant to banality than art itself: banality looks like an
antonym of art both at the semantic and at the aesthetic level. This, however,
can only be true to the extent that we don’t accept banal things as an
inspiration or material for art, at least when art is understood according to the
mimetic paradigm?®.

5 Jana Migasova (2016) surveys the possibility of the presence of banality in art.

96



Here it may be good to introduce a differentiation that will be further
discussed later on in this paper, namely, that between banal objects and
everyday objects. One example may be useful to grasp the relevance of this
difference. Typically, artists choose to depict things that, in their eyes, are
extraordinary. Such things, however, do not need to be extraordinary in
themselves or for everybody else.

This gives me a chance to respond to an observation made by Tufan Acil, who
commented on a previous version of this paper during the colloquium Banality,
Aesthetics and Everyday Life (Presov, October 8th, 2020). In his commentary, Acil
refers to Heidegger’s famous example of ‘Van Gogh’s shoes’. This example,
I think, shows us that even something seemingly unimportant, like a pair of
shoes, can be inspiring for an artist, and remain banal for everybody else. The
shoes depicted by Van Gogh are just tools and even worn-out tools, but they
are transformed when they are represented on the canvas. However, I don’t
think these shoes become less banal just because they are now the object of
a work of art. Although they may become aesthetically intriguing as a result of
this artistic transposition, they still retain their essential banality. In light of
this example, we can assume that even though the relationship between art
and banality cannot be characterized in terms of a mere opposition, there is no
doubt that art works on a completely different level than everyday life.
Whatever art is in its nature, it cannot be just a matter of habits, of things that
we can encounter anywhere and anytime, but must be something that
significantly differs from other things.

Of course, thinking that there must be an intrinsic or essential difference
between art and other things seems to lead us back to an elitist artistic
approach (Dubuffet, 1988; Shusterman, 2000) such as that pursued by classical
aesthetics. Today, it is clear that the borders between different domains,
especially between the domain of aesthetics and that of art, need to be
reconsidered, for they are much more elusive (see Jameson, 1991) than we
thought. But we do not need to accept any essentialist definition of art to claim
that there must be something that distinguishes art from banal things.°

One way to clarify the issue is to refer to Walter Benjamin’s famous discussion
on the notion of aura in his The Work of Art in the Age of Mechanical
Reproduction (1969). According to Benjamin, the existence of art is dependent
on two categories: (1) space and (2) time, which guarantee the originality of an
artwork (Benjamin, 1969, p. 3), represent the proof of its authenticity (see
Dadejik, 2009; Sabik, 2009), and differentiate the original from its counterfeit
or reproduction.

The notion of aura doesn’t represent a defining criterion for Benjamin, and he
does not use it to define art. Rather, he believes that since it represents the
here and now of a work, the aura guarantees the unique being of an artwork at

6 There are many approaches concerning the question of how to define art and many types of
definitions have been proposed, of an anti-essentialist, analytical, functional and procedural,
intentional, historical, institutional, and cluster type. See especially Beardsley (1983); Danto
(1964); Dickie (1974); Gaut (2000); Goodman (1977; Levinson (1979) and Weitz (1956). For an
insightful historical analysis of the issue see Davies (1991).
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the place of its existence (Benjamin, 1969). “The presence of the original is the
prerequisite to the concept of authenticity” (Benjamin, 1969, p. 3). Indeed, the
authenticity of a certain thing cannot be repeated or copied. Aura, which is
interpreted by Benjamin as “a peculiar web of space and time: the unique
manifestation of a distance, however near it may be” (Benjamin, 1972, p. 20), is
the proof of this unrepeatable authenticity and the unviolated authority of the
artwork.

Aura allows for an overcoming of space and time and arouses in the recipients
the feeling that art in itself is something strange, demanding and challenging.
This can add some distance in the interaction between the recipient and the
artwork, and since interacting with art is not always simple, one can wonder
whether Benjamin’s recourse to aura complicates an already complicated
situation rather than clarifying it. In Benjamin’s text, aura sometimes seems to
work more mystically than aesthetically and this makes the process of
aesthetic perception and understanding of art to become even less clear and
approachable from the point of view of recipients.

But for Benjamin aura is primarily inner energy, a power that preserves an
artwork’s uniqueness and irreplaceability and assures its specific place in
history and culture. It is an evidence of originality and novelty and corresponds
to the value the artwork acquires because of the time and space of its origin.
The primacy of an artwork also justifies its position in art history.

To the same extent, when we appreciate theater plays, paintings, or films we
judge them based on their inventiveness and novelty. As recipients, we are
willing to admit that new artworks can be technically good’ but when they copy
older artworks, we generally dismiss them as derivative, unoriginal, and so on.
Thus, despite all the transformations happening in the modern or post-modern
world and despite “the end of the concept of the masterpiece” (Jameson, 1991),
the uniqueness of an artwork still has a fundamental role for us.

In Benjamin’s understanding, the evidence of this uniqueness is aura itself, an
element which specifies or rather identifies the origin of an artifact by tracing
it back to a moment of the past, while at the same time reflecting its
‘existence’. Aura is thus a guarantee of value, but this value cannot be defined,
so it is not possible to compare the aura of two different artifacts. Aura is
indeed an absolute, but it can be more or less present, even if it can be more or
less present in a certain object.

An important thing is that authenticity, as a quality generated by the aura, is
non-reproducible. This is what Benjamin (1969, p. 3) intends when stating
that: “The whole sphere of authenticity is outside technical - and, of course
not only technical - reproducibility”. This does not only mean that
authenticity cannot be reproduced, but also that the artwork loses its
uniqueness when reproduced, that is, it loses its essence or value which are
aspects of aura.

7 This could bring us to reconsider the distinction between art and craft, not just in a
terminological but also in an axiological and ontological sense (see for example Giombini,
2017; Kopcéakova, 2020).
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Authenticity cannot be the content of technical reproduction: the process of
reproduction gives rise to something ontologically new but it cannot recreate
aura. In this sense, with the process of reproduction, the artwork itself fades
away as it loses its main constituent, namely, its originality or its aura.
Benjamin’s core criticism of mechanical reproduction is based exactly on this
impossibility to transfer ‘the substance’ of an artwork through reproduction.
Technical reproduction causes the aura to vanish or be dissolved in fragments,
transferring the object to a dimension without aura. Importantly, this also
creates the conditions for banal things to be produced in the first place as
changeable and undistinguished objects deprived of any specific identity.

3. The Other (True) Aura

Walter Benjamin admits that even things other than art objects possess an
aura. He claims indeed that

The concept of aura which was proposed above with reference to
historical objects may usefully be illustrated with reference to the aura
of natural ones. [...] If, while resting on a summer afternoon, you follow
with your eyes a mountain range on the horizon or a branch which
casts its shadow over you, you experience the aura of those mountains,
of that branch. (Benjamin, 1969, p. 5)

In this quotation, the notion of aura is expanded here in two different ways.

On the one hand, Benjamin seems to claim that when he talks about aura, he is
not uniquely referring to the aura of artworks, but rather to the aura of
historical objects in general, namely any kind of objects or tools created in the
past, including objects that are part of some tradition.® For this reason, all
‘images’ or artifacts of the past seem to bear the traits of aura. Aura is just like
the patina that reveals the age of old paintings and exemplifies their belonging
to the past. This aura, the aura of human-made objects, has primarily an
ontological character and determines the place of the artifact in history.

On the other hand, Benjamin also assumes that aura - that which relates the
object to a certain place and time - can be also perceived, seen, and ‘breathed’
in natural objects. In this case, the aura does not simply reflect the temporal
horizon of the object but rather the temporal and spatial horizon of perception
itself. What we perceive within these natural auratic objects is the remnant of
an aura that corresponds to an original, indescribable experience, one that can
be mediated through cult and ceremony. Our inability to fully comprehend the
aura’s presence and persistence gives the natural bearers of aura a time-
resistant value.

Extending the concept of aura in this way leads one to the disturbing
conclusion that every object can have its aura; a conclusion, however, that
would imply a misreading of Benjamin’s thought if further clarification is not
added. As a matter of fact, it is not that every object has an aura, but that ‘every

8 An interesting inquiry in the issue of the images of the past (or past images) is offered by
Didi-Huberman (2005) and Aldhouse-Green (2004). A more classical and traditional approach,
on the other hand, can be found in Gadamer (2004) and Ingarden (1946).
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human-made object’ can, including objects that are invented, modified, or
altered by human beings. Such objects, which dispose of ‘fragments’ of aura,
can indeed become part of some cultural tradition, enter the sphere of the cult,
and acquire in this way some auratic value.

This participation of objects in a cult or activities related to a cult is what Ellen
Dissanayake (1995, 2009) calls specialization (see Davies, 2005). According to
Dissanayake, specialization, as a process, is a common phenomenon in human
praxis, and one that can give rise to an artistic praxis. Through the process of
specialization, common objects with an identifiable ontology are distinguished
from cult objects whose aura is endowed with a value that is perceivable
throughout space and time. This ‘aesthetic side’ of the aura is neither an
immanent nor an arbitrary part of aura but the result of a continuous change,
which depends on the processes, practices, and ceremonies in which the
objects find their role. These processes, practices, and ceremonies create
a tradition that is responsible for the transfer of the sacred and ceremonial
character of cult objects to art objects. Aura represents indeed a way by which
the relationship that links an object to a cult or tradition is made visible, just
like the object’s bond with the past.

We can summarize our former considerations by saying that aura, according to
Benjamin, works on two levels: (1) as an ontological guarantee proving that the
auratic object has been created somewhere and at some time or connecting the
object to a cult via an act of specialization; and (2) as an axiological guarantee
of value. If this second aspect depends on the former, so that the value of an
auratic object resides on its ontology, is hard to say. But certainly, the aura is
responsible for the identity of an object and proves its inalterability and
specificity with regard to other objects.

Benjamin’s critique of mechanical reproduction (1969) as the process by which
an original is transformed into a copy and is thus falsified, is based on this
assumption. Mechanical reproduction can only give rise to ‘clones’ or replicas
that, although being visually identical to the original, are empty, replaceable,
and deprived of value. This repetition in terms of reproduction involves
a weakening of the power of aura or even its destruction.

Significantly, understanding this process is also key to explain how banal
objects are created.

4. The Absence of Axiological and Ontological Value

The process of banalization itself can be seen as the gradual disappearance of
aura from an object, in both its aesthetic and axiological character, which also
entails a loss in the aesthetic function of the object.

Welsch’s thesis seems to play an important role here because it can account for
our non-sensitivity and perhaps even blindness as regards banal objects.
However, while Welsch’s theory of the anesthetic only interprets banalization
as an experiential process resulting from the individual’s reception of and
interaction with an object, Benjamin’s conception of the aura also adds an
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important ontological element to Welsch’s picture, because it implies that
banal objects are characterized by the absence of something.

From this point of view, all banal things can be seen as originally possessing an
aura that disappeared or was weakened at some point in time. But when, and
why? The answer is hidden in the term ‘aura’ itself. As I have argued, aura is
proof of the ontological and axiological uniqueness of an object, which
originates in a certain tradition and cult practice. Banal things, on the other
hand, have no uniqueness and show instead a character of anonymity,
replaceability, triviality, and monotony which is conveyed by mechanic
reproduction. Repetition indeed destroys uniqueness and originality and
creates things without an identity — homogenous, deformed, and adjustable.

Thus, while aura is created by some special and temporal constants (here and
now), banal things are created through the repetition of these constants.
Repetition of place can occur quite often: firstly intentionally, and then
stereotypically when it becomes subconscious. In this sense, visiting the
church and going to work become banal activities when repeated even though
one is aware of these actions when doing them. They are banal because they
are not specific, unique, or different. If someone always visits the same castle
ruins, sits on the same chair under the same tree, and reads, this action
becomes merely a habit and all its uniqueness fades away. To the same extent,
a flower bouquet on Valentine’s Day, chocolates for birthdays, flowers on graves
for anniversaries: if these are regular gestures that are repeated every year at
the same time, they could turn into banal things. When an action is repeated,
time is no more a purveyor of particularity, and the action becomes merely ‘one
in a row’.

But what makes banal things different from activities, phenomena, and objects
that belong to the sphere of everyday life? Let’s imagine a black hairgrip. There
is probably nothing more trivial, banal, and over-familiar than a hairgrip. It is
a small piece of metal which is sold in packages of ten or even more pieces.
When we lose a hairgrip, it doesn’t matter because we have plenty of them
(although we are often unable to find any of them when we need them!). Each
hairgrip is very much the same as every other.

However, when a hairgrip features a particular color, material, or even some
decoration or shape, then it is distinguished and made unique and special with
regard to the group of all the other average hairgrips. According to Mukarovsky
(1966), in this case the aesthetic function of the hairgrip takes dominance and
makes it different from seemingly identical objects. We could say that it
strengthens its ‘aura’. This also happens when a hairgrip, for example, is used
by thieves or private detectives to open locks, handcuffs, etc., as it often
happens in movies. These and other similar uses, although not necessarily
aesthetic, make an object unique by endowing it with some significance.

As we have seen, the ontological character of the aura is what relates an object
to a specific and unique space and time, while its axiological valence is
acquired through a process of specialization. Reproduction weakens both the
axiological and the ontological aspects of aura. When everyday objects are
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mechanically multiplied up to the level that the newly created product
becomes interchangeable with all others, they lose their identity as singular
objects and become banal, thus invisible to the recipient.

In this sense, while aura in artworks entails the perception of both the special
value and the uniqueness of the auratic work qua individual object — namely,
the axiological and ontological component of aura — everyday objects have lost
such value. In turn, banal objects are everyday objects that are deprived not
only of their value but also of their ontological individuality as singular,
recognizable objects. Banal things, in other words, lack both the axiological and
the ontological dimension of aura. As a result, they appear the closest and
most approachable as possible to the recipient, so that the recipient does not
even need to think about them when she uses them. Consequently, as these
things lose their place in the recipient’s experience, they are, so to speak,
condemned to die.

5. Conclusion

I have argued that there is both an axiological and an ontological difference
between art, everyday objects, and banal things, but it is also true that
throughout their existence objects constantly move from one field of the
aesthetic sphere to another.

In this regard, when answering the question of what makes things banal, we
do not have to search for an element or feature that all banal things possess.
Rather, we shall search for what all banal things lack. It is the lack of some
quality and in particular, the lack of aura, that distinguishes these objects from
other objects. Banal objects lack ontological structure, aesthetic function, and
even sometimes practical function, at least according to an etymological
understanding of the verb ‘to practice’.

When it comes to understanding ‘how’ banal things are produced, I have
argued that repetition is what we should look at. But repetition only produces
banality when the ontological integrity and identity of an object is destroyed. If
we cannot see any difference between two seemingly identical, yet intrinsically
different objects, then such objects start to appear trivial, and if they are
unnoticed for too long, they become banal.

In this sense, banal things are not valueless by nature, but their ontological
status is so fragile that they are constantly at risk of disappearing, as if they
were not even present anymore. This sole fact, I think, gives us reason to
investigate banality aesthetically.
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The Significance of Banal Things:
A Reply to Makky

Tufan Acil

This short paper comments on Luka$ Makky’s article What Makes Things Banal The argument is divided
into two sections. The first section reconstructs Makky’s understanding of banality, which he develops
based on aesthetic theories by Wolfgang Welsch and Walter Benjamin. The second and more critical
section examines the validity of the arguments Makky uses for his definition of banality. Although this
commentary attaches great value to Makky’s insightful analysis of the term banality and agrees with
identifying it as a historical and processual concept, drawing on writings by M. Heidegger and ]. Derrida
it eventually proposes a different understanding of the relationship between the arts and banal things
and underlines the importance of banality for the creation and perception of the arts. | Keywords:
Banality, Authenticity, Aura, Perception, Repetition

Lukas Makky’s paper What Makes Things Banal (2020) tackles the question of
why some things, activities, and phenomena in daily life and also in the arts
are banal or are meant to be banal. The author mainly argues that banal things
remain the most insignificant aspects of reality that we rarely reciprocate. The
text begins with the justification of the necessity and importance of scientific
research on banality despite the fact that banal phenomena and activities
(supposedly) constitute only ‘minor details’ in our daily life. For Makky, the
research on banality should methodically focus on the underlying reasons and
conditions of banal things and activities in daily life and aesthetics. These are
indeed not intended to be created as ‘banal’ from the outset, but rather
gradually become banal or are banalized under different social, cultural, or
political circumstances. The main purpose of the paper is therefore to
demonstrate how banal things get different from other things and facts in daily
life and aesthetics.

Makky argues that the banality of things should originate either in relation to
our perception, that is, in our aesthetic (im)perception, or in the fact that these
things themselves lack something. He explains the first part of this two-sided
hypothesis by referring to the notion of anaesthesis, which was systematically

NS Y00

105



developed by Wolfgang Welsch (Asthetisches Denken, 1990). In the light of
Welsch’s well-known concept of anaesthetization and its dialectic relationship
with the aestheticization process of modernity, Makky makes it plausible that
banal things or phenomena should be directly connected with anaesthetic
phenomena. According to Welsch, the infinite number of aesthetic inputs that
recipients have been used to experience in the last century are pushed out on
the periphery of aesthetic interest, so they become imperceptible and do not
cause any mental or perceptual motions in us anymore. Consequently, Makky
concludes that this process characterizes the nature of banal objects and
activities. They also lack perceptibility and are merely ignored by the recipient.

Makky develops the second part of his hypothesis with regard to the concept of
‘aura’ which was introduced by Walter Benjamin as the essence of fine art. The
concept of the aura is interpreted as "inner energy, a power that preserves an
artwork’s uniqueness and irreplaceability and assures its specific place in
history and culture". (Makky, 2020, p. 98) As in the case of anaesthetic
phenomena, the author uses once again this notion ex negativo in order to
define banality: Aura is for Makky in an axiological sense the exact opposite of
banality because banal things lack the unique space and time that would
guarantee their authenticity. In opposition to the notion of aura, the process of
banalization or that of creating banal actions originates in the reproducibility
and repetition in time and space.

It is important to note that Makky’s two-sided hypothesis, which has been
briefly introduced so far, does not aim to offer two different theories of
banality, but one in which these two sides are internally related and
complementary to each other. The author starts consistently with
Welsch’s concept of anaesthetization of daily life in order to demonstrate that
banal objects are aesthetically inaccessible to us and they are not seen or
perceived. In the subsequent step, he shows that the reason why banal objects
are overlooked by the recipient is directly linked to their negative property,
which is imperceptibility. Since banal things lack authenticity and uniqueness
in time and space, they do not offer anything special to our perception;
therefore, they are not perceived and are merely ignored.

Concerning the arguments presented above, one should first of all examine if
the author really answers his own question What Makes Things Banal, which
appears in the title of the paper. The hypothesis on banality that Makky tries to
construct by referring to Welsch’s and Benjamin’s aesthetics does not directly
demonstrate what banality is, but mainly what it lacks. Banal objects lack the
quality of being perceptible, lack authenticity, uniqueness, and so on. It is
certain that Makky’s ontological approach makes a solid distinction between
banal objects and other objects of daily life. However, the essential question on
what banality has at its disposal still requires further research. At the end of
the paper, Makky attempts to define banality also in terms of the property of
being repeatable and reproducible. But here one should admit that not all
reproducible objects, let us think for example ‘books’, are banal objects per se
only because they are materially reproduced.
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Secondly, the negative characterization of banality, as opposed to aesthetic
perception and works of art, should be examined in a more detailed way. If we
define banality with respect to the concept of reproducibility and repetition,
then we should further clarify how it contradicts with art and with individual
works of art. Isn’t it the case that the arts permanently repeat or make
recurrent use of the same or similar artistic forms from the art tradition? As
Jacques Derrida would critically remark on this point (Derrida, 1978), it is
impossible to imagine a work of art that has no reference to any other forms,
styles, or subjects in the art tradition. Works of art need necessarily to be
variously connected with (pre)existing works of arts and especially with artistic
genres, otherwise one would never recognize them as works of art in the first
place (Derrida, 1980). If we consider different aesthetic or artistic movements
in the art tradition, we can easily realize that an endless number of individual
and authentic works of art continuously repeat and recreate pre-existing
forms. For example, impressionism can only be acknowledged as an art
movement insofar as the works of different artists repeat similar forms such as
the depiction of emotions and representation of ‘the moment’. Thus, it is clear
that the arts depend on repetitive forms, continuous recreation of the old
forms and styles through new instruments and media. If we agree with the
author that repetition and reproduction contribute to the process of
banalization in a general sense, then repetitive motifs and forms in the art
should also be considered banal. Therefore, one could finally ask: Is it possible
to omit banality entirely from the arts? Can art gain the special status of being
completely independent of banality?

Thirdly, it is necessary to consider that the relationship between the arts and
banality is different from mere opposition. Given the fact that we are
continuously surrounded by banal activities and objects, as the author well
explicates, we should ask what arts can teach us about the banal reality of our
times, so that this reality might gradually become less banal and banal objects
might also acquire some meaning for us. Makky refers at the beginning of his
text to an author, Martin Heidegger, whose aesthetic theory could offer
a different understanding of the relationship between banal objects and works
of art. In his famous essay The Origin of the Work of Art (1960), Heidegger
discusses how art provides a basic understanding of ourselves and our
relationship with the world that we cannot obtain in any other way. His well-
known analysis of A Pair of Peasant Shoes by Van Gogh results in an
understanding of the real essence and the truth of these pair of shoes (or banal
things) as ‘reliability’ (Ger. Verlisslichkeit) in daily life. In other words, art
reveals the underlying functions and truth of banal things and objects. Without
art, and living only within the realm of banal objects, we would continue to
ignore the underlying meaning of such objects’ existence and could never gain
true knowledge about their essence and real function. In a continuous relation
with banal objects and acts, art does not only manifest their intern reality but
also gradually takes out or eliminate their banality for the recipient. Finally, its
effect goes beyond the sphere of aesthetics and helps the recipient perceive
these objects less banal also in their daily life.
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