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Editorial

Dear readers,

As I write this editorial, our life is gradually getting back on track. The
pandemic caught us by surprise showing the fragility of our most
entrenched beliefs and convictions, but also taught us new ways of
living, communicating, and networking.

Within the world of academia, this year has been marked by
increasing online collaboration among scholars both on a national
and on an international scale. In a period of physical and social
isolation, we have learned how important it is to build platforms for
dialogue and exchange among different intellectual -cultures,
sensibilities, and traditions. As editors of this journal, we have tried
to seize the best out of the global situation, strengthening our
cooperation partnerships and working to improve the scientific
relevance of the contents we publish. To this purpose, one of the
things we did in the past months was welcoming Dr. Ancuta Mortu, a
long-time collaborator and member of the editorial board, as a new
International Editor of the journal.

The present issue is also a celebratory one. It marks the anniversary
of ESPES, which completes with this issue its first decade of existence.
Throughout the past ten years, the journal has undergone many
changes in both its form and content. While I am happy to report that
ESPES has started to acquire a more consistent format and a more
stable international readership, our editorial mission will always be
to strive for the journal’s continual development and growth.

This anniversary coincides with another festive event. Professor Jana
Soskova, the founding Editor-in-chief of this journal and long-time
Full Professor of Aesthetics at Presov University, has recently
celebrated her 70™ jubilee. To honour this occasion, this issue of
ESPES features an interview with Professor Soskova as well as the
English translation of one of her numerous works, The Ugliness of
Banal Truths, published in Slovak in 2003. After almost twenty years
since the original release of this paper, I am convinced that Soskova’s
considerations on the ugliness of banality still retain all their
relevance. Now, in translation, they may give a wider circle of readers
an insight into her way of thinking and inspire new reflections on the
relationship between art, banality, and the notion of truth.

This issue also includes the thematic symposium ‘Aesthetics in
Hungary’ edited by Piroska Balogh and Botond Csuka. Our hope is
that the papers included in this symposium will provide readers with



an interesting glimpse into one crossroads of contemporary
aesthetics on which much remains to be discovered.

Finally, since its inception, one of the main aims of this journal has
been to encourage the development of a scientific-philosophical
terminology in Slovak. To this extent, I am pleased to inform you that
this issue comprises the first Slovak translation of Margaret
Browning’s Neuroscience and imagination: the relevance of Susanne
Langer's work to psychoanalytic theory, initially published in ‘The
Psychoanalytic Quarterly’ in 2006.

In conclusion, since a journal is worthless without an audience, let me
express again my gratitude to all of you for your continued support.

I wish you a nice summer and a pleasant reading!

Adrian Kvokacka
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Aesthetics in Hungary: Traditions
and Perspectives

Piroska Balogh — Botond Csuka

The paper is meant to introduce a symposium on aesthetics in Hungary today. Through a brief survey of
the Hungarian aesthetic tradition, which goes back to the eclectic “university aesthetics” of the late 18t
century and produced a number of prominent figures such as Georg Lukacs and his disciples in the
“Budapest School” in the 20 century, the paper seeks to point out some key characteristics of this
tradition and to reflect on the intellectual landscape of contemporary aesthetics in Hungary, diversified
by many fields of study, methods and subdisciplines. | Keywords: Hungarian Aesthetic Tradition, History of
Aesthetics, Georg Lukdcs, Budapest School, Contemporary Aesthetics

It is highly improbable that a brief collection of essays like the one presented
here could make justice to the richness of the ongoing research in any
discipline in a country at a given time. This might be especially true of
present-day aesthetics in Hungary, where the various discussions are
nourished by the long aesthetic tradition in Hungary — a tradition marked
characteristically by transdisciplinary communication that interlocks
aesthetics with various disciplines within and outside of philosophy. The
present of Hungarian aesthetics as well as the novel perspectives opening
into its future are shaped by this rich tradition of aesthetic communication.

The Hungarian aesthetic tradition is now nearly 250 years old. A Chair of
Aesthetics was founded by Maria Theresia in 1774 at the Royal Hungarian
University in Nagyszombat (now Trnava, Slovakia). The department moved to
Pest (now Budapest) in 1784, together with the university, and over the next
centuries, it became an important centre for aesthetic research in Hungary.
We believe that surveying the development of aesthetics as an academic
discipline in Hungary can reveal several characteristics of the Hungarian
aesthetic tradition, which might offer a framework for the following essays as
well.

In the second half of the 18™ century, many departments of aesthetics were
established at universities throughout the Habsburg Empire (Prague, Vienna,
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Lemberg) due to the requirements of official education policy. In several
cases, German visiting professors were appointed as instructors, most of
whom used German aesthetic manuals as textbooks. At the department of
aesthetics in Hungary, however, most of the professors were Hungarian and
the German manuals were only recommended readings. The first Hungarian
professor of aesthetics, Gyorgy Alajos (Georg Aloys) Szerdahely (1740-1808)
believed it was important that he used his own four-volume aesthetic system,
one that followed, although eclectically, the Baumgartian conception of the
new discipline. Other long-term professors, such as Lajos Janos (Johann
Ludwig) Schedius (1768-1847) and Agost (August) Greguss (1825-1882), also
summarized their eclectic aesthetic views in their own monographs.

The broad, eclectic nature of these aesthetic theories, which reflects the
rambunctious circulation of knowledge in 18th- and 19th-century “university
aesthetics”, to use Tomas Hlobil’s term, meant that from the very beginning,
the Hungarian aesthetic tradition envisioned aesthetics not only as
philosophy of art, but as epistemology and philosophical anthropology as
well. Aesthetics was treated by Hungarian professors of aesthetics as a
universal science that deals with the whole sphere of humanity - in theory as
well as in practice; insofar aesthetics was expected to function as a vehicle of
cultural and social improvement.

The transdisciplinary character of early Hungarian aesthetics can be also
attributed to the fact that as an academic discipline, aesthetics was closely
intertwined with classical philology and literature for a long time. In the first
100 vyears, these three disciplines were taught at the same university
department, by the same professors, following the same curriculum.
Accordingly, revisiting the classical tradition of European art and literature
has been (and still is) significant in the Hungarian aesthetic tradition. On the
other hand, it was aesthetics that helped create the framework for developing
the historical concept and theoretical foundations of Hungarian literature. By
the end of the 19™ century, however, literary theory and literary history
gained the upper hand over aesthetics. It is suggestive that after the death of
Agost Greguss in 1882 until the end of World War II when Gyorgy (Georg)
Lukacs (1885-1971) was appointed professor of aesthetics at the University
of Budapest, professors of aesthetics (e.g. Zsolt Bedthy) were better known
for their work on literary history and criticism than philosophical aesthetics.

Another notable feature of the beginning of the Hungarian aesthetic
tradition is that, given that the official language of higher education in
Hungary was Latin until 1844, the first defining volumes of Hungarian
aesthetics were written in Latin. The use of the Hungarian language only
became commonplace in the second half of the 19* century. This special
sociolinguistic situation led to two consequences. On the one hand, the
works of Hungarian aesthetics professors became known on an international
horizon: they were reviewed by European journals, referenced by authors
such as Johann Georg Sulzer or, later, Benedetto Croce. On the other hand,
aesthetics became an outsider or at least marginalized among the vernacular
Hungarian cultural narratives that became increasingly dominant during the



19t century. This peculiar situation is clearly illustrated by the fact that the
Hungarian translations of the first Latin-Hungarian aesthetic monographs,
after a long time of neglect, have only recently been published.

The long-time neglect of its historical roots in university aesthetics, albeit
sad, is hardly surprising: the Hungarian aesthetic tradition was given impetus
by a tide of original thinkers during the twentieth century that overshadowed
its beginnings. During the intellectually, artistically and politically turbulent
years of the 1910s, the Sonntagskreis held its regular Sunday meetings in
Budapest, bringing together minds that later shaped the intellectual course
of the century. Among the members were the soon-to-be Marxist philosopher
and critic Georg Lukacs, art historian and sociologist Arnold Hauser (1892-
1978), and sociologist Karl Mannheim (1893-1947), as well as internationally
lesser known figures such as the poet and critic Béla Baldzs (1884-1949), art
historian Lajos Fiilep (1885-1970), writer and artist Anna Lesznai (1885-
1966), and author Emma Ritodk (1868-1945). The ‘symphilosophie’ of the
Sonntagskreis may be seen as the symbolic starting point of the close-knit
20th-century relationship between Hungarian aesthetics and other
disciplines such as literary criticism, art history and, most notably, sociology.

Indeed, even though the earlier comprehensive Hungarian aesthetic tradition
with an anthropological horizon, partly due to positivism, disintegrated into
an ensemble of separate disciplines during the first half of the 20t century,
aesthetics kept its close links with other fields of study. Lukacs’s influential
oeuvre, which is an excellent example of this fusion, played a crucial role in
this. The scope of Lukacs’s aesthetic thought is astounding — even the range
of topics and methodology of his early works. The ‘young Lukécs’ combines
philosophical aesthetics (Heidelberger Kunstphilosophie und Asthetik, 1912-
1918 [1975]), with the sociology of art (The Sociology of Modern Drama,
1911), philosophy of history (The Theory of the Novel, 1916) or elaborates it
through literary criticism and essays (Soul and Form, 1910). It was this broad
scope of Lukacs’s early work, perhaps even more so than his subsequent
grandiose Marxist aesthetics, that had the most profound impact on his
disciples in the ‘Budapest School’ and Hungarian aesthetics in the second
half of the 20 century. The aesthetic thought of Agnes Heller (1929-2019),
Ferenc Fehér (1933-1994), Gyorgy Markus (1934-2016), Mihaly Vajda (1935-)
or Sandor Radnéti (1946-), albeit in different ways, all preserve close links to
the history of philosophy, art and literature, as well as to ethics and social
philosophy.

Nevertheless, the fact that Lukacs’s philosophy played a decisive role in the
development of 20th-century Hungarian aesthetics and that Lukéacs’s own
philosophical Marxism had a tumultuous relationship with the official Party
ideology had significant consequences on the tradition and its position in the
Hungarian intellectual landscape: aesthetics rose to prominence during the
socialist era. On the one hand, this meant that state ideologues followed and
tried to control the development in the field of aesthetics, including the work
on the departments of aesthetics that were re-launched first in Budapest
(1973), then in other prestigious university cities such as Pécs (1983). On the



other hand, however, aesthetics also meant an alternative, comparatively
spacious intellectual space where renitent minds could feel at home:
aesthetics departments, for instance, became the home of some of Lukacs’s
earlier disciples in the 70s and 80s, who brought with them the unbridled
spirit of their former teacher.

The aesthetic thought of the Budapest School also shows a kind of self-
reflexivity — questions about the birth and concept of aesthetics and about
the culture that produced it: that perplexing thing called Western modernity.
There are many others who are driven by this self-reflexive interest: during
the 1990s and 2000s, there emerged a vibrant community of intellectual
historians in Hungary who seek to reconstruct the emergence of modern
aesthetics in early modern Europe. Interestingly, this historical and self-
reflexive orientation of the Hungarian aesthetic tradition goes back a long
way: in his monograph of 1828, Johann Ludwig Schedius devoted a special
chapter to the history and the development of aesthetics, organically linking
it to his own theorems. In the context of Hungarian university aesthetics, this
self-reflexivity characterized both the scholarship and teaching of aesthetics:
professors always emphasized the concept of aesthetics, its possible
definition, previous interpretations, and the importance of traditions in their
lectures.

During the 1980s, when the hegemony of Marxist aesthetics began to
crumble, new horizons opened up: the Hungarian aesthetic tradition was
given new momentum by phenomenology, hermeneutics, post-structuralism
and deconstruction. It is probably safe to say that while aesthetics in
Hungary preserved its broad scope, historical interest, and self-reflexivity, it
was phenomenology and hermeneutics that have shaped the bulk of novel
aesthetic research in Hungary for the last couple of decades. Due to the
strenuous work of professors such as Béla Bacsé (1952-) at ELTE, many of the
crucial texts of hermeneutical and phenomenological aesthetics have been
translated and published, their ideas widely disseminated and discussed,
making this line of thought an integral part of Hungarian aesthetic
communication by the dawn of the 215t century. In comparison, analytic
aesthetics and philosophy of art are not in the forefront, although there
seems to be a growing interest in the more recent developments in Anglo-
American aesthetics research such as everyday aesthetics, environmental
aesthetics or somaesthetics, while there is also thriving transdisciplinary
research on, for example, posthumanism and the aesthetics of design.

The list, needless to say, could go on: all around the globe, aesthetics seems
to be expanding to hitherto unknown territories, which inevitably gives novel
incentives to aesthetic research in Hungary as well. The following essays,
though they cannot give a representative sample, show some of the novel
developments that are shaping the Hungarian aesthetic tradition today.
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Kafka and Buber

Testimony and Impossibility

Andras Czeglédi

“I also talked to Buber yesterday; as a person he is lively and simple and remarkable, and seems to have
nothing to do with the lukewarm things he has written” — wrote Franz Kafka to his fiancée Felice Bauer
in the early 1913. What is the meaning of this harsh, yet respectful portraiture of Buber? Was it a casual
ironic remark — or was it rather the way Kafka really thought of Martin Buber? And to what extent was
Kafka important for Buber? How can we understand the collaboration between the writer and
philosopher? Close reading, contextualization and Begegnungsereignis (encounter as fundamental
event). | Keywords: Kafka, Buber, Uchronic Thinking, Remembering the Future, Encounter, Testimony

Confession and lies are one and the same. In order to confess, one tells
lies. One cannot express what one is, for that is precisely what one is;
one can communicate only what one is not, that is, lies. Only in the
chorus there may be a certain truth.

(Kafka, 1954, p. 308; the translation is slightly revised)

1.

Is it possible, when it comes to confessing and witnessing in an abstract sense,
to avoid adopting a personal perspective? It sure is — but it would be in vain.
Due to inquiries into uchronia, uchronic thinking, and uchronic intellectual
history, I have not been able to find interest in almost anything else recently,
but in the crossroads, or clashes of testimony, possibility and impossibility. The
missed, or never expected opportunities, the cross-referential relationship
between opportunity and the actual state of affairs, and the all-encompassing,
reflective account of these, the testimony, and its possible nature.

First, let me provide an account of two instances of my personal involvement
with testimony and impossibility. I’ll begin with the earliest one: a few years
ago, having finished my dissertation, I realized in awe that it should have been
written a hundred years earlier, by the young — and therefore, still ‘good’ -

ﬂ \ Vol. 10/1
2021



Lukacs, and, naturally, in German. However, this would have been impossible
for many reasons. The central aim of the dissertation was to examine the
extent to which Dostoevsky, especially his novel Demons, had influenced
Nietzsche in his later years, most of all his specific concept of nihilism — and, as
it later turned out, it did, to a great extent. The complex, comparative study of
this relationship was very much in the air towards the end of the Belle Epoque,
and we can mention here the works of Brandes (1889) or those of Shestov
(1969), but it became clear to me while reading Lukacs’s Theory of the Novel and
especially his Notes on Dostoevsky that this interrelationship could have been
the great theme of Lukécs in his planned book on Dostoevsky. He should have
‘only’ elaborated on his idea that Nietzsche, so to speak, is a mere Hebbelian-
Hegelian sidetrack in a larger European context, but that the supremacy of the
anthropological atheism of Kirillov-Nietzsche in opposition to the merely
cosmological European atheism is obvious. (Lukacs, 2009, p. 271 ff.)! However,
producing a ‘serious’ full-fledged text on this subject would have been
impossible at the time for a multiplicity of reasons, especially for philological
ones: the contemporary philological inquiries into Nietzsche and Dostoevsky
were quite far from being ideal. However, after a century — and, to deploy a
postmodern cliché, with the end of great theories and narratives — such an
endeavour might turn into a philological summary and/or mere infotainment.

The other personal aspect that is important to mention is very closely related
to the present paper itself, since the original version of this text, which I have
modified to some extent, was supposed to be presented at the Péter Losonczi
Memorial Conference in the summer of 2016. (Losonczi, who has passed away
prematurely, was a representative of the contemporary middle generation of
Hungarian philosophers.) Eventually, the paper’s fate took an unusual turn,
since I was not able to attend the conference, resulting in one less personal
testimony, but the original paper was still presented by helpful
intermediaries.?

It is certainly true that we may often have a sense of ‘belated testimony’ in our
strained efforts to make sense of the world, that is, those of us who are
concerned with the humanities. It often seems that we are at the wrong place
at the wrong time — and that we are lacking the essential skill that is ever so
important in love and politics: good timing. I am not certain that Minerva’s owl
departs only at dusk, but she sure comes late. Albeit, I do not say this in an
apprehensive, or fatalist tone, since I do believe, to paraphrase William James,
that if man did not spend his whole life on a quest for the superfluous, he
would never have established himself as inexpugnably as he has done in the
necessary (James, 1897, p. 131).

Approaching our present subjects, Kafka and Buber, I wish to examine
thoroughly the passage I quoted at the beginning of my paper that
simultaneously illuminates the subject of testimony and impossibility, or, more
precisely, the impossibility of true testimony. I found this passage a relatively

1 No full English translation of the Notes has yet been published.
2 Also published here: Pannonhalmi Szemle, 2016 XXIV/3., 66—72. See Czeglédi (2016).
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long time ago — and Péter Losonczi has played more than a small part in this
discovery. Let me recount this story, before we proceed to somehow make sense
of the sentence itself.

Péter, who was well-known for his capabilities as an organizer and as someone
who prepares and mediates important encounters between people, organized a
big conference on Buber, back in the mid-1990s. The reason for the symposium,
taking place at the Merlin Theater of Budapest, was the recent release of
Buber’s Tales of the Hasidim in Hungarian, published by Atlantisz Press. After
all these years, I have sharp recollections of three presenters — Gyorgy Tatér,
our highly influential professor, and two mutual friends of ours: Zoltan Hidas
and Agoston Schmelowszky. It was clear from the beginning that Tat4r would
talk about Gershom Scholem’s criticism of Buber, while Hidas would draw
parallels between the philosophical insights of Kierkegaard and Buber.
Schmelowszky may have talked about the Hasidic tales themselves, edited by
Buber, but I can no longer remember his exact topic.

What I do remember vividly, however, is my embarrassment: Péter has, once
again, come up with a great idea, and - to be honest, a very atypical behaviour
among scholars of humanities coming up with great ideas — he was able to
substantiate it. We were attending this imposing conference, and many of my
peers had already found a way to contribute to it. I, on the other hand, was
quite unsure about how to satisfyingly fit in, given my philosophical interests
at the time, which included, among other things, research on Nietzsche. A thin
link to Zarathustra would have been obvious: Eastern Europe being a place of
mystical interconnectedness, it was Buber who almost first translated the first
part of Nietzsche’s Zarathustra into Polish — but somehow, I was not keen on
the idea.

Therefore, I was trying to do something completely different, only it was not
clear to me what this different topic should be. Then, I somehow opened a
collection of Kafka’s diaries and letters. All of a sudden, the following passage
caught my eye:

I also talked to Buber yesterday; as a person he is lively and simple and

remarkable, and seems to have nothing to do with the lukewarm things
he has written. (Kafka, 1973, p. 161)3

Finally, I ended up with addressing a different topic in my conference paper
(Buber as an ‘anarchist’, the archaic actuality of his Paths in Utopia, and its
relation to Buber’s philosophy of dialogue), but Kafka’s statement has been
hunting me ever since.

Let us have a look at the so-called facts, of which we know since Nietzsche that
they do not exist on their own, since they are themselves mere interpretations.
The excerpt is from a letter, written by Kafka to his betrothed, Felice Bauer on
January 19, 1913. The letter itself is only a minute part of a larger stream of
letters written by Kafka to Felice, for which he had even given up keeping his
diaries for almost half a year — diaries which were hitherto of utmost

5 Translation is slightly revised.
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importance to him. One can even deem this to be a hiatus in this trace of the
perhaps most exciting period of Kafka’s whole life. Exciting, because of his
incredible productivity as an author at the time: his first book titled
Contemplation was published, The Metamorphosis, The Judgement and Amerika/
Lost in America were written during this period, while he also wrote extensive
letters.

No delight is without consequences, however.

The growing stream of letters to Felice (more than 300 in the first 11
months of their relationship) began to consume his literary
capabilities, and Kafka felt that he had to choose between ‘life’ (as in a
life shared with Felice) and ‘writing’. Their first engagement in June
1914 was broken up four weeks later — Kafka had made his choice.
(Wagenbach, 1996, p. 26 f.)*

An important thing to note here: the fact that Felice was the recipient of the
letter mentioning Buber is barely negligible. It mirrors the nature of their
relationship, in which Kafka took up the role of a superior educator, a role
which he often played with considerable smugness. We should also consider
the phenomenon which Harold Bloom calls the ‘anxiety of influence’: it’s as if
Kafka struggled to recover how Buber’s texts, and especially his Tales of Rabbi
Nachman, had fundamentally influenced his own writings, a fact that is
philologically verifiable.

Anyhow, diaries were replaced by more serious writings and letters. In parallel,
of course, letter writing, which never was a mere private activity for Kafka,
gradually became a platform for high-level intellectual reflections. Events of
Kafka’s life are more easily retraceable from his letters than from the diaries,
since the latter “are more like notebooks of a literary author.” (Gyorffy, 1981,
767) Although Kafka dates the entries in his notebooks, booklets and other
papers, a significant part of these later became part of the ceuvre in their own
right, since they mostly comprise short story fragments, different versions of
texts later finalized, etc. - the actual diary is only an insignificant part of these
writings.

The passage from Kafka quoted above has a marvellously enigmatic nature. It
objectively documents a single event, the fact of his meeting and conversation
with Buber on January 18. The what, the where, the excess of this dialogue
remains unknown. On the other hand, there is the laconic, almost
indecipherable interpretation of what has happened.

What is the real meaning of this simultaneously appreciative and even warm
(since he depicts Buber as personally “lively and simple and remarkable”), yet
quite ruthless (the distinction between Buber, the individual, and Buber, the
author of “lukewarm things”) note? What is the reason for such a judgement
and attestation [allegation?] concerning Buber? Is it a momentary, ironic side
note, or is it a general, decisive account of the way he thinks of Buber? And

4 Translation is slightly revised.
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what about the other side of this narrative? What did it mean to Buber to meet
Kafka?

It might be easiest to start with the latter question: Buber had always talked
about Kafka with utmost reverence, considering him - unsurprisingly - as one
of the most prominent intellectual figures, and it might be safe to say, as a
witnessin' intellectual figure of his age. It should be noted that it seems as if
Kafka’s ‘prospective’ relevance, the fact that many had felt and have been
recognizing ever since, that he writes about something that is yet to come,” is
less conspicuous in Buber’s case. This prospective aspect of Kafka’s works is
relevant in the sense that in the 1960s, in the age of “realism without shores”,
Kafka, decades after his death, becomes one of the most authentic portraitists
of social reality, the most important realist author of the era... This was the
case, not only among theoreticians, but also among practicing artists. For
instance, many claimed that to capture the horrors of the Holocaust, to bear
testimony to this event, which is on the verge of the impossible, one must
reach back to Kafka. (Joseph Losey’s sadly forgotten 1976 film, Monsieur Klein
might be a quite relevant example here, since one cannot easily decide whether
he’s watching a film on the Holocaust, or a Kafka-adaptation.)

To answer the first, aforementioned question regarding Kafka’s attitude
towards Buber - i.e. are Kafka’s remarks momentary, or decisive, why does
Kafka write what he writes? —, we must first clarify the extent to which Kafka
was aware of Buber’s intellectual background.

A practical division of Buber’s intellectual life consists of three major phases
(Komoréczy, 1992, 357). (1) Work on the folkloristic religion of Eastern
European Jewry. (2) The translation of, and commentary on the Bible, a work
which he had begun together with Rosenzweig, and finished on his own after
Rosenzweig’s death. (3) His work on the ethics and philosophy of dialogue. It is
certain that the third phase is the best-known, since many associate Buber only
with his book I and Thou. This magnum opus of Buber’s was published merely
months before Kafka’s death, ten years after his letter to Felice. Of course, one
may argue that the principles laid out in I and Thou are also present more
generally throughout Buber’s philosophy, but it becomes quite clear when
reading Kafka’s diaries, letters, and other notes that he was unconcerned with
this aspect of Buber’s work. Moreover, he couldn’t have been aware of the
Bible-translation, since it was published only after Kafka’s death. Therefore,
Kafka knew Buber most of all as a researcher of the Eastern, Yiddish-speaking
Jewry, as the author of the Tales of the Hasidim.

What’s more, this was the topic that affected Kafka most deeply. Similar to his

5 The paradox of remembering what is still to come always has, theoretically, an emancipatory
aspect to it. It was inspiring to read Alpar Losoncz on the subject recently: “This is the still
existent anamnestic-platonic-speculative dimension of philosophy: remembering something
which we do not know, which we cannot know. This means that remembering past
possibilities opens up the present, thus placing remembrance in the perspective of the
future.” (Losoncz, 2017, 177) This emancipatory aspect is dimly present in Kafka’s case, as well
- and who else could have first recognized this, but the very man associated most closely with
remembering what is to come, Walter Benjamin. See also his especially magisterial conclusion
of his study on Kafka, in which he analyzes The Truth about Sancho Panza (Benjamin, 2001,
818). It is, however, beyond any doubt that in Kafka’s case, this paradox means remembering a
fundamentally dark future.
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friend, Max Brod, he came from a highly assimilated background; the family
was made up mostly of so-called 'four-day Jews' (which means that they went
to the synagogue only four times a year: on the major Jewish holidays and on
Emperor Franz Joseph’s birthday), who were not familiar with Hebrew liturgical
texts, and wished to conform in every way to their non-Jewish surroundings.
This must have been especially difficult in Prague, where the Kafka family
resided, since their complex identity matrix was further complicated by
tensions between Czech and German identities. In his formative as well as in
his mature years, Franz Kafka showed a considerable interest in his Jewish
roots. The ultimate direction and meaning of this interest are, of course,
highly contested in the academic literature concerned with Kafka.

However, the passionate interest itself is quite obvious. The range of subjects
Kafka was interested in extends way beyond the basic issues of identity and
assimilation: he was preoccupied with many things, from Galician Yiddish
theatre — he has considered his friendship with the actor Yitzchak Lowy as one
of the most important relationships of his life — through the Yiddish language
itself to Hebrew, which he started to study at the age of 30. In this period he
was also thinking a lot about traveling to Palestine — he could never have
carried out a true Aliyah, however, since the British Mandate of Palestine was
welcoming at the time only immigrants in good health condition, and - as it is
well-known — Kafka was suffering from severe tuberculosis, a condition that
eventually proved to be fatal.

2.

This latter event is emphasized in an uchronic essay by Iris Bruce, titled What if
Franz Kafka had immigrated to Palestine? (Bruce, 2016) Bruce is a specialist of
Kafka, who deploys an academic style of prose in this particular essay, writing
in accordance with all scientific conventions, in a manner that is eerily similar
to that of Borges. The detailed essay that relies heavily on actual primary and
secondary sources, recognized authors and texts, is a quasi-academic
biography excerpt. Its fictional author is Hugo Immerwahr: the last name is not
without meaning, referring to the presumed ever-present honesty of the
narrator (and possibly to the first-ever woman to receive an academic degree
from a German university); the first name is also significant, which is very
likely to be a reference to Hugo Bergmann, a prominent figure of modern
cultural Zionism. Bergmann was a close friend of Kafka’s from their high
school years; his works, and subsequent Aliyah had a great impact on Kafka -
as mentioned in Kafka’s biographies, including in this fictional-uchronic one.

Moreover, Bergmann is a unique link between Buber and Kafka. He is a devoted
student and follower of Buber, and while Kafka has reservations about the
master, he is enthusiastic about the works of Bergmann, especially his Jawne
und Jerusalem — a text which exhibits considerable influence by Buber.

Buber, in some sense, is a key intellectual figure in Bruce’s fiction. Although the
imagined transformative event, the point of divergence, is the result of his
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moving from Berlin to Palestine with his last love, Dora Diamant, it is Buber
who convinces Kafka, who lives to be old, to write again — and in Hebrew. Thus,
Kafka becomes the author of The Trial in Ivrit, receiving the Nobel Prize for
literature in 1966. Nevertheless, he remains his actual self:

Kafka’s alternative vision addresses the complexities and absurdities of
contemporary realities beyond our own time and place. [...] His voice is
both new and old. It is heard by many generations around the world
and Israel, too: a modern, secular Jewish voice, questioning certainties,
deconstructing truths, continually searching for alternate answers in
climates of conflicts. (Bruce, 2016, 214)

3.

It is sure, after all, that it was this deep interest in his own Jewishness that led
Kafka to get to know Buber, mostly recognized at the time as an authority on
Hasidic legends and Jewish folklore. At this point, we must note that Buber’s
ceuvre has a fourth tenet, which, although closely related to the three
phases I mentioned earlier, should be distinguished for heuristic reasons. This
may be called (4) public life. As it is well-known, Buber was far from being a
Dryasdust, he was not conducting research for its own sake, and was quite
active in the public sphere. He was a proud and devoted Zionist, who saw
Zionism, above all, as part of his cultural and intellectual work, and
consistently opposed the simplified interpretations of it, never considering it
to be a friend-and-foe equation - as many do politics since Carl Schmitt, for
instance —, or an expression of statist, or anti-Arab sentiments, or what he saw
as the self-deception of many Western and Central European Jews.°

It was the public figure and the Jewish folklorist, then, who was familiar with
Kafka. In other words, he had to encounter the dialectic - what a pity, that this
multilayered philosophical term has been so permanently discredited — that
Buber’s public and intellectual work was amalgamated, or to put it more
bluntly, was one and the same. This provided a framework for criticism of
Buber, which we can discover in Scholem’s and even Rosenzweig’s attitude
towards him: despite all their respect and appreciation for Buber and their
gratitude for all they had learned from him, they were disconcerted by the
extent to which Buber shapes his historical research according to his
worldview, especially when it comes to selecting, editing, and amending
Hasidic texts. Naturally, the source of Kafka’s dislike was not so prima facie
philological, or academic, but it is, in fact, related to the basis of these
criticisms, that of Buber’s general outlook on the world.

6 Highlighting all this does in no way mean that I wish to soften, or equivocate over the
political aspects of Buber’s thought. Buber has, in many cases, deployed volkisch rhetorical
devices that later became a shameful part of the national socialist vocabulary, such as Blut
und Boden (blood and soil) — a fact highlighted in many cases nowadays by far-right websites
to exonerate themselves. Even the great Franz Kaftka Encyclopedia (Gray et al., 2005)
mentions this strange parallel in its article on Buber, highlighting that there is an all-
encompassing contextual difference. Although I will not explicate on this in the present
footnote, it is important to note that there is an immensely interesting uchronic aspect to
Buber’s philosophy, a sort of intersection in which he is constantly searching for cross-
temporal connections, to capture, and even actualize missed opportunities. This tendency is
clearly present in his translations of the Tanakh, and this perspective may also highlight the
countless directions towards which a romantic-mythical philosophical vocabulary may lead
us.

18



But, what else do we know about these antagonistic feelings besides the
excerpt from Kafka’s letter to Felice?

Kafka heard Buber lecturing in 1910, at an event in the Jewish Council House of
Prague, organized by the Bar Kochba Association. We know this from implicit
sources (from Max Brod, and others), and from the fact that Kafka mentions
having heard Buber speak before, in his 1913 letter. Buber appears for the first
time not in Kafka’s January 19 letter, but in another letter written to Felice
three days earlier. From this earlier letter, we can learn what was on his agenda
for that night: he writes about Buber’s lecture on Jewish myths, which he
claims would not be exciting enough on its own to get him out of his room,
since he had heard Buber speak before, and Buber did not make a lasting
impression. Kafka writes about always missing something from what Buber has
to say - but, with a twist that is foreshadowing his later opinion on Buber, he
clarifies that Buber has, after all, the ability for great things, and that he had
found his Chinesische Geister- und Liebesgeschichten quite splendid. Kafka finds
a reason to go out, after all, for after Buber’s lecture, a public reading by
Gertrude Eysoldt had taken place, which he was keen to attend. ’

It was three days later that Kafka wrote his letter with its strange verdict on
Buber to Felice. He reveals nothing about the lecture itself, only about their
first meeting and actual discussion two days later. Moreover, the letter also
reveals the not insignificant detail, that his first meeting in person, although
did not change it completely, but to some extent modified Kafka’s formerly
unfavourable opinion on Buber.

This may appear as an unusual and quite rare turn of events. In most cases, this
happens the other way round: someone who amazes us intellectually in his
writings might turn out to be a disappointment in person. The reverse of this
happened in the present case: personal contact made Buber more favourable in
Kafka’s eyes. (Side note: this instance always makes me remember the wise
advice of Alpar Losoncz, a Hungarian philosopher from Vojvodina: in order to
save ourselves from disappointment, try to avoid meeting contemporary
authors and thinkers close to our heart! Although Alpar is a contemporary
thinker who is close to my heart, I do try to keep his company any time I get a
chance).

So, was Kafka’s ambivalent impression of Buber a lasting one?

Fundamentally, yes.

7 See also: Kafka (1973), 157f. Sadly, we cannot devote attention to Kafka’s own ‘Chineseness’
here, due to space limitations. It is possible that recognizing this connection can also be
attributed to Benjamin (2001). For an insightful account on the subject, see Hsia (1996). The
letter quoted here is, not unlike other love letters by Kafka, multilayered and highly reflected.
One can observe, reading this letter, an atmosphere of lecturing in his words. At this point of
the letter, when Kafka would start discussing Buber’s Chinese stories, comes a minute
excursion: Kafka runs out of blotting paper, and mentions that while waiting for the ink to dry
on the paper, he started reading a copy of Sentimental Education lying around on his table. He
copies a sentence in French from the book: “Elle avoua qu’elle désirait faire un tour a son
bras, dans les rues” (Flaubert, 1910, 602) — here, Kafka is simultaneously courting to Felice,
expressing his enthusiasm for Flaubert’s linguistic genius, and returns to Buber’s Chinese
stories, praising them. This unintentionally serves as a great example for Kafka’s famous bon
mot, that no matter what he writes, it becomes literature.
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In the remaining years, another significant intellectual encounter took place
between them: two of Kafka’s important texts, Jackals and Arabs and A Report
to an Academy, were published in Der Jude, a journal founded by Buber. As a
good friend, Max Brod recommended Kafka to Buber as a possible editor, but
Kafka respectfully declined for his work-overload. A bit later, however, he sent
these two texts to Buber, who was eager to receive them.® Albeit this did not
change the fact that in the subsequent, sporadic occasions Buber appeared in
Kafka’s letters and notes, he was always treated with the same, strange
attitude.

The question remains: why was that?

We can hardly know for certain — the few subsequent fragments do not add
much to what we already know. Academic literature on the subject usually
proclaims that although Kafka was an avid follower of Jewish public life, Buber
was, nevertheless, always found wanting in his eyes.’

This is possible.

But, to conclude with questions, isn’t it possible that Kafka had problems with
the sometimes overly didactic teachings of Buber, his direct testimony? Isn’t
this assumption supported by the fact that in the case of the aforementioned
two texts Buber suggested using the parabolic subtitle of “Fable,” while Kafka
insisted on branding them “animal stories”? And to view all this from a reverse
perspective: can a philosophy such as Buber’s ever avoid being didactic? Isn’t it
only natural that Kafka, who burst out and wrote: “What have I in common
with Jews? I have hardly anything in common with myself and should stand
very quietly in a corner, content that I can breathe,”'? and who wrote Before the
Law, this ultimate account of the final encounter and the impossibility of
testimony, does have an ambivalent attitude towards Buber, the man who
proclaimed: at first, there was the encounter and “All real life is
encounter.” (Buber, 1970, 62)?!!
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Giorgio Agamben on Aesthetics
and Criticism

Veronika Darida

Focusing on Giorgio Agamben’s early writings (The Man without Content, Stanzas, Infancy and History)
this paper investigates the peculiar status of aesthetics that is disclosed by these texts, highlighting
particularly the shift that emerges therein from aesthetic to ethical concerns. Agamben’s idea of
a ‘destruction of aesthetics’ will bring attention to the question of the destination of aesthetics. The
claim that only ruins can outline the original structure of works of art, providing a possible basis for
creative criticism, will also be examined in the conclusion. | Keywords: Agamben, Aesthetics, Ethics,
Criticism, Gesture

1. Introduction: Giorgio Agamben and the Problem of Aesthetics

If one were to categorize the work of Giorgio Agamben, one of the most well-
known and versatile philosophers of our time, aesthetics wouldn’t probably be
among the first terms that would come to one’s mind. In the vast secondary
body of literature devoted to Agamben, one can hardly find any books dealing
with this problem (Watkin, 2010; De Bouver, 2016) However, looking at
Agamben’s whole oeuvre, it seems that a constant aesthetic preoccupation
underlies his writings, mainly through literary, painting, and film references
(Gustafsson and Gronstad, 2014). This is particularly emphasized in
Agamben’s later essay collections on painting (Agamben, 2019) and literature
(Agamben, 2021), and also in his autobiographical works (Agamben, 2017). As
I have argued elsewhere, this late creative age in Agamben’s production might
be called an “age of summaries” (Darida, 2017), one in which many problems of
aesthetics do in fact return.

It should not be forgotten, however, that back in 1979, Agamben already
devoted a long encyclopaedia article to the issue of taste, which has recently
been re-published as a stand-alone book (Agamben, 2015). Thirty-six years
have elapsed between the two editions (1979 to 2015), and unchanged
reprinting is a sure sign of the continuity of his philosophical thinking.
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In this study, I won’t deal with the late writings of Agamben, but rather with
his first books The Man without Content (Agamben, 1970 and Agamben, 1999),
Stanzas (Agamben, 1977 and Agamben, 1993), and Infancy and History
(Agamben, 1978 and Agamben, 2007) - to outline the internal dialogue
developing between them, a dialogue that places aesthetic questions and
especially the problem of the destruction of aesthetics (Attell, 2015) at the
forefront. In particular, I will rely on the works written before the
aforementioned study on taste to outline a recurring problem in
Agamben’s later writings. At the same time, I will also observe how Agamben
eventually moves away from aesthetic issues and turns to ethics.

2. The Melancholic Angel of Aesthetics

In the first chapter of Agamben’s first book, The Man Without Content (1970),
entitled The Most Uncanny Thing, the author introduces the notion of the
destruction of aesthetics. What makes such a radical gesture of destruction
necessary, Agamben asks? His answer is that aesthetics has moved away from
art and its original meaning. (Agamben, 1970, p.11) Specifically, aesthetics has
gone farther and farther away from the subversive, dangerous nature of art,
until eventually the distance has become such that loss is no longer
perceptible. In the history of aesthetics, mainly starting with Kant, the artwork
has been considered the object of an uninterested judgment, only to later
become ‘uninteresting’ in itself. The aesthetic observer is considered
a disinterested spectator or a ‘man without content’ - a definition that could
also depict the status of the modern artist.

In The Man Without Content, Agamben relies particularly on
Nietzsche’s Genealogy of Morals (Agamben, 1970, p. 9) and especially on the
considerations Nietzsche expresses in the third dissertation (“What do the
ascetic ideals mean?”), which are worth quoting at length here:

“That is beautiful”, said Kant, "which gives us pleasure without interest.”
Without interest! Compare with this definition one framed by
a genuine “spectator” and artist — Stendhal, who once called the
beautiful une promesse de bonheur. At any rate he rejected and
repudiated the one point about the aesthetic condition which Kant had
stressed: le désinteressement. Who is right, Kant or Stendhal? In our
aestheticians never weary of asserting in Kant’ favour that, under the
spell of beautiful, one can never even view undraped female statues
‘without interest’, one may laugh a little at their expense: the
experiences of artists on this ticklish point are more ‘interesting’ and
Pygmalion was in any event not necessarily an ‘unaesthetic man’.
(Nietzsche, 1967, pp. 104-105)

According to Agamben, contrary to the shocking and disturbing experience
that art provided at the beginning, something from which ancient philosophers
had to protect people (think of Plato’s Republic), over time the work of art has
increasingly lost its elemental influence on the recipient. Instead of the
maddening or the divine madness triggered by artworks Plato refers to in his
Ion, today we can at most experience the madness of the artist, who drifts away
from society into the realm of aesthetics. (Agamben, 1970, p. 14)
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As a typical example of the insane artist, Agamben refers to Artaud and
Holderlin (Agamben, 1970, p. 15). Significantly, in his Theater and its Double,
Artaud says: “Unlike our idea of art, which is inert and disinterested, a genuine
culture conceives of art as something magical and violently egoistical, that is,
self-interested.” (Artaud, 2010, p. 7) Later, at the end of his study, Artaud warns
us of the fallacy of artists who “dallying with forms, instead of being like those
tortured at the stake, signaling through the flames.” (Artaud, 2010, p. 8)

Holderlin’s poetry as “the place of the revelation of truth” is also important for
Agamben; not by chance he returns to Holderlin’s late fragments and the
question of his madness in his last publication (see Agamben, 2021).
Heidegger, whose interpretation of Holderlin has a decisive influence on
Agamben’ s approach and method of interpretation, cannot be ignored here. As
a student, Agamben attended the Thor seminars, held jointly by Heidegger and
René Char, dealing with poetry and existence. Agamben, however, was quite
critical towards Heidegger’s reading of Holderlin, as when saying for example
that it is only through the rhythm of poetry that we can break away from time.

One of the most remarkable investigations contained in The Man without
Content, also pursued in Agamben’s other books, is found in the last chapter of
the work, entitled The Melancholy Angel. Here, the starting point is how the
relationship with the past and tradition has changed in the last century.
According to Agamben, from the end of the nineteenth century, there has been
a growing tendency to question traditions and a deliberate separation from
them, with the consequence that culture and cultural heritage have become
inalienable, and that cultural transmission is no longer possible (Agamben,
1970, p. 158).

According to Agamben, this basic experience is accurately described by
Baudelaire (Agamben, 1970, p. 160). In his short writings and prose poems, the
French poet often talks about the fracture and metropolitan shock that the
crowd experiences. We also owe Baudelaire a vivid description of the modern
perception - just consider the Flowers of evil and the cycle of images about
Paris. In these works, the poet appears as a witness of the collapse in a world
where beauty only appears as an epiphany, a flash, or a lightning.

The forms of our relationship to the past, Agamben believes, have thus been
radically changing. For a human being of our era, the two most authentic forms
of this relationship have become quotations and collection. Both are, according
to Agamben, basically aggressive gestures, as they signify a break from the
past. This is perhaps more obvious in the case of quotations, since quotations
always result from a breaking out of an original context. However, collecting
objects from the past is not a humble gesture either, since the accumulation of
objects also results in depriving them of their usefulness. An unnecessary
collection of objects taken away from their living space is a sign of alienation
from the past. We can formulate this experience as the empty experience of the
present that eliminates the permeability or the gap between the past and the
future, a gap which, according to Agamben, is the present. (Agamben, 1970, p.
162)
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All this also has an effect on the relation we have to history, as exemplified by
the writings of Walter Benjamin. Already in this book, Agamben relies heavily
on Benjamin’s view of time, which outlines a prophetic (eschatological) way of
saving events from the passing of time. (Agamben, 1970, p. 157) This can be
clearly observed by looking at Benjamin’s Thesis on the Philosophy of History:

The chronicler, who recites events without distinguishing between
major and minor ones, acts in accordance with the following truth:
nothing that has ever happened should be regarded as lost for history.
To be sure, only a redeemed mankind receives the fullness of its past —
which is to say, only for a redeemed mankind has its past become
citable in all its moments. Each moment it has lived becomes a citation
a lordre du jour — and that day is Judgement Day. (Benjamin, 1967, p.
254)

Before briefly addressing this messianic view of time, which plays a central role
in Agamben’s interpretation of Kafka, it is also important to recall the most
memorable image of Benjamin’s text ‘the angel of history’ that can be
imagined by way of Klee’s painting Angelus Novus.

A Klee painting named ‘Angelus Novus’ shows an angel looking as
though he is about to move away from something he is fixedly
contemplating. His eyes are staring, his mouth is open, his wings are
spread. This is how one pictures the angel of history. His face is turned
toward the past. Where we perceive a chain of events, he sees one
single catastrophe which keeps piling wreckage upon wreckage and
hurls it in front of his feet. The angel would like to stay, awaken the
dead, and make whole what has been smashed. But a storm is blowing
from Paradise; it has got caught in his wings with such violence that
the angel can no longer close them. This storm irresistibly propels him
into the future to which his back is turned, while the pile of debris
before him grows skyward. This storm is what we call progress. (Ibid.)

The strength of Benjamin’s interpretation is that it renders visible what is not
visible in the picture. In Klee’s painting, we can only see a portrait, and what
causes the angel to be shocked remains hidden. However, thanks to this
fascinating description, it is possible for us to visualize the debris and ruins of
the past. But if we do that, our face will end up resembling that of Klee’s Angel -
horror will strike us and the portrait will become the portrait of our own face.

Agamben’s study juxtaposes these two representations (Klee’s painting and
Benjamin's ekphrasis) with Diirer’s Melancholia. (Agamben, 1970, p. 165)
Looking at this drawing, instead of the angel of history, we find ourselves
facing the angel of art (or aesthetics). This angel, the image of a woman
immobile and still, is also an allegory of melancholy. To describe it, it may
suffice turning to Benjamin’s exceptionally beautiful text, The Origin of German
Tragic Drama, where melancholy is accurately depicted. Melancholy, according
to Benjamin, is characterized by a sense of steadfastness, sadness, and loyalty
to the material world. At the same time, it also encloses a gesture of salvation:
“Melancholy betrays the world for the sake of knowledge. But in its tenacious
self-absorption it embraces dead objects in its contemplation, in order to
redeem them.” (Benjamin, 1990, p. 157)
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Indeed, Diirer’s etching is permeated with a kind of timelessness or out-of-
timeness or atemporality. The still and monumental female figure, holding
a pen in her hand, stares at the ruins of the past among other useless objects of
knowledge - things deprived of their use — in a space that Agamben defines as
the ‘aesthetic space’ (terra aesthetica).

Returning to Klee’s picture, Agamben also notes that Kafka’s writings disclose
a contrasting notion of history, one according to which, as we read in
Kafka’s notebooks, expulsion from Paradise is meant as eternal and
irrevocable. (Agamben, 1970, p. 169)
The Expulsion from Paradise is eternal in its principal aspect: this
makes it irrevocable, and our living in this world inevitable, but the
eternal nature of the process has the effect that not only could we

remain forever in Paradise, but that we are currently there, whether we
know it or not. (Kafka, 2006, p. 65)

Kafka is thus another essential reference for Agamben in The Man without
Content in order to describe the creative experience as a collapse (Agamben,
1970, p.172). In Kafka’s perspective, the collapse is a conscious and crystalline
experience and writing is a tedious job, an almost unbearable experience.
Through writing, the writer constantly strives to transcend human potential, to
“defeat the ultimate earthly boundary”. In this way, Kafka’s oeuvre constantly
transcends the aesthetic sphere. Not only does it strive to eliminate all
frontiers, but it also strives to burn them. This brings us back to the basic
problem of Agamben’s book.

The structure of this text is rendered explicit by the fact that it begins with the
image of the destruction of aesthetics and ends with the image of a building in
flames (Attel, 2015). The burning, however, is what makes the original plan or
foundation visible. As Benjamin states in The Origins of German Tragic Drama,
only ruins show the original structure and plan of a building . In connection
with this idea, Agamben’ s book closes with the thesis that the perfect vision of
the new is nothing more than a ruin.

3. The Criticism of Criticism

Agamben's other early work, the Stanzas (Agamben, 1993), brings to the fore
the issue of the status of criticism. Criticism, unlike fiction, always expects
some kind of result or at least a valid thesis as its own outcome. According to
Agamben, in the history of philosophy, criticism was, on the one hand,
a mapping and a delimitation of the boundaries of knowledge and reason (just
think of Kantian criticism), showing exactly where our investigations must end
if we do not want to go astray. On the other hand, especially at the Jena School
and among the members of Athanaeum, criticism played a different role and
was primarily concerned with universal poetry, including science and the arts.
After the Romantic era, Agamben believes, there has been however a decline in
criticism so that criticism has become increasingly irrelevant. (Agamben, 1993,
XV) It seems thus legitimate to ask what a ‘creative criticism’ may mean.
Agamben gives two quite different examples of this. (Agamben, 1993, XV) The
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first concerns Félix Fénéon, whose name may be familiar to only few people
today although he was one of the finest art writers of the fin de siécle and of the
early 20 century, as well as a friend and critic of Impressionists, Divisionists,
and Nabis group painters. Fénéon also had an unparalleled taste in literature,
as evidenced by his texts on the poetry of Rimbaud, Laforgue, Mallarmé, Valéry,
Apollinaire. Agamben, however, does not dwell on Fenéon's artistic criticism,
but rather on his journalistic work: his famous three-line news stories (Fénéon,
1990), which, Agamben claims, are superb short prose poems that sometimes
are able to condensate the content of an entire novel in the space of few lines,
while also being rich in dramatic tension.

Another example, perhaps less surprisingly, is Walter Benjamin. Here,
Agamben does not cite Benjamin’s short writings, for instance the aphorisms
contained in One-way Street or the Passagenwerk fragments, but The Origins of
German Tragic Drama. Emphasizing Fenéon and Benjamin, Agamben
juxtaposes shortest, ephemeral and ambitious critical forms in a way that is
not unreasonable, since their distance from a traditional and conventional
form of criticism makes these uncategorized writings truly inventive critiques.
(Agamben, 1993, XV)

But what is the specific subject of criticism? In the Foreword to Stanzas,
Agamben emphasizes the distinction traditionally drawn between philosophy
and poetry as two completely different forms of thinking. While poetry is based
on inspiration and voice, philosophy is silent; while poetry seeks to grasp its
subject by giving it a beautiful form, philosophy seeks to know it. In other
words, poetry grasps its subject without knowing it, while philosophy knows its
subject, but cannot grasp it.

Criticism, Agamben argues, was born out of a break between philosophical and
poetic thinking. Criticism thus has no object of its own, but can be regarded as
an objectless science which is constantly taking over the subjects of the
discipline it is examining. (Agamben, 1993, XVII)

In the same work, the author returns to the theme of melancholy, this time
emphasizing its lesser-known, erotic and cruel aspects. Agamben resorts to
Freud’s theoretical approach to account for melancholia (Agamben, 1993, p.
19). Freud describes this subject in much detail in his study of Mourning and
Melancholia in 1917 (Glocer Fiorini, Bokanowski and Lewkowicz, 2019).
According to Freud, like mourning, melancholia is a reaction to a loss. However,
while bereavement is always concrete and can be grasped, as in the case of the
loss of a loved one, in melancholia this loss can only be of an ideological
nature. Therefore, Freud can rightly call melancholia an “unconscious object
loss.” In this interpretation, melancholia is an ill state in which self-structure
undergoes fundamental changes. While in mourning the outside world
becomes empty and meaningless due to the lack of the loved one, in
melancholia the emptying of the self takes place, a decline in self-esteem, and
a great impoverishment of the self.

A new element in Freud’ s concept, according to Agamben, is that he presents
the melancholic person not as a hidden and silent person, but rather as
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a talkative one. Melancholia lacks a sense of shame toward others: this is
where its heightened loquacity comes from, his “insistent communicativeness
which finds satisfaction in self-exposure.” (Glocer Fiorini, Bokanowski and
Lewkowicz, 2019, p. 23). There is thus some unconscious and instinctive
perversion in melancholia which Agamben emphasizes. In the melancholia of
love, the object-loss becomes self-loss, while hysterical identification as a state
of object obsession is observed. The subject of melancholia is thus both
possessed and lost, much like the Freudian fetish object.

Similarly, a fetish object appears as something both real and unreal, embodied
and non-existent, claimed and denied. The Freud; or, the Absent Object section
of Stanzas looks indeed at the ambivalence of the fetish subject. (Agamben,
1993, p. 31) The fetish object - which may be a part of the human body, such as
a foot, but also an object, such as a shoe - simultaneously appears in its
concrete, tangible reality, while a non-existent object (in Freudian
interpretation, the mother’s penis) remains intangible and intact. The
ambivalence of the fetish object also affects the relationship of the fetishist to
it. The fetishist is like a collector: he constantly multiplies and accumulates his
fetish objects. It follows that the fetish object is not something unique and
indispensable, but one that can be replaced by countless other indefinite
objects, since none of its ‘incarnations’ can fill the lost object’s sign.

Agamben also talks about the fetishist character of certain artists, which
manifests itself in the incompleteness of their works. In light of
Freud’ s artistic writings, we might think for example of Leonardo’s abandoned
drawings and Michelangelo’s unfinished statues, but also, following Agamben,
of the fragmentary cult of pre-romantic thinkers such as the Schlegel brothers
or Novalis, or the new tendency of poetry, after Mallarmé, to recognize its
traces via a form of negation: the fragment.

The melancholic, the fetishist and the collector, according to Agamben, all try

to grasp the unattainable object of desire. For them, the unreal, the fantasy,
becomes real, it binds all their thoughts, it determines their life and artistic
activities. (Agamben, 1993, p. 32)

4. The Expropriation of Experience

The notion of the expropriation of experience refers to Agamben’s next book,
Infancy and History (Agamben, 1978), in which the destruction of experience is
already a fact. The expropriation of experience means that it becomes ineffable
and inexpressible.

For Agamben, the expropriation of experience of the modern human being is
a common phenomenon, unlike Benjamin’s idea that it should rather be
interpreted as a post-war traumatic symptom. The expropriation of modern
experience, including the loss of artistic (or aesthetic) experience, is
accompanied by a proliferation of banality. We seem to have more and more
experiences, but in reality our world of experience is getting narrower and
poorer. The rapid flow of images does not allow for a true experience of the
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art. In his book, Agamben only mentions the fact that the camera is slowly
taking over the role of the eye, but now, after a few decades, we see digital
cameras doing this much more effectively. Today, people don’ t even need to
visit a museum, as they can walk around a virtual museum, sitting in front of
their computer screen, something that, during the pandemic era, has
increasingly become part of our real-life experience.

It is important to emphasize that in Infancy and History Agamben is not
concerned with the sensual experience of the artwork. What concerns him here
is more a question of linguistic and prelinguistic experience. Already in this
book there is the problem of the Experimentum linguae, which Agamben seeks
to approach by turning to the experience of the mute words. This is why
childhood or infancy (infanzia) is so important to him as it denotes, as
etymology shows, a pre-speech state. In infancy, there is still a magic language
that preserves the original secret names.

In a later study, Magic and Happiness, Agamben states:

The secret name is the gesture that restores the creature to the
unexpressed. In the final instance, magic is not a knowledge of names
but a gesture, a breaking free from the name. That is why a child is
never more content than when he invents a secret language. His
sadness comes less from ignorance of magic names, than from his own
inability to free himself from the name that has been imposed on him
[-..] And justice, like magic, is nameless. Happy, and without a name, the
creature knocks at the gates of the land of the magi, who speck in
gesture alone. (Agamben, 2007, p. 22)

This enigmatic passage clearly shows how Agamben’ s interest is focused on
speechless speech, gesture and expression, that is, pure sign language. It is no
coincidence that one of his most cited studies, entitled Notes on Gesture, is
attached to the end of the book Infancy and History (Agamben, 2007).

5. Gestures

Notes on Gesture also had a great influence on contemporary theater aesthetics,
as gesture-based approaches to theater and dance have become almost
paradigmatic today (Lecoq, 1987). However, as Agamben points out, it is not
obvious what we mean by the word ‘gesture’.

As a starting point, relating to some of his previous works, Agamben refers to
the experience or loss of experience of the fin de siécle period. As he recalls, by
the end of the 19™ century, it was a common, almost symptomatic
phenomenon for people to ‘lose’ their simplest gestures. In other words, the
simplest and most common gestures, such as walking, became increasingly
problematic and difficult for people to execute. As evidence, Agamben relies on
studies by Gilles de la Tourettes, including clinical-psychological studies of
gait, which accurately demonstrate intermittent steps, meaning the footsteps
unstable and volatile (Tourette, 1986). The irregular footsteps curves recorded
by de la Tourette and drawn by the patient’s steps can also be regarded as
a kind of cortical symptom. (Agamben, 2007, p. 150)
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It is no coincidence, therefore, that new arts born at that time - first
photography, then cinema and modern dance and ballet (consider for instance
Duncan and Diaghilev) — deliberately used strong sign languages. The primary
reason for this is that spectators looked for lost or alienated gestures in these
works. What else could show the continuity of movement and the validity of an
expressive gesture better than dance? At the same time, Agamben believes
(Agamben, 2007, p. 152), the search for gestures defined not only art practice
but also art theory, the most glorious example of which is Aby
Warburg’s Mnemosyne Atlas.

This broad extension of the meaning of gesture, however, renders the concept
elusive. At the end of his short study (Agamben, 2007, p. 154), Agamben
provides a new definition for it: the gesture, like for instance walking, is
essentially action. This implies that it is not fixable. Gesture always serves as
an intermediate, mediating role: it goes beyond itself and does not involve
anything definable. A gesture can thus be considered a display of mediation,
but only insofar as the gesture itself is the goal of the gesture; to use a Kantian
formula, gesture is a ‘finality without end’.

It is not surprising, considering the criticism of language Agamben pursued in
his earlier works, that what he means by gesture should not be understood as
speech but rather as a silent expression. It is a gesture that shows, and thus
a form of self-certification, which by itself, so Agamben claims, has ethical
meaning (Agamben, 2019). Gesture, as stated in the final passages of the Notes,
is not only aesthetic but also ethical in nature.
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Essay on the Concept of Art and

Reality

Zoltan Gyenge

Art shows something of reality as a whole, a reality that exists above or below the directly perceptible
world. There is a first reality, or empirical reality, which can be mapped and captured through sense
perception and is characterized by immediacy; and then there is a second or imagined reality that
unfolds beyond direct empirical and experiential observation. While the animal intellect is attracted to
the surface, to mere appearances, the human intellect is drawn to what lies beyond the surface. The
ability to imagine is a condition of human intellect, being characterized, in Schopenhauer’s terms, by a
power of “seeing in things not what nature has actually formed but what she endeavored to form, yet did
not bring about” (Schopenhauer, 1969, pp. 186-187). For Schopenhauer, this capacity can be fully
engaged not by the “ordinary man, that manufactured article of nature” (ibid., p. 187), but by the man of
genius. In contrast, John Ruskin holds that the power of art consists precisely in allowing us to regain
what can be called the innocence of the eye, in other words, a kind of childlike perception which remains
blind to the meaning of perceived things. (Ruskin, 2006, p. 42) This paper seeks a possible answer to the
question of how art ties us to reality. | Keywords: Philosophy of Art, German Idealism, Iconology,
Interpretation of Art, ‘Internal Erlebnis’

1. Introduction

1.1. Direct and imagined reality

His contemporaries and rivals were Timanthes, Androeydes, Eupompus
and Parrhasius. This last, it is recorded, entered into a competition with
Zeuxis, who produced a picture of grapes so successfully represented
that birds flew up to the stage-buildings; whereupon Parrhasius
himself produced such a realistic picture of a curtain that Zeuxis, proud
of the verdict of the birds, requested that the curtain should now be
drawn and the picture displayed; and when he realized his mistake,
with a modesty that did him honour he yielded up the prize, saying that
whereas he had deceived birds Parrhasius had deceived him, an artist. It
is said that Zeuxis also subsequently painted a Child Carrying Grapes,
and when birds flew to the fruit with the same frankness as before he
strode up to the picture in anger with it and said, I have painted the
grapes better than the child, as if I had made a success of that as well,
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the birds would inevitably have been afraid of it. (Plinius, 1949, 35.36)

This passage is about an illusionistic picture made by Zeuxis, which allures the
birds because it looks so real. It illustrates the question of depiction as illusion
of direct reality. The ordinary viewer might expect that visual arts represent
direct reality, what is more: a more and more accurate copy of reality (it does
not matter that everything that exists in nature is more ‘realistic’ than the
content provided by a picture). Yet, according to Gadamer, both nature and art
appeal to us.

Naturally the significance of art also depends on the fact that it speaks
to us, that it confronts man with himself in his morally determined
existence. But the products of art exist only in order to address us in
this way — natural objects, however, do not exist to address us in this
way. This is the significant interest of the naturally beautiful: that it is
still able to present man with himself in respect to his morally
determined existence. (Gadamer, 1989, p. 45)

In works of art, artistic beauty is only there to address what precisely defines
the function and purpose of the works of art (Hegel calls it exploration or
unveiling of truth).

Against this we must maintain that art’s vocation is to unveil the truth
in the form of sensuous artistic configuration, to set forth the
reconciled opposition just mentioned, and so to have its end and aim in
itself, in this very setting forth and unveiling. (Hegel, 1975, p. 55)

But natural beauty is significantly and fundamentally of another order. Natural
beauty is not art’s vocation, if there is any vocation at all. I am only referring to
the difference between natural and artistic beauty and to the problems of
mixing them, and we can think here of Kant’s well-known example of imitating
a nightingale’s song:

And vyet in this case we probably confuse our participation in the cheerfulness
of a favorite little animal with the beauty of its song, for when bird song is
imitated very precisely by a human being (as is sometimes done with the
nightingale's warble) it strikes our ear as quite tasteless. (Kant, 1987, p. 94)

The significance of the so-called direct reality (nature) is undeniable and
essential, while the higher level of reality is built upon it. At the same time,
that direct reality seems to be real is a matter of common sense. External
experience sees it as true. More precisely, the external experience sees this as
true and does not know about higher order realities. If you have no direct
experience of something, if directness is lacking, one may take it does not exist
at all. Schopenhauer's introductory sentence in The World as Will and
Representation reads as follows: “the world is my representation” (Die Welt ist
meine Vorstellung). (Schopenhauer, 1969, p. 3) Which certainly means two
things: on the one hand, all that appears to me is the world. I see the door, my
boots, my dog, and much more: the world is thus because it appears so and so
to me. On the other hand, everything qualifies as a world insofar as it appears
to me. The first reading is intelligible to everyone: what I see, feel or
experience truly exists. The second reading says that everything can exist only
if it exists directly for me. Accordingly, the ‘misconception’ related to the
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‘objectivity’ of the world can be safely discarded. The objectivity of the world
means that it perdures even when I do not experience it. On the other hand,
when I image what the world would be after my death, it is an image of my
own. The deepest basis of objectivity is faith and certainty (with respect to the
existence of the world) lays in subjectivity.

Let us remember that everyday thinking mistakenly relies on the material
reality that appears to the senses. One example is the fact that in 1986, many
people did not believe that there was radiation caused by the nuclear accident
because they ‘did not feel’, ‘did not see’ the rays coming. Let us take another
example of popular thinking: the profound belief in this world is expressed by
the saying: what I can eat exists. Today’s materialistic based vision of the world
is based on a most strong faith in matter. If we think it over, we can conclude
that materialism has become a common religion today. Hegel points to this
idea when he writes about the appearance (Schein) and deception (Téuschung)
of this ‘bad and transitory world’:

Art liberates the true content of phenomena from the pure appearance
and deception of this bad, transitory world, and gives them a higher
actuality, born of the spirit. (Hegel, 1975, p. 9)

In Hegel’s view, art unveils truth and provides a higher and spiritual reality.
Appearance (Schein) and phenomenon (Erscheinung) cover more precisely the
immediacy of what is tangible, of what one experiences, sees, hears, touches,
or, in one word, perceives. The real, the superior and spiritual reality, so the
true reality is above it all; and it is not tangible, nor tactile nor perceptible. In
brief: spiritual reality is the only intelligible reality. And, according to Hegel, it
is conveyed through art. Ordinary thinking, of course, accepts as real whatever
is perceptible through the senses. But in Hegel’s view, true reality is a spiritual
reality which cannot be grasped, tasted or smelled through material senses.

For the materialist, it is difficult to understand what Hegel is hinting at. Nor is
it surprising. Just like philosophy, art is not a mass sport, not even a social
entertainment. As Heraclitus warns though, Word (Logos) is true evermore, yet
men are unable to understand it (DK B1). “This world, which is the same for all,
no one of gods or men has made. But it always was, is, and will be an ever-
living Fire, with measures of it kindling, and measures going out” (k6cpov
TOVdE, TOV aOTOV Gmbvtmv, obte TIC Bedv odTe AvBpdmmv émoinosv, GAN' Mv el kol
gotwv kol oto Top deillmov, amtduevov pétpa kai dmooPevvipevov pétpa) (DK B30).

Fire or home stove is not simply fire or flame. It refers instead to the coziness
of the cosmos, where man is man because he lives near the gods (§0og avOpomrm

daipwv) (DK B119). As mythology shows it, man's place (160¢) is near the gods
(Saipwv).

1.2. Imagined reality

The curtain of Parrhasius is that which is always beyond directness. More
precisely, it is what comes to us through mediation. That which doesn't seem
real to us at first sight. Or what seems real at a first glance (the curtain) but
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acquires its meaning only in context. In other words, what is intangible, not
palpable, what cannot be tasted; what can only be understood through
interpretation. The curtain refers to the world of the imagination where direct
experience cannot be valid, which is precisely the opposite of external
experience.

Here’s another quote from Hegel: “The beauty of art is beauty born of the spirit
and born again.” (Hegel, 1973, p. 2) As we have seen, Hegel distinguishes
between material and spiritual senses, but only between them, whereby the
material refers to touch, smell and taste, while the spiritual refers to sight and
hearing. But Hegel is not talking about the possibility of inner experience. He
speaks of the interior, of course, although not in the sense of emotional
passions. Passions, although of no interest to Hegel, can play a role, along with
reason, in the possibility of spiritual processing.

To be clear: there is the image, with its colors, shapes, forms, etc. (which fall
within sense reality), but there are also the emotions it arises, or the
passionate rejection, accompanied by thinking or by spiritual gain in the
Hegelian sense (imagined reality). The latter is also a step forward, towards his
“transcendence of the sensuous”, which Hegel himself considered so important
in his Aesthetics:

Art liberates the true content of phenomena from the pure appearance and
deception of this bad, transitory world, and gives them a higher actuality, born
of the spirit. Thus, far from being mere pure appearance, a higher reality and
truer existence is to be ascribed to the phenomena of art in comparison with
[those of] ordinary reality. (Hegel, 1975, p. 9)

However, according to Hegel, emotional states like pleasure, disgust, anger; joy
etc. that might affect the observer don’t play any role in transcending the
sensuous.

According to Erwin Panofsky, iconology does something similar. In fact,
iconology itself is nothing more than iconography brought to the level of
spiritual perception. It is very similar to Hegel, but at the same there are
significant differences. Panofsky says that iconography refers to a description
of a work of art, whereas iconology, to its interpretation. (Panofsky, 1955, p. 26-
54)

However, I have always felt, perhaps mistakenly, that his theory is very strongly
tied to historicity and that, while it opens the way for a symbolic and
allegorical approach of contents, it obscures affective experience or the
philosophical dialogue we engage with the image, on the image (and of course
with ourselves). It is as if Hegel, Gadamer, and Panofsky needed to be kneaded
somehow, added a little Simmel, shaken well and preserved somewhat. Here is
what I mean by that. The ‘pictorial turn’ (in other words, the increase in the
role played by the image (Mitchell, 1994, pp. 11-35); “ikonische
Wendung” (Boehm, 1994, pp. 11-38)) laid emphasis on the iconic cult that
prevails in our world which states that the pictorial representation reigns
above everything else. But the classics of this theory are quite uncertain as to
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when the pictorial turn started. If there really is a visual turnaround, then
interdisciplinarity is needed, Mitchell says. As if he were 'really' insecure. And
for good reason. It is enough to just look at children who no longer take cubes
in their hands, no longer build sandcastles, but use the cubes appearing on a
tablet and build virtual castles out of them. The presence of the power of the
ability to handle intelligent devices is undeniable. Nowadays, teaching of
handwriting is considered by an increasing number of people to be
meaningless, because one must be able to type, instead of writing. Those who
defend this point of view forget that cognitive skills are developed by using
hands (through manual activities). Combined with the activity of the mind,
manual activity brings cognitive skills to a level where creativity may emerge.

Seeing the PC or tablet monitor is not looking at a ‘picture’. Of course, there are
different kinds of pictures. A distinction should be made between simple and
complex images. Let us see what differentiates them.

2. The philosophy of images
2.1. Simple images.

Bound to the material world, a simple image does not convey any inner content
that would be moved out of immediacy by intellectual or emotional activity. It
merely explains and analyses what is otherwise tangible. Such is a priority
table. Or Heidegger’s signpost (“adjustable red arrow”) in Sein und Zeit.
(Heidegger, 1996, p. 73) A simple image is to be experienced passively; it does
not require active perception. Rather, it expects people should follow what
everyone is used to be following.

This kind of image belongs to the first reality. It is presumably what Belting
calls “visually appearing” (Belting, 2005, p. 2) and being confused with an
‘image’. Or, I would say, confusing the simple image with the complex image,
since the visual that appears should also be called an image. Maybe it is the
way Belting means it. The simple image depicts direct reality.

2.2. The complex image

On the other hand, the complex image conveys different contents. It is given in
imagined reality. It is not simply meant to be perceived passively, but calls for
common thinking, for joint and passionate conversation, as well as for further
intersubjective thinking. Such is the striking angel in the portico in some
images of the Annunciation (Angelic Greeting). The complex image goes beyond
immediacy and tangible materiality. It requires active engagement: to act a
certain way, to change yourself by emotionally charged thinking, to ask and
doubt, to be transformed by it into an independent and autonomous individual.
The image is not just an image: it contains spirit and passion. According to Aby
Warburg, through a passion formula (Pathosformeln), “an emotionally charged
visual trope”, images express universality, namely in the traditional appearance
of memory (Warburg, 2003, pp. 104-5).
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The complex image may even refer to what Belting calls the “authentic
image” (‘Das Echte Bild’), where “echt” means both 'authentic’ and real' or
‘true’). (Belting, 2005, 1. Das echte Bild und die Medienfrage), which he
associates with the concept of truth. But it just says nothing about what truth
is. I have dealt in detail elsewhere with the possible interpretation of 'truth' in
relation to the meaning of 'destiny’ on the basis of the myth of Er by Plato.
(Plato 1970, Book X. The Myth of Er). Belting, on the other hand, says we
expect the 'authentic image' to return reality as it is. But how to distinguish
between them? The approach of Nicolaus Cusanus might be more illuminating
than Belting’s. According to Cusanus, there are two kinds of vision. The first
refers to individual objects, while the second is the abstract vision (visus
abstractus), also considered the essential vision (visus essentialis). (Cusanus,
1985) Essential vision means seeing the essence.

The question still remains: what is reality or what is reality like? What is it like
for you or me, for the others, given that we see it and appreciate it in so many
different ways? This problem is addressed in the third part of Gorgias’s
“famous triple movement” (trilemma) (DK.\VIL65.) Gorgias’s first theorem
states that the world does not exist. The second theorem states that even if
existence exists, it cannot be known. According to the third theorem, even if it
can be known, it cannot be communicated because numerous ways of
understanding take the meaning so far that it can only be returned by the
concept of ‘misunderstanding’.

Thus, postulating the existence of an authentic image will not yield too many
results. Belting is right, an authentic image is self-contradictory: as it replaces
something, we consider it real. See (Belting, 2005, Chapter 1)

Let us just think of Gombrich, who rightly draws attention to the great number
of people who, from Leonardo to Géricault, have already tried to paint the
figure of a galloping horse as accurately as possible. Manet portrayed horses
from the front in The Race at Longchamp (1866), in a completely different way
than painters used before to paint a galloping horse (Gombrich, 1951, pp. 387-
388). Ernest Meissonier (1815-1891), the most celebrated and highest-paying
painter of his age and a contemporary painter of Manet, was able to create a
perfect illusion of a winter landscape at the Grande Maison, by using flour to
simulate snow. The idea had to be dropped because the flour was attracting
rats. Neither his money nor his imagination had limits. When he made
Friedland, 1807 (1861-1875) for his masterpiece, he hired a special team to
study the galloping horses. (Friedland was one of the Napoleon's greatest
victory in 1807, when, defeating the Russian army, he enforced peace from Tsar
Alexander I).

What is truth? What is reality? What is authentic? There is no clear answer to
that.

According to Erwin Panofsky, everything is connected to everything, and this is
not always a good thing. It is true for his life. Panofsky as a Jewish descent fled
the Nazis, Warburg also left Germany even earlier (though not long ago), yet
the two thinkers represent two different eras of art. The Warburg Library was in
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Hamburg until Nazi power, then it was evacuated from Hamburg to London.
The former director of the Warburg Library was Fritz Saxl, who had also been a
significant inspiration for Panofsky, which can be recognized through his
works. Panofsky himself emigrated to the States in 1933.

Erwin Panofsky became famous mainly for his development of the ‘iconological
method’ mentioned several times in his essays. Let’s look at this briefly. There
are three levels in Panofsky’s theory:

Primary or natural subject matter Pre-iconographical description

Secondary or conventional subject matter | Iconographical analysis

Intrinsic or intrinsic meaning or content | Iconographical interpretation

(Panofsky, 1959, p. 14)

The theory starts with a pre-iconographical level, then it deals with
iconographic analysis, and finally, it reaches an iconological level. To my mind,
these levels could be divided differently: the third level would be closest to
what I myself outline.

My own division into levels of processing of the work of art is based on
Panofsky’s theory (but I am also drawing on Hegel and Gadamer).

3. From external experience to inner ‘Erlebnis’
I argue that there are three levels of processing a work of art:

3.1. External experience — in relation to a simple image that is given in direct
reality.

3.2. Understanding — moving from a simple image to a complex image in
imagined reality.

3.3. Inner Erlebnis (experiencing understanding) — a complex image given in
imagined reality.

3.1. External experience

The first level, or external experience, can be related to the pre-iconographical
elements. One sees / hears the work of art, one perceives the form, one has a
basic understanding of the main actions etc. But this type of understanding is
very coarse. For instance, for an Eskimo who has never heard anything about
Jesus Christ, Leonardo da Vinci’s Last Supper just represents an evening meal
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with a feasting group of people. This is also the second level for Panofsky.
Contrary to Panofsky, I think most museum visitors remain, to this today, at
this level, but at least they go and see an exhibition, listen to an opera, watch a
theatre play or a movie etc.

3.2. Understanding

Understanding comes into play when the recipient confronts the work of art
with a cultural environment, when he or she interprets historical, artistic, or
technical contexts. When he or she knows what happens in a work of art or
what is the message conveyed by a work, and why. The recipient, at this stage,
can place a given work in time, in a context of style. He or she understands
meaning, or at least guesses secondary communication, he or she is able to
interpret, compare, sort, and last but not least: appreciate. Let us go on with
the example of the Last Supper: knowing the rules of perspective, the museum
visitor knows what the scene is about, the significance of wine and bread, he or
she understands the symbolic meaning. The visitor may have heard of Alberti's
famous book On Painting or possibly about Ficino. Therefore, the visitor is able
to compare, distinguish and evaluate, thanks to his background knowledge. He
or she may be going to opera, be especially passionate about the Wagner’s
music, know lots of stories about him; he or she may be watching the most
watched theatres performances or read the most important interpretations of
them. If they are not professionals, nor art or music historians, they may still
be eager to know a lot of details regarding a particular period or style to which
a work belongs. Exhibition organizers, art directors and conductors tend to
bear in mind this kind of ‘perfect visitor’.

3.3. Internal Erlebnis (experience)

More precisely: the experience and understanding internalized (Erlebnis). It
means more than iconology (Panofsky), more than the history of cultural
phenomena and symbols (Cassirer; Panofsky, 1959, p. 8), but it is nothing more
than what exists in artistic expertise, it cannot do without it, but it goes beyond
it. It is an art-philosophical understanding and an internalized experience.
Notions such as Erlebnis (experience) (Georg Simmel) and understanding
(Hegel) are important here. With respect to Erlebnis, Gadamer, for instance,
points out that

An aesthetic Erlebnis always contains the experience of an infinite
whole. Precisely because it does not combine with other experiences to
make one open experiential flow, but immediately represents the
whole, its significance is infinite. (Gadamer, 1989, p. 61)

What is more, the work itself may be urged to speak (at a hermeneutic level),
hinting in a peculiar way at self-understanding. (Gadamer, 1989, p. XX)
However, I think the three notions (Erlebnis, understanding and dialogue) are
somehow present at the same time. Erlebnis is what a work of art offers,
whatever that may be. The experience, which helps to understand, to recognize
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the image while at the same time it carries on, captivates the spectator, and in
the whole process, it invites to dialogue, offers interpretation, demands
interpretation, argues, accuses, defends, shifts away, alienates, and then
attracts. This process is present at the same time in the physical realm and in
the mental context. It does not leave alone, it constantly engages, then
suddenly releases, liberates, but only to make us soon feel again the tension
and the dynamism. This is the task of philosophy of art.

4. Conclusion

A dialogue is needed with and for the work. When this dialogue is initiated, it
gives rise to interpretation, then to another thought, then perturbs the feelings
again. And so on. This may go beyond the second level (of understanding) but
without ignoring it. Every stage can only be left behind if you have already
reached it. The three levels are built on the top of each other, one does not
exist or can exist without the other. The third only includes the first two.
Internal experience (Erlebnis) can only arise if we go beyond external
experience and understanding.

To be clear: we first need to look at the picture, listen to the music etc.; then to
understand the message (at a hermeneutical level), in a specific cultural
context and enjoy the serenity and or pain expressed by the work of art. Finally,
this understanding is perceived as experience; the experience (Erlebnis) hidden
in understanding makes itself felt. Contrary to popular belief, the two are not
mutually exclusive but mutually reinforcing.

More precisely or more intelligibly, there are three stages: the ordinary
understanding, the interpretation of art history, and philosophy of art. The
third is often forgotten. However, getting further through these stages is
getting closer to the work of art itself.
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The Program of Cultural
Refinement in 19™-Century

Hungary: the Example of Count

Széchenyi and Baron Kemeény

Ferenc Horcher

In an effort to give a historical depth to recent discussions on taste in Aesthetic theory, this paper
recovers a 19" century Hungarian paradigm. While taste first came to the forefront of philosophical
reflection with the Enlightenment and especially with Kant, by now there is a growing literature on the
survival of that discourse in the first half of the 19™ century. The present author contributed to the
research, which tried to show that in Hungary Count Istvan Széchenyi, an influential political reformer,
can be regarded as an author, who for socio-political reasons relied heavily on the British discourse of
politeness and taste. This paper aims to show that the same discourse lived on and was employed in the
second half of the 19™ century in socio-political debates. The example is Baron Zsigmond Kemény, an
admirer and follower of Széchenyi, who transformed the discourse into a bourgeois political-educational
program.! | Keywords: Taste, Politeness, Refinement, Istvdn Széchenyi, Zsigmond Kemény, 19" century,
Hungary

1. The Aesthetic and the Political

There has been a renewed interest in taste and politeness in the last twenty
years.? In the Anglophone world, these notions have been discussed with rising
frequency as a result of efforts to approach aesthetic phenomenon more
broadly, including much more than the field of the art world. To discuss and
possibly theorise such diverse topics as natural or environmental beauty, or
popular culture, it is necessary to reassess the categories of judgement and

1 I would like to extend my thanks to Stephen Patrick for revising the English of this essay and
to Andrea Robotka for her help with the text and footnotes.

2 For this view, see (Klein, 2002).

i Yok 001



taste. On the other hand, Continental phenomenology has also seen renewed
interest in the existential relevance of aesthetic ‘Erlebnis’.> An understanding
that human life would be much poorer without proper recognition of its
aesthetic aspects has played a major role in this. Thirdly, a revival of the
Aristotelian understanding of practical philosophy, and discussion of the
overlap between politics and aesthetics, or ‘the political and the aesthetic’, as
different components of the same field of practical knowledge has also brought
taste back into the centre of contemporary discussions of aesthetics.

The present paper sets out to add a further dimension to this renaissance of
the concept of taste, specifically from a historical perspective, based on recent
findings of the history of political thought in Hungary. We usually associate the
notion of taste with the age of Kant, meaning the Enlightenment before, up to,
and including him. In an earlier, Hungarian language book of mine, I provided
an overview of the paradigm of taste from 1650-1800 in Europe, and in
particular in Britain, France and Germany. (Horcher, 2013) This paper, however,
is concerned with the period following that golden age in taste, the 19t
century. For the major authors of the 19™ century British novel, from Jane
Austen to George Eliot, the notion has a recurring relevance, but with heavy
moral, political and sometimes even religious overtones. (Garson, 2007)° It has
been argued that this is the age of the middle classes, an age of philistine and
hypocritical culture, as pointed out by cultural critics from Marx, through
Nietzsche, to Bernard Shaw.

Yet one can find another perspective on it, particularly if we include what were
(and continue to be) regarded as the peripheries of Europe in the discussion.
I would like to introduce a political discourse in Central Europe, that of Count
Istvadn Széchenyi and Baron Zsigmond Kemény, two Hungarian aristocrats,
before and after the revolution of 1848. Neither of them was satisfied with the
traditional role assigned to aristocrats by the conventions of their political
community, and therefore both of them searched for an opportunity to play
their role in a more authentic and socially more fruitful manner. I will argue
that Count Széchenyi’s reform program can be interpreted as a latter-day
reframing of the discourse of politeness. This discourse had a long history in
Europe, and was a dominant ‘ideology’ in the 18™ century, especially among
the authors of the Scottish Enlightenment, as has been pointed out by authors
such as J.G.A. Pocock, Peter Jones and Nicholas Phillipson. This discourse can
also be found in late 18™ Hungarian political thought, as Jozsef Takéacs has
illustrated.® (Takacs, 2007) Together with Kalman Téth, I have previously
demonstrated that it persisted into the first part of the 19™ century, as

3 References to this influence can be found in the aesthetic works of the late Sir Roger Scruton.

4 A landmark achievement in this direction was the work of Hannah Arendt, in particular in her

unfinished work applying the insights of her theory of aesthetic judgement to the field of
politics.

5 The publisher describes this work as follows: Moral Taste is a study of the ideological work
done by the equation of good taste and moral refinement in a selection of nineteenth-century
writings.

6 Authors who have researched the use of this language in 18th-19th century Hungarian
literature include Attila Debreczeni, Gergely Foris and Piroska Balogh.
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translations of the texts of Scottish authors show. (Horcher and Téth, 2018)
With other authors in a collected volume about Széchenyi’s by now classical
breakthrough work, Credit (Hitel, 1830) I argued that it continued to be present
in Széchenyi’s thought in the early 1830s. (Horcher, 2014)

In this study, however, I will take one further step by arguing that the notions
of politeness and refinement supplied the intellectual resources of one of the
major discourses in Hungarian political debate not only in the Age of Reform
(1825-1849) but also up to the Settlement with Austria in 1867, and in its later
interpretation. While Széchenyi’s social program of polishing and refinement,
to spread culture and encourage the general civilising process or Bildung across
the whole social spectrum was received sympathetically by sections of the
opposition, the revolution swept away all such efforts towards piecemeal and
step-by-step reforms. His program was reframed by Zsigmond Kemény, his
younger contemporary and admirer, who in longer pamphlets and in a series of
shorter journalistic articles very successfully built up an interpretation of
Széchenyi’s work (both his publications and his institution-building) as the
basis of an alternative to the politicised discourse on independence and
national freedom. In this way, he played a major role in preparing the public
sphere to accept the terms of the Settlement with Austria.

In this short essay, I will first suggest an interpretation of Széchenyi in terms
of the discourse of cultural refinement, as a programme of reforming both the
institutional framework of the cultural life of the country and the role and
function of culture in public life and interpersonal relationships. To do so,
I will draw on the findings of a recent publication by Maté Bodrogi (2011). This
will be followed by an account of the reinterpretation of his achievements by
his younger contemporary, Baron Kemény following the crushing of the
revolution of 1848, and of his appropriation of it for his own program of
cultural awakening in the context of neo-absolutism. Here 1 will refer to
a recent research publication by Gyorgy Eisemann (2020). I will argue that the
language they both made use of entailed a genuine reinvention of the 18t
century Anglo-Scottish discourse of taste, refinement and politeness, in the
context of nation-building and civil progress, in order to counterbalance the
language of constitutional grievances and the pathetic rhetoric of
a realistically unachievable national independence.

2. The National Reform Program of Cultural Refinement: Count Istvan
Széchenyi

Count Széchenyi was only a few years younger than Lord Byron. Both of them
were in the public eye during the Napoleonic wars, which they understood as
an aristocratic eccentricity. Byron remained stuck in that paradigm, and went
to his romantic death near to the battlefield in Missolonghi, in Greece in 1824.
Count Széchenyi found his true mission as the awakener of his nation, when he
stepped forward in the assembly hall of the Diet to offer a year’s income from
his estates for the cause of founding a national academy of sciences. Széchenyi
was able to shed the role of the aristocratic cavalier, adopting instead another



role: that of the polite gentleman, as described in John Henry Newman’s The
Idea of the University (1852/1858). Like the Biblical good Samaritan,
Newman’s gentleman is “tender towards the bashful, gentle towards the
distant, and merciful towards the absurd”. As this example shows, the term
‘polite gentleman’ was clearly applicable to the Victorian gentleman.

The above claim is rather generalised. Now I would like to make use of it in
a more specific and better-defined context. The historian Henrik Marczali
claimed that Széchenyi’s father had himself been a ‘true gentleman’. It is from
this family heritage that the son inherited this figure of the gentleman. Playing
the British-style gentleman became second nature to Széchenyi. His mission
was to show by his own personal example that taste and polite manners were
helpful forces in a piecemeal transformation of the social structure. Istvan
Széchenyi, a one-time soldier was, unlike Byron, able to make the giant leap
from the way of life of the easy-going aristocrat, dressed in the uniform of an
officer of the army, to that of the public celebrity and independent political
actor in the elegant overcoat of a supporter of culture. His life’s work from that
time onwards was to convince his compatriots that the way ahead was not
through a confrontation with the court in Vienna, but through challenging it in
the field of economy and culture, and this vision was shared among an ever-
widening circle of the population of the country.

Széchenyi’s first literary breakthrough was Hitel (Credit), a non-fictional book
about the concept of credit that had two divergent meanings in contemporary
Hungarian. On the one hand it was a technical term in the discourse of national
economy, referring to the financier’s trust towards the creditor. But it was also
used to convey the idea of a kind of social cement or cohesion within a particular
community, that is, the concurrence of expectations and outcomes of actions,
laying the foundations of reliability. Such social cohesion was a rare thing in 19t
century Hungary. When Széchenyi pointed out that the country badly lacked the
capital of social trust, his terminology once again referred to a more general
notion, which could be labelled social intercourse. All his energies as a social
organiser were used to encourage this social intercourse not only within and
among the various (political, economic and cultural) elites, but also for
a widening circle of the civil society. His major innovations usually followed
British examples, and included the introduction of horse races in the capital and
the foundation of the National Casino, which served as a meeting place for the
aristocracy. He also participated in the foundation of the Commercial Bank, once
again supporting the development of economic interaction. Through his work as
royal commissioner responsible for river regulation along the Danube and the
Tisza, or his support of steam navigation, and most famously, his determination
to build the Chain Bridge between the two shores of the Danube, between Pest
and Buda, he aspired to achieve the overall aim of bringing closer together the
members, groups and institutions of civil society, and thus, through social
exchange, to achieve the polishing of manners, language, art and the mind.

His written analysis of civilian improvement followed the best traditions of the
18t century language of politeness. To demonstrate this, it is worth examining
the use he makes of the concept of izlés (taste) in his book on credit.
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“We should not call it unpatriotic, if someone likes the cover of a foreign book
better than a Hungarian one. We should look at it as the improvement of
a better taste, and we should produce even more proper ones.” (Széchenyi,
1830) Széchenyi’s advice assumes that the improvement of taste is a generally
acknowledged value. This is clearly a sign that a public discussion of taste must
have taken place by that time in Hungary. From this quote it is also evident
that there were tensions between aesthetic judgement and the support for
national industry. Széchenyi wished to overcome this false value preference, in
order to reassert the autonomous value of the judgement of taste. However, his
most relevant point seems to be an implicit encouragement that the political
community should improve its common sense of taste, because this will
presumably result in a more civilised state of communal affairs.

True judgement of Raphael’s pictures can be made only by a perfect
painter or by someone who cannot paint, but whose soul is healthy and
intact. Only the perfect experts or the people can judge Mozart’s, (and)
Rossini’s divine languages. Only one who trusts her pure natural or all-
roundedly cultivated mind, and accustoms it to operation, in other
words judgement, in order to avoid making it dependent on another
one’s, in the difficult moments of life, only that person can make his
own way in the full sense of the word. (Ibid)

This is typical of the, long and complex sentences of Széchenyi, and it
illustrates his well-developed concept of the operation and use of aesthetic
judgement in human life. This concept was composed of several elements.
One is the Rousseauist-Romantic claim, that beside perfect experts of taste
(i.e. the professional judge in David Hume’s essay Of the Standard of Taste)
a simple, un-poisoned spirit (of an individual or a community) can also
judge properly. A further point to consider here is that a healthy soul is in
any case a requirement for sound aesthetic judgement. However, the most
important message is that to live a full and responsible life, one needs to
acquire the capacity to judge correctly, and this judgement is both an
aesthetic choice and a moral one - a point that is very similar to the
teaching of the 19t century Scottish discourse of taste. It is also bound up
with the notion of the fully developed personality that is present in
Schiller’s views of aesthetic education, as well as in the concept of Bildung
in early 19! century German philosophy generally.

Finally, a third quote from Széchenyi’s Hitel highlights the continuity of his
thought with the discourse of taste. “If we should take over more from
others, especially in taste, the arts, fine art and customs, than the number
of cases they would like to imitate us, we had better rejoice, rather than
mourn, and we should envy no one. They are old, we are young.” (Ibid) This
is basically a clear-headed recognition of the belatedness of the country,
weighed in cultural terms. As a theory of history, however, it is not far from
stadial historiography, as practiced by Rousseau, Buffon and the Scots. This
held that peoples have their ages, just as humans do. With the passing of
time, as habits and customs and laws and institutions develop ‘naturally’ as
a result of their practices, they become more cultured just as individuals’
minds become more cultivated. The main point of Széchenyi’s message is
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that there is a need for a general program of cultural refinement in 19t
century Hungary, both on the individual and the communal level.

3. Aesthetic Education as a Bourgeois Political Program: Baron Zsigmond
Kemény

If Széchenyi embodied the program of the 19 century (Victorian) gentleman,
the popularisation of that ideology was thanks to Zsigmond Kemény, perhaps
the most influential journalist of the period - after Lajos Kossuth himself, the
leader of the opposition. The term journalist, however, does not do justice to
the manifold interests and activities of Kemény. His most important public
persona was that of an original novelist. As a journalist, he prepared the
ground for the fiction-writer, by writing articles on the role and function of art
and culture in polite society. In doing so, he was following the well-established
tradition of the moral weeklies, inherited from the 18™ century British and
German context. He was also recognised as an influential politician, who was
initially close to Széchenyi’s position, and later an adjutant of Ferenc Dedk, the
spiritus rector of Hungarian politics after 1849, and the originator and main
negotiator of the idea of the Settlement with the Crown. Kemény expertly
played all three of his different public roles of journalist, novel-writer and
politician.

His main concern, largely borrowed from Addison, was the following: for
people to live a decent and civilised life, what is required is self-improvement:
an activity which aims at learning about the outside world, together with
gaining deeper insights into one’s inner realm, in order to fully exploit
one’s potential; in other words, conversing and trading, and reading and
writing. By engaging in intellectual activity, the individual becomes
accustomed to refining her mind in discussions with others.” This will in turn
lead to improvements in one’s personal intellectual apparatus, which will help
the person’s social progress and ultimately allow the community to flourish.

Yet to achieve success in conversation and trade one needs to rely on others.
Kemény’s program in this respect closely followed Széchenyi’s idea of building
social trust. They both searched for a way out of the political impasse of the
country. They wanted to strengthen social ties through interactions,
institutions and culture, generally, including academia, a national theatre,
opera, exhibitions, etc. Their conviction was that by self-cultivation one arrives
indirectly at a state of a more cohesive social structure.

Kemény’s fears about the way the uneducated mass of voters can be
manipulated in a newly established democracy resembles Tocqueville’s and
Mill’s dictum of the dangers of the tyranny of the majority. The irrationality of
the choices of the masses was a concern of Kemény from an early stage, as can
be seen in his journal publication, Korteskedés és ellenszerei (Canvassing and its
countermedicines, 1844), while the blindness of popular enthusiasm is

7 In fact, a crucial issue was to win over a female readership, as they were often excluded from

the educational system, and certainly were not involved in political discussions.
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a recurring topic of his historical novels. Kemény, the journalist and the novel
writer, was paving the way for Kemény, the politician, by demonstrating that
without cultural reform programs the calls for widening political participation
had no chance.

I would argue that Kemény’s worldview (especially after 1849) can be labelled
as cultural conservatism, emphasising the dangers of political participation
and populist political manipulation. He criticised both the abstract rationalism
born in the Enlightenment and the enthusiasm and irrationality of
fundamentalist religious belief. Behind his criticism of revolution and
enthusiasm lies a concept of the balance of power and his idea of moderation,
two concepts which were already present in the philosophical discussions of
ancient Athens. Balance and moderation are, of course, aesthetic categories,
but he also employed them in his social-historical and geo-political
reflections.

The final section of the paper examines the way Kemény analyses taste (more
precisely what he calls “the taste of beauty”). In his series of journal articles
entitled Life and Literature (Elet és irodalom), this is a recurring phrase. He
describes novel writing, for example, in the following way:

we may require from it (the novel) that it offer us beside the joy of our
taste of beauty something more as a result, something that we might
call (a) worldview, philosophical idea, social judgement, an artistic
representation of existing condition, or a sketch of the age, or a yet
unresolved moral or governmental problem, or a yet unrecognized
momentum of a passion, or a haven to which suffering humanity can
escape, a sea, on which we fight, a place of rest, which we have left to
get the results of the struggle... future, present, past. (Kemény, 1971)

While clearly somewhat emotive and pathetic, this is not an empty shell of
rhetoric, nor is it overly sentimental or excessively ornate. Rather it is the
panegyric of novel writing, as he himself practised it, and an effort to show how
life and literature are connected in his view. For him, fiction is not simply
a flight of fancy. It is not art for its own sake, even if it needs to appeal to our
sense of taste and of beauty. It can do much more than that, through
enchantment. As Kemény saw it, novels are vehicles to help us reflect and learn
by reading them - in other words, they have a cognitive function, an idea
familiar from thinkers such as Martha Nussbaum.

The whole series of articles, collected under the title of Life and Literature, aims
to establish this connection — to teach readers of journals to also read novels
and to show them how. He compares novels to plays, arguing that instead of
simply telling a story the novel should also give us a hint of real life along with
“always dynamic and developing sentiments, emotions, passions and deeds”.
All in all, he regards the novel as a medium which helps people learn about
human nature, saving cost and time to the enquirer, and to do so in an
enjoyable way. However, it can only convey such knowledge about worldviews
and philosophical ideas, in its modelling of crisis situations, if it remains true
to historical resources. (Bényei, 2003) Kemény’s general point is in line with
the general aims of the classical novels of the 19t century, in Britain, France or
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Russia, including the famous Sentimental Education (1869) by Flaubert. The
novel provides the connection between life and culture (as in Balzac), or, for
that matter, life and the taste of beauty. Here is one example of how he
connects the two in his discussion of his portrait of Széchenyi’s achievements:
“every venture which was initiated by the work of Széchenyi aimed at the
friction, ripening, concentration of ideas, and almost without exception, to the
revival of fortune, spirit and taste of beauty in Budapest.” (Kemény, 1970, p.
189)8

Kemény suggests that Count Széchenyi’s program was not simply a cultural
program, but also a program of social improvement. Kemény thus
acknowledges Széchenyi’s original intention to connect aesthetic and socio-
political value.

Conclusion

Our aim was to show that the 18™ century discourse on taste was also a source
of normative power organising society and preserving political order in 19
century Hungary. Two prime examples of this discourse can be found in Count
Istvan Széchenyi and Baron Zsigmond Kemény. The first of them, Széchenyi,
a politician, published non-fiction works arguing for a nation-wide cultural
revival to achieve social cohesion and develop human interactions within
society, enriching both individuals and minor communities. The second,
Kemény, published articles to educate a readership for novels, which served as
vehicles of sentimental education, again with a view to enhancing social
interconnectedness. The two of them, I argued, represented a vision of social
reform and a view of the social impact of cultural refinement which was
different from the mainstream discourse of national freedom in terms of
conflict. Their proposal was a program to rethink the role and function of
beauty and a refined sense of beauty in the interest of an enriched public life.
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Remarks upon the Aesthetics
of the Night Sky

Endre Szécsényi

This essay begins with some observations on the main features and availability of the aesthetic
experience of the night sky to us. In the second part, the aesthetics of the starry sky is interpreted in
terms of time experience, complementing the usual approach in terms of immense space. These remarks
on this broad and abundant subject can partly be linked to the intellectual historical interpretation of
the birth of modern aesthetics, and partly to the vital discourse of environmental aesthetics, which
proves that these two approaches can work together and bring to the fore the aesthetic relevance and
fruitfulness of this subject.| Keywords: Environmental Aesthetics, Aesthetics of Nature, Sublimity, Night Sky,

Time Experience

Introduction

In this essay I deal with some aesthetic aspects of the experience of the night sky
(ENS, hereafter), more exactly, of the live prospect of the starry vault seen from the
Earth through the naked eye. In the first part, I re-consider some general features
of the availability of this type of experience to us, as well as some theoretical
questions which immediately arise from the aesthetic reflections upon the
starry heaven as the scene and occasion of natural sublime. In the second part,
I offer my own approach to this experience, by focusing on its temporal — and
not spatial — dimensions, and claim that the sublime in the ENS can be
explained as a reverberation of the cosmic time into the personal life-time,
suggesting that the existential relevance of ENS can be thus grasped in a novel
manner. My remarks — which, due to the limited space here and the complexity
of the subject, inevitably remain somewhat impressionistic — can partly be
linked to the intellectual historical interpretation of the birth of modern
aesthetics, and partly to the vital discourse of environmental aesthetics, which
I am inclined to understand as a replay of the great Enlightenment project of
aesthetics.! My aim is to suggest that these two approaches - roughly, the
historical and the theoretical — can work together, and to highlight the
aesthetic relevance and fruitfulness of the discussed topic.
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By aesthetics in the title of this essay I mean modern, so to speak,
philosophical aesthetics, thus the most conspicuous starting point could be
Immanuel Kant’s oft-cited lines from the “Conclusion” of his Second
Critique: “Two things fill the mind with ever new and increasing admiration
and reverence [Bewunderung und Ehrfurcht], the more often and more steadily
one reflects on them: the starry heavens above me and the moral law within
me.” (Kant, 2015, p. 129) Although Kant just fleetingly mentions the word
sublimity [Erhabenheit] in this section, it is also evident, retrospectively from
his Third Critique (e.g. annex to §29), that the night sky is one of the eminent
examples of modern (natural) sublime besides bare mountains, deserts, wide
and open landscapes, ocean, volcanos, waterfalls, storms, vast dark forests
and the like?; and that the foundations of the aesthetic experience of the
sublime are laid in moral feeling. Thus, it may seem that the aesthetic
reflections on the ENS must be conceived in the framework of the sublime, or
at least some strong references to the tradition of the sublime seem
inevitable. If it is true, it also means that the theoretical problems with the
sublime3 - whether it is up-to-date or obsolete, whether a thick or thin
notion, whether its experience elevates/emancipates or rather astonishes/
overwhelms us, etc. — may simultaneously concern the aesthetic ENS.
Meanwhile there can be further particular issues with the aesthetic ENS, too:
for instance, whether it is considered as an eventually and fundamentally
positive, awe-inspiring experience that touches and strengthens the
awareness of our moral dignity like in Kant, or an essentially negative,
dreadful experience which is associated with the despotic and oppressive
power of a rigid cosmical system like in William Blake; whether it is still
relevant as a live and vivid experience or whether its transformation into
digital images of deep space has already overshadowed it°; whether it has
preserved something of its earlier metaphysical significance or whether it has
become the mere indication of physical space (full of sinister or hopeful
possibilities).

Recently, focusing only on Immanuel Kant’s aesthetics, Jean-Marie Schaeffer analysed the
similarities and differences between the 18th-century aesthetics of nature and contemporary
environmental aesthetics to conclude that the differences outweigh the similarities (Schaeffer,
2018). (I am grateful to one of my blind reviewers for having called my attention to this
article.) However, when I am loosely phrasing the emergence of environmental aesthetics
from the mid-1960s onwards as a kind of “replay” of the rise of modern aesthetics, I mostly
think of pre-Kantian discourses of natural beauty and natural sublime. Although I do not want
to diminish Kant’s significance at all, his aesthetic insights cannot fully represent — for his
transcendental philosophical language cannot adequately treat — the abundance of the
aesthetic ideas of his age and of the previous one from the mid-17th century onwards.

In the pre-Kantian aesthetics it was far from being so evident, most probably due to the
metaphysical ‘burden’ of starry heaven, night sky was often missing from the list of the
aesthetic’ scenes of wilderness, but at least it was not at all the paradigmatic example of the
sublime.

As already Ronald Hepburn discussed it (cf. Hepburn, 1988). It is a quite rarely referred paper,
perhaps due to its only publication in a not easily available Polish academic journal. The
sublime was so much neglected in the aesthetic discourse by the 20th century that it needed
to be rehabilitated for the environmental aesthetics (cf. Brady 2012).

For the sublime as an ardent issue of contemporary aesthetics today, see e.g. (Arcangeli and
Dokic, 2021; Brady, 2021; Shapshay, 2021).

5 Like the breath-taking pics from the Universe’s map, cf. The Sloan Digital Sky Survey, https://
www.sdss.org/ (Accessed: 28 December 2020)
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1. The Sublime and the ENS

If by now the notion of the sublime is theoretically ambiguous, then why not
choose another term or terms to preserve the significance of vivid ENS? Awe,
admiration, wonder, grandeur — could be a few candidates. And why can one
suggest that the ENS is problematic at all? Is it not universally accepted that it
elicits aesthetic experience? Arnold Berleant, for example, argues that we only
have access now to the sublime (understood as negative sublime) which
emanates from the human environment, namely from “a cultural environment
of towering institutions whose power is so great that it cannot be conceived
directly and concretely and exceeds our capacity to grasp it rationally”; we no
longer have access to natural sublime (including the night sky). Moreover,
“ImJost people are no longer aware of the starry heavens that so awed Kant
that he took them to exemplify the sublime. The glow of light from our cities
renders the stars quite invisible.” (Berleant, 1997, p.78) Indeed, our sublime
ENS is significantly different from the starry heavens grasped by Anaxagoras,
Ovid, Blaise Pascal, Joseph Addison, Blake, Kant, Henry David Thoreau® but not
only in that the light and air pollution hinder most of us from seeing the starry
sky in its full brightness every clear (or slightly cloudy) night, or in that we
have to make longer and longer excursions to find a proper spot far enough
away from every human environment for this kind of enjoyment’, but in that
the night sky today, especially from places close to crowded airways, is full of
flying objects: airplanes®, satellites and even the International Space Station.
The image of the night sky used to be the prime example of tranquillity,
immutability and eternity for millenaries. Nowadays it is replete with human
artefacts, and we have to take long and expensive journeys to find a place (in
the middle of a desert, of an ocean or of a distant mountain region, etc.) to
obtain an ENS at least remotely resembling what was universally and readily
available to everybody just a hundred years ago.” Nowadays, the view of a huge
and bright starry sky can even carry the sinister meaning of an horrid solitude
or an unbridgeable distance from the inhabited regions.!° Briefly, the erewhile
common and potentially everyday ENS has become a rare and almost
extraordinary experience to most of us, especially to city dwellers. At the same
time, the idea of night sky and its common associations remain highly

6 Cf., respectively, Aristotle, Eudemian Ethics, 1216a; Metamorphoses, 1. 84-86.; (Pascal, 1688, p.
147); (Addison, 1965, p. 529); e.g. America: Prophecy, plate 10; (Kant, 1892, p. 137); (Thoreau,
1863).

7 For example, the International Dark Sky Places programme was established in 2001 to
worldwide find and to protect “dark sites” for ENS, cf. https://www.darksky.org/our-work/
conservation/idsp/ (Accessed: 28 December 2020)

8 Due to the current covid-19 pandemic, just these days the airways are much less busy, the
night sky has temporarily regained something from her earlier peacefulness.

9 Even then the ENS would often go unnoticed due to its everydayness. Take for example
Tolstoy’s wounded Prince Andrew lying in the battlefield of Austerlitz is wondering at the
immeasurably lofty sky with gray clouds above him: “‘How quiet, peaceful, and solemn; not at
all as I ran,” thought Prince Andrew ‘not as we ran, shouting and fighting [...]: how differently
do those clouds glide across that lofty infinite sky! How was it I did not see that lofty sky
before? And how happy I am to have found it at last!”” (Tolstoy, p. 512)

10 Like in the movie Life of Pi (2012): the magnificent prospects of starry sky from the middle of
the ocean may also express the desperate solitude of the main character. Nowadays such a
crystal-clear prospect can be gained only very far away from human inhabited regions.
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estimated and exploited in our culture, let me refer only to those well-known
and oft-cited or -seen dystopian scenes of popular novels and movies, in which
the night sky (or the sky in general) cannot be seen in the dark future of
humankind.!! The imagined disappearance of the (night) sky is usually
associated with some tremendous loss of humanity - loss in both physical and
moral/spiritual senses. Based on the popularity and universal communicability
of this motif, we may conclude that the archaic spirituality of the direct
prospect of the night sky has been somewhat preserved.

2. Scientific Representations of the Night Sky

Today, in an everyday conversation, if we mention 'night sky', images that pop up
in one’s mind are mostly based on one’s memories, on the one hand, of photos
taken by (or rather compiled by) astronomers by means of their high-tech devices,
by professional photographers who use special filters and exposure durations to
show such colours, shades and details of the night sky as we would be unable to
perceive otherwise, by astronauts (or by satellites and space probes) from the
space, and, on the other, of certain sci-fi or fantasy movie scenes designed by
artists and CGI engineers.”” Undoubtedly, these offer spectacular and
unforgettable pictures of the night sky and deep space. While these artistic or
artificial representations might raise the threshold of our admiration of the ENS, I
think that they have been unable to significantly reshape the traditional ENS, so
to speak. Rather, they may replace it because they are more easily available on
various digital or broadcasted channels. This development of our visual culture
has made the accessibility of real ENS more difficult, and, indirectly, underlines
the recently born features of the latter: rarity and exceptionality.

The accumulation of scientific knowledge about the universe from the time of
Copernicus onwards has also had an influence on our ENS. Arguably, it does not
result in disenchantment (Entzauberung): “what our best science” - as Sandra
Shapshay claims - “tells us is that the night sky is still full of scientific mystery.”
It “gives us a new, informed appreciation of the depths of these mysteries; in such
a case, it supports thick sublime experience” (Shapshay, 2013, p. 197). I admit that
we can still enthusiastically and/or out of curiosity admire the night sky and deep
space (as well as any other vast or small object of nature) through the lens of our
best science, but this admiration is not necessarily of an aesthetic nature'?, and if

11 Like the movies Blade Runner (1982), Matrix (1999) or the most recent The Midnight Sky (2020),
etc. In the latter, the night sky, as an apt projective screen, is the appearance of the hope for
humankind, but there is only one man in this film, with whom we can see it from the Earth,
but he is an exception, the rest of people on Earth have already lost this vision.

12 As for traditional art, while the starry sky is a topos in poetry and belles-lettres of all ages, it is

apparently not a favoured subject for great painters, Vincent van Gogh’s or Edvard Munch’s
canvases seem quite exceptional. For the sky in general as a topic of representational art from
Romanticism to avant-garde, see (Clair, 1999). For the contemporary ‘sky art’, see (Saito, 2017,
pp. 69-92).

Already Edmund Burke recognised that the curiosity, admiration and satisfaction of an
anatomist (i.e. a scientist) upon discovering some “excellent contrivance” in nature, dlffered
from the allurements and pleasures of beauty for an ordinary man (i.e. an aesthet1c1an”)

the former case, whilst we look up to the Maker with admiration and praise, the object whlch
causes it may be odious and distasteful” (Burke, 1990, p. 98) — and what is odious or
distasteful is beyond the scope of the aesthetic (i.e. of the beautiful and the sublime).
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we call it sublime, 1 think, we misuse this term.!* Certainly, it is possible and
customary to extend the sense of 'the aesthetic' to embrace also the intellectual
curiosity and awe — even to set a tight parallelism between aesthetics and
mathematics concerning ENS (cf. Rolston, 2011, pp. 274-5) - but these efforts
seem to me rather a special blend of the aesthetic and the scientific.!> I would
rather insist on that peculiar type of sensuous-spiritual quality (or type of
experience) as 'aesthetic’ which was invented and elaborated from the late
seventeenth century onwards.!® The historical relationship between the
intellectual or 'scientific’ conception of beauty and the imaginative-emotive-
spiritual notion of the aesthetic is a quite complicated issue; suffice it to say that
the very example of the starry sky can cast some light on it. The rise of modern
natural sublime can be interpreted as a reaction to the shift from the finite world
of Ptolemy and even Copernicus to the infinite (immense) universe of Newton,
from the hierarchically ordered cosmos of quality to the horizontally (multi-
sided) extended universe of quantity, from the beautiful, august, divine
fabrication to the sublime abyss of deity, etc.!” Hence it might seem that this
transition offers an ample proof for the indispensability of natural scientific
knowledge for the aesthetic experience of the given natural object or scene,
shortly, for the claim that every aesthetic appreciation of nature must be
eventually based on scientific facts, as several cognitivist environmental
aestheticians claim (e.g. Carlson and Parsons, 2008; Parsons, 2008). However, in
her important paper, even Patricia Matthews acknowledges that not every bit of
new scientific information has relevance for our aesthetic experience, only that
kind of knowledge matters which “can change our aesthetic assessment of the
object by changing how we perceive it.” (Matthews, 2002, p. 44) Newton’s and his
fellow-naturalists’ astronomical discoveries undoubtedly changed the way we
perceive the starry sky, and this change could stimulate the rise of the natural
sublime from Pascal to Shaftesbury and Addison, from John Baillie!® to Kant and

4 “Wonder” as an alternative to “sublime” has already been recommended by Philip Fisher,

although at the expense of the oversimplification of the sublime as religious feelings * “under
aesthetic disguise” and as the “aestheticization of fear” (cf. Fisher, 1998).

15 Already in 1725, Francis Hutcheson speaks in the Mathematical Style” about the beautiful in
objects, 1nclud1ng the works of nature, as ‘a compound Ratio of Uniformity and Variety”. As
for the heavenly bodies, we need * Reasonmg and Reflection” to be able to sense beauty in
these giant structures (Hutcheson 2004, pp. 29-31). The “starry Hemisphere” is a “complex
idea” which is “Beautiful, Regular, Harmonious” (p. 22) inasmuch as the regular revolutions of
the planets, the repetitions of the appearances of the sky with “invariable Constancy”, etc.

“are the Beautys which charm the Astronomer and make his tedious Calculations
pleasant.” (p. 31) This beauty of the starry sky seems rather a reward for tiresome scientific
labour, and only available to a naturalist; moreover, it leaves the question answerable how it is
possible to enjoy and to admire the night sky without proper astronomical knowledge.

16 Recently, concerning mostly Addison’s essays, I wrote about this “sensuous-spiritual” as

(proto-)aesthetic quality in more detail (cf. Szécsényi, 2020, pp. 59ff) Or as David B. Morris
claims in his seminal book, commenting Addison’s reflections upon the effects the ocean can
take on the imagination: Slmply by opening his eyes to the sublimity of nature, a reasonable
being can achieve a new power of religious conviction, one made accessible by the
imagination, rendered persuasive by the feelings, and ultimately confirmed by the
understandmg (Morris, 1972, p. 137) By “sensuous- sp1r1tual” I mean something quite like
Morris’ “imaginative perception” as an alternative “way of knowing the Deity”, but,
concerning the later developments, it does not necessarily have to be something rellglous or
theological in the traditional sense.

17 For the classical interpretations of this shift, see, e.g. (Koyré, 1957; Tuveson, 1960). For the
rise of natural sciences in general and their role in the shaping of modernity, see, e.g.
(Gaukroger, 2010, pp. 11-54).

18 The author of An Essay on the Sublime (1747).
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further. At the same time, alchemical and natural magical elements (besides
further ones from different theologies, anthropologies, literature, etc.) were
also forged and exploited in the same process of invention of natural sublime
of ENS: this may suggest that the manner and the purpose of application
could be more relevant than the origins or scientific establishment of the
applied elements. Moreover, it is also telling that Pascal and Kant refused the
active role of new natural scientific insights in the (proto-aesthetic) wonder of
the infinity of space (Pascal, 1688, p. 147) or of the starry sky.!” To Kant,
Thoreau and many others, it has remained a breath-taking and awe-inspiring
experience of an enormous canopy with amazing colours and lights: “we must
regard [the starry heaven] just as we see it, as a distant, all-embracing,
vault.” (Kant, 1892, p. 137) — as it was in the case of the Ptolemaic and
Copernican heavens.?’ Natural sciences have never had exclusive authority in
determining what was 'nature’ for the modern sublime experience of nature.?!
Although the concept of an infinite universe came from the natural scientific
discoveries of the age, the response to this new situation, the contents,
structure and associations of the natural sublime of ENS cannot be fully
understood only from the scientifically triggered change of our perception.

My major aim, however, is not to contribute to the long and still ongoing
debate concerning the role of scientific knowledge in the aesthetic
appreciation of nature, it suffices to say that my position is closer to e.g.
Ronald W. Hepburn’s, Emily Brady’s and Beatrice Beressi’s who have claimed
that “attempts to make the aesthetics of nature an annex of the natural
sciences should be treated with suspicion” (Beressi, 2020, p. 744), that is, who
have raised doubts on the cognitivist explanation — elaborated extensively by
Allen Carlson and Glenn Parsons, also developed by Matthews, Shapshay and
(with historical interest) by William M. Barton (Barton, 2016) amongst many
others - of the aesthetic experience of nature. In the case of the night sky, in
the paradigmatic Kantian sense, we “can look to the left and the right, and all
around” - as Brady writes —, “but it seems to go on forever, filling space and
extending outwards in all directions in such a way that we cannot put any
boundaries around it through perception. Through this kind of aesthetic
experience, we have a kind of sensuous feeling for the infinite, one which is
quite different from any kind of intellectual, mathematical idea of it.” (Brady,
2013, p. 60 — my emphasis, E. Sz.)

19 For more details about the incompatibility of Kantian aesthetics of nature with the realist/
objectivist demands of the cognitivist environmental aesthetics, see (Schaeffer, 2019, p. 63).

20 Interestingly though, in the above quoted “Conclusion” of the Second Critique, Kant still
speaks about the sublimity of the starry heavens in the context of the infinite other worlds
discovered by telescopes; in the Third Critique, however, he already excludes these (scientific)
reflections from the aesthetic experience of natural sublime (cf. Etlin, 2012, p. 231).

21 The vast canopy of the night sky in itself is too big for our imagination, as Kant observed. As if
our imagination could not keep pace with our intellect, and it could not absorb all aids and
new information from our science. If I gaze at the Orion as I did already decades ago, by now I
can know that its famous cloud is a nebula, or that the rising Sirius, “behind” Orion, the
brightest fixed star from the Northern hemisphere, is actually a double system, etc. Has my
aesthetic appreciation of the night sky changed due to my enlarged astronomical and
astrophysical knowledge? Maybe a little, although my accumulated life-experience matters
much more in this respect. But has my aesthetic judgement become more proper or more
correct? — as Matthews claims (Matthews, 2002, p. 45). Has my wonder become more profound
or ‘thicker’? I don’t think so.
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In what follows, I shall raise just one further issue concerning the live ENS
available to us within the framework of the sublime but not from the angle of
the sensuous feeling for the infinite space.

3. The Night Sky as Time-Experience

Two years after his death, the last paper of Hepburn, the father of
environmental aesthetics, came to light under the title “The Aesthetics of
Sky and Space” (Hepburn, 2010).2% The title is already telling: the (aesthetic)
experience of sky, either day or night one, is usually connected to — or even
identical with — that of space (or recently deep space). My further remarks,
however, concern time. When I just began to write this essay, I bumped into
an astronomical news article in which a rare appearance of the night sky was
recommended: the approximately one-month close of Saturn and Jupiter
from earthly perspective.?3 The previous one occurred far before my birth, the
succeeding one will do after my death.?* So this was the only opportunity in
my whole life to enjoy this particular heavenly spectacle, had I missed it, it
would have been gone forever. However, I (together with my readers, of
course) have never seen, for example, an explosion of a supernova. If
Betelgeuse of Orion remains calm for a few more decades (which is close to
nothing in the lifespan of an 8-8.5 milliard-year old red supergiant), I will
never see such a magnificent singularity.?® Decades ago, when I was a teenage
schoolboy wanting to be an astronomer for a short time, I spent hours and
hours examining the night sky through my small refractor. And in one of
those cold and clear winter nights (which I used to prefer to warm and balmy
summer ones, perhaps because — as Thoreau had remarked in his essay A
Winter Walk,~ “The heavens seem to be nearer the earth” at this season),
there was one long minute when I thought that I was being a witness of an
outburst: it was incredible and unforgettable. Suddenly, a giant star appeared
in the sky, it was seemingly motionless in the constellation in which it
kindled, and it was much brighter than any other stars and planets. I was just
gazing at it with my naked eye (my small glass was useless to scan stars
anyhow). Then I had to realize that it was the reflector of a fighter jet from
the nearby military airbase, and it just happened to fly in the very direction
of me for a minute or so, then the pilot switched the headlight off and turned
his MiG-23 Flogger away, by that time I heard its engine - the miracle was

22 OQriginally it was a lecture that Hepburn delivered in the conference Celestial Aesthetics: The
Aesthetics of Sky, Space and Heaven held in Heindves (Finland) in 2009. Cf. further later
developed presentations from this conference (Berleant, 2010; Rolston, 2011; Saito, 2017, pp.
69-92).

%3 Later this event gained a high reputation in the world press, a little bit surprisingly, because it
was much less spectacular than, for example, a total eclipse.

2 1 found quite different data, according to the first reports, the last similar spectacular
conjunction happened in the eighteenth century, the next will do in 2080; according to others,
these two giant planets have not been this close to each other in a dark sky from the Earth for
800 years, and we should wait 400 years for the next occurrence.

%5 The light takes more than half a millennium to arrive from this star to the Earth, thus perhaps
Betelgeuse has already been burst for a while, still perhaps I do not have enough lifetime to
abide those gorgeous beams.
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over. These examples,?® although in quite different ways can show how
personal life (its timespan, its fears and hopes) could shape or give meaning
to the ‘cosmic time' and vice versa in ENS. In addition, our earlier encounters
with the night sky, in so far as we dwelled upon those occasions, were often
or perhaps always existentially significant for us, and their memories, as in
the above examples, carrying relevant moments of our past, can also come
into play during our current ENS, as it were, we can experience a kind of
emancipation from eternity to lived time in ENS, or, in Blake’s words, we can
directly feel that “Time is the Mercy of Eternity.” (Milton: A Poem, Plate 24, In.
72) Simultaneously, in this lived time of ENS we can also feel a unique timely
bond to our ancestors, contemporaries and descendants: the night sky -
obviously in its 'intact’' prospect (that is, unaltered by our technological
civilization, e.g. if we happen to look up the starry heaven travelling halfway
on the Trans-Siberian Express) — is perhaps the only available particular
‘object’ that has been immutable throughout the history of our race.?” Since
time immemorial every generation has had the opportunity to wonder at
almost the same breath-taking sight of the starry sky, while everything else in
our environments has changed and is incessantly changing.

From the extended history of modern aesthetics, I take Francesco Petrarca’s
famous letter of c. 1350-1352, backdated to 1336, on his climb of Mont
Ventoux, when his “only motive was the wish to see what so great an elevation
had to offer." (Petrarch, 1898, p. 307) Amongst the several possible
interpretations, now I read it as a report of an attempt to experience the Whole
of nature in an enormous prospect, that is, in space: this Whole is identical
with the divine that establishes and embraces every existence in nature (cf.
Ritter, 1974, pp. 141-147). Once the poet laureate with his brother reaches the
summit, he looks around and recognizes the astonishingly broad view in space,
still he surprisingly soon loses his interest in this prospect; after a few lines of
description in quite a neutral tone, we can read: “Then a new idea took
possession of me, and I shifted my thoughts to a consideration of time rather
than place [Occupavit inde animum nova cogitatio atque a locis traduxit ad
tempora).” (Petrarch, 1989, p. 314) As a result of this shift from places to time,
Petrarca begins to meditate on his life, his past, present and possible future,
much more intensively and in greater length than on the spatial view before.
There is an exciting play between space and time: the apparent diminution of
spatial distances in his view from the peak are paralleled with, or rather
engender, a densification of (personal) time in his mind. His past and future
come closer to each other, he is intensively reflecting on the significant events
of his life, he is finding new perspectives to see and to evaluate them, he is
extending his contemplation backward and forward including afterlife. Space
somehow belongs to the terrestrial area, while time to the spiritual. After a
% All of these employ some scientific knowledge about the sky, but these bits of information are

quite occasional and contingent, easily replaceable with another ones, with even the

traditional image of the eternal and stately rotating starry heaven decorated exceptionally
with comets and “falling stars” or their culturally mediated memories.

27 Ttis not true in a precise astronomical sense, of course, we know that even the “fixed stars” are
moving and changing their position in our sky, but the time-scale of their motion is
practically beyond human comprehension and experience.
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fleeting return to some geographical details of the actual view, the poet opens
St Augustine’s Confessions in whose tenth book he happens to find this
sentence (X. viii. 15.): “And men go about to wonder at the heights of the
mountains, and the mighty waves of the sea, and the wide sweep of rivers, and
the circuit of the ocean, and the revolution of the stars, but themselves they
consider not [Et eunt homines admirari alta montium et ingentes fluctus maris et
latissimos lapsus fluminum et occeani ambitum et giros siderum, et relinquunt se
ipsos].” (Petrarch, 1898, p. 317) Besides high mountains and other magnificent
natural scenes, there is the starry sky amongst the examples of worldly
(therefore worthless) wonders of huge quantity. This ascetic-Platonic refusal
means that Petrarca still saw an unbridgeable gap between terrestrial and
celestial, between the visible-sensuous and the invisible-spiritual. His
enterprise, although it seems modern and unprecedented in many respects, to
grasp the Whole in a landscape-view could not have been ‘aesthetic’ in our
sense, the play between the spatial and the temporal was intriguing but
remained only rhetorical, and did not constitute a balanced structure of the
experience: his spirit could not work, with Hepburn’s phrase, as a
“metaphysical imagination”.?® This is why even ENS could be refused, at least
as a physical experience, despite the traditional estimation of the starry
heaven as the visibility and the presence of our cosmos (Ritter, 1974, p. 148),
and/or despite that the contemplation of starry sky had been held to be the
metaphysical destiny of humankind (cf. Aristotle’s Eudemian Ethics 1216a;
Ovid’s Metamorphoses, 1. 84-86.)

Yet Petrarca clearly recognised how the vision of a vast space in landscape
could intensively evoke the sense of time - which can offer us a useful
parallelism between vast landscapes and the night sky. Traditionally, the latter
can be considered as the display of ‘astronomical’ time being expressed in
distances? in an Einsteinian or Lemaitrian space; as the monumental
reminiscence of both the ‘mythological’ and ‘cosmogonical’ time®; as the
message board of ‘astrological’ time; regarding its majestic revolution, as the
basis of our calendar; and also as — maybe firstly and mostly — the profound
experience of personal lifetime. Pre-eminently, the latter is the spectator’s
vivid and strong feeling of the finitude of her own life. While experiencing
immense space (and power) has a potential to overwhelm the spectator, and
she can sense her own existential insignificance (as it is a commonplace from
Pascal’s encounter with spatial infinity onwards),3! time may have an exciting,
28 Metaphysical imagination “connects with, looks to, the ‘spelled out’ systematic metaphysical

theorising which is its support and ultimate justification. But also it is no less an element of

the concrete present landscape-experience: it is fused with the sensory components, not a
meditation aroused by these.” (Hepburn, 1996, p. 192)

2 In the lightyears between different cosmic bodies and the Earth, in the diameters of nebulas
and galaxies, in the length of intergalactic filaments, etc., or in the hypothetical age of our
Universe (currently 13.8 milliard years).

30 Either frozen in the constellations (many of which tell some old and tragic stories that had
happened between gods and humans), or represented in the more ancient ideas of distant
Uranian god(s) (cf. Eliade, 1987, p. 118). Even nowadays the imagination of our scientists
constructs mythological names for their astronomical objects from black hole and dark energy
to blue giants and brown dwarfs, etc. (cf. Berleant, 2010, p. 142).

51 At least this has been the customary description of the first or initial phase of the sublime
experience of immense space.
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elevating, emancipatory potential quite different from space’s. The sense of
finitude may immediately raise a feeling of uniqueness and inimitability on a
cosmic scale, without there being any hubris or anthropomorphising. During
ENS the spectator does not think of herself as the ruler of the universe, as the
only source of meaning in the void, or as someone who possesses moral
superiority over immense physical objects and dimensions - even if she
necessarily and always stands in the centre of ENS, i.e. in the physical centre of
the perceived hemisphere. The position she gains is still a special one from
where she can reflect on the sky, on Earth, on herself, on her own life and on
the history and future of the human race, on the relationship between all
these, eventually on the relationship between past, present and future.
Although the spatial and the temporal aspects of ENS are eventually
inseparable, they can have different and complementary functions in aesthetic
appreciation.3?

In his essay Night and Moonlight, Thoreau remarks that the light of the Moon
“is more proportionate to our knowledge than that of a day. It is no more dusky
in ordinary nights, than our mind’s habitual atmosphere, and the moonlight is
as bright as our most illuminated moments are.” (Thoreau, 1863, p. 583) One
and half centuries earlier, in the first piece of his Spectator series “Essays Moral
and Divine” (1714) written in Pascalian inspiration, Addison tells the story of
his “Sun-set walking in the open Fields, till the Night insensibly fell upon”
him. The amazing and spectacular sight of the starry sky with the glowing
Milky Way was completed by the rising “full Moon [...] in that clouded Majesty,
which Milton takes Notice of”: all this “opened to the Eye a new Picture of
Nature, which was more finely shaded, and disposed among softer Lights than
that which the Sun had before discovered to us.” (Addison, 1965, p. 529) With
these two quotations, finally, I would like to set up a hopefully illuminating
analogy between this experience of reverberation under the starry sky and the
time-experience of ENS: an analogy between the relationship of cosmic light-
beams with the nightly lighting of nature on Earth and that of cosmic time
(eternity) with lived personal time.3® Both types of experience may help us
elaborate an aesthetic interpretation of ENS which — without drawing on some
illusionary unity or harmony with some Whole and without any distorting
projections of anthropomorphising — could relate us to the radical otherness
and even inhumanity of the night sky. And, although to different extent, both
cited authors can suggest the multisensory features of ENS, which is never
identical of the mere view of starry sky, but it contains — as its constitutive
element - the terrestrial environment (specially illuminated terrestrial
landscapes, sounds and voices, smells, tastes, breezes, heat and coolness, etc.).
The spectator is at the centre of ENS, but not of the universe or even of the
52 There are, of course, other scenes or sources around us in which we can aesthetically feel and

live the temporality of our existence, like, commonly, the sites of ancient or modern ruins, or

the surface of Earth regarded as a gigantic ruin (after Thomas Burnet’s popular theory of the

late 17th century), or the “sic transit...” lessons from the history of humankind, or even some

foxed photos in a family album, but the night sky offers something else due to its radical
otherness and the immutability of its vast prospect.

3 It might seem interesting to refer to Lyotard’s (and Barnett Newman’s) “sublime Now”, but I
can only indicate here that their “sensation of time” differs from the above outlined
timeexperience of ENS (cf. Lyotard, 1991, pp. 89-107).
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cosmos; she can simultaneously experience another ‘Picture of Nature’ with
the previously hidden details now disclosed only by the Moon- and starlight -
and another state of herself.

Here I can also refer to a passage by Hepburn, even if he insists on the
vocabulary of space and body there. In his late evening walk to a Lake District
tarn he found, besides the “wonderful enjoyment of the unbroken level surface
of water”, that “The moon reflects on the tarn; and that bright, tiny addition to
the scene prompts a momentous further change”: he could realize that he was
“simply a solitary tarn-watcher” no more, but “one who walks the surface of a
planet suspended in a space”, his “sense of bodily size and scale” and his
“position” were “determined by [his] relationship with” “other heavenly bodies,
planets, satellites and stars” (Hepburn, 1998, p. 273). The reverberation of the
Moonlight on the surface of the tarn triggered a sense of an extended self;
applying it to the time-experience of ENS, we could say that it is the sense of
the past-present—future of both the spectator and the human race on Earth. As
if this dimension of the night under the starry sky would have been recognised
in the ancient concepts of dreams and prophetic visions, at least in dreams the
self’s sensations are intensified and she is partly emancipated from her bodily-
physical and timely barriers. This was called Selene’s realm who was the sad
lover of Endymion, the shepherd sleeping and dreaming for ever in a cave, and -
as the eighth Orphic Hymn says — she was “the Mother of Ages”, the “Fair lamp
of Night, its ornament and friend, / Who giv’st to Nature’s works their destin’d
end” (Taylor, 1792, p. 126).

4. Concluding Remarks

In the late 17t and the 18™ centuries, on the emergence of modern aesthetics,
the task was to re-discover the night sky as natural sublime in the context of
immense space, reconfiguring its earlier metaphysical and mythological
contents; nowadays the task could be to re-discover the quasi-Ptolemaic
scheme of aesthetic ENS and to re-appropriate its existentially relevant
contents, reconfiguring the claims of natural scientific curiosity and awe, or,
more generally, those of the scientific culture in modern Europe, whose most
distinctive feature has been “the gradual assimilation of all cognitive values to
scientific ones.” (Gaukroger, 2006, p. 11) While the night sky can represent
unreachable spatial distances and incomprehensible timescale, some radical
otherness and inhumanity, in ENS as an aesthetic experience of the sublime, it
is connected or rather related to the Earth including the peculiar
circumstances of the experience (the enlightening of terrestrial landscape,
voices, smells, etc.), to human race (its past and future), and to the personal life
of the spectator. According to my non-cognitivist interpretation, one can
exploit the aesthetic potentials of the ENS if one regards the night sky as a
reverberation of the cosmic time into the lived world and one’s own lifetime,
and not as an inexhaustible fund of astronomical and astrophysical riddles.
Certain pieces of scientific knowledge can - as have often — become ingredient
of the aesthetic ENS, but this knowledge is not all-explaining, nor exclusive,
not even constitutive here: the aesthetic spectator of the night sky will only, so
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to speak, cherry-pick from the buffet table provided by our “best science”, she
may find some intriguing or inspiring grains of information, indeed, at the
same time she permanently uses and applies several other, quite diverse,
sources including the elements of the cultural heritage of humankind and
those of her own life-experience (her earlier encounters with the night sky, her
fears and hopes, etc.). Nowadays, the experience of this reverberation can
immediately give a warning: we have one Earth, one world and one life to
enjoy, live and preserve; it is not simply anthropocentrism in the pejorative
sense of the word, rather an intensively felt awareness of the uniqueness of the
sublunary sphere.

References

Addison, J. et al. (1965) The Spectator, Vol. IV. Edited by D.F. Bond. Oxford: Clarendon
Press.

Arcangeli, M. and Dokic, ]. (2021) ‘At the Limits: What Drives Experiences of the
Sublime’, The British Journal of Aesthetics, 61(2), pp. 145-161.

Barton, W.M. (2016) Mountain Aesthetics in Early Modern Latin Literature. London:
Routledge.

Beressi, B. (2020) ‘Between Nature and Naturalism: A Critical Engagement with the
Natural Environmental Model of Aesthetics’, The Heythrop Journal, 61, pp. 737-748.

Berleant, A. (1997) Living in the Landscape: Towards an Aesthetics of Environment.
Lawrence: University Press of Kansas.

Berleant, A. (2010) ‘Celestial Aesthetics’, in Sensibility and Sense: The Aesthetic
Transformation of the Human World. Exeter: Imprint Academic, pp. 137-153.

Brady, E. (2012) ‘The Environmental Sublime’, in Costelloe, T.M. (ed.) The Sublime: From
Antiquity to the Present. Cambridge: Cambridge University Press, pp. 171-182.

Brady, E. (2013) The Sublime in Modern Philosophy: Aesthetics, Ethics, and Nature.
Cambridge: Cambridge University Press.

Brady, E. (2021) ‘Global Climate Changes and Aesthetics’, Environmental Values
(forthcoming)

Burke, E. (1990) A Philosophical Enquiry into the Origin of our Ideas of the Sublime and the
Beautiful. Edited by A. Philips. Oxford: Oxford University Press.

Carlson, A. and Parsons, G. (2008) Functional Beauty. New York: Oxford University Press.
Clair, J. (ed.) (1999) Cosmos: From Romanticism to Avant-garde. Miinchen: Prestel.

Eliade, M. (1987) The Sacred and the Profane: The Nature of Religion. Translated by W.R.
Trask. New York: Harcourt, Brace & World, Inc.

Etlin, R.A. (2012) ‘Architecture and the Sublime’, in Costelloe, T.M. (ed.) The Sublime:
From Antiquity to the Present. Cambridge: Cambridge University Press, pp. 230-273.

Fisher, Ph. (1998) Wonder, the Rainbow, and the Aesthetics of Rare Experiences. Cambridge,
MA: Harvard University Press.

Gaukroger, S. (2006) The Emergence of a Scientific Culture: Science and the Shaping of
Modernity, 1210-1685. Oxford: Clarendon Press.

Gaukroger, S. (2010) The Collapse of Mechanism and the Rise of Sensibility: Science and the
Shaping of Modernity, 1680-1760. Oxford: Clarendon Press.

Hepburn, R.W. (1988) “The Concept of the Sublime: Has it any Relevance for Philosophy
Today?’, Dialectics and Humanism, 15(1-2), pp. 137-155.

Hepburn, R.W. (1996) ‘Landscape and the Metaphysical Imagination’, Environmental
Values, 5(3), pp. 191-204.

Hepburn, R.W. (1998) ‘Nature Humanised: Nature Respected’, Environmental Values, 7(3),
pp. 267-279.

Remarks upon the Aesthetics of the Night Sky

62



Hepburn, R.W. (2010) ‘“The Aesthetics of Sky and Space’, Edited by E. Brady,
Environmental Values, 19(3), pp. 273-288.

Hutcheson, F. (2004) An Inquiry into the Original of Our Ideas of Beauty and Virtue. Revised
Edition. Edited by W. Leidhold. Indianapolis: Liberty Fund.

Kant, I. (1892) Kritik of Judgment. Translated by J.H. Bernard. London; New York:
Macmillan.

Kant, I. (2015) Critique of Practical Reason. Revised Edition. Translated by M. Gregor.
Cambridge: Cambridge University Press.

Koyré, A. (1957) From the Closed World to the Infinite Universe. Baltimore: The Johns
Hopkins University.

Lyotard, J-F. (1991) The Inhuman: Reflections on Time. Translated by G. Bennington and
R. Bowlby. Cambridge: Polity Press.

Matthews, P. (2002) ‘Scientific Knowledge and the Aesthetic Appreciation of Nature’, The
Journal of Aesthetics and Art Criticism, 60(1), pp. 37-48.

Morris, D.B. (1972) The Religious Sublime: Christian Poetry and Critical Tradition in 18"
Century England. Lexington: The University Press of Kentucky.

Parsons, G. (2008) Aesthetics & Nature. London: Continuum.

Pascal, B. (1688) Thoughts, Meditations, and Prayers, Touching Matters Moral and Divine,
as they were found in his Papers after his Death. Translated by J. Walker. London: Jacob
Tonson.

Petrarch, F. (1898) ‘The Ascent of Mount Ventoux to Dionisio da Borgo San Sepolcro’,
Translated by J.H. Robinson, in Robinson, J.H. (ed.) Petrarch: The First Modern Scholar
and Man of Letters. New York: G.P. Putnam, pp. 307-320.

Ritter, ]. (1974) Subjektivitct. Sechs Aufsdtze. Frankfurt am Main: Suhrkamp Verlag.

Rolston, H., I1I. 2011. ‘Celestial Aesthetics: Over Our and/or in Our Heads’, Theology &
Science, 9(3), pp. 273-285.

Saito, Y. (2017) Aesthetics of the Familiar: Everyday Life and World-Making. Oxford: Oxford
University Press.

Schaeffer, ].-M. (2018) ‘Esthétique de la nature ou esthétique environnementale?’,
Nouvelle Revue d’Esthétique, 22(2), pp. 55—-63.

Shapshay, S. (2013) ‘Contemporary Environmental Aesthetics and the Neglect of the
Sublime’, The British Journal of Aesthetics, 53(2), pp. 181-198.

Shapshay, S. (2021) ‘A Two-Tiered Theory of the Sublime’, The British Journal of
Aesthetics, 61(2), pp. 123-143.

Szécsényi E. (2020) ‘The Jesuit Thread in Joseph Addison’s Aesthetics’, in Boulard
Jouslin, C. and Ertler, K-D. (eds) Addison and Europe / Addison et I' Europe. Berlin: Peter
Lang, pp. 49-63.

Thoreau, H.D. (1863) ‘Night and Moonlight’, The Atlantic Monthly Magazine, November,
pp. 573-583.

Tolstoy, L. (n.d.) War and Peace. Translated by L. and A. Maude. Planet eBook.

Tuveson, E.L. (1960) The Imagination as a Means of Grace: Locke and the Aesthetics of
Romanticism. Berkeley; Los Angeles: University of California Press.

Endre Szécsényi

Department of Aesthetics

ELTE - E6tvos Lorand University
H-1088 Budapest, Mtizeum krt. 6-8.
szecsenyi.endre @btk.elte.hu

Remarks upon the Aesthetics of the Night Sky

63



Patterns of Musical Time
Experience Before and After
Romanticism

Balint Veres

The article pays homage to the leading authority of 20 century Hungarian music aesthetics, Jozsef
Ujfalussy, by connecting his heritage to more recent research on the problems of musical time and
notably to the study pursued by Raymond Monelle. Rather than a perennial invariant, Monelle
interpreted musical time as a historically changing phenomenon constituting implicitly the basic levels
of musical semantics, as they have developed throughout the Baroque, Classical and Romantic eras. The
present study focuses on the last of these paradigms, claiming that the Romantic experience of musical
time has dominated both the production and the reception of music culture up to this day. The
Romantic musical experience is based on a latent ‘framework contract’ between composition and
audience, which drives the meanings attached to the experience of musical temporality. This latent
agreement warrants a need for conventional compositional forms and simultaneously the insufficiency
thereof. | Keywords: Musical Experience, Temporality, Romanticism, Romanticized Hearing, Musical Genre
Theory

1. The Problem of Time in Music

The problem of time in music was solved a long time ago, about
a century and a half. Few aesthetic clichés are set more firmly in the
public consciousness than the words of wisdom repeated to boredom
that ‘music is the art of time’. But it is precisely the old and generally
accepted commonplaces that we sometimes have to examine deeper to
discover and resolve their contradictions. (Ujfalussy, 1962, p. 55)

Half a century ago, the notable 20 century Hungarian philosopher of music,
Jézsef Ujfalussy, thus formulated the task he was trying to accomplish in one of
the chapters of his main work, The Musical Image of Reality [A valdsdg zenei
képe] (1962, pp. 55-71). Ujfalussy sought to shift the seemingly banal and
rather vague view of music as a ‘time art’ from a deadlock by validating its
spatio-temporality, that is, the spatial aspects that covertly accompany the
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eminent temporality of musical experience.! He articulated his theoretical
intention against the view of aesthetic immanence: an idea that originated
from and prevailed within German idealism. Ujfalussy placed his studies on
musical spatio-temporality into a broad horizon along the question of musical
meaning that is socially formed. This approach makes his work comparable not
only to Marxist musicology of the Soviet-Russian era but also to the later
research of many Western poststructuralists, among others Lawrence Kramer
(1990), Susan McClary (2000) and Jacques Attali (1985).2

One of these poststructuralist researchers, Raymond Monelle (2000) attributed
particular importance to the problem of musical time. In chapter 4 of his
seminal book The Sense of Music, he examined the historical development of
temporalisation in composed music and as one of the first moments of
grasping musical semantics, he highlighted the layers of meaning in
historically changing forms of temporalities in musical works.> The present
study, building primarily on Monelle’s insights (and also referring back to the
task set by Ujfalussy), seeks to characterize the time experience of musical
Romanticism that reigns to this day and defines not only the musical
experience of many people today but affects the general time experience as
well. My intention is to demonstrate that Romantic musical experience is
based on a latent ‘framework contract’ between the piece of music and the
audience that directs and coordinates the meanings attached to the experience
of musical temporality. This latent agreement warrants the need for
conventional compositional forms and simultaneously the insufficiency
thereof. In order to make my position more explicit, I should clarify in the first
place the preceding historical process from which the Romantic experience of
musical time has emerged.* Thus, my first step will be to briefly reconstruct
the temporal poetics of Baroque and Viennese Classical music; only then shall
I return to the original question: the musical expression of the temporal
experience in modernity.

2. Ambiguity of Musical Time Experience

The starting point can be nothing more than to state that music is temporal in
its deepest essence and is even a transfiguration of time itself.> In music, time
is preserved and denied at the same time; in a dialectical cycle it ceases and
gets exalted. As Schelling (1989, 107 ff.) has already put it, although the self-

1 Ujfalussy’s considerations are in agreement with the criticism that was influentially
explicated recently by William John Thomas Michell and other interdisciplinary scholars with
regard to the modern standpoint of art theory emerged from Lessing's coat, by subordinating
the mediums of arts to the separated and opposed dimensions of spatiality and temporality
(Mitchell, 1986).

For the broader context of post-World War Soviet-Russian and East European musicology
compared to Western European and Anglo-Saxon (post)structuralist musicology, see Marta
Grabdcz (2009).

E Further notable readings in this respect are Jonathan Kramer (1988), Giséle Brelet (1949), and
Jerrold Levinson (1997).

4 In the following, the terms ‘modern’ and ‘romantic’, which Hegel already used in a related
sense, are treated as quasi-identical concepts. For an updated explanation of the concept of
‘romantic,’” see Maarten Doorman (2004).

5 For highly elaborate formulations of this commonplace, see Vladimir Jankélévitch (1961).
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absorbed listening surrenders itself into a moving flux of sound while
perceiving the musical process, the latter reaches a resting point in the final
chords, which exerts a retroactive effect on the listening experience. The piece
of music, both as an ongoing occurrence and as a completed deed, especially in
the eyes of the early Romanticists, is honored as the prime path of ascension
for the human spirit. They consider it to be reminiscent of philosophical
contemplation because of its form, without complicating the spirit with
overweight conceptuality (cf. Bowie, 2001, p. 42). The result of the above-
mentioned retroactive listening experience is that a work of music becomes
what it precisely is in the very moment it has been completed in its
performance. It is born just when it passes away and becomes the content of
memory and retrospection, as if it has always belonged to the past tense, not to
the present.

In the memory, the temporality of the musical process transfigures into
something spatial, the imaginary spatialization of its building blocks. “Time in
succession becomes a spatial juxtaposition through memory,” Ujfalussy (1962,
p. 61) writes, referencing the forefather of Western music philosophy,
Aristoxenus.® Thus, the work of music follows contradictory drives: in its
progression, it meets the expectation of the listener for formal fulfillment and
completion that leads into mental spatialization; but at the same time, it
procrastinates the achieving of its objective identity. This tension characterizes
the piece of music not only in terms of the spatiality that emerges from
temporality, but also in its materiality which is acoustically perceivable, and
transfigures into an intellectual content within the musical process. This
musical content can only come into existence in our imagination. Thus,
although music works with the utmost real in our existence: our time, it still
casts doubt on the pressing of ever-flowing time, when it establishes itself in
the realm of memory and imagination.

Music also interrupts our everyday time experience in multiple ways, because
in music, not only natural and cultural time, but also syntactic and semantic
time separate from each other. The evolving of the musical process, that is the
well-constructed sequence of musical signs, is tied to a certain chronological
order of the piece in contrast with its retroactive meaning, which has
a kairological character (cf. Monelle, 2000, pp. 81-114).” The time of
signification is thus something quite different from the temporality of the
signified. On the one hand, there is a measurable continuum, on the other
hand, an undivided whole that Henri Bergson (1912) called ‘durée, i.e.
duration.

To sum up, while a work of music constitutes its own time in imagination and
memory, at the same time it suspends the ‘actual’ time, that is the external

6 For the original reference see Aristoxenus (1902, sect. 38-39, pp. 193-194).

7 Contrary to the quantitative concept of chronos, understood as a continuity and progress and
as a linkage of successive events, ancient Greek thinking already formulated the qualitative
concept of kairos, another kind of time that is indeterminate, directionless, unpredictable,
decision provoking (or provoked by decision), and which get conceptualized in Aristotelian
rhetorics as the ‘right moment, in Christian theology as a ‘moment of grace’ or ‘divine order’.
(Cf. McNeill, 1999, p. 44; Sipiora and Baumlin, 2002)
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continuity of the durée of remembrance and imagination. In other words, it
suspends the ‘real’ present time, and gives place to the piece to flourish, whose
final chords have resounded just now. But this summary would be hasty, and it
was exactly from this haste that a misunderstanding of the constitutive
historicity of Western music came out. The historical aspects of our music
culture have not been grasped yet by acknowledging the fact that music
possesses a specific kind of time of its own, and its own durée is characterized
by the spatial qualities of memory and imagination. The historicity typical of
Western culture can be grasped where the relationship between musical time,
as structured in the compositional form, and the subjective experience of time
goes through changes. From this perspective, we can find very similar fault
lines in the modern history of European music as recognized by Foucault
(1972) in the epistemology of the modern age.?

Monelle carried out a thorough historical study on the forms of musical time,
i.e. musical temporalization in the above sense, drawing on the philosophical
theories of Henri Bergson and the literary scholar George Poulet (1956). His
insights offer analytical perspectives that have remained largely untapped
so far and can contribute to provide renewed intellectual adventure for our
present by the highly respected concert repertoire. “In music we have been
so preoccupied with formal categories that we have found no name for the
genre of nineteenth-century instrumental music, the musical novel indeed.” In
a self-evident and yet provocative way, Monelle (2000, p. 119) summarizes
a conclusion that he draws from the comparative analysis of musical
temporalizations in Baroque, Classical, and Romantic repertoires. In general,
these three repertoires of musical works, the most prominent ones in Western
music history, are considered from the perspective of musicology — that is
based on Formenlehre — to be three variations of a single paradigm, the
European major-minor tonality. However, they form three dramatically distinct
modes of musical time.

3. Temporalities in Baroque and Classical Music

Linking Monelle’s considerations to the insights put forward by Hans-Georg
Gadamer (1986, pp. 3-53), we can state that Baroque music has a kind of festive
character in a temporal sense. Now, the time of the feast, in contrast to its
today misinterpretation, in its original sense would not remove us from our
normal selves, nor would it put ‘real’ time in parentheses. On the contrary,
feast makes the sempiternity of time and the temporality of human life
emphatic. Sempiternas is what Augustine in his Confessiones (XI, 14) referred to
when he characterized time as something that one experiences as
understandable only when one doesn’t think about it, but lives with and in it,
8 As Clifford Geertz (1978) writes in his elegant review on Discipline and Punishment,
according to Foucault “history is not a continuity, one thing growing organically out of the
last and into the next, like the chapters in some nineteenth-century romance. It is a series of
radical discontinuities, ruptures, breaks, each of which involves a wholly novel mutation in
the possibilities for human observation, thought, and action.” These mutations or
‘epistemological fields’ are the ones that research must first and foremost describe “according
to the rules determining what kinds of perception and experience can exist within their limits,
what can be seen, said, performed, and thought in the conceptual domain they define.” Finally,

it must be described “how one [of the épistémes] has formed itself in the space left vacant by
another, ultimately covering it over with new realities.”
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while if one makes it the subject of thought, it had already slipped out of their
hands.’ Gadamer emphasizes that we are to adjust ourselves to the feast that
discloses the mystery hidden in the sempiternity of time as a dictation.
Therefore, instead of supposing that time is at our disposal we subordinate
ourselves to it. This is expressed by the saying that we can ‘enact a celebration’,
or ruin it with our ignorance. The festival designates its duration: there is an
interval between its coming and passing. This festive time, however, does not
disconnect itself from the ordinary, but confirms it by a double temporality.
Accordingly, this does not mean at all that celebration would be detached from
reality or would be imaginary; for without the experience of the feast the daily
reality of time would not be accessible otherwise. The feast confronts us with
our temporality and teaches us how time ‘is’.

If the temporality of Baroque music is rightly called ecstatic, ecstasy here can
only mean that this music connects us with our ek-static, that is, unstable and
eternally dynamic fundament of existence. The temporal dynamics of Baroque
music does not know the difference between pathos and progression: for in
this music the pathos always progresses by itself, and at the same time allows
itself to be confined within the limits set by ethos. The temporal unity of
pathos and ethos forms a typifiable pattern and does not separate into two,
distinct moments of pathos and ethos. Baroque music always employs a single
temporality, but that temporality — and this is where the typology comes into
play - is different in every piece and every movement.

In contrast to a Baroque piece of music conceived in the unity of pathos and
ethos, in the internal articulation of which we always find contrastingly
separated units that do not form a developing semantic field, the Classical
symphony has an argumentative structure (Monelle, 2000, p. 111 ff.). Compared
to the festive time of the former, a dramatic-discursive temporality appears
here, one in which each moment refers to another moment that can be
contrasted with. In Baroque music, time is not yet a constitutive ingredient of
form in the strict sense. In turn, the Classical piece of music is first and
foremost a temporal form, and in fact, a dramatic form of time. The sense of
wholeness that arises at the end of the symphony (and at the end of each formal
unit) comes from the balance of the interplay of opposing moments. This
equilibrium, however, is not fixed, rather, it is a continuous dynamism while
giving birth to ever new aspects and relations. Throughout the piece, the
symphony is on its way to its own fullness and unceasingly promises the
experience of ‘ful-filled time’. (Gadamer, 1970, pp. 341-353) However, the
distinction that works between its progression and its completion is mirrored in
a duality of its temporal experience. Everything that happens in it to
counterbalance opposing moments and to generate its semantic dynamics gets
relativized through the contrast between the sheer temporality of progression
and the ful-filled time of completion.

The Classical symphony, on the level of its tiniest details, is something

K “Quid est ergo tempus? si nemo ex me quaerat, scio; si quaerenti explicare velim,
nescio.” (‘What, then, is time? If no one asks me, I know what it is. If [ wish to explain it to
him who asks me, I do not know.”) (Augustine, 2006, p. 254)
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incredibly eloquent, getting the listener into its own musical discourse like
a vortex. However, if we perceive it as a whole, it is a motionless greatness:
silent and inaccessible. The philosophical commentaries that develop around
symphonies go into raptures over a “supernatural”, “mystic”, “holy”, “divine”,
“heavenly”, and “magic world” (E. T. A. Hoffmann, 1917, pp. 123-133), while they
speak of it as a language beyond language, and as the manifestation of the
ineffable. (cf. Bonds, 2006) The musical commentator, who expects the failure of
verbal communicability regarding the musical experience well ahead, often uses
an undisguised religious voice to describe the symphony, while reporting on
a state of exaltation, which embraces the physical and the mental wholeness of
the human being, and can be communicated only in fragments and in
retrospect. (cf. Dahlhaus, 1989) However, this devoted discourse does not create
an actual religious cult around the ‘absolute’ music because it is incapable of
addressing the composition itself and conveying its superhuman logos with
a binding force.!®

In the Classical symphony, the relationship between the part and the whole is
even: conflict, complication and resolution are balanced. If we have called its
temporal nature dramatic because of its dual character, let us now add for the
sake of precision that its dramatic time dynamics is more similar to comedy
than to tragedy. The conflicts and confrontations that arise play a role
primarily in postponing a resolution, although the latter always takes place
sooner or later. The aspects of development and resolution, that is, the time of
realization and the timelessness of completeness, relativize each other, and
thus a symphony can be conceived with the same right as something in which
everything happens for development, and in which everything exists for the
sake of the resolution. The argumentative system of expositions, contrasts,
conclusions, and derivations, which make up the fabric of progression in
a piece of music, as well as the resolution in which the piece becomes
complete, are sources of pleasure for the creator and audience alike, although
not the identical kind of pleasure. The euphoria of the finale is prefigured by
several points in the musical composition, whose completion provides
a timeless synthesis of the entire semiotic structure of the piece.

4. Time Experience in Romantic Music

In Romantic music, this temporal duality sharpens into a dramatic conflict and
brings the time dynamics of the piece of music closer to tragedy. (Monelle,
2000, pp. 115-121)!! For the Romantic composer, the progressive and synthetic

10 From the perspective of the history of mentalities, the captivating aesthetic experience
attributed to purely instrumental music can be associated to the decontextualizing character
of Winckelmann’s aesthetic sensibility on ancient Greek sculpture, which - decades ahead of
the time of the devoutness of the musical experience of symphonies - provides a perfect
structural parallel. It is worth noting that oblivion is the key through which both
Winckelmann and an early mouthpiece of the idea of absolute music, Wilhelm Wackenroder,
are trying to articulate the ecstatic experience they lived through and witnessed;
Winckelmann in relation to a Greek (or believed to be Greek) sculpture, Wackenroder in
relation to a classical symphony. “In the presence of this miracle of art I forget all else, and I
myself take a lofty position for the purpose of looking upon it in a worthy manner.” —
Winckelmann writes in his ‘Description of the Apollo Belvedere’. (1872, p. 313) Wackenroder
makes a similar statement about the symphony: “I have always experienced that whatever
music I am hearing seems to be the best and most exquisite, and makes me forget all other
kinds.” (cited in Dahlhaus, 1989, p. 82)

11 However, Monelle does not discuss tragedy but ‘novelness’, that is ‘the musical novel’.
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times of music have opposite values: the former connects to the worthless
present while the latter is linked to the precious past (or the mysterious
future). The two temporal dimensions can no longer translate into each other.
Individual moments cannot unite, and the experience of wholeness is not
available even where things fit each other in their totality, but only where
something remains fragmentary and triggers the feeling of the “infinite”.!?
Monelle (2000, pp. 121-122) rightly points out that while in the Classical
symphony every phase can be integrated into each other, in Romantic music,
a “textual schizophrenia” prevails. In the experience of Classical symphony,
present time and past tense becomes indistinguishable through the dual work
of remembrance and expectant imagination. In Romantic art, however, this
harmonious consonance of temporalities proves impossible: “remembering is
now no longer uniting present with past” (Monelle 2000, p. 115), but executes
a leap that leads to the past time, which is not linked organically in any way to
the present. Thus, it explicitly [highlights] “all the distance that has to be
crossed in order to discern ‘in the desolate depths of the gulf within’ the dark,
remote, and mysterious being of memory.” (Poulet, 1956, p. 28) The dramatic
character of the temporal rupture expressed in Romantic art is aptly illustrated
by Poulet when he describes the relationship between the present and the past
as one among which “there reappears a sort of dead duration, a kind of
negative time composed of destruction and absence, an existence
finished.” (Ibid) Then he adds (Poulet, 1956, p. 29):

And so there opens, at the center of man’s being, in the actual feeling
of his existence, an insupportable void which real existence borders on
every side; existence in time. It is as if duration had been broken in the
middle and man felt his life torn from him, ahead and behind. The
romantic effort to form itself a being out of presentiment and memory
ends in the experience of a double tearing of the self.

The exalted air that surrounded Classical symphony precisely due to its ability
of dissolving present and past, in Romantic art gets clearly and exclusively
connected to the past, which is emphatically distinguished from present time.
A Romantic work of art in its wholeness can no longer claim to be a revelation
of the absolute: this would need the unification of past, present, and future,
and the harmony between its parts and its totality. In a Romantic work, it is
only the voice of the past (which has always been past-like even in its present
time) that can sound the metaphysical strings, similarly to a revelation beyond
language that can only be emitted by the partial (as in 1 Corinthians 13).

According to Monelle’s analyses, the Romantic symphony is a symphony only in
terms of its formal structure but no longer in terms of temporal dynamics,
which are more decisive than the formal structure. The proper formal structure
is indeed not enough to secure the nature of symphony which is conceived as
a source of speechless rapture and undisturbed spiritual devotion. After all, the
function and validity of the compositional form is defined by the specific
temporal experience aimed by the musical work, but it is precisely the distance

12 Regarding the expression of the infinite, and for a comparison between Romantic music
sensibility and parallel painterly developments, see Laszl6 Foldényi’s studies on Caspar David
Friedrich (1993).
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between the temporal dynamics of Classical and the Romantic symphony that
is insurmountable. Of course, all this does not mean that the temporal
dynamics of Romantic music would be some kind of return to the Baroque
paradigm. On the contrary, it differs from it in its temporality just as much as
the Classical symphony differs from the music of the Baroque era. Additionally,
while the Classical symphony still maintains a hidden connection with the
temporal experience of Baroque music, in the case of Romanticism, the
difference becomes irreversible and final.

For, in the Classical symphony, the sections of a temporal progression step out
from the flow only to reunite in the moment of ful-fillment and synthesis,
preserving thus the experience of the festive time. In contrast, the double
temporalization of Romantic music is irreducibly heterogeneous in its nature:
it cannot become an ecstatic unity of action and suffering, but is constantly
realized as a conflict of these two aspects. The time of progressive thematic
argumentation must endure the violent intrusions of a motionless reverie or
timeless nostalgia (or utopian dream) again and again; and vice versa, the
exclusive moments of remembrance and imagination are again and again
disturbed by the compulsion to settle into a formal structure. The synthesis
that transforms past, present and future into a single spiritual still life (or even
a trance-like state) cannot be born here out of the interplay between the
individual elements of the work; but directly emerges out of the operation of
the extraordinary, and the charming moments of the work, which saturate the
powers of imagination.!3

Thus, while the experience of transcendence is promised by the Classical
symphony through the indistinguishable unity of temporal co-progression and
timeless revelation (i.e. the phenomenal and the noetic), the Romantic piece of
music entrusts the same to an exclusive, out-of-structure material, which is in
fact alien to its own musical context. At this point, Monelle introduces the
notion of “genre”!, relying on Michael Riffaterre’s literary analyses, which can
be applied mainly to the sub-themes of the Romantic symphonies, but also to
the main themes and transitional passages (the so-called Gang). The genre is
a kind of poetic parasite: regardless of formal and stylistic constraints, it creates
a global feel, and a general atmosphere or content to a section of a narrative-
dramatic work of art, but never to the whole. The genre has evocative power and
the illusion of verisimilitude. These qualities, however, do not come from its
internal qualities, but from its contextual position. And it gains its effectiveness
in a contractual way: Romantic music places the natural power of art into the
genre that fulfills the condition for the emergence of the unlikely
verisimilitude.'®

Genre can only be thought of as opposed to structure, which carries it, gives
space to it, and organizes it. However, for Romantics, structure is exactly the

13 Monelle (2000, pp. 137-145) provides an outstandingly illuminating example of this in his
analysis of Tchaikovsky’s Sixth Symphony.
14 Meaning as a ‘kind’, a ‘type’ or a ‘stylistic sort’.

Concerning the ‘natural powers’ of art explained from another perspective and in comparison
with the opposing aspects of the sociohistorical contexts, see Richard Shusterman’s idea of
art as dramatization.” (2001)
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non-artistic part in art. The structure is a mere fabrication, a shot of
artificiality, as opposed to the genre, which is — like nature itself — the most
homely and most terribly alien at the same time. Genre is an initiation into
reality, both as act and as result. It is therefore based on a kind of cultic
agreement that is re-established and ritually validated between the creator and
the recipient during each aesthetic experience. This cultic agreement
manifests itself in nothing else but in its practice: on the one hand, in the ever-
reproducing bilaterality of the art experience, which not only separates the
acting parties (the artist who performs the initiation and the audience as the
initiate) but also generates their virtual community; on the other hand, in
those transcendent moments that are offered each time by the effects of
verisimilitude in a Romantic work. The cohesion in this community is not
ensured by a formal treaty, but by a prior understanding among the members
regarding this particular cult of the musical piece, more specifically, about the
common belief of what kind of needs music could respond to and what kind of
expectations it anticipates. In fact, these expectations can be varied and
different in the case of a Romantic musical experience, but the promise of
allowing potentially all sorts of expectations goes even beyond this diversity.
For, the genre offers a verisimilitude in which the objects of desire can bathe.

5. Time Components of Musical Semantics

The historical dynamics of the changing temporal experiences and conceptions
of European music is relevant not only with regards to the history of ideas, or
with regards to a better description of the semantics of the concert repertoires.
Exploring these dynamics may also encourage drawing practical lessons for
today’s musical thinking. Above all, the historical dynamics of musical
semantics works in the complex interplay that operates between the
temporality of a piece of music and the audience’s experiential horizon. The
problem of musical time cannot be reduced to the enquiry that examines the
nature of temporality operating in a piece of music. Such an enquiry should
also include the temporality of the listening experience. “What happens in
a piece of music, and what does that happening mean?” This was the question
asked by classical musicology, based on an idea of “sounding forms in
motion” (Hanslick, 1986), mostly in harmony with the newer
musicology’s program of a musical semantics (Meyer, 1956). “What happens in
music listening, and what does that happening mean?” This would be the
leading question in a discipline of the history of musical hearing, thus
complementing mainstream music history. It is clear that the two questions
are not mutually exclusive but mutually presupposed. Musical works cannot be
imagined without a reference to the spatio-temporal experiential horizon of an
era. And vice versa: musical hearing unfolds and evolves through the
acquisition of the spatio-temporal features offered by musical works. Neither
can be reduced to the other, but none can be thought through without the
other.

Another lesson follows from this: the temporal paradigms of European music in
the modern era play a decisive role in what can be called the history of musical
hearing. Not incidentally, the deteriorating condition of the latter in the 20th
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century was characterized by Adorno (1991, pp. 29-60) simply by the phrase
“regression of listening”. However, in the perspective of Monelle’s reasoning, it
is uncertain whether Adorno’s undoubtedly high-impacting thesis is accurate
enough. It seems more appropriate to speak of an all-encompassing
romanticization of musical hearing, that is, to speak of the fact that the
temporal experience of ‘textual schizophrenia’, stretching between structure
and genre in Romantic music, has retroactively reached the music of earlier
ages (and other cultures) as well. As a compensation, however, this changed
sensibility subsequently entered into a cultic deal related to the ‘genre’ in all
cases: all musical productions in every culture have an almost equal chance to
apply for the enforcement of the lightning-like effects of rapture and
‘verisimilitude’.!

As an example, here is a remarkable scene from E.M. Forster’s novel Howards
End (chapter V), which presents the romanticization of a great Classical
symphony, the then hundred-year-old Beethoven Fifth in a complex way. It also
shows the varied and divergent ways listeners can experience musical time. So,
this example also speaks about a process that coincides, from a sociological
point of view, with the growing separation of the ‘beau monde’ and the
‘audience’.

It will be generally admitted that Beethoven’s Fifth Symphony is the
most sublime noise that has ever penetrated into the ear of man. All
sorts and conditions are satisfied by it. Whether you are like Mrs. Munt,
and tap surreptitiously when the tunes come - of course, not so as to
disturb the others — or like Helen, who can see heroes and shipwrecks
in the music’s flood; or like Margaret, who can only see the music; or
like Tibby, who is profoundly versed in counterpoint, and holds the full
score open on his knee; or like their cousin, Fraulein Mosebach, who
remembers all the time that Beethoven is echt Deutsch; or like Fraulein
Mosebach’s young man, who can remember nothing but Fraulein
Mosebach: in any case, the passion of your life becomes more vivid, and
you are bound to admit that such a noise is cheap at two shillings.
(Forster, 2007, p. 34)

This audience is going through extremely heterogeneous aesthetic
experiences. Yet, it can be stated that in the intersection of their
heterogeneous attention, there stands the temporal dynamics of the piece. And
this is only possible because all of them listen to Beethoven’s symphony
(perhaps with the exception of Margaret) in a Romantic way, so the experience
of transcendence or rapture makes the work of art fragmentary for all of them.
The ‘great moments’ of the symphony that stir the feelings and the
imagination of the listeners belong to a temporal experience that is no longer
based on the development of the musical structure. The genre is located as an
enclave in the musical process and functions as a take-off point for the
listener’s experience. This take-off opportunity is by no means surprising to
the audience, indeed, they expect it as one of the best deals achievable in their

16 The significance of this change in sensibility is best understood when modern practice driven

by a historical approach is compared to the premodern view that judges musical productions
of earlier generations barbaric and unworthy of cultivation (not to mention the music of non-
European cultures).
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lives. After all, for two shillings, they can get the happiness of having their
desires ‘taken to stage’.

6. Romantic Sensibility as Determinant of Experiencing Music in
Modernity

In contrast to the spellbinding genre sections, which saturate mostly the sub-
theme, in terms of the structural progression there does not seem to be
a latent contract between the composer and the listener of the Romantic piece
of music. This is no wonder, however, since, according to the Romantic
conception of art, structure is a mere fabrication, not bound to the
expectations for verisimilitude; and consequently it possesses a weightless
freedom of assemblage.

This liberty is only available in certain twentieth-century music poetics, but
not yet in Romantic music. Romantic composers, in addition to their
responsibility for the genre, take on another responsibility as well: the
compulsion to a rational and discursive musical form. Monelle (2000, pp. 115-
146) gives detailed examples of how works of Schumann, Brahms, Dvorak, and
Tchaikovsky demonstrate rivalry between the need for verisimilitude through
genre and also need for discipline in musical form-giving. Sometimes it is the
genre that overwhelms the other (making all structural elements insignificant),
sometimes it is the discipline of form-giving that prevails (thus preventing the
genre from reaching its full completion). As a result, on the discursive-
structural side there is almost always a collapse due to the conflict; while on
the side of the genre, there is almost always an authentic expression. Yet,
responsibility for the formal structure can claim a crucial place in Romantic
music works because the genre and the ecstatic time experience it promises
can only enforce its powers in a contextual way. The genre, as a manifestation
of the really real that is recalled through memory and imagination, always
needs the formal structure, as a counter-balance: a seemingly progressive, in
fact meaningless machinery of the empty present time. Sometimes the past
gets stuck between the gears of the present-machine, or the future sparks
between them for a moment; and in these cases the greatest pain coincides
with the greatest pleasure. It is only due to a Mephistophelian treaty about the
musical structure that provides an illusion of progress that the angelic
invitation to daydream of the utmost reality can prevail.

Even if it is easy to see that the concept of genre fundamentally presupposes
the notion of structure, and that the time of daydreaming is complementary to
the time of present-machinery, the question remains as to why structure
articulates itself in the 19th century (and in many cases even in the 20th
century) within the frameworks of classical ideals of musical form. Why
do Romantic composers still call their works a symphony or a sonata? Why
do they insist on argumentative forms? Why do they not replace them by static
forms in which the timelessness of the genre is not threatened by the
compulsion to progress?

As a matter of fact, at least partly, they are indeed abandoning argumentative
forms and re-focusing their activities to bagatelles, impromptus, character
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pieces, interludes, intermezzi and similar genres, typically compiled into series.
But this can only be done because the prestigious Classical symphonic forms
are also preserved in Romantic repertoire; and the aesthetic paradigm of the
genre / structure divide is coded by these masterworks in each and every
composition. Therefore, even in the case of the Romantic repertoire,
symphonic works, especially the compositions in sonata forms, should be the
focus of research about musical experience. However, the question provoked by
the constant presence and unceasing cultural importance of these Romantic
symphonies remains valid: Why does the sonata form not disappear along with
the temporal dynamics of the Classical symphonies?

The answer can be discovered precisely along the aspect of temporality. If
Romantic compositions had turned to the problem of musical structure and
process in an original way - rather than focusing on the genre as the
mouthpiece of subjectivity — they would have had to legitimize present time, in
which every process of form unfolds. But the Romantics identify the present
with nullity, invalidity, and emptiness; there is no reason for them to turn to it
as a phenomenon with its own value. They were only interested in showing
their back to the present.

In connection with the Romantic repertoire, it is a common belief that the
formal-structural continuity associated with the Viennese classics should be
interpreted here as a tribute, an obvious gesture of historical consciousness.
Brahms, for example, arguably expresses his respect for Beethoven through
formal features of his works. Respect, however, cannot be the final word with
regards to the formal discipline of Romantic works, since, for example,
Schumann does not replace the argumentative forms at hand with Baroque
structures due to his passion for Bach, and his stylistic and textural allusions
are inserted and applied into Classical, argumentative forms.

The Romantic composer thus identifies above all with a specific position in art
history. He sees himself as a descendant of Viennese classics, and as an heir of
the aesthetics of ‘absolute music’ traced back to Bach (and even Palestrina) in
a retroactive way, while he interprets this heritage in various ways.!” The
historical situation of his own position does not dissolve his self-
consciousness, however. This is obvious from the contradiction that, while
asserting the sublime heritage, the artist is still unable to identify with the
formal requirements of tradition, that is the temporal dynamics that operate in
the Baroque or Classical repertoire. Unlike the classics who turned to the
problems of musical form and discourse, the Romantics turn away from
questions of structure — or at least they relate to these in an ambivalent way,
because they see them as tied to the dullness of the present time. As George
Sand put it in her Lelia: “I became aware that the present did not exist for me
[...] and that the occupation of my life was to turn ceaselessly toward the lost
joys or toward the joys still possible.” (cited in Poulet, 1956, p. 26)

The task that Sand is talking about is an internal and spiritual coercion that

17 See the problems of the “New German” school and Wagner, as discussed in Dahlhaus (1989,
pp. 128-140).
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drives the artist toward the really real. This is counterbalanced by another
coercion: the denial of the vacuous present, which is accomplished by
deliberately letting the formal structure empty out. Maintaining an inherited
structure seems, at first glance, the result of a conformist social contract. The
formal-structural sample and validity of Beethoven’s Fifth Symphony that is
upheld also in its wake through Romantic symphonies, allows for the
realization of spooky communities such as Forster reports on. The diverse
artistic experience of such communities — and its various consequences in how
one experiences oneself — can be called spooky because the total musical event
falls apart fatally and irrevocably into the divides of the consensual experience
of chronos and individual experience of kairos. The chronological homogeneity
of the series of musical events rests on its own structure, which maintains,
however, only an illusory interrelation between its parts and its whole in the
Romantic works. This illusory chronological homogeneity takes the audience
into the misconception that their individual revelations have a common focus,
although there are only specific sections and segments, which are responsible
for producing those effects that invite one for trance and revelation.

So, what seems to be a guarding at first glance, and the preservation of
a consensual cultural treasury, is shown in a more thorough investigation that
it hides actually an emptying and an annihilation of that treasury of musical
forms. Thus, actually it is nothing more than the trampling of the inherited
cultural consensus. When music composing does not replace empty structures
with new, valid, or updated ones, and when refused consensual forms are not
replaced by consensus-seeking novel forms, not only a certain consensus is
eliminated, but the possibility of consensus in general is denied. The Romantic
composer has the authority and contract to use the evocative and enchanting
power of what Monelle called the ‘genre’. This gives the right, initially
undercover, to destroy conventions by invoking spiritual coercion. This act,
with all its consequences, can be justified only by a spontaneous audience that
needs the camouflage of the old structure less and less, for it no longer expects
either art-historical or comprehensive discursive-cultural validity from the
work. It only expects ‘big moments’ from music. Waiting for these, however,
becomes more and more in vain especially in pure instrumental music, above
all because of the lack of consensual structural and formal patterns.
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Mental Files and the Theory of
Fiction: A Reply to Zoltan Vecsey

Eleonora Orlando

In this work I reply to Zoltan Vecsey’s criticisms of the semantic account of fictional names I put forward
in Orlando (2017). The main tenet of that proposal is that fictional names refer to individual concepts,
which [ understand in terms of mental files. In Vecsey (2020), the author presents three main objections:
(i) no referential shift can be ascribed to fictional names, (ii) fictional names are supposed to play two
conflicting functions, and (iii) the mental file framework is incompatible with an antirealist view of
fictional objects. Although the objections are deep and thoughtful, the challenge they involve can be
met if certain aspects of the proposal are clarified and developed. | Keywords: Fictional Name, Fictional
Concept, Mental File, Fictional Narrative, Antirealism vs. Realism About Fiction

In Fictional Objects within the Theory of Mental Files: Problems and Prospects
(Vecsey, 2020), Zoltan Vecsey does two main things: (i) he criticises the thesis
that mental file theory allows for a particular grounding of antirealism about
fictional discourse, which I proposed in my (2017) paper; and (ii) he defends
the view that mental file theory fits better with realism than with antirealism
about fiction. In this reply, I will be concerned with his objections but will not
examine his positive view. Although Vecsey’s objections are rigorous,
interesting and thoughtful, I think that the above-mentioned proposal has
been partially misinterpreted. I will then attempt to clarify some aspects of my
semantic position regarding fictional names so as to make it clear how it can be
considered to meet Vecsey’s main objections.

The core purpose of my (2017) paper has been defending the thesis that
fictional names refer to individual concepts, which in turn I proposed to
construe in terms of mental files. Files are a new way of conceiving of
particular concepts, whether individual or indexical: a mental file is a mental
representation that stores and anchors information (and misinformation)
about a certain particular under a certain label (Perry, 2001; Jeshion, 2009 and
2010; Korta and Perry, 2011; Recanati 2012). Mental files are relationally, as
opposed to satisfactionally, identified: in a paradigmatic case, whereas
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a descriptive concept applies to a particular by virtue of the fact that it satisfies
a certain description (satisfactionally), a mental file applies to a particular by
virtue of the fact that it is directly related to it (relationally). The set of direct
relations between a mental file and the corresponding particular includes
perception, memory, testimony, and the historical chains of communication
underlying the use of proper names - those relations are usually characterised
as different forms of ‘acquaintance’. By deploying mental files one is able to
entertain thoughts about particulars, namely, singular thoughts. That capacity
is thus naturally associated with the capacity to use sentences containing
genuinely referential expressions, like proper names and indexicals. Files are
then the mental counterparts of singular terms; as just explained, they are
individual and indexical concepts.

Now, to defend my central claim, I have argued that when an author introduces
a fictional name in the process of creating a fictional narrative, even if there is
no typical material particular she is related to, she can be taken to open
a mental file for a fictional character - since files need not be grounded on
typical material particulars. It is then possible to think that her referential
intention is directed towards the file opened in association with the
character’s name, whose main function is to store and anchor information and
misinformation concerning that character. Now, the consequent thesis that the
fictional name refers to the corresponding file can be considered to be a novel
application of Frege’s idea that the kind of entity a word refers to depends on
the kind of sentential context in which the word occurs — from now on, I will
allude to it as Frege’s Referential Shift thesis.

According to Frege (1892), when occurring in certain sentential contexts, such
as direct quotations and attitude ascriptions, words must be taken to refer not
to the usual objects they refer to, such as typical material particulars, but to
themselves or to their customary senses, respectively. The following fragment
makes this idea manifest:

If words are used in the ordinary way, what one intends to speak of is
their reference. It can also happen, however, that one wishes to talk
about the words themselves or their sense. This happens, for instance,
when the words of another are quoted. One’s own words then first
designate words of the other speaker, and only the latter have their
usual reference. We then have signs of signs. In writing, the words are
in this case enclosed in quotation marks. Accordingly, a word standing
between quotation marks must not be taken as having its ordinary
reference. [...] In reported speech one talks about the sense, e.g., of
another person’s remarks. It is quite clear that in this way of speaking
words do not have their customary reference but designate what is
usually their sense. In order to have a short expression, we will say: in
reported speech, words are used indirectly or have their indirect
reference. (Frege, 1892, pp. 58-9)

Quotation marks and most psychological verbs are thus indicative of
a departure from usual reference, namely, of a referential shift; words
themselves and senses are the kinds of entities reference might shift to. My
idea was then that in writing fiction, as there is no possible outward referential
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intention, one could take reference to shift from typical material particulars to
concepts in the realm of thought. In other words, since the author of a fictional
narrative is not primarily concerned with the typical material world, the
fictional names she introduces can be thought to refer to the mental files she
opens for her characters, namely, to fictional individual concepts. Falling short
of a syntactic device like quotation marks or psychological verbs, it is the
author’s referential intentions that can be thought to do the job, namely,
signalling the presence of what Frege called an “oblique” context, that is,
a context in which reference has shifted.!

As is clear from Frege’s account, the ontological commitment to both words
and senses is motivated independently of the Referential Shift thesis: the
existence of words as units of language is taken for granted, and senses are
posited to account for the difference in cognitive significance between pairs of
sentences containing different but co-referential terms — namely, to solve the
so-called Frege’s Puzzle (Salmon, 1983). As it happens, the ontological
commitment to mental files is also justified on independent reasons, since, as
above emphasised, files are posited to account for singular thoughts or
thoughts about particulars.

Now, Vecsey summarises his first objection in the following terms:
“a referential shift cannot be elicited by intention alone.” (Vecsey, 2020, p. 40)?
But, in so claiming, I think that he is misinterpreting my application of
Frege’s Referential Shift thesis. My original idea is neither that (i) fictional
names start by being empty names and then shift their referents to mental
files, nor that (ii) fictional names shift their referents to the different readers’
mental files according to the context of use, as it would follow if they behaved
like demonstratives. As he acknowledges a few lines ahead (pp. 40-41),
I maintain that fictional names refer to mental files from the very first moment
and all along: the files referred to originate in the author’s mind during the
process of creating the fictional narrative, and then give rise to the types of
files constituting the thoughts that structure that narrative. The shift from
usual material referents to files is determined by the fact that fictional names
occur in peculiar sentential contexts, namely, when the corresponding
sentences are used to create, read, interpret or critically analyse fiction — in
other terms, when the corresponding sentences are fictively, parafictively or
metafictively used. As is known, fictive uses are the uses of fictional sentences,
by authors and readers, within the framework of the fictional narrative (such as
the use of the first sentence in The hound of the Baskervilles, “Mr. Sherlock
Holmes, who was usually very late in the mornings, save upon those not
infrequent occasions when he was up all night, was seated at the breakfast
table”); parafictive uses are reports of the fictional story facts from an external
perspective (as in uttering “Holmes is a detective” in the course of a lecture on
British literature); and, finally, metafictive ones are uses of fictional sentences

1 As pointed out by Simpson (1964, pp. 113-4), Frege does not provide us with a general
criterion to recognise the kinds of sentential contexts that involve a referential shift.

2 All the ensuing quotations of Vecsey’s work belong to the same article.

81



to state facts that are, characteristically, not part of the fictional story (as when
claiming “Holmes is an interesting character” or “Holmes does not exist”).3

More specifically, when an author introduces a fictional name in the process of
creating a fictional narrative, she can be taken to open a mental file for
a fictional character. In as far as that file is going to be tokened (or instanced)
many times throughout the creation of the narrative, the different tokens (or
instances) give rise to a certain type of file. Introducing a fictional name
involves establishing a correlation between a name-type and a file-type that
will end up being part of a fixed system of correlations between sentence-types
involving that name and thought-types involving the corresponding file —
a system that constitutes the conceptual world of the fiction at stake. That
correlation (between a name-type and a file-type) can be construed as
a referential relation, featuring on an unusual sentential context, namely, one
in which the speaker’s (namely, the author’s) referential intention targets not
a typical material object but a character, given that she is involved in creating
fiction. Likewise, when someone reads, memorises, recites or critically
approaches that narrative, she will be taking part in a communication chain
leading to that file-type, namely, she will be borrowing the name’s referent by
inserting himself in a chain originated by the author’s creation.*

A clarification point is in order. The previous thesis does not amount to the
claim that the author has a conscious intention to refer to her mental file: she
has the conscious intention to refer to a fictional character, her invention,
a figment of her imagination, which can be theoretically construed,
unbeknownst to her, as a mental file. In other terms, the author has an intention
concerning an object that is, as a matter of fact, a mental file but is not represented
as such in the author’s mind.

This idea can be rendered, more technically, in terms of the transparent/opaque
distinction (Quine, 1956): according to this distinction, the linguistic
ascription of a complex mental state (namely, a propositional attitude) to
a subject can be interpreted in two different ways. On the transparent
interpretation, also called de re, it expresses a relation between the subject and
a certain particular, independently of how the particular is characterised (in
the ascription). On the opaque interpretation, also called de dicto, it expresses
a relation between the subject and a specific characterisation of a (purported)
particular (included in the ascription). To take a simple example, if Mark
believes, concerning a certain painter, Caravaggio, whose real name,
Michelangelo Merisi, he ignores, that he was the best Baroque painter, the
belief ascription “Mark believes that Michelangelo Merisi was the best Baroque
painter” comes out true on the transparent interpretation, since the painter he
is related to in having that belief was as a matter of fact Michelangelo Merisi,
but is false on the opaque one, since Mark cannot characterise that painter by
his real name, ‘Merisi’, but can only use his pseudonym, ‘Caravaggio’. Likewise,

3 For the difference among fictive, parafictive and metafictive uses, also called ‘textual’,
‘paratextual’ and ‘metatextual’, see, for instance, Bonomi (2008) and Garcia-Carpintero (2015).

4 Throughout this note, I will use the feminine pronoun for the author and the masculine
pronoun for the reader/critic.
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when I claim that the author of a fictional narrative can be ascribed the
intention to refer to her own file for a character, I mean that she can be
ascribed an intention directed towards an object which, as a matter of fact, is
a mental file but would not be described by her in those terms — given the fact
that she is a creator of fiction, not a philosopher of language, and, as such, may
have no particular metaphysical conception of fictional characters. The
ascription to the author of a referential intention directed towards her own file
must be interpreted in the transparent, not in the opaque, sense — in other
terms, it is true on the transparent, not on the opaque, interpretation. In my
opinion, it is the fact that Vecsey does not take this distinction into account
that leads him to the misunderstanding that transpires in the following quote:

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, then it can be imagined
that instances of a certain kind of name are designed so that they refer
to mental objects. 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. (p. 40)

To emphasise my previous point, the application of Frege’s Referential Shift
thesis to sentences containing fictional names has not been proposed as
a psychological hypothesis about what creators of fiction have consciously in
mind when writing their narratives, and, in particular, when they introduce
names for their characters: it is a semantic hypothesis, more specifically,
a hypothesis concerning both the referential status of fictional names and the
ontological status of the corresponding referents, namely, something they
might be completely unaware of qua competent speakers. From my
perspective, not only the author but also the readers and critics of A Study in
Scarlet can be considered to be referring to a fictional character, Holmes, in the
intuitive sense of ‘referring’ and the intuitive sense of ‘fictional character’; but
the theoretical status of that relation and the metaphysical nature of that
fictional character can be, and usually are, beyond their ken.

Moving now into Vecsey’s second objection, it is summarised in the following
terms: on my account, “character names are supposed to perform two conflicting
functions in fictional narratives.” (p. 40) The following fragment of the text
expands on this idea:

[...] 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
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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). (p. 42)

This is an important objection that presses the need for clarifying a metaphysical
point concerning mental files, namely, for giving a precise answer to the question
about what kind of object a mental file is from a metaphysical point of view. The
core of the answer is that there is no conflict because the HOLMES file is the
HOLMES character, namely, a type of concept (or a concept-type), and, as such, an
abstract object of some sort.

As previously explained, on my proposal, the HOLMES file, namely, the referent
of ‘Holmes’, is conceived of in terms of a type of file that originates out of the
many instances of the file tokened in Doyle’s mind during the process of creating
his novels — namely, it is grounded on many file-tokens. There is nothing else to
the Holmes character than that very file-type. So, the Holmes character is a type
of concept, grounded on multiple tokens of concepts, which are, as pointed out
by Vecsey, concrete particulars. But the type at stake is an abstract object, in the
same sense in which types of things in general - in particular, word-types and
sentence-types — can be considered to be abstract objects.

Moreover, as stated before, I have proposed to conceive of a fictional narrative in
terms of a set of sentence-types semantically correlated with a set of thought-
types, which are grounded on the tokens entertained by the author during the
creation process.” Thought-types are constituted by concept-types, among which
we find the individual and the indexical ones, namely, mental files. Accordingly,
A Study in Scarlet can be construed as a set of correlations between sentences-
types and thought-types, among which, there are the ones containing the
(individual) file-type HOLMES.

Given that literature is an allographic art (Goodman, 1968), literary artworks, as
opposed to paintings and sculptures, are some sort of abstract object with
multiple concrete instances. An author creates a fictional narrative by creating an
instance or exemplar of it: in my terms, by semantically correlating, at
a particular time and a concrete place, a certain set of sentence-types with
a certain set of thought-types, grounded on her own thought-tokens. The initial
literary exemplar is thus a set of sentence-tokens that gets semantically
correlated with an author’s (set of) thought-types; literary exemplars might thus
be construed as semantic vehicles of thought-types. In as far as our main topic,
fictional names, is concerned, a certain name-type gets semantically correlated
with a certain file-type, which thereby becomes its referent.

In footnote 11 of his article, Vecsey claims that my main thesis about the
reference of fictional names is in tension with the externalist conception of
reference that I favour. With regard to this, I would like to point out that there is
a sense in which ‘the external world’ can be thought to encompass both the usual
material particulars and the concepts (however conceived of) that are common to
the members of a certain linguistic community (or, for that matter, of different

5 As should be clear, this characterisation is restricted to so-called purely linguistic fictional
narratives, among which we find literary artworks.
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linguistic communities), in as far as both kinds of entities belong to a public or
shared domain. Likewise, artworks (however conceived of) are also public and, as
such, can be considered to be part of ‘the external world’.

Finally, Vecsey’s last objection is epitomised in the following sentence: “the
mental file framework is incompatible with the antirealist view of fictional
objects.” (p. 42) I think this is also an interesting piece of criticism, which
deserves to be answered in some detail. First of all, Vecsey is right in claiming
that “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.” (p. 43) But, as I see things at present, I agree
with him that this is a mistake. I no longer consider all uses of fictional
discourse to be truth-assessable. As explained with some detail in my article
(Orlando, 2021), I tend to think that fictive uses (namely, uses of the sentences
constitutive of a fictional narrative either by the author or by its subsequent
readers) are not assertions, and hence not susceptible of being true or false, but
speech acts with a declarative force, namely, those acts whose illocutionary point
is to create something, “cases where one brings a state of affairs into existence
by declaring it to exist.” (Searle, 1969, p. 358) The general point is that if an
author successfully performs the act of creating a narrative in which certain
characters are featured in a fictional story, then there is such a narrative.

More specifically, the speech act involved in the fictive use of a sentence by the
creator of a fiction might be assigned two illocutionary points, along the lines of
the promulgation of a law by a legislator: “Promulgating a law has both
a declarational status (the propositional content becomes law) and a directive
status (the law is directive in intent).” (Searle, 1969, pp. 368-369) Likewise, an
original fictive use has also both a declarational status, since its content
becomes part of a literary artwork, and a directive status, since that content has
a normative function in relation to future uses by readers and critics. They
cannot then be classified as true or false. As for subsequent fictive uses by
readers, they also have a declarative force but they seem to follow the pattern of
the application of a law by a judge — rather than its promulgation by a legislator:
they enforce the narrative as much as a judge’s decision enforces a pre-existent
legislation, to which she must be faithful. Both kinds of declarative acts are
regimented, by the pre-existent law and the pre-existent fictional narrative,
respectively. Subsequent fictive uses are thus to be classified not as true or false
but as faithful or unfaithful to the conceptual world of a (pre-existent) fictional
narrative. Finally, parafictive uses (those conveying the fictional story facts from
an external perspective, in words that are different from the original ones)
could also be ascribed, at least in part, a declarative status akin to
a judge’s application of a pre-existent legislation. But, given that they involve
a reformulation of the author’s original discourse, they can be assimilated to
those cases in which the law is not directly applied but involves the
judge’s previous interpretation.®

6 A more detailed explanation of the grounds for ascribing a declarative illocutionary force to
fictive and parafictive uses of fictional sentences can be found in Orlando (2021).
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It is worth pointing out that this hypothesis concerning the speech act status
of fictive and parafictive uses of fictional discourse is not in tension with the
core thesis that fictional names refer to individual concepts, since the presence
of a reference relation is compatible with different kinds of speech acts: fiction
may involve reference even if it does involve assertion and, hence, truth.

Vecsey goes on by claiming that mental files are “*hybrid’ existents, which
satisfy the standard criteria both of concreteness and abstractness.” (p. 43) As
explained above, mental files are individual concepts, which, along cognitivist
lines, can be understood as mental representations. Another option is, as is
known, going Platonist, and construing concepts in terms of universals; but, as
Vecsey himself acknowledges, this is not the tradition, characteristic of Fodor
(1990) and Perry (1980), I explicitly identify myself with. Without intending to
go deep into metaphysical waters, I would like to point out that mental
representations are concrete particulars that typically give rise to types, which,
as claimed above, are not concrete particulars but abstract entities of some
sort: there is a sense in which different people (or, for that matter, the same
person at different times) can be considered to share a mental representation,
namely, a representation-type that plays a certain role or has a certain content,
even if it can be tokened in different minds (or in the same mind at different
times). As is known, this type-token ambiguity is also present regarding
linguistic entities such as words and sentences. If this is what Vecsey means by
‘hybridity’, I agree with him, but it is necessary to take into account that this is
a phenomenon that conspicuously affects other entities besides mental files.

Vecsey then concludes that “the central claims of the mental file framework are
incompatible with the antirealist view.” (p. 43) More specifically, he voices the
following complaint:

She [that is, I] 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. (p. 43)

He is right in demanding an explanation of why I take my position to be
a version of antirealism - or, as I called it in my (2021) paper, an instance of
‘moderate fictionalism’.” Although the difference between my position and
a realist one, in particular, abstractism, may not be considered to be significant,
I think the two kinds of positions are in fact different enough.?

As pointed out before, my proposal involves an ontological commitment to
descriptive concepts and mental files, thoughts made out of them, and fictional
narratives, constituted in part by those thoughts (and in part by the sentence-
types chosen by their respective authors). Fictional narratives, conceived of as
sets of pairs of sentence-types and thought-types, are some kind of abstract

7 For a radical version of fictionalism, see, for instance, Predelli (2020).

8 For abstractism about fictional entities, see, for instance, Thomasson (1999), Salmon (2002),
Voltolini (2006). I have also defended a version of abstractism in Orlando (2016).
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object. In as far as fictional names are taken to refer to mental files, they refer
to parts of the abstract objects that are the fictional narratives in which they
occur. But those narratives’ parts are concept-types, which in turn need not be
conceived of as universals but can be construed in terms of relations of
resemblance among particulars, i.e., relations among qualitatively similar
mental representations tokened both in the author’s and the readers and
critics’ minds. Consequently, the only ontological commitment it involves,
aside from the commitment to narratives, is the relatively uncontroversial
commitment to concept-types partly constitutive of them, which might be in turn
conceived of in terms of resembling mental particulars.’ Be that as it may,
there is a long path to go from those types to peculiar or sui generis abstract
entities that are created simultaneously with fictional narratives (hence, on top
of them), as is the case with the cultural artefacts with which typical abstractist
approaches identify literary characters. The main point of my proposal is
pointing to the possibility of combining the notion of reference to concepts
with antirealism about fiction, on grounds of the fact that concepts are not
a peculiar or sui generis kind of abstract entities but the ubiquitous
constituents of our thoughts. An antirealist about fiction, or a moderate
fictionalist, need not deny that there are concepts and thoughts, need she?
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Art and Aesthetics in Human Life:
An Interview with Jana Soskova

Lenka Bandurova

Jana Soskova, Professor at the University of PreSov, Faculty of
Arts, Institute of Aesthetics and Art Culture, is an important
scientific personality in Slovakia. In her research, she works
within the field of the philosophy and aesthetics of art and
has greatly contributed to the development of Slovak
aesthetics in the wake of a Kantian-inspired approach to
artistic creation and to the problems of contemporary art.

You studied philosophy, German language and literature in Presov,
Slovakia, in 1969-1974. Could you tell us what motivated you to choose
this field and why you subsequently moved to aesthetics?

Since childhood I have loved to read, ideally anything that came into my hands
— fiction, historical works, and gradually also scholarly texts. In high school,
I became interested in philosophy in addition to foreign languages — German,
English, Latin, and Russian were compulsory. My liking for philosophy mainly
developed through the study of philosophical texts. The reason was simple:
philosophy offered me a picture of the world as a whole — nature, society,
human thought and feeling; the order of things in past history and in the
present. It allowed me to reflect on the logic of statements, their truth and
falsity, but also on the verifiability of knowledge and its validation. I got my
basics in philosophy during high school and continued to develop them
following my own motivation to learn more about the thought of the authors
I was reading.

Paradoxically, during the five-year program in philosophy at my university, we
only had one semester of aesthetics. However, when revisiting the works of
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philosophers up to the 20th century — as my father, who himself was not
a philosopher, had advised me to do — I suddenly had a quite clear idea of the
kind of problems that aesthetics raises as a philosophical discipline. Not only
did I like the way in which aesthetics investigates the arts, but I was also very
interested in experiencing art more directly, and was not afraid to spell out my
own point of view about it.

In the former political regime, despite everything, studying was good. We had
plenty of books to read and our teachers allowed us to express our ideas. Some
of them were very inspiring. I also had a chance to study at the University of
Greifswald, in Germany, which greatly influenced my vision of the world. It
allowed me to get in touch with many different cultures and nationalities, and
this largely affected my own world view. This experience of multiculturalism
shaped me and changed my relationship to the artistic production of other
nations. Art back then represented an important means of communication
through which borders could be blurred.

Which thinker most influenced your philosophical thinking and why did
you eventually decide to pursue a career in aesthetics?

My interest in art was certainly profiling. I was active in recitation competitions
and I would often go visit theatres, galleries, and movies. It was, however, mostly
by reading philosophy that 1 was driven to investigate more theoretical
approaches as regards the arts. This curiosity directed me towards aesthetics,
although my interest in aesthetics and in philosophical aesthetics only deepened
with time. As a university student, I read not only Kant’s Critique of Pure Reason,
but also the Critique of Judgement and similarly Hegel’s Lectures on Aesthetics.

Another important role in my education was played by the compulsory Latin
class that was part of the German studies curriculum, and brought me to read
and translate Latin texts. In the library of PreSov Evangelical College I found
a work, the Compendium Aestheticae, written by Michal Gregus$ (a teacher and
later the headmaster of Presov Evangelical College). I translated part of this
book, especially where Gregu$ referred to Kant, which helped me to pass the
Latin course, but more importantly, also gave me a chance to get to know Gregus’
work, a work I returned to many times later on in my life. The Compendium
Aestheticae, published in 1826, was in fact the first comprehensive and
professionally written textbook on aesthetics in the territory of what was then
Hungary. My continuous re-reading of Gregu$’ Compendium throughout the
years has convinced me of its relevance as a timeless work that can have
theoretical applications even today.

My final dissertation was also conceived within the framework of aesthetics.
After graduating from college (1974), I began working in the philosophy
department, where I taught aesthetics, among other disciplines. I supervised
theses with a philosophical-aesthetic orientation and theses in the philosophy of
art. In 1994, the Department of History and Theory of Aesthetics was founded at
the Faculty of Philosophy of the University of Presov in Presov. Later on, the
department was transformed into the Institute of Aesthetics and Art Sciences,
where I have been working until the present day.
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In your research activity, you initially addressed the relationship between
art, religion and philosophy. Eventually you devoted all your efforts to
aesthetics. What was your motivation for doing so?

One main motivation is my interest in the aesthetics of Immanuel Kant, who
has always exerted a strong appeal on me. I was particularly interested in his
recurring idea that aesthetic judgment is a free, subjective judgment, and yet it
can have general validity. This is precisely the position that suited me the most
in aesthetics. Unlike Hegel — who, by defining what beauty is, also expects his
theory to be respected by artists in their search for the ideal — Kant’s aesthetics
seemed to me to be more liberal. Nowhere does Kant prescribe how the artist
should create (while Hegel does!). Kant provides room for more individual
freedom, the same freedom he provides the artist with.

In Slovakia, but also in the broader Central European environment, you
are known for your study of the history of Slovak aesthetics. What was
the impetus for you to start looking more deeply into Slovak aesthetic
thinking?

I believe that it was the experience of my study period abroad what ultimately
contributed to my willingness to explore the scholarly literature originating in
our territory. With huge dedication, I devoted myself to the study of Michal
Gregus$, Karol Kuzmdny, Andrej Vandrak and Svitopluk Stdr. Each of these
authors is unique and distinctive and all their works are worth reading. Gregus
interpreted Kant excellently, but at the same time he also went further by
providing an even more convincing explanation of aesthetics as applied to the
arts. What I share with Gregu$ is a respect and an understanding for
Kant’s aesthetics; Kant’s contribution, I think, is still unpaired in its attempt to
account for the reception and judgments about art and the validity of those
judgments, an attempt which can be fully applied to 20th and 21st century art
as well. Compared to other authors, Stur described the nature of modern art
very analytically without condemning it and also showed a possible way to
appreciate and assess modern art, including Czech and Slovak art. Both
thinkers acknowledge and respect the artist’s right to decide on how to make
their own art, but also recognise the perceiver’s right to judge the artistic
creation without imposing their own approach on other recipients. In
a nutshell, this is what I find fascinating about Kant, Gregus and Stur.

Your field of interests is very broad. Among other things, you have
investigated the problems of the interdisciplinary relation between art,
aesthetics, philosophy and other sciences; questions related to the
aesthetics of art, as well as the critical and theoretical examination of the
notion of the end of art. Which of these topics has never left you during
your academic career?

All these topics were important to me, but recently I have been very intrigued
by the idea of the end of art. In my opinion, the end of art occurs every time
aesthetic theories are unable to respond adequately to the dynamic changes
happening in art, and aesthetic theorists and art historians cannot make sense
of these changes. Our most recent grant at the Institute was focused on
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exploring the problems of the end of art in aesthetic, art historical, as well as
philosophical theories throughout the 20th and 21st centuries. Although the
topic was defined negatively by referring to the ‘end’ of art, the aim of the
project was in fact to look for methodologies that would prove this notion as
but a temporary and transitory concept. In the phase of the ‘end of art,
aesthetics searches for more adequate approaches and methodologies that
might be able to pinpoint emerging art forms as ways of creating art that
do not resemble any previous stages in art previous development. At the same
time, via new languages and forms, the traditional forms of art making,
appreciating and evaluating art, and art’s self-reflective impact on both the
creator’s and the recipients’ thinking and feeling are preserved.

By examining what happened in people’s experience of art in the last century
we may be able to anticipate possible changes and developmental
transformations both in the creation and in the perception of art in subsequent
periods. The so-called ‘end of art’ is always a temporary problem, one that
vanishes away as soon as theorists, artists, and critics start recognizing the
changes in art and in art’s reception and are able to anticipate art’s next
developments.

What is your view of contemporary art and society as an experienced
Professor? What do you think is the biggest problem of contemporary
art?

Looking at the history of art, we can assume that art will exist on this planet as
long as human beings exist. The forms of art, the nature of its expression, the
way of receiving and appreciating it, however, will certainly transform over
time, as we learn from existing theories on the history and prehistory of
art. The language of art, the techniques of its creation, the way art is perceived
and judged, as well as art’s place in the life of individuals and societies may all
change, but we know that these changes have always happened ever since the
prehistoric age. Sometimes images acted as warnings and were perceived and
judged as such. Other times, these images were seen as a proof of some
incapacity of the artist or the absence of art altogether.

Theoretically, it cannot be ruled out that the end of art may recur in the future.
A time may come in which we won’t be able to distinguish art from other
objects or identify the specific language of art; understand the intention of the
artist or the impact of art reception in the mind of recipients; or identify what
is in front of us an intentional art object, rather than a signifier of reality.

Several scientific events attended by philosophers, aestheticians, artists, art
critics and other experts alike have been focused recently on the essential
question of what art should be, how art should be perceived and judged, why
society needs artists and art at all, and whether, in the age of digital media, it is
still necessary to create art or to appreciate and evaluate it.

My intuition leads me to the opposite conclusion: the more virtual reality
penetrates into people’s life and is taken and accepted as the ‘true reality’, the
more we need art as we are used to conceive it traditionally. Through art, we
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can learn to distinguish more accurately the real from the ir-real, probability
from illusion and improbability, truthfulness from falsity. The aesthetic
appreciation of art tends precisely towards this freedom of feeling, thinking,
and judging, which can also provide a positive basis for action.

You are a member of many editorial boards in Slovakia and abroad and
a member of various committees, and you also have acquired extensive
experience from your long-term work in academia. In your opinion, how
has the status of aesthetics and aesthetics as a discipline changed in
recent years?

Coming back to my previous answer, let me briefly comment that I think
society is in urgent need of aestheticians nowadays. It seems to me that
a person who is able to make aesthetic judgments is one who is aware of the
distinction between the real world and the imaginary one and is also capable of
differentiating between reality and its interpretation. An aesthetically thinking
person knows how to distinguish between reality and ‘images that look like
reality’. These images are not only created by artists, although they have some
primacy. This kind of images are also created by politicians and other people
who want to have an impact on their audience, for example businessmen who
want to sell a product, or politicians who want to get power, and so on.
Learning how to deal with one’s own imaginary and feelings (regardless of
whether these have been evoked by an existing reality or by a work of art) is
equally a discovery of aesthetic potentiality, and aesthetic responses do not
only evoke unconscious and spontaneous evaluations in the forms of ‘like’ or
‘dislike’ reactions; aesthetic responses rather have they own reason - i.e., they
are not isolated from thinking, although they are based on feeling. This
connection is often forgotten. The ‘aesthetic’ is automatically considered
‘unreasonable’, but this seems to me to be one the greatest misunderstandings
of the principles of aesthetics — both of aesthetic perception, judgement and
thinking.

Since prehistoric times, artists have created their works as statements about
the world, nature, human beings, their own viewpoints, nightmares, mistakes,
downfalls and triumphs. Contemporary art, I think, does the same. The
question is whether contemporary recipients are willing to accept the
artist’s offer to enter into dialogue with the work, to think and feel through the
work and reflect on the relationship they may have with the work’s author. This
may lead them to engage with something that lies beyond or behind the
artwork itself, a reality that exists here and now, but that discloses a world of
different possibilities that might or might not be.

What would you recommend to the young scholars of aesthetics, given
your long career as a researcher and a teacher?

I am pleased when students ask questions and we can discuss them together.
The greatest reward and satisfaction for me is when I see that students have
their own opinion, that they can argue for and defend it with their arguments,
and that they can analyse different theories but also have a personal position
that they know how to support, verify and refine.
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There are people who have cultivated aesthetic sensibilities and spontaneously
apply aesthetic criteria in their job, which may not be related to aesthetics at
all. Knowledge of aesthetics can contribute to address problems in different
fields, and the knowledge students gain from studying aesthetics can be used
in communication with people, art, other cultures, and so on. I think that
everything depends on how the young colleagues, the graduates of aesthetics,
will put their own minds in order. They have to ask themselves many questions
about what they study and why they study it, what the knowledge they get offer
them, how they think what they read, which authors they identify with, which
ones they criticise, and what they actually want to do and achieve in their
research life.

Lenka Bandurova

University of Presov, Faculty of Arts
Institute of Aesthetics and Art Culture
17. novembra 1, 080 01 Presov, Slovakia
lenka.bandurova@unipo.sk
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The Ugliness of Banal Truths

Jana Soskova

The paper deals with an analysis of the controversial novel Truismes by Marie Darrieussecq. In this work,
the author sensitively maintains an oscillation between the plausibility of truth, hidden behind
metaphors and symbols, and the implausibility of the whole story in its individual components. The
occurrence of ugliness as a decisive aesthetic dimension is continual, graded into almost all its shapes
and forms, until it finally fills in the entire space and time of the fictional story. The astonishing horror
of the author’s aesthetic world does not lie in the brutality of the language she uses, but rather in the
similarity of the real and the imaginary, in the way she makes cruelty appear visible though the fictional
narrative. The paper thus shows that classical aesthetic views fail when used as tools for understanding
the nature of the aesthetic world modelled by Darrieussecq. | Keywords: Banality, Everyday Aesthetics,

Marie Darrieussecq, Truismes, Truth, Ugliness

When we feel the being of certain objects in our mind, we say we are
seeing beauty... when we then feel the feeling of being in itself (sense),
we call it the feeling of sublimity, we then call the sublime what causes
the effect of this sense, i.e., the observation of the feeling of the being
itself of a certain object that we feel.

1. Introduction

These words by the Slovak aesthetician Karol Kuzmany capture the essence of
the aesthetic experience and the process of artistic creation. The artist shares
with the audience her journey in the aesthetic world in a comprehensible way
and thus offers recipients an opportunity to undergo the process of aesthetic
experience, not only by feeling truth through beauty, but also by sensing their
own transformation into human beings.

What can the philosopher grasp from accepting the offer to live in an aesthetic
world constructed by an artist? How will she be able to feel the existence of the
objects represented, embodied, marked, symbolized by a work of art? How does

The translation is an outcome of the research project KEGA 016PU-4/2018 Compendium Aestheticae:
An edition of learning texts for the study programme Aesthetics supported by the Ministry of
Education, Science, Research and Sport of the Slovak Republic.
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she cope with the ‘truths’ she must at first uncover via beauty? What will she
think after she observes her own state of consciousness? Will her
consciousness and thinking change? Will the philosopher heed the warnings of
contemporary art or will she say once again: ‘postmodernism has failed’?

In 1996, the controversial and scandalous book Truismes by the young author
Marie Darrieussecq was published in France. Already the title evokes the ‘game’
that the author engages with her readers. In French, la truie means the sow,
while truism is a philosophical term denoting a banal, self-evident truth a
philosopher should not even deal with as she should be interested in the truths
of being. The book’s title in English is Pig Tales. Everyday truths, composed
into a fictional story, are expressed in everyday language. Even the very essence
of the story — the transformation of a human being into an animal, is nothing
original in the history of literature. It has always metaphorically referred to a
being, for whom it was impossible to be or become a human being. The author
creates a stock story that depicts possible fragments of everyday life for
thousands of people. It is a metaphor of a person who lives an insignificant,
uninteresting life, bordering on elemental survival - even though the story
takes place in a luxurious environment. The person as well as her life are
simply ‘out of the interest’. The reader is getting a signal: this story is about
someone else, it is not about me.

2. Aisthesis and Participation. Real and Unreal

What is the nature of the aesthetic world created by the author of the novel?
Her colloquial, ordinary language refers to well-known, banal ‘truths’ that can
occur every day, anywhere and to anyone in the world: humiliation, physical
and psychological violence, political terror, an Orwell-like organized society,
the loss of human dignity, the consequences of ‘playful rationality’ in the form
of power and its victims, the abuse of people and the taking away of their
‘human face’, the exclusion of these (non)people and their being confined to
the margins. So far, it is the real world, known and understood by the author,
symbolically represented by a constructed story. Its fictionality and
improbability arise when a common metaphorical labelling of a human being
through an animal term (pig) begins to take place in the story by gaining new
physical changes. The transformation of a human being into an animal in the
literal sense is unrealistic, but in the context of fiction it acquires logically
necessary contours. The reader distances herself from banal truths by entering
the logic of fiction. The distance felt by the recipient is reinforced by the
personal traits of the protagonist, who is poorly educated, pretty, and unaware
of the ‘rules’ of life, and naively refuses to earn money for her beauty and
youth, is unwilling to make a ‘career’, to sacrifice and lovingly fulfill the needs
of her loved ones and to complicate other people’s lives with her selfish
interests. She is a healthy girl, according to her partner Honoré, a junior high
school teacher of philosophy, who preferred her to clever and complicated high
school girls. The author sensitively maintains an oscillation between the
plausibility of truth, hidden behind metaphors and symbols, and the
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implausibility of the whole story in its individual components. Every time the
author directs the readers to consider the truthfulness, possibility or credibility
of the situation, emerging from the individual experience of the readers, and
forces them to compare and to try to place the real situations (of particular
people, real space and time) into the indicated, thus incomplete, space and
time, she leads them back to sense the implausibility of the story depicted and
confirms its fictionality with new unreal details related to the transformation
of a person into an animal.

The retention of fictionality and implausibility evokes the necessary distance
and ‘disinterestedness’ of the reader, which is, in Kant’s spirit,
disinterestedness in the real existence of objects. The transformation into an
animal cannot really happen. However, the author does not allow
disinterestedness to turn into indifference. The fictional story shocks the
reader’s experience. What causes stress is that the author is moving on the
edge between the everyday truth that is metaphorically depicted - affecting
everyone as everyone has their individual and unique experiences with
everyday truth — and the fictional horror that is shockingly described, which
emerges slowly and sneakily in the daily banal situations of the protagonist’s
existence. The setting of the story is only hinted at and little specified.
Although the perfumery boutique has a name, the imagination and experience
of recipients is necessary as it is not localized. Similarly, no other places are
located (the protagonist’s apartment, her birthplace, the psychiatric hospital,
the clinic, the cathedral, the city, etc.). Uncertainty and impersonality are also
present in relation to characters who do not have names, and thus are faceless
- e.g. the mother, doctor, customers, co-workers, or random people entering
the story. Only her two partners, Honoré and Yvan, have names, as well as
Edgar, a politician who embodies power through its debauchery and arrogance.
There is also the character of an African marabout, a guardian of faith, a
shaman who has a symbolic and at the same time metaphorical designation.
Neither space or time are specified. It is only at the end of the story that Paris
and the end of the third millennium are mentioned. Filling in the missing
information unnoticeably ‘engages’ the recipient and forces her to
unconsciously change her attitude: from a ‘disinterested’, non-participating
observer who is not affected by the story, she becomes a participating one. By
completing the missing information, the reader creates her own experience of
the novel. At first in small things: the readers imagine a luxury perfumery;
Aqualand - a place for relaxation and entertainment — then the election
campaign; the posters; the winners, but also the rules set by the new
authorities; a psychiatric hospital; a cathedral; catacombs. Eventually, readers
are faced with a detailed description of the forms of humiliation and abuse
they ‘know about’ from movies, literature and made-up or real stories told by
television. Helplessness, injustice, cruelty, violence, etc. also have their records
in the reader’s experience. The perceiver gradually participates in the
formation of the real-unreal story. Page by page, the reader creates her own
‘experience’ by complementing possible and fictional information. The position
of the reader as a non-participating observer changes to a participating co-
sufferer, and the banal truths of ‘others’ begin to affect the reader intrinsically.
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It does not matter whether the recipient moves in the discourse of reality or in
the discourse of fiction, whether she only wants to ‘fill in’ the missing
information with the known reality, or let herself be carried away by fantasy
and continue to multiply fictional and unlikely situations. The effect of horror,
disgust and ugliness is the same.

The author fundamentally changes the valence of aesthetic experience with
respect to traditional aesthetic approaches that recommended not to cross the
borders between the two types of discourses, the theoretical and the aesthetic,
or more precisely, between cognition and aesthetic assessment. Either the
recipient finds herself in a world of observation and cognition and applies the
corresponding ‘rules’, or she finds herself in a fictional aesthetic world. The
released emotions of both worlds had a different basis, intensity and also
outcome. Darrieussecq envisages a different approach. By creating an effect of
resistance and disgust, that e.g. Carolyn Korsmeyer takes to be not aesthetic
emotions but real emotions (1999, p. 53, 57), she moves the reader’s experience
to a position of constant switching, i.e. to the oscillation between real and
aesthetic discourse, to the constant transition between a possible world and an
unlikely, fictional and unrealizable world. The result is not only an increased
intensity of the aesthetic experience, but also a mental attunement, and finally
an awareness of the similarities and differences of the world of truth and the
world of beauty (it is rather ugliness in this case). Released emotions of disgust
and resistance acquire an aesthetic and noetic dimension. They are
characteristic emotions in both the real and the fictional discourse, because
they accompany the experience of a real as well as a fictional world. The
distinctiveness of both worlds is enhanced by the author’s playing with the
ambivalence of meanings that are tied to both real and unreal discourse. The
author deconstructs the fluidity of the ideas of both the literal meaning of a
‘sow’ and the metaphorical designation of a ‘sow’. In the European cultural
context, the meaning of the word ‘pig’ is linked to the designation of a source
of pleasure of various kinds, but also to a greedy man, a man longing for power
who does not shy away from using any practices to achieve the very egoistic
goals. M. Darrieussecq’s ‘sow’ deviates from the usual contexts. The sow is
rather a victim of the piggish treatment of people’s depraved selfish tastes, and
the human being becomes an animal only physically. Although the author
leaves rapists and executors of ‘piggish’ practices physically in human form,
she sharpens the insurmountable contradiction between the physical form of a
human being and an animal, between piggish tastes and beastly behaviour.
Both lines lead to the ‘death’ of the human being. Even selfless, kind, non-
egoist behaviour is rewarded by the loss of the human being and selfish,
predatory, violent, brutal behaviour is completed by the loss of humanity.

3. Ontology of Ugliness

This increased aesthetic effect is caused by the fatal conflict between beauty
and ugliness. The unsolvable opposition between beauty and ugliness, beauty,
ugliness and good, beauty, ugliness and truth is the dominant aesthetic reality
emerging from the background of the possible reality that the author offers to
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the recipient. The consequences of external beauty (the physical beauty of the
protagonist, her appeal: “[...] Honoré said that with a body like mine and such a
blooming appearance, I would get all the ritzy boutiques I
wanted” (Darrieussecq, 2000, p. 8)) as well as mental beauty (modelled by her
ethical attitude, refusing to degrade her love as a source of income, or to take a
side income for her work) are terrifying or even monstrous. Beauty evokes
degrading and violent reactions from the environment. It irritates power,
provokes possession, brutal treatment, destruction and leads to the brutal
‘Neronian’ murdering of young and beautiful people by representatives of
power out of sheer entertainment. The entrance of ugliness as a decisive
aesthetic dimension is continual, accurately depicted, graded into almost all its
shapes and forms. It begins with unnoticed physical changes and ends in
terrible disgust, monstrosity and even devilishness. Ugliness is equally created
physically and mentally, until it finally fills in the entire space and time of the
fictional story. In this case, the author guides the readers very precisely. She
draws their attention to details, to individual shades of ugliness, lets readers
enjoy all the emotionality that follows, makes returns to the already described
ugliness, which she enhances with a small novelty and does not allow them to
achieve a new harmony or even to overcome ugliness in their consciousness via
a new beauty and form. Paraphrasing Adorno: “Powerlessly the law of form
capitulates to ugliness” (Adorno, 2002, p. 46). In the grey everydayness, the
effect of banal truths changes the norms of external and internal beauty. The
protagonist firstly observes the loss of body shape by fattening. The shapeless
body acquires an inhuman colour - pink. The deformed proportions of her body
are complemented by hairs, by walking as a quadruped, by a characteristic
‘smell’, etc. These forms only confirm deviation from human norms: her face
turns into a snout, she acquires a tail, instead of hands and feet she has trotters
and she loses fingers. In line with these changes, she loses her sense of inner
stability and identity, and with each humiliation and abuse, she becomes more
and more a sow and identifies more and more with her animal form. Any
attempt of the protagonist to make a change to a human being (e.g. with the
help of new clothes from Honoré and a visit to Aqualand; working on Edgar’s
pre-election poster as the embodiment of the pre-election slogan ‘for a
healthier world’; in the privacy of the hotel Formula 1 with the help of a dumb
understanding of a nameless African immigrant; reading books in the attic of
the psychiatric hospital as an escape from life threatening situations; in the
crypt of the cathedral) is ‘rewarded” with a new and even more brutal
humiliation. Returning to a human form has its formal features: she regains
speech and human bodily curves, her hair begins to grow, she loses weight,
washes regularly, stops stinking, and becomes physically and mentally human.
However, the beauty she only can gain with considerable effort, becomes again
an obstacle for her and thus is cruel and monstrous. Overcoming ugliness in a
new form and harmony - by restoring the order of beauty — is impossible. On
the contrary, a new form of ugliness reinforces and develops. In contact with
people, the protagonist always takes the form of a sow and is also humiliated
like a sow — she burrows in rotten and wormy meat, eats her own vomit, digs
into excreted excrement, causes disgust and fear in the surroundings with a
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defensive reaction (either in a shelter for animals, a prison or a psychiatric
hospital), or she escapes to the catacombs between rats and crocodiles or to
the crypt of the cathedral.

Classical aesthetic theories allowed art to depict the ugly. Aristotle and,
reacting to him, Lessing or Rosenkranz (see Rosenkranz, 1990) emphasized the
importance of portraying the ugly as a way of intensifying the effect of art. The
ugly, perfectly depicted by art, loses its effects in the whole of the work of art. It
is only an ‘imperfect’ beauty, an intermediate stage, which eventually results in
the confirmation of beauty. All the forms that Rosenkranz describes in his
‘metaphysics’ of the ugly (deformation, disharmony, formlessness, disruption
of the unity of form, incorrectness and disruption of the conformity of the idea
with reality, etc.) are aimed at this. Gregus$ also conceives the ontological status
of the ugly as the opposite of beauty (respecting aesthetic principles of form
but also content). According to him, “whatever is confused and imperfect, and
in relation to us disturbs the harmonious activity of our mental powers and
insults the feeling of senses, but also of reason and even more the moral and
social feeling, rightly deserves to be called ‘ugly’. Therefore, there is no beauty
in obscenity and depravity...” (Gregus, 1998, p. 166). Gregus envisages not only
an artistic, a fictional depiction or creation of the ugly, but also the (real)
existence of the ugly. Both evoke resistance against and abolition of the
harmonious action of mental forces.

In a sense, Darrieussecq goes beyond these classical conceptions and questions
their productivity. For example, she enhances the ugly so much that it becomes a
surplus or a deficiency (as in William of Auvergne) in the form of a thing, in its
expediency. The protagonist of Darrieussecq’s novel either loses some shape and
elements of the human figure and expressions or shows increasing animal
physical symptoms. She also testifies to Augustine’s idea that the ugly is only a
loss of the good in a thing. The author depicts the loss of good embodied in a
person, in human behaviour, or in an action in a way that substantiates ugliness
itself as something necessary, independent, irrevocable, insurmountable by
another harmony or by the possibility of ‘gaining some more good’. Like beauty,
‘good’ is put into question. The good deeds of the protagonist are ‘balanced’ by
an increase in violence and abuse, the verbally declared ‘good’ by the powerful
represent a refined arrogant brutality. Ugliness exists on its own. The author
gives it a shape, form, faces, situations, she gives it existence but also a form of
being. The effects of ugliness do not disappear either in the integrity of the work,
in the perfection of artistic language, or in response to aesthetic experience
meant as a ‘promise’ of a new harmony. In this sense, the book is a continuation
of the thinking of modernity. In this context, Adorno writes: “The harmonistic
view of the ugly was voided in modern art, and something qualitatively new
emerged. The anatomical horror in Rimbaud and Benn, the physically revolting
and repellent in Beckett, the scatological traits of many contemporary dramas,
have nothing in common with the rustic uncouthness of seventeenth-century
Dutch paintings. [...] That is how completely dynamic the category of the ugly is,
and necessarily its counterimage, the category of the beautiful, is no less
$0.” (Adorno, 2002, p. 46). Just as modernity has become ‘disliked art’ compared
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to the ideals of classical aesthetics, so should Darrieussecq’s work be ‘disliked’.
Its ‘indecency’ lies not only in the fact that the well-known truths are shouted
out in public, thus violating the norm of a ‘decent’ society (and society
punishes the perpetrator of the taboo appropriately!), but also in preventing
the possibility to overcome the ontological status of ugliness. Postmodern art,
to which Truismes belongs, is cruel. “But ugliness and cruelty are not merely
the subject matter of art. As Nietzsche knew, art’s own gesture is cruel. In
aesthetic forms, cruelty becomes imagination: Something is excised from the
living, from the body of language, from tones, from visual experience. The
purer the form and the higher the autonomy of the works, the more cruel they
are.” (Adorno, 2002, pp. 49-50). The astonishing horror of the author’s
aesthetic world does not lie in the brutality of the language she uses, but rather
in the similarity of the real and the imaginary, in the way she makes cruelty
appear visible though the fictional narrative.

4. Reinterpretation of Existentialism

The transformation of the protagonist into a sow is in many ways reminiscent
of Kafka’s novella Metamorphosis. But it is neither a paraphrase of nor an
allusion to it. In Kafka’s work, the metamorphosis into an insect causes a shock
to the changing individual and people around him. It happens unexpectedly, all
at once, without warning and it disrupts any possibility of communication with
the world, real life and people. The man-insect remains alone, thrown into an
existential, unsolvable situation, without the chance to communicate. The
insect’s condition is a borderline situation in which the man-insect
retrospectively searches for the possible causes of the transformation, but does
not understand them. The state of the man-insect disrupts former identities,
ties, and communication. It is a state in which a hidden, long-acting truth is
revealed to the insect-man. Here too, however, the path to uncovering the truth
is mediated by the abolition of beauty (the human form) and intense
experience of ugliness, disgust and resistance. In the borderline situation, the
insect-man can no longer make decisions like a human. He decides like an
insect.

In Darrieussecq’s novel, the transformation into a sow is gradual, visible in
every new detail. The change is recognized by the protagonist as well as by the
people around her. Some even sympathize with her, warn her of the ‘goal’ of
her transformation and give her advice on how to deal with it. Each new trifle
that brings the protagonist closer to a sow is noticed by the protagonist herself,
as for example the blue spots or bruises that, after being stung by customers,
gradually change into more breasts or dugs, the thickening of the skin, the
decreased sensitivity of fingers and increasingly deformed small hooves, the
loss of articulated speech, or the emission of unarticulated sounds.

These slowness and continuity of changes denote the insignificant, barely
perceptible, but as a result of the complete transformation, frightening effect
of banal truths in their monstrous ugliness. The problem is that this almost
unnoticeable change, even if perceived (a pink spot on the cheek, the hair
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growth, a bruise on the chest) does not cause any corresponding action or
activity on the part of the protagonist. The next day she performs exactly the
same activity as before. She communicates with the environment in exactly the
same way, does not change her attitude towards her own existence nor towards
people. It is a slow, detailed ‘killing’ of the human entailing a ‘disinterested’
observation from the victim herself. From a psychological point of view, it is
the position of a ‘victim’ of violence, who is not able to say ‘no’ to the abuser,
and is only passively ‘watching’ the ‘increase’ of the manifestation of violence
on her own body and soul. From the distance provided by her self-reflective
attitude, she observes the ‘simulacra’ of humiliation, use and abuse, and
killing.

The author offers two forms of metamorphosis of the human being into an
animal. In a sense, these forms of metamorphosis metaphorically designate
two possible options for solving terrifying existential situations. The first is an
involuntary, gradual and willingly uncontrollable and unstoppable
transformation resulting in a reconciliation with a new identity. The price is
reasonable and can metaphorically be understood as the death of the human
being. It is based on escaping from society, on total isolation. Although the
identification with the new, animal identity is the acquisition of freedom, of
independence from the rules of torture and humiliation, it is a path of
loneliness, loss of beauty and acceptance of ugliness as its starting point. The
second metamorphosis is an early recognition of the danger of the
transformation; the person can control it with her own will, so that only from
time to time does she allow herself to escape from the prison of human rules
and become a bloodthirsty, free animal. This is represented by Yvan’s
transformation into a bloodthirsty wolf, killing an innocent man. The wolf does
not carry the hidden pains of man. He is a wolf in the true sense of the word
because his communication is killing. The sow escapes from the human world,
but does not endanger the human world in any way, nor does she endanger the
new animal world. The bloodthirsty wolf is a threat to humans. While the
female sow feels like a human in both physical forms, the male wolf in the form
of an animal feels like an animal whose only way to communicate is to kill
people. Yvan turns to the moon once per month to put on wolf’s fur and get
terrible fangs. The woman-sow turns to the moon once per month in the
denouement of the narrative to find her human form for a while and to be able
to write her ‘ordinary’ (?) story.

The method of metamorphosis (the loss of the original identity and acquisition
of the new one) has an existential dimension too. It is a borderline situation
that is not coming suddenly but ‘dragging’ slowly. It is rather a sequence or
multiplication of existential situations whose smallness (although they are
observable) does not evoke any necessary knowledge that would become the
basis for free choice and action. ‘Small’ truths are not recognized as ‘Truths’.
They are negligible. Everydayness dictates that we do not pay attention to
them, that we do not react to them, that we only notice them. The author re-
raises the question of the relationship between truth and Truth, existence and
Being, evidence, observation and Knowledge, knowledge and Action. She
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recalls Sartre’s understanding of truth, which is based on the premise that
truth is human, because “[k]nowledge of whatever form is a relation between
man and the world around him, and if man no longer exists this relation
disappears” (Sartre, 2004, p. 26). The transformation of a human being into an
animal (as a symbolic expression of a person’s death, forced by existence,
ultimately chosen) can mean an escape from those truths that are unbearable,
ugly, hurtful. “Existence precedes essence”, writes Sartre (2007, p. viii) and it is
therefore necessary to proceed from subjectivity. Can a change in subjectivity
also mean a change in ‘truth’? Darrieussecq offers a cruel opportunity to
change the protagonist’s identity as the only way to free herself from
devastating truths: her death as a human being and her exclusion from
community, a complete loneliness, and the acceptance of new animal identity
but in isolation from people. Sartre purposely espouses subjectivism. He says
that “[s]ubjectivism means, on the one hand, the freedom of the individual
subject to choose what he will be, and, on the other, man’s inability to
transcend human subjectivity” (Sartre, 2007, pp. 23-24). According to Sartre,
truth is actually ‘people’s event’, it is formed by them by totalization,
unification or synthesis of individual experiences. Darrieussecq ironizes and
deconstructs a similar reasoning. In the logic of her fiction, truth as ‘people’s
event’ is ugly, dramatic, disgusting and nasty, and it is a source of humiliation
and violence. Both ‘truth’ and ‘good’ kill people directly, or indirectly as
accomplices. Elsewhere, Sartre recalls that both knowledge and truth are a
dialectical process that presupposes the ‘internalization of the external’ on the
basis that the subject becomes a part of the object (and vice versa) and this
experience is “the very experience of living, since to live is to act and be acted
on” (Sartre, 2004, p. 39). In Darrieussecq’s case, this existentialist position is
reinterpreted. In her understanding, too, existence precedes essence and truth
depends on the experience of life, on existence. However, it is possible to
destroy (or come to terms with truth) not by ‘fluid rationality’, or by a
manifestation of Dialectical Reason (Sartre, 2004, pp. 19-20) but by leaving the
human world, by transformation and by a new identity. The world of Beauty
and Truth are strictly distinguished by Sartre. Beauty is possible only in the
imagination and is cancelled by the onset of the discourse of reality or Truth.
Darrieussecq also questions this alternative of thinking. Her aesthetic world
parasitizes on the real in such a way that the real world is fulfilled almost with
an unreal, fictional world. Completing reality with fiction fundamentally
changes the status of Beauty, Good, Truth and the subject itself.

5. Criticism of Traditional Aesthetics from the Position of Art

Darrieussecq irreversibly breaks the classic myth of the unity of truth, beauty
and good. Beauty is monstrous, it evokes rather a mythical horror, and its
consequence is not only a ‘loss of the good in man’ (Augustine), but his
irreversible liquidation. If we, in the mental attunement that the author
deliberately evokes in her work, applied a classic aesthetic knowledge of the
type: beauty is in the father’s ratio to good (Plato), beauty and good have the
same basis (Aristotle), beauty is an exposition of the truth of being
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(Heidegger), the truth of the self-conscious absolute spirit is embodied by art
(Hegel), the idea of the absolute and relative beauty of Diderot, or beauty as a
convention in Descartes, etc., we would only exacerbate the destroying irony.
Classical aesthetic views fail when used as tools for understanding the nature
of the aesthetic world modelled by Darrieussecq. The cruelty of her aesthetic
construction lies in the drastic gesture of destroying this myth, which has
always served as a hope for human beings to recognize the various forms of evil
and truths of human existence and being. As an ideal and a hope, this myth has
enabled people to cope with the cruelty of truisms, to overcome their ugliness
by striving for harmonization and humanization. In the newly acquired form,
i.e., in beauty, a human being can find an impulse to create, to live, to reveal
the very meaning of being. In Pig Tales, ‘beauty’, combined with renewed love
and marked by ugliness, is the same as disgust and brutal violation of all
‘normal’ norms. The protagonist’s partner Yvan acquires a beautiful physical
body during the transformation from wolf to man. He is also physically
‘beautiful’ in the wolf’s skin, but he cruelly and brutally kills people. He loves
the protagonist both as a sow and as a human. The bestial wolf and the sow are
playing in bed. In relation to such a ‘reality’, Adorno’s claims seem more
effective, when he says that art “must take up the cause of what is proscribed
as ugly, though no longer in order to integrate or mitigate it or to reconcile it
with its own existence through humour that is more offensive than anything
repulsive. Rather, in the ugly, art must denounce the world that creates and
reproduces the ugly in its own image.” (Adorno, 2002, pp. 48-49). The author
creates ‘almost’ a reality (Feitosa, 2001, p. 44) that is not justifiable even as an
aesthetic phenomenon.

Darrieussecq undresses truth and changes it into the ugly and evil. The truth in
her ‘game’ acquires an unexpected ‘added value’. It is (or becomes?) ugliness in
itself, in its essential destiny, not only as the opposite of beauty — form, but as
the embodiment of being itself in its truth. Even ‘Dasein’ is disgusting, brutal.
Truth is rolling in the dirt, and just as a new order of beauty cannot be
established, so a mythical order of truth that could be uncovered into beauty
and good cannot be established.

6. Change of Understanding of the Tragic, the Sublime, the Comic

Truismes do not give the reader a chance to experience catharsis, although
several layers of the text create tragic conflicts. A dominant conflict is that
between the individual and an Orwell-like organized society, where everyone
watches everyone. It is an ironic completion of the ideal of ‘freedom’ and
individualism. It is a society that wants to get rid of all the ‘small’,
inadaptable, ‘ignorant’ to participate in the ‘games’. The position of the
individual is not given by individual free choice, but by the ‘fatal’ and thus
unchangeable action of the invisible hydra, whom everyone serves, everyone
is afraid of, and who can ultimately destroy everyone — the former rapist as
well as his victim. Powers alternate but, according to the rules of ‘playful
rationality’, they are producing new victims all the time. Even the marabout
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is eventually the victim of a game of power and turns into a horse. Edgar, the
embodiment of power, is defeated and turns into an elephant and a mentally
insane becomes a guardian of the faith. The ‘stability’ of values, morals and
the socially desirable good is guaranteed by mass media, controlling people
and manipulating their behaviour in accordance with Orwellian power.
Institutions such as ‘Animal Rights’ or ‘For a healthier world’ have a similar
‘impersonal’ status, guiding people’s ‘moral’ action into well-defined and
predetermined lines. The institutions take care of the ‘cleanliness’, or more
precisely, of the liquidation of all those who are ‘out’. For example, the
institutions do not provide food or caregivers to the psychiatric hospital, in
which the ‘waste’ of society is concentrated, and spend the saved money on
programmes such as ‘For a healthier world’, ‘Animal Rights’, etc. It is here
that the conflict between beauty and ugliness ironically escalates, but it also
dramatically breaks the classic unity of beauty, truth and good. The
protagonist finds herself in a psychiatric hospital as the only way out of total
degradation. But even here and in the form of a ‘sow’, she must defend herself
from becoming food for starving convicts and from losing her newly acquired
identity in ‘usability’. The author ‘intensifies’ the existential experience of
tragicness, for example by eliminating the tragic turn and removing its
suddenness and unexpectedness. The author does not rely on an unprepared
and surprised victim. On the contrary, the victim can slowly observe her own
murder, her own killing, every day. The time when the subject can realize the
‘borderline’ of the situation as well as the possible turn, and thus the
denouement of the tragic conflict, is left to herself. The sow herself must
determine which ‘changes’ announce the borders of the transformation into
another identity (the death of the human being). The transformation into a
sow (the human death) does not really come as ‘a tragic climax of the
narrative tension’, but as ‘a necessary, practically obvious consequence of
destinies’ (Marcelli, 2002, p. 76). Would death be less tragic only because it
concerns the ‘most ordinary’ people? The whole ‘banal’ life of the protagonist
is tragic, shamefully and slowly moving towards a tragic end. Eventually, her
attempt to seek solace in her mother, who constantly urges her to return in
the broadcast (as an attempt to return to some stable and undeniable value),
is devastating. The protagonist’s fatal mistake is that for a while, in
loneliness after the loss of her only beloved being (the wolf-human), she
believes in humanity, only to eventually be turned to a new greed again. Her
being and her existence in the tragic conflict makes her a murderer. She Kkills
her mother and the deviser of her humiliation — she is a murderer and a
victim at the same time. It is her final death in the form of a human and her
final departure into the animal kingdom. Matricide as the climax of the
tragedy represents purgation. However, this purgation is not aimed at the
recipient, as in classical aesthetics based on classical art, but at the
protagonist of the story. It is a ‘Sartre’s trap’ for the recipient. Catharsis is
impossible: neither as an establishment of a new harmony (of beauty, form,
arrangement, unity), nor as knowledge of the truth, nor as a possible
‘addition’ of the good in things, nor as a renewal of the ‘tragic spirit’ by
establishing the dominion of metaphysical truths.
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The postmodern re-modelling of essential ugliness has not only tragic but also
noble dimensions. The truth of being has traditionally been revealed (or
uncovered) by beauty thanks to which it gained its shape and form. It
descended in beauty from its infinity into an observable form through which it
could be sensed for a moment (see: Kuzmany, 1838). In the sense and in the
feeling of this sense, the subject can emerge from the boundaries of existence,
her own unique experience, and transcend the finite or temporal. In the
aesthetic world of Darrieussecq, truth is uncovered through ugliness. The
oversizedness, absolute size, majestic monstrosity in the versatility of this
world represent an overlap. The sublimity here lies in the temporary
unrecognition of the new form, in the impossibility of establishing a new order
of beauty—-truth—good, but also in the signs of an increased disruption of the
harmonious activity of the mental forces (see: Gregus, 1998). It is the overlap
(or fall?) into... nothingness. The only meaningful ‘answer’ to such
‘transcendence’ is irony. Only irony can somehow allow the subject to step out
of her own subjectivity (pace Sartre!) and reorganize her own experience at an
ironic distance. (Compare in more detail: Soskova, 1998). But this is the task
the artist assigned to the recipient.

7. The Emergence of the Philosophical World from the Aesthetic-Art
World

By embodying multifaceted forms of the ugly, the author has intensified the
aesthetic expression of the artificial world she has created and strengthened
the aistheésis. The ugly in its ontological status exists on the border between
the real and the fictional, and its constant retention in the work of art by a
multiplication of various and yet similar manifestations requires the recipient
to transcend the real and the fictional discourse, what fundamentally changes
the character of aisthésis. The reader’s journey into reality reveals a total
failure of beauty as a positive value, a desired ideal, a form by which the
certainty of truth is confirmed, which leads her to scepticism and to question
classic explanations of existence and being of truth itself. This sense of
uncertainty and the inability to find a satisfactory answer lead the reader to
confirm the doubts she has in the real world by participating in fiction. But
even a journey in the fictional world, which could have been a hope for at least
an ‘aesthetic’ confirmation of the traditional certainty of truth (in its beautiful
form and good action), does not bring any ‘knowledge’. The failure of beauty
and the revelation of its inability to show truth and good is confirmed and
complemented by aesthetic fascination in fiction. Noesis, loosened by the
fictional discourse and leading to the same conclusion, reinforces the
experience of horror and ugliness in their essence. In the intensity of the
experience of ugliness, the reader finds out the ‘similarity’, probability,
‘truthfulness’ of the two different worlds, which prevents or disrupts the
possibility of the flow of philosophical thinking in a traditional way, as if the
philosophical solution of the truths of life and the truths of Being did not exist.
The philosophical understanding of beauty as a value is ironized; the good, as a
rational realization of truth, is in its essence a violence that breeds both the
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abuser and the victim. The philosopher must erase, disrupt the order of her
thought experience, and start again. She has to get to the very sources of her
thought, so that she can at least resolve the relationship between the
individual and the universal, the unique and the general, the relationship
between the truth of existence and the truth of being and discover the sources
of free mind and free action. Notorious truisms are appalling. If she does not
want to realize that truth is dirty, ugly, disgusting, and that truth is the evil
that degrades a human being deep under the situation of an animal, she has to
distance herself (and thus to acquire an aesthetic position!) from the world
modelled by Darrieussecq. Notorious truisms can happen to anyone. They
happen in ordinary everydayness. We can even observe them. Neither the tragic
nature of aesthetic expression, nor the aesthetic intensity of ugliness, nor the
ironizing play with ideals that the author offers allow the reader to experience
catharsis. The banal truths that philosophy has excluded from its interest, by
considering them ‘low’, or by tabooing them, have become ‘metaphysical’ in
Darrieussecq’s fictional world as she has given them sense. The artist ‘puzzled’
the philosopher: How is it possible to deal with ‘small’ truths, ‘small’ lives,
destinies, ‘small’ evils, tiny violent manifestations? At which point do these
banal truths turn into metaphysical ones, small life into universal destiny, and
insignificant death into tragic resolution? The philosopher has to deal with it
again from the beginning, i.e., post-historically. That is why Darrieussecq’s
work is, in the true sense of the word, post-modern. The completion of the
reader’s self-transformation cannot take place in the same way as in the
classical work during its perception by cathartic purgation in contemplation.
Self-transformation requires action. Not an imaginary, fictional, imagined, or
thought act but a real one. The reader knows that to restore the order of truth,
beauty and good can be done only by real (banal?) action.

When Krug was explaining Kant’s importance for aesthetic and philosophical
thinking, he emphasized that aesthetics is a propaedeutic to philosophy. With
that in mind, we could contend that Darrieussecq’s artistic creation was
informed by her own aesthetic experience of reality (through the a priori forms
of sense, space, and time), which made the free ‘play’ of fantasy, imagination,
thinking and sensation possible in the first place. Only the aesthetic ideas she
experienced in this way were embodied in the work of art. The world of art is
then the ‘marking’ (through form) of the aesthetic world that is created. It is the
embodiment of the reflective power of judgment, in which judgment is no longer
only about sensations, but about the connection of the individual and the
particular, and about communication, expression of concepts as well as ends and
feelings. According to Kant, “[f]or beautiful art [...] imagination, understanding,
spirit and taste are requisite” (Kant, 2000, p. 197). In art, it “must not be a
pleasure of enjoyment, from mere sensation, but one of reflection; and thus
aesthetic art, as beautiful art, is one that has the reflecting power of judgment
and not mere sensation as its standard” (Kant, 2000, p. 185). This is why art can
prompt us to transcend the world of aesthetic (subjective) judgments and lead us
to the world of cognition, as well as to the world of reasonable action in the form
of a moral maxim. Darrieussecq’s book Pig Tales, in the embodiment of aesthetic
ideas, frees the need for a philosophical knowledge of truth, good and beauty, but
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at the same time represents a challenge to create and rationally justify a moral
imperative that could guide particular human action. However, both
philosophical knowledge and the norms of moral conduct are outside the work of
art — in the attunement of the mind of the philosopher and the recipient and
their readiness to act.

Translation: Sandra Zdkutnd'
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Neuroveda a imaginacia. Vyznam

diela Susanne Langerovej pre
psychoanalyticka teoriu

Margaret M. Browning

This paper presents the work of philosopher Susanne Langer and argues that her conceptualization of
the human mind can provide psychoanalysts with a unique framework with which to theoretically
combine interpretive and biological approaches to their work. Langer’s earlier work in the philosophy of
symbols directs her investigation into the biological sciences along the lines of sentience and
imagination, which in turn become the cornerstones of her theory of mind. Langer’s understanding of
the continuing transformation of affect into language is a decisive contribution yet to be built upon by

others. | Keywords: Feeling, Symbol, Mind, Psychoanalysis, Neuroscience

Uvod

Popri postupnom vclenovani prehlbujicich sa poznatkov objavenych
v neurovedich - osobithne v neurovede zaoberajlicej sa citenim,
do psychoanalytickej tedrie, ostava pre nu velmi dolezitou aj moznost opriet
sa o psychologické uGvahy Sigmunda Freuda, ktoré sa vyznacujd
charakteristickymi ndzormi. Zatial ¢o vrchol prace tohto autora spocival
vo vyskume v oblasti modernych vied, zaoberajicich sa nervovou
komplexnostou, kde sa pokuasal pochopit Sablonovité dynamické formécie
najkomplexnejSieho samoregulacného systému vo vesmire, ostal zaroven
takpovediac zachytenym aj v inej doméne psycholdgie - hermeneutike. Ako
rigorézny empiricky vedec prenikol Freud do tejto oblasti publikovanim diela
Interpretation of Dreams (1900) a nehladiac na pokroky, ktoré by ho v sfére
sicasnej neurovedy dokazali naozaj potesit, ostdva pre nas ako autor aj
nadalej myslitelom spajajicim svoj pristup s touto oblastou filozofie.

Publikované so stihlasom The Psychoanalytic Quarterly, Inc. (Taylor & Francis Group) a Margaret M.
Browning.

b Yob o0

111



Aj napriek rozvijaniu ucCinnej psychoterapeutickej liecebnej metody
za pomoci interpretacie vyznamu, Freud nevyzeral byt s jej vysledkom nikdy
dostatocne spokojny. Zdalo sa, Ze nikdy nepochopil, povedzme, ze filozoficky,
ako sa mu podarilo zlucit s tak ocividnou nevyhnutnostou vedecky, ale aj svoj
osobny, teda historicky podmieneny, alebo tiez literarny pristup k skimaniu
ludskej mysle.! Deliaca filozofickd linia medzi prirodnymi vedami
a humanitnymi odbormi, nepontkajica ziadne trvalé premostenie bioldgie
ludského druhu s jeho kultirou, je aj dnes preto v skutoc¢nosti rovnako ostra,
ako bola v 19. a 20. storoci.

Prave Susanne Langerova vSak pontka za ucelom vzdjomného preklenutia
tychto dvoch oblasti ich vniatorné dynamické spojenie. Jej poukazanie
na nasu ludskil schopnost neustdle a ndpadito transformovat svoju biologickii
strdnku prostrednictvom symbolov, t. j. vyjadrovat svoje citové popudy do podoby
nového kliica, poskytuje psychoanalyze filozoficky zaklad pre prinaleziace
umiestnenie vyznamu a interpretdcie v procese chdpania ludskych Zivotov.
Dolezitym faktom je aj to, Ze filozofka zachovava tdto jeho poziciu aj popri
sucasnej tvorbe priestoru pre tzv. ‘pravdy’, ktoré sa postupne odhalujd
prostrednictvom rozrastajlcich sa neurovied.

Susanne Langerova vytvdara svojou prdcou, nadvazujicou na integrativnu
filozoficka tradiciu Cassirera, ktorého isté diela aj prelozila, umiernent
filozoficki cestu medzi logickym pozitivizmom Viedenského krazku
a ontologickou pracou Heideggera®. A hoci pracuje v ramci objektivne
zalozenych vied o evolucii, nachddza pritom aj spésob pre zachytenie
a vymedzenie Iudskej subjektivity ako zakladnej témy svojho vyskumu. Ako
byvala filozofka umeni, venovala pocas svojho vyskumu znacn Cast
pozornosti aj vedeckej problematike, a tym zaujala unikdtnu poziciu
spocivajicu v zjednoteni vedeckych a umeleckych oborov. Aj napriek
zastaranosti istej Casti jej tedrie sa uzitocnost jej filozofického ramca
pre pochopenie ludskej mysle rovnako z vedeckych, ako aj umeleckych
ndhladov v rdmci jedného kontinua nijako nevycerpava. Zakladné hladisko
pre skimanie ludskej mysle nie je u tejto filozofky predkladané za tcelom
vedeckého testovania, ale pre konceptudlnu pouzitelnost. Pravdou sice je, zZe
jej literarny spoOsob, sliziaci jeho vystavbe, moze niekoho vyruSovat, no ja
osobne verim, ze prave on umocnuje neobvykly jednotiaci model, ktory tato
autorka vytvara.

Pochopenie procesu transformdcie ludskej mysle nasou unikdtnou
schopnostou uvazovania prostrednictvom symbolov a sicasného udrziavania
si zdkladu v nasej pred-symbolickej animdlnej prirodzenosti je
pre psychoanalyzu naozaj vyzvou. S istym odstupom vieme povedat, ze prave

Ricoeur (1970, s. 65), spdjajuc dve Sfreudovské“ epistemoldgie nasledujicim spésobom, by
vsak nesuhlasil: ,Freudove diela sa predkladaji ako zmiesany, ¢i dokonca dvojznacny diskurz,
ustanovujuci konflikty sily niekedy predmetom skiimania pre energetiku a niekedy zase
vztahy vyznamu ako predmet skiimania pre hermeneutiku. Dufam v poukazanie na to, ze pre
tato zdanliva dvojznacnost existuji dostatocné dovody a ze prave tento zmieSany diskurz je
teda raison d’étre (zmyslom bytia — pozn. prekl.) psychoanalyzy.“

Profesiondlna filozofia je dnes neustédle rozstiepend medzi analytickymi a kontinentdlnymi
tradiciami, ktoré S. Langerova, naopak, prepdja. (Friedman 2000)

Neuroveda a imagindcia. Vyjznam diela Susanne Langerovej...

112



Langerovej konceptualizacia logického rozlisSenia medzi tymito dvoma
aspektmi ludského intelektu jej naopak umoznuje priam pésobivo vysvetlit
ich bezproblémovi neoddelitelnost v celkovom pOsobeni a prejavoch cloveka.
A hoci sa jej praca venuje navonok jednoduchej myslienky citenia, prave tato
jej ¢rta sa v kontraste so sicasnym myslenim, tykajicim sa jeho podstaty
a vztahu k vedomiu (tak, ako je rozobrané dalej v tomto texte), ukazuje ako
naozaj funkcna. Langerova totiz nedefinuje pocity ako nieco, ¢o zvieratd maju,
ale ako nieco, o cinia, pricom prave tuto aktivitu porovndva s vedomim.
Konat teda znamend pre nu citit a citit je tym, ¢o znamena byt si vedomy.
Neustalym sprostredkovatelom medzi tym, Co je v nasej nenapodobitelnej
ludskej mysli pred-symbolickym a Co je uz symbolickym, st preto pre nu
animdlne pocity.

Tam, kde ini koncia nezdarom, Langerova pontika vo veci zjednotenia
empirickych a interpretacnych, teda teoretickych vied, sice jednoduchii, ale
zdroven obsaznii a vsestranniu konceptudlnu perspektivu, tzn. kriticka
celostnost. Hoci nedokdZeme skimat psycholdgiu cloveka simultdnne
z empirickej a zaroven interpretacnej pozicie, uvedomujeme si, Ze bez ohladu
na to, ktord z konkurenc¢nych metdéd si pre analyzu vyberieme, rozpozndvame
nasu schopnost pocitovat za Gstredna.

Od roku 1982, kedy bol vydany posledny diel jej prdce Mind: An Essay on
Human Feeling, objavuje sa v neuroveddch narastajici vyskum typicky
jednoznacnym usilim o zachytenie problému biologického zdkladu vedomia.
Bez ohladu nato, Ci diela tejto filozofky vedci cCitali, alebo nie, rozliSenia,
ktoré ucinila prostrednictvom filozofie a tie, ktoré urobili sicasni neurovedci
empiricky, preukazuji nepopieratelné paralely. To odzrkadluje samozrejme
skutocnost hovoriacu o tom, ako dokonale predchadzala Langerova
dnesnému mysleniu. ESte dblezitejSou je vSak u nej existencia tych nahladov,
ktorych rozpoznanie neurovedu eSte len Caka, pretoze prave tieto by mohli
nielen znac¢ne prehlbit snahy tejto vedy pochopit vedomie a ludska mysel, ale
dokonca by mohli neurovedu pre psychoanalytikov eSte viac zatraktivnit.

V sucasnosti este stale plati, ze neurovedci dostatoCne nerozoznavaja
kvalitativne odliSni  povahu Iudského vedomia vznikajicu jeho
transformdciou prostrednictvom imagindcie a aktivity spdtej s vytvaranim
symbolov. Aj ked na Grovniach vedomia spoznavaji mnohé rozdielnosti, este
vzdy nerozumeju tejto aktivite dost dobre nato, aby uznali aj radikalny posun,
ktory vytvara vo vedomej skdsenosti. Jedine¢nym prinosom Langerovej je
preto prave snaha rozlisSovat a presne zostavovat na zdklade kvalitativneho
rozdielu v symbolicky uvazujicej mysli, a to dokonca aj bez nutnosti
opustenia sféry biolégie. Ak si to zoberieme z Langerovej filozofickej perspektivy,
znamend to, Ze tdto filozofka vytvdra vlastne v celostnej prirodzenej historii
miesto pre unikdtny ludsky ciel vytvdrania vyznamu. Inak povedané: Langerova
poskytuje neobvykly filozoficky rdmec, pomocou ktorého je mozné premostit
neurovedu a psychoanalyzu.

Prvé a najdlhsia cCast tejto stddie pojednava o vyvoji Langerovej uvazovania,
vrcholiaceho v jej konecnom, trojzvdzkovom diele Mind: An Essay on Human
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Feeling (1967, 1972, 1982). Vysledkom takéhoto postupu je kratSia sekcia
venovand len neddvnym zisteniam v oblasti neurovied a psychoanalyzy,
tykajicim sa vedomia, a to osobitne pracam Damasia (1994, 1999, 2003),
Edelmana (1989), Edelmana a Tononiho (2000), Modella (2003) a Pankseppa
(1998, 1999).

Povod
Sthrn tvorby S. Langerovej

Ustrednym motivom poslednej Langerovej publikicie je citenie. Je to centralny
bod, ku ktorému vedie jej tedria bioldgie, a z ktorého sa odvija jej tedria
symbolizmu. Prvym zasadnym krokom tejto filozofky je vyuzivanie ramca
pocitu na konceptualizaciu vSetkého vedomého. Znacne Cclenity systém
zmyslovych vnemov, ktory zakisame ako qualia, pochadza z pocitov vplyvu, teda
od tzv. podnetov, ktoré vytvaraji nas objektivny svet.> V obratenom zmysle to
znaci, Ze pocity autogénnej cinnosti zahfmaji vSetky nase tzv. subjektivne reakcie
na podnety predstavujlice nas subjektivny svet. Premyslat o nasom vnitornom
rozpolozeni prostrednictvom pocitov nie je pre nas sice nicim nezvycajnym, no
myslienka, Ze aj poznanie sveta tak, ako ho takpovediac ,vidime®, je rovnako
zaloZené na pocite, sa nam zda byt velmi zvlastnou. Prave ona je vSak jednou
z Langerovej najvyznacnejsich konceptualizacii, Co je predstavené dalej v tomto
texte. Zaroven je aj dost podobna Freudovym myslienkam o paralelich medzi
externym a internym vnimanim, ¢i, inak povedané, o kontinuu subjektivnej
skiisenosti (Solms a Nersessian 1999).

Dal$im Langerovej polemickym krokom je rozpoznanie osobitosti a pozicie
imaginacie v ludskom chapani. Predstavovat si znamend podla nej spontanne
citit. Imaginacia moze fungovat mimovolne - to robi v snovom vedomi, alebo
riadene, a to tak, ako je tomu v pripade rozpravania. Rozpravat totiz znamena
podla Langerovej vyjadrovat, ¢i prepisovat svet a samych seba prostrednictvom
symbolov do tzv. ,nového kltca“ za pomoci nasej imagindcie. Prdve spdsobilost
riadene kontrolovat nasu imagindciu je zdkladom nasej symbolistickej aktivity
a podnetom ndsho hladania vyznamu. Langerova preto tvrdi, ze nasa ludska
schopnost premyslania prostrednictvom symbolov sa nevyvinula za tGcelom
prezitia, ale skor sebavyjadrenia.

Langerovej ,novy kIU¢“ sa v jej prvej a najviac ¢itanej knihe Philosophy in a New
Key (1942), vztahuje na posun v samotnej filozofickej otazke, spocivajuci
na smerovani od pravdy k vyznamu, priCom to spociva na novoprijatom
filozofickom uznavani autonémnych systémov symbolov v ¢innostiach ¢loveka,
pre ktoré, na rozdiel od znakov u zvierat, je typickd intencionalnost.*
Langerova nds presviedca o rozliSovani medzi pouzivanim seba-urcujicich,
teda autonémnych symbolov a prirodzene sa objavujucich znakov, ¢o vlastne
5 Qualia je termin pouzivany filozofmi na oznaCovanie neobyCajnych aspektov nasich

mentalnych zivotov, napriklad kvalitativnej skdsenosti cervenosti vo videni Cerveného

objektu. Podstata qualia je pre filozofické debaty tykajice sa vedomia a problému vztahu
mysle a tela Gstrednou.

Pouzivanim terminu ,seba-vytvérajlicich® nenaznaCujem, Ze jednotlivci tvoria samotné
systémy symbolov.
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vytvara kontext nasho ludského spravania a vedie aj k tomu, Ze vo svojich
symbolistickych transformaciach sveta zijeme my ludia v radikalne odlisnom, t.
j. jedinecnom prostredi. Jej rozvinutie tohto typu rozliSovania na podklade
roznorodosti symbolickych foriem v knihe Feeling and Form (1953) je zaroven
tym, co vedie aj k jej skimaniu biologickych zdkladov tejto schopnosti
(premyslania prostrednictvom symbolov) u Cloveka. Vo svojom finidlnom,
trojzviazkovom diele (1967, 1972, 1982) nacrtava potom tato filozofka
prirodzent evollciu citenia, alebo vedomia, ktord utvara zdklady tejto
jedinecnej vlastnosti Iudského intelektu.> A v tvode k svojmu poslednému
dielu o mysli sa néasledne na zaklade tvrdenia, Ze ,hodnota filozofického
postoja nespoCiva na jeho vyhradnej pravdepodobnosti, ale na jeho
pouzitelnosti.“ (Langer 1988, s. xv), zrieka akéhokolvek pokusu dokazat jeho
»vyhradnd spravnost®.

Langerovej praca predchadzajica dielu Mind: An Essay on Human
Feeling

Langerova dospieva k svojmu chédpaniu mysle zalozenej na transformacii
pocitu/citenia na zdklade svojich predoslych prac, ktoré sa tykali logickej
analyzy znakov a symbolov (1942) a vyvoja filozofie umenia (1953). Hlavny
princip filozofického uvazovania spociva pre nu v priamom adresovani
,Uzasného problému symbolu a vyznamu® (Langerova 1942, s. viii), pricom
takymto sposobom sa pridrziava okrem inych aj tradicie Whiteheada, Russella,
Wittgensteina, Freuda a Cassirera.

Evolicia jedinecnej ludskej emocionalnej potreby vyjadrit, alebo koncipovat
myslienky, bola pri¢inou objavenia dolezZitosti symbolu a vyznamu pre ¢innosti
Cloveka. Samotnda podstata prvotnych prejavov cloveka, spojenych so symbolmi,
bola podla Langerovej v prirodzenej historii fudskych druhov neprakticka -
prikladmi st ritual alebo umenie, ¢o ndm v jej ociach napovedd o tom, Ze
pouzivanie symbolu sa nevyvinulo na principe rozsirenia, ¢i nadstavby
praktickej, teda uzitkovej ¢innosti. Symboly vyuzivaju sice podla nej zmyslové
udaje, no nie za ucelom toho, aby tato praktick( ¢innost zdokonalili. To, ¢o
robia, je vyjadrovanie myslienok. Vravi: ,Znak je nieCim, na zaklade Coho
koname, alebo, inak povedané, prostriedkom na usmernovanie Cinnosti;
symbol je nastrojom myslenia.“ (Langerova 1942, s. 63). Slova su teda podla
Langerovej produktmi nasej kolektivnej imaginacie. A zatial Co plnia rolu
sprostredkovatela medzi nasim ja a svetom, prostrednictvom vedlajsich
konceptualnych vyznamov, alebo myslienok, ktoré o svete projektuju,
vykonéavaju stcasne tdito rolu vo funkcii symbolov aj nepriamo. Zlyhanie
filozofov jazyka prvej polovice 20. storocia, spocivajiice na nepochopeni tejto
ulohy jazyka ako imaginativnej tvorby podobnej ostatnym tvorbam, tykajicim
sa pouzitia symbolov, bolo podla S. Langerovej poopravené takymi filozofmi
ako Sapir, ktory, naopak, podla nej rozpoznal, ze

5 Gary Van Den Heuvel publikoval skratené vydanie Langerovej trojzvidzkového diela v jednej
knihe a to s ,cielom predstavenia osobnosti a diela S. Langerovej SirSej verejnosti a s
presvedCenim, Ze jej opus magnum si zasldzi Sir$i Ccitatelsky okruh nez aky
dosiahlo.” (Langerova 1988, s.viii)
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[...] najlepsie je priznat, Ze jazyk je primdrne takpovediac vokalnou
aktualizdciou nasej tendencie vidiet realitu symbolicky... a to, Ze bol
dany a vybrdseny do formy, v ktorej ho dnes pozname, spociva
v konkrétnych kompromisoch socidlneho styku. (Langerova 1942, s.
109-110)

Filozofi jazyka pociatku 20. storocia nedokazali uspiet rovnako ani vo svojich
usudkoch o intelektudlnom vyzname nevedeckého, napriklad umeleckého
sposobu premyslania. Na rozdiel od nich vSak Susanne Langerova trva
na formdlnej podobnosti medzi diskurzivnymi (tzn. vedeckymi)
a nediskurzivnymi (tzn. nevedeckymi) symbolizmami, pricom nediskurzivny
symbolizmus pozdvihuje na tGrovni tym, Ze nan nahliada ako na seriézne mody
premyslania a diskurzivny symbolizmus kvalifikuje ako intelektudlne vytvory. Aj
my ludia sice pouzivame, rovnako, ako vSetky zvieratd, na usmernovanie
svojho spravania v prostredi ndm vlastnom inteligentné znaky, no zdroven sa
javime byt jedinym druhom, konajicim v pouzivani symbolov za uUcelom
bezproblémového usmernenia svojho spravania intelektudlne.

V knihe Feeling and Form obracia tdto filozofka svoju pozornost smerom
k povahe a vyznamu symbolickej projekcie v umeniach, ktorych symbolizmus,
v protiklade k tomu diskurzivnemu, oznacuje ako prezentacny. Aj ked mnohi
vo vSeobecnosti suhlasia, Ze umenie odrdza nieco z naSej subjektivnej
prirodzenosti, ini sa zase domnievaji, Ze sa pokusa stimulovat (alebo
zjemnovat) pocity u pozorovatela, ¢i symptomaticky vyjadrovat pocity zazivané
v skutocnosti umelcom pocas procesu tvorby umeleckého diela. Langerova vsak
chipe umenie skor ako projekciu koncepcie subjektivneho pocitu. Prezentacné,
teda nediskurzivne umelecké formy predstavuja podla nej intelektudlnu
formulaciu myslienky, robia pre rozum vnimatelnym to, ¢o sice pocitujeme, ale
zmyslovo nevnimame.

Primarnou funkciou umenia je donutit pocitované pnutia zivota, a to
od rozlicnych rozptylenych somatickych foriem, ktoré sd pre nas zivot
nevyhnutné, az po tie najintenzivnejSie napéitia spajajice sa s nasou
mentalnou a emocionalnou skidsenostou aby ,,stali v tichosti za Gcelom
nasej moznosti pozriet sa na ne...“ prave vyjadrenie takychto myslienok
odhaluje vsak podstatu toho, o je vyjadrené sposobom, ktory, naopak,
beznej skisenosti otvoreny a dostupny nie je: ide teda o nepocitovanud
aktivitu charakterizujucu kazdd udalost vstupujicu do stavu citenia.
(Langerova 1988, s. 51; 66)

Langerovej pojem mysle ma povod v jej tedrii umenia: podstatou je neustéle sa
posuvajuci, t. j. meniaci sa stav citenia vyplyvajici z nepocitovanych hibok
nasho bytia, ktory je neustdle transformovany prostrednictvom symbolov.

Langerova nazyva pocity vonkajsieho vplyvu objektivnymi, pretoze tvoria
zaklady nasich symbolistickych opisov sveta, ktoré bezne chapeme ako tzv.
»prirodzené®, vo svete nachadzané znaky. Ako ludia sme v Zivote priam
zvadzani k tomu, aby sme wuverili, Ze naSe opisy sveta su zalozené
na prirodzenom jazyku znakov, ktoré sa uc¢ime citat. Rorty (1989) dokonca tvrdi,
Ze ani nads zdravy rozum nam nepripomina skutocnost, Ze svet, existujuci aj
mimo nasich opisov, neprezentuje sdm seba v ziadnom jazyku; porozumiet
tomu v nejakom jazyku znamend v rdmci neho zit prave prostrednictvom
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symbolov. Tym vsak nie je povedané, ze prirodzené znaky vo svete azda
necitame rovnako, ako to robia ostatné zvieratd, ale to, ze ak my ludia o svete
rozpravame, tak to znamend, ze ho pozname prostrednictvom symbolov. Pocity
vonkajsieho vplyvu moézu byt povazované za ,objektivne® aj kvoli absencii
nutnosti ¢i intenzity, ktoré, naopak, pripisujeme tomu, o com premyslame ako
o0 ,redlnych®, ,subjektivnych® pocitoch nasej vlastnej odpovede na podnety.

Zatial co individudlna, jednotnd a casto jednoznacna projekcia jazyka robi
z neho silny nastroj pre prax, dokonca aj mimo dosahu jeho prvotného povodu,
spocivajiceho v expresivnosti, presne z toho istého dovodu je jazyk vo svojej
sposobilosti vyjadrit komplexnost autogénnych pocitov napétia a rytmu
zaroven obmedzenym. Prave bohaté dvojznacnosti umeleckych obrazov su
v$ak tym, ¢o ndm, na druhej strane, priam vycaruje dokonaly zmysel vSetkych
hibok nepocitovanej organickej aktivity, z ktorej nase pocity vyvstavaju.
Zéaroven vsak plati, Ze presne tieto nepocitované hibky vytvaraju vndtorné
pnutia, ktoré pocitujeme ako vskutku silné a tazko vyjadritelné slovami.

Prvé dve knihy S. Langerovej ustanovuju naozajstni priepast medzi
prirodzenym svetom znakov, v ktorom sa zvieratd spravaju inteligentne
a imaginativnym svetom symbolov, v ktorom ludia riadia svoje zivoty
intelektudlne. Vo svojom poslednom, trojzvizkovom diele posudzuje tato
filozofka vycCerpavajucim sposobom naozaj Siroky rozsah odbornych textov -
od biochémie a evolucnej bioldgie, az po antropoldgiu, estetiku a matematiku,
a vytvara tym zaklady pre rozvijanie obrazu mysle, ktory zacala tvorit v snahe
premostit medzeru medzi znakom a symbolom.

Mind: an Essay on Human Feeling

To, o ma viedlo k sticasnému odhodlaniu vypracovat biologickd teériu
citenia, ktord by mala logicky viest k adekvatnemu konceptu mysle
so vsetkym, ¢o vlastne mysel znaci, bol objav, Ze umelecké diela su
obrazmi foriem citenia a Ze ich expresivnost moOze dospiet
k prezentovaniu vSetkych aspektov ludskej osobnosti. (Langerova
1988, s. xiii)

Biologicka tedria citenia rozvinutd v tomto diele predstavuje filozoficky
i konceptualny zaklad pre naozaj hodnoverni vedu o Iudskej mysli. S.
Langerova totiz veri, ze akademickd psycholdgia vo svojej snahe ¢im skor
dosiahnut ,vedecky“ (t. j. objektivny a meratelny) status, vynechala dolezitt
fazu filozofickej gestacie, nevyhnutnej pre formulédciu akejkolvek generativnej
myslienky, ¢o vyustilo do akejsi pseudovedy spravania. Koherentny obraz je to,
Co podla nej ziskavame vdaka filozofickému rozvrhu generativnych pojmov
a ,iba obraz nds dokaze priviest ku koncepcii celostného fenoménu, na pozadi
ktorého moézeme vyhodnocovat adekvatnost vedeckych terminov, ktorymi ho
opisujeme.” (Langer 1988,s. xii)

766 7

Kniha Mind: An Essay on Human Feeling je Citana ako ,prezentacné” a zaroven
»diskurzivne® literarne dielo, patriace ako do oblasti umenia, tak aj do oblasti
vedy. Ako sme uz spomenuli, vela z tejto vedy by bolo potrebné aktualizovat a
niektori z Citatelov by mohli aj namietat proti ndzoru, ze literdrne pouzitie
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jazyka zvysuje hodnotu diela. Navzdory tomu ostdva Langerovej myslienkovy
ramec filozofie mysle relevantnym dokonca aj pre sicasnt vedu. Jej filozoficka
integrativnost ponuka unikdtne riesenie hlavnych teoretickych problémov,
ktoré zamestnavaju psychoanalytickd tedériu. T4 sa dnes zameriava na otazku
vyznamu emocionalnej neurovedy pre psychoanalyticky vyskum vyznamu.
Tedria S. Langerovej poskytuje sposob ako tieto dve oblasti vedy spojit a pritom
ich sucasne chapat ako oddelené. Zatial co bezvyhradne uznava afektivne
zaklady nasho Iudského intelektu, predpoklada stcasne aj kvalitativne odliSnd
formu prezivaného vyznamu, ktory je vytvarany prakticky v ramci nasich
na principe symbolov dbsledne zalozenych mysli. A prave toto jej uznavanie
logiky emociondlneho procesu symbolizicie je eSte aj dnes tym, Co ju robi
pre psychoanalyticku filozofiu vyznamu tak jedinecnou a dolezitou .

Koncept citenia

Citit neznamenda pre S. Langerovi nieCo mat, ale nieCo konat. Pocitovanie
opisuje ako psychologickii fazu organického procesu, vznikajicu z velkého
komplexu celej organickej aktivity konstituujicej zivy organizmus; je to
dynamicky stav napétia, neustale premienany zapajanim predoslych, clovekom
nezaznamenanych/neuvedomenych procesov do aktudlne vnimanych zazitkov.
A hoci mame stale daleko k porozumeniu neurobiologickym procesom, ktoré
utvaraju subjektivny pocit, predsa len existuje nadej, ze neuroveda bude azda
jedného dna schopna Specificky opisat neurodynamiku, ktord v sebe zahfnaju.
Langerovej deskripcia sice nezacina vysvetlenim mechanizmov, ku ktorym
moze veda jedného dna dospiet, no stdle ostava intuitivnym a presvedcivym
vysvetlenim, ktoré, ked na to raz pride, bude budicej vede s velkou
pravdepodobnostou vyhovovat. Toto jej vysvetlenie je vyznamny prinos,
ktorému by mali psychoanalytici venovat pozornost.

Langerovd pokraCuje v rovnako poetickom, ale =ziroven konceptudlne
hodnotnom sposobe vyjadrovania, ked popisuje neustavajicu dynamickd
aktivitu organizmu, ktory neprestajne interaguje s okolitym prostredim.
Prostredie urcuje to, ¢o je v tejto aktivite dané, ¢innost organizmu zasa to, o je
v nej ponimané. Pocity vyvstavajlce v tejto vitalnej aktivite su teda zazivané
jednym z dvoch spbsobov: ako pocity vonkajsieho vplyvu, alebo ako pocity
autogénnej Cinnosti. S rozvijanim Specializovanych zmyslovych organov nie je
senzoricka aktivita pocitovana iba ako vonkajsi vplyv, ale aj ako kvalitativne
odlisné druhy vplyvu. Ako néprotivok k tejto dostredivej cinnosti
(a v skutocnosti aj so zdanlivo ovela vdcSou intenzitou, nez ako je iba jej findlny
vysledok) stoji samotny centralny nervovy systém organizmu. Ten je aktivnym
dokonca aj bez akejkolvek vonkajsej stimulacie a tato jeho odstredivi ¢innost
zaku$ame ako Struktdru v podobe tkaniva emotivnych napéti. Presne tieto dve
oblasti — oblast senzitivnosti a oblast emotivnosti — mozu byt oznacené aj ako
objektivne a subjektivne podoby nasej skiisenosti. Langerova (1988, s. 13) vSak
pripomina aj to, Ze ,Akykolvek pocitovany proces moéze byt raz subjektivny
a inokedy objektivny a neustale obsahovat meniace sa elementy oboch tychto
druhov procesu.”
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Koncept ¢inu

Zéakladna filozofickd kostra pre vystavbu celej biologickej podstaty pocitu u S.
Langerovej sa opiera o dynamiku samotného procesu. Aj tG opisuje tato
filozofka sice skor literarnejsim, nez prisne vedeckym spdsobom, no aj napriek
tomu je pre nu charakteristickd konceptualna predvidavost. Vyobrazenie zivota
u S. Langerovej hovori o kontinuu aktivity, teda procese, ktory nie je
komponovany z nejakych prerusovanych epizdd, ale z jej odlisnych a zaroven
neoddelitelnych faz a vzorcov. Elementy tejto aktivity mézu byt pomenované
ako cinnostné jednotky. Tento termin chidpeme v zmysle uskutocnovania
biologickych procesov, pretoze dosiahnutie narastajicej koncentrovanosti,
intenzity a jasnosti vzorcov biologickej aktivity, postupujicich az kym nie je
dosiahnutd faza ich plného pocitovania, spoc¢iva prave vo vztahoch medzi
tymito jednotkami. Analyza tychto ¢innostnych jednotiek vedie k

...dalsim a dalsim pochodom vclenujucim sa pod takmer akykolvek ¢in,

ktorym si Clovek voli empiricky zacat...[spletité Zzivotné procesy]

ukazuju rytmy v ramci rytmov, blokujice nacasované sekvencie

chemickych zmien, elektrickych poli a pridov vyvolavajtcich chemické

pochody, alebo, naopak, uvolnovanych (vytvaranych) tymito pochodmi.

To znamend, Ze pod celostnou sdstavou homeostatickych riadiacich

postupov ide v podstate o tie najrozvinutejsie procesy fyzického
charakteru. (Langerova 1988, s. 108-109)

Aj napriek jej tvrdeniu, ze kauzilne poradie ¢innostnych jednotiek moze byt
stanovitelné teoreticky, ak nie dokonca aj prakticky (presne to je cielom,
ku ktorému nds jedného dna moze neuroveda priviest), autorka sdcasne
navrhuje, Ze vztahy medzi nimi st lepsie a pochopitelnejsie zobrazované skor
ako vzorec impulzu. Kazda takito jednotka sa pritom ukaze, teda vznika
v celkovej konstelacii tych ostatnych, a to prostrednictvom mechanizmu
indukcie. Potencialny biologicky proces nemusi teda sice dosiahnut aj fazu
svojho zaviSenia, ale moze prispiet takpovediac k celkovej matrici zivota ako
impulz, ktory bol v moznosti svojej konecnej expresie zruseny. Langerovej
vyobrazenie zivota je dynamickym nielen Co sa tyka pritomnosti aktivity, ale aj
vs$etkych napéti, ktoré st obsiahnuté v potencialnych ¢innostnych jednotkach.
V ramci tejto celostnej sustavy impulzov existuju aj také, ktoré sa zavrSuju
samé a tym sd nasledne zretazené do akychsi sérii, teda sekvencii neustale sa
opakujtcich procesov rozpoznatelnej formy. Tieto samoregulacné sekvencie
vytvaraju svojim procesom samohybné rytmy, tvoriace nasu biologicku
pbésobnost organizmu vo svete ako takd.

Prave motiv aktivity organizmu u S. Langerovej je tym, ¢o stmeluje dohromady
celt jej filozofiu, opit prostrednictvom viac literarneho ako vedeckého sposobu
vyjadrovania. Procesy ako také su teda pre tato filozofku zjednocujiicou
formou, pricom o nich usudzuje v rozmedzi od ,chémie protoplazmy az
po psycholégiu cloveka.” (Langer 1988, s. 159) Langerova (1988, s. 146) uvazuje
o biologickej evoldcii ,,skor ako o vzorci procesov, nez ako o anatomickych
zmenach formujlcich zdznam biologickych pochodov jedinca.” A podobne
tomu aj vravi:
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...zarodo¢nd bunka nesie ,geneticky kod“ nie ako nejaky ,detailny
plan®, ktorého sa méa drzat, ¢i ako subor ,instrukcii, ktoré ma vykonat,
ale ako organicky vyvolany zhluk podmienecnych aktivit, pripravenych
pokracCovat v postupe vzdy, ked je to mozné a akymikolvek nasledne
nato moznymi sposobmi. (Langer 1988, s. 142)

Strucne povedané, ,kazdy novy objav poukazuje na to, Ze Zivy organizmus
vyzerd skor ako akasi stelesnend drama vyvijajicich sa, minulostou sice
spletito pripravovanych, avSak stcasne smerom k celkovému doviSeniu sa
prisposobujucich procesov, nez ako nejaky uz vopred nacrtnuty obraz.” (Langer,
1988, s. 143). To, ¢o organizuje a usporaddva tieto mnohopocetné zretazenia
procesov, sekvencii v ramci sekvencii, udrziavanych pohromade v doCasnom
vzorci, je rytmus. Vysledkom toho je, Ze celd biologicka aktivita organizmu
moze byt ,pochopend ako vzorce napitia, ktoré su vyjadrené v hmote,
udrziavajicej ich  formu  ohromnym  komplexom  rytmizovanych
procesov® (Langer 1988, s. 159-160), pricom kazdy z tychto procesov sa
pripravuje na svoje opakovanie v kadencii svojho doviSenia.

Individualizacia a evolticia citenia v instinktivnom spravani

Evolucny obraz zivota S. Langerovej je charakterizovany dialektickymi procesmi
individualizdcie a vClenovania, teda takpovediac dvoma extrémami celého
velkolepého, dokonalého rytmu samotnej evolticie ludského druhu.
,Najprimitivnejsim procesom individualizicie je izolovanie protoplazmatickej
jednotky dokonale celostnou membranou, selektivne preniknutelnou
pod osmotickym tlakom.“ (Langer 1988, s. 128) Podla Langerovej prebieha vSak
stibezne s procesom individualizacie jedinca aj dynamika procesu reprodukcie,
ktora, naopak, prepéja kazdy organizmus s tymi ostatnymi.

Spolu s evoliciou periférnej deliacej linie medzi individualizovanym
organizmom a jeho Zivotnym prostredim, sa za icelom vyvolania psychickej fazy
objavuje aj potencidl dostatoCne intenzivnej aktivity. S. Langerova vravi, ze ide
o ten: ,moment, kedy sa tento potencidl objavuje vo vnutri organizmu ako
vnem.” (Langerova 1988, s. 157). S postupnym zintenziviiovanim psychickej fazy
v konani zivoCichov narasta priamoumerne aj pocet aktivit celkového fungovania
kazdého stvorenia, spadajucich do rdmca tych jeho stretov s okolim, ktoré su
unho uz ,pocitované®. Vytvdra sa cely repertodr pren typického spravania,
riadeného nasledne pocitom. Spravanie zvierata, vyplyvajice z podnetov, rozvija
potom akoby na oplatku organizaciu takej intenzity, ktora je dostatocna
na vyvolanie psychickej fazy, t. j. k podnieteniu prezivania emocie. Celkové
pochopenie rozdielu medzi vnitrajskom organizmu a jeho vonkajskom sa preto
podla S. Langerovej objavuje u zivoCicha prave prostrednictvom tychto
uvedenych postupnych krokov.

Spolu s evolutnym vyvojom Zzivota, s narastom procesov vo velkosti a intenzite
a s vyustenim vnatornej organickej fazy do podoby individualizovanej biologickej
aktivity, stava sa aj posun v prirodzenej histérii postupne porovnatelny s tym,
ktory sa udial v pripade celkovej evoltcie zivota ako takého. S. Langerova vravi, ze
sucasne so zrodom citenia, tzn. vedomia, vystala v pripade Iudského druhu aj
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hodnota - ,,Pretoze hodnota existuje iba tam, kde je vedomie. Tam, kde nie je
pocitované vobec nic, nie je ni¢, ¢o by oplyvalo vyznamom.” (Langerova 1988, s.
165). Okrem opit raz skor literarnej, nez vedeckej konceptualizdcia tejto autorky,
samotni psychoanalytici m6Zu na tomto mieste oponovat aj jej myslienke o tom,
Ze iba veci, ktoré st pocitované aj takpovediac zavazia, teda maja vyznam. Urcite
niet pochyb o tom, Ze z hladiska evoltcie existuju aj tak hodnotné procesy, ktoré
sice nie st nikdy az priamo pocitované, no aj napriek tomu vyznam majd. Avsak
emociondlne procesy, t. j. procesy hodnotenia, zahihaji v sebe vo vSeobecnosti
vzdy skdsenostny subjektivny stav, a to dokonca aj vo svojej najprimitivnejsej
forme (pozri Panksepp 1998). Prave v tomto rozsahu chdpania citenia mézeme
preto dojst aj k zaveru, ze hodnotovo ,zavazi“ - ma vyznam - iba to, o je
pocitované.

Organizmus, ktory sa neustale vyvija, robi vSetko, co pocas celého kontinua
internej a externej aktivity v rdmci hranic urc¢itého prostredia urobit vlastne
moze. Repertodr instinktivnych Struktdr sprdvania a celkového fungovania
daného Zivocicha je rozsirenim jeho uz zdedenych organickych Struktur, ktoré su
spredmetnené vo vyvijajicich sa podnecujicich vzorcoch, zdokonalujlcich sa
postupne v meniacich sa prostrediach. S. Langerova tento proces opisuje takto:

U rastlin, kde je celkova aktivita na nizkej a zvyCajne Cisto somatickej
drovni, podnecuju strety s environmentalnymi podnetmi nerovnocenné
miery metabolizmu a mitézy, takze ich korene rastt intenzivne smerom
k zdroju potravy a pupene sa otvaraji najrychlejsie tam, kde ich svetlo
a teplo dosahuje v najviacsej miere, atd. Pre zivocichy je vSak uz typické,
Ze svoje spravanie rozvijaju osobitne pod vplyvom externych udalosti,
takze viac ¢i menej prudké vonkajsie zmeny sa odrdzaju aj v motivacii ich
priamych c¢inov a spOsobujd, ze sa javia v pripade podnetu byt jeho
priamymi mechanickymi dosledkami. (Langer 1988, s.171)

Langerova vidi insStinktivne spravanie zvierat vzdy skor ako proaktivne, nez
reaktivne, a spravanie ako také - vyzadujuce si Casto znacné prispOsobenie sa tym
najprisnejSim obmedzeniam prostredia - je v podstate vzdy zdlezitostou
postupujiiceho doviSenia procesov. Ked je instinktivne spravanie uskutocnené
vedome, tak je riadené centralnym aj periférnym citenim. Avsak iba u Iudského
tvora je tento pocit podla nej transformovany aj do koncepcie ticelu.
My, ludski cCinitelia, udrziavame svoje Ciny pokope prave koncepciou
ucelu a prostriedkov... V pripade zivocisnej aktivity je celkové nervové
napitie formované predbezne uz v impulze a Cine, a nie je teda zjavne
kontrolované obrazom externych podmienok, ktoré by mali byt
dosiahnuté, ale stalym internym tlakom, smerujicim k jej doviSeniu...
v pripade ludskych Zivotov sa takéto kompletné vzorce ale neobjavuji;
vsetky elementy sa v nich sice zjavit mozu, ale tie si uz vopred
takpovediac rozkiskované tlakmi konceptudlnych procesov. Neexistuje
ziadna automatickd sekvencia, ani ziadne prejavenie sa nejakej detailnej
a nezamyslanej, teda neimyselnej ¢innosti. (Langerova 1988, s. 189-190,
193)

Takymito  Gvahami Langerova dospieva k  premosteniu  bioldgie
citenia s prezivanim vyznamu, ktoré je typické pre ¢loveka prostrednictvom jeho
kultary. Tymto premostenim je u nej teda koncepcia tcelu.
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Socidlne spravanie

S. Langerova obsiahlo rozoberd studie o socidlnom a komunika¢nom type
spravania u zivocCichov, a hoci nezvadza boj s empirickymi zisteniami,
nesuhlasi stcasne s ich interpretidciami. Spravanie zvierat je pre nu totiz
zaloZzené na inteligentnom Ccitani prirodzene sa objavujucich znakov v ich
Zivotnom prostredi, a to vratane ¢itania socidlnych znakov produkovanych
ostatnymi ¢lenmi danych zvieracich druhov. Emociondlne vnimajice zviera je
podla nej z hladiska evoltcie sice vysoko rozvinuté, ale aj nekonceptudlne (tzn.
prostrednictvom symbolov nepremyslajice) a subjektivne a objektivne pocity
unho nie su rozliSené. To znamena, ze zviera si myli to, ¢o vidi s tym, ¢o
pocituje. Vysledkom je potom lahka ovplyvnitelnost dalSieho zvierata
sposobend akousi ndkazlivou motivaciou, plynicou pren z takpovediac
emdéciami nabitého sprdvania jeho stkmenovca. Zvieratd reaguju na seba
empaticky, na rozdiel od sympatickej odpovede vyskytujtcej sa u druhov, ktoré
pouzivaji symboly. A to je aj dovod, preco je spoluzitie zvierat zaloZzené skor
na zdielani, ako na skutocnej vzajomnej komunikacii.

Evolucia imaginacie

Evolicia ludskej mysle tak, ako ju koncipovala Langerovd, ma svoj pociatok sice
v stibore schopnosti objavenych u nizsich druhov, no zaroven sa jedinecnym
spOsobom napdja na tie z nich, ktoré si uz ludskymi, pricom tcelom tohto
postupného procesu je dosiahnutie prave tych mentalnych schopnosti, ktoré
nazyvame ludskym myslenim. Prikladom moézu byt prudké pohyby oci pocas
spanku u cicavcov, o moze naznacovat neustale pritomni mozgovu aktivitu
rovnako u vsetkych prislusnikov tohto rodu, priznac¢ni intenzivnou nervovou
aktivitou vyvinutou u vyssich druhov a vedicou podla vSetkého k znacnému
zdokonaleniu a urychleniu kazdého druhu periférneho a centrilneho citenia.
Nervové mechanizmy pre vytvaranie obrazov sa mohli vyvinat u tychto zvierat
ako obrana proti priam neznesitelnému ndrastu nervovej stimulacie hroziacej
tym, Ze mohla nad organizmom dokonca Uplne prevladnut. ,To vyhybavé
dovi$enie zacatého impulzu vo vyslednom spravani je nahradené osobitne
v korovej Casti mozgu formaciou obrazu vo vizudlnom systéme, alebo nejakou
porovnatelnou, ¢isto senzorickou udalostou.” (Langer 1988, s. 253)

Spéjanie sa senzorickych obrazcov s emociondlnym zafarbenim moze vysvetlit

aj pric¢inu vzniku jedinecnej posobivosti Iudskej imagindacie:
PretoZe my ludia sme pretaZeni nielen nadmernou senzitivnostou, ale
aj prilisSnymi emotivnymi impulzmi. Ich pocCet je totiz
v porovnani s tym, nez kolko ich méze byt otvorene a obzvlast este
v socidlnom kontexte ludského zivota vyuzitych, jednoducho
nadmerny. Takze zatial Co vizie u zvierat (ak nejaké existuji) vstupuja
(do mozgu zvierata — pozn. prekl.) pravdepodobne kaleidoskopickym
sposobom bez akéhokolvek iného zdmeru nez je ich prostd zmena (ich
objavenie sa, nasledné vyjasnenie a teda oslabenie a nakoniec
postupenie dalej), vizie u Cloveka maji, naopak, sklon priberat aj
emociondlne hodnoty. (Langerova 1988, s. 262)
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Objavenie sa snivania ako fyziologického procesu pre regulaciu rozsiahleho
senzorického posobenia je u ludskych druhov spojené s regulaciou
autogénnych emotivnych impulzov. Tie s u komplexne socidlne zameraného
Iudského zvierata rozvinuté naozaj do hlbky a pre spravne fungovanie celého
organizmu si vynucujui preto ukoncenie prostrednictvom imaginédcie. Prave
tieto intenzivne emotivne impulzy st teda tym, ¢o pohana obrazova projek¢nu
dynamiku celkového spravania zalozeného na vytvarani symbolov.

Uplne poslednou stcastou evoldcie imagindcie bol pravdepodobne posun
od mimovolného k riadenému sp6sobu ovladania tohto procesu.

Imaginacia bola pravdepodobne pocas celych vekov ludskej (alebo
praludskej) existencie uplne mimovolnou rovnako, ako je nim dnes
vo vseobecnosti snivanie. Istym sposobom ju dokazalo kontrolovat - raz
ju potlacit, inokedy vyvolat - aktivne alebo pasivne spravanie. To, Co
vSak nakoniec v evoldcii z celého tohto procesu vystalo, bola prave
schopnost vytvarania obrazu. (Langerova 1988, s. 265)

Neurovedecké pochopenie imaginicie je nam podla vsetkého este velmi
vzdialené, pricom bude zavisiet na spOsobe, akym bude definované. Ak bude
totiz imaginicia stotoznovand s poznavanim, zaloZzenym na prelinani sa
rozlicnych modelov tak, ako to definuje Modell (2003), bude aj lahsie
neurologicky preskimatelnou. Ak si vsSak, naopak, vyziada neurologické
pochopenie subjektivnej skiisenosti, bude zase tazsie ju vysvetlit. Langerovej
opis sa sice vzdaluje vedeckosti, no stale v nom existuje siznenie s nasou
ludskou skdsenostou, ktori prezivame a prave to jej umoznuje fungovat
efektivne v konceptudlnom ramci vybudovanom za ucelom pochopenia
ludského intelektu.

Evoliicia mysle cloveka zalozenej na vytvarani symbolov

Vclenenie imagindcie do rodiaceho sa zivota vedomého pocitovania a kontroly
a rozSirovanie tejto schopnosti od tych vyslovene sukromnych az po jej verejné
prejavy a pouzitia, ktorych prikladom je zdielany jazyk, tvori zaklad
na symboloch zalozenej ludskej mysle.

Symbolizmus je znakom samotnej podstaty cloveka. Jeho evolicia bola
asi pomald a kumulativna a trvala az dovtedy, kym sa z nevedomého
procesu, pomenovaného Feudom ako snova praca, nevynorila
do podoby vedomej skdsenosti priznacna mentdlna funkcia, teda inak
povedané, sémanticka intuicia, t. j. vnimanie vyznamu. (Langer 1988, s.
268)

Spolu s objavenim sa humanoidného tvora sa okrem nemennosti praktického
spravania vynorila aj novd, prebddzajica sa schopnost projekcie
emociondlneho zafarbenia na nim zachytené vnemy, ako aj predvidania
vyznamu. Prave tieto uchopené vnemy udavaju celkovy zmysel bazne, ¢i Gzasu,
ktoré my ludia precitujeme, a to nasledovne: ,Toto je velmi zdvazny krok
smerom od vnimania formy k samotnej podstate vyznamu.“ (Langerova 1988, s.
270) Schopnost vytvarania konceptov sa mohla zrodit z prvotnych hlu¢nych
sprievodnych prejavov ritudlu. Tie boli totiZ podla nej najprvotnejsim verejnym
vyjadrenim formalizovaného citenia. Dal$im dolezitym faktom bolo to, Ze prave
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spolu s vyvojom ritualu sa Iudska spolocnost ako takd posunula od telesného
kontaktu, gesta a emociondlnej vokalizacie k kontaktu mentdlnemu. V pripade
tanca mohol napriklad kazdy/a tanecnik/Cka vyvolat vo svojom vlastnom
symbolistickom procese aj svoje vlastné obrazy - predstavy. Samotné zvukové
schémy, t. j. vzorce typické svojim vlastnym ténom, sa potom mohli nezavisle
od samotného tanca hodit v oslave aj na vykazlenie naozaj mnohopocetnych
individualnych predstav, nestcich svoj vlastny pocit. No a ked uz raz odzneli
tieto zvukové vzorce aj verejne a spolocnost ich spoznala, mohol sa nasledne
objavit posun, ktory definuje Susanne Langerova takto:

Prave obraz je tou skutotnou koncepciou. Svoj objekt totiz
nesignalizuje, ani si ho nevyzaduje, ale naopak, on ho priamo znaci.
Tato samotnd koncepcia nie je sice komunika¢nd, pretoze nie je
otvorend a jej charakter je vysostne osobny, avSak zapamitané veci,
teda pohyby, su verejné presne tak, ako aj zvuky aktivizujice
individualne obrazy, teda predstavy u kazdého cloveka. Tieto pohyby
a zvuky evokuju totiz obrazy vyburcovanim spomienok zhruba tych
istych momentov tanca aj u inych osob... a symbolicka funkcia sa tak
zrazu postva od niekolkych obrazov sukromného charakteru
k vokadlnemu fragmentu, ktory ich sprievodne evokoval, takze vyznam
pripada pravom Kk tej fraze, ktorej rozumeju aj ostatni Iudia. (Langerova
1988, 5. 276)

Presne takymto sposobom sa zvuky posuvaju od znaku k symbolu, teda od ¢inu
k mysleniu a spéjaja v evolucii jazyka osobné i verejné, t. j. spolocné aspekty
nasej mysle.

Prenikanie pouzivania symbolov do Zivota cloveka

Pouzitie symbolu transformuje kazdy aspekt Iudského zivota. Uz ludské dieta
sa vyvija ako pouzivatel symbolu v symbolmi definovanom prostredi;
instinktivna mentalna celistvost mladata u zvierat, ktora, naopak, chyba
ludskému dietatu, je unho nahradend pouzivanim symbolov. My Iludia
vyrastame spolu s principom pouzivania mien, ale zaroven bez toho, aby sme
vedeli, ¢im vlastne pomenovavanie je. Ked sa totiZ nauCime uz raz rozpravat,
nedokdzeme potom konat inak — uz nasa samotnd percepcia sa rozni
v zavislosti na nasom jazyku, ktory je pre kazdého z nds osobity:
Jazyk, aj napriek faktu, ze si jeho pociato¢ny vyvoj v prvotnych rokoch
kazdého individuadlneho zZivota vyzaduje vplyv hovoriacej spolocnosti,
nie je nadobtdany postupne vylucne iba pre jej Gcely. Uz pocas procesu
jeho ucenia prenika totiz celkovym systémom mozgovych cinnosti,
takze percepcia, fantazia, pamaét, intuicia, ba aj snivanie nadobudaju
svoju Specialnu lIudskda formu préave pod jeho neustdlym a zvySujicim
sa vplyvom. (Langerova 1988, s. 294-295)

Aj ked sa zdd, Ze slovd, ktoré pouzivame, si odvodzované prirodzenym
sposobom, t. j., ze samotnému slovu je pridelené oznacenie, v skutocnosti tomu
tak nie je. Zatial Co totiz svet, do ktorého patrime aj my, existuje urcite aj mimo
nase opisy, to, ze ho my ludia pozname, je umoznené prave nasimi opismi
(Rorty 1989). Tato nasa znalost je doslova ustanovend v urCitom case
a na urcitom mieste:
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Cas je novou dimenziou udelenou prostrediu, v ktorom ¢lovek Zije jeho
vlastnym vyjadrovanim sa slovami, ako aj jeho mentdlnym nasledkom,
ktorym je uvazovanie prostrednictvom symbolov. Cas ucinil teda
z ludského prostredia svet s homogénnym priestorovym ramcom
a histériou...Spolocnost, rovnako ako tento priestorovo-casovy svet
sam, je vytvorom Specializovanych spdsobov citenia cloveka: percepcie,
imaginacie konceptudlneho myslenia a jeho porozumenia jazyku.
(Langerova 1988, s. 288, 298)

Cin a myslenie, ako aj citenie predchidzajice tomu, ktoré je zaloZené
na symboloch a samotné citenie prostrednictvom symbolov, stali sa teda podla
S. Langerovej v evolucii Iudského druhu nerozlucne spojenymi.

Dialektika subjektivneho / objektivneho

Ludska skusenost je tvorend trvalym vclenovanim vnutornych a vonkajsich
vplyvov, a teda subjektivneho aj objektivneho citenia. Pre koncept mysle
nacrtnuty Langerovou je umiestnenie opozicie medzi subjektivitu a objektivitu
v ramci jednotnej oblasti citenia, alebo vedomia, naozaj zasadné. Rozlisenie
subjektivneho / objektivneho bolo v mysleni zapadnej civilizacie vytvarané ako
rozliSenie medzi Iudskym vedomim a svetom, v ktorom bol svet chapany ako
objektivny a nase vedomie sveta ako subjektivne. Veda vsak nevenovala
vedomiu pozornost, pretoze ho povazovala iba za prostd subjektivitu a kvoli
tomu aj za nieco pre vedecké stadium nedolezité. Langerova vSak naopak tvrdi,
Ze uz samotné vedecké studium je formou vedomia a zacina prave s vedomim
ako s neodvratnym Startovacim bodom, v ramci ktorého mozeme identifikovat
aj empirické rozliSenie medzi subjektivnym a objektivnym. To, ¢o pocitujeme
ako svoju vlastnua aktivitu, oznacujeme potom podla nej ako subjektivne a to, o
citime, t. j. vSimame si ako aktivitu vo svete, oznacujeme ako objektivne. Prave
dialektika medzi tymito oblastami je potom zdkladom pre dynamické procesy
imaginacie vytvarajlcej symboly:
Dialektika, ktora vytvara tento Zivot, je skutocnym a konStantnym
mozgovym procesom — sihrou medzi dvoma zdkladnymi typmi citenia:
postrannym, nepriamym vplyvom a autonémnou cCinnostou
a objektivnym a subjektivnym citenim. Len ¢o objektivne vplyvy
zasiahnu nase zmysly, stavaju sa emocionalne zafarbenymi. V mozgu
sposobilom symbolickej aktivity, akym je ten nas, ma potom kazdy
vnatorny pocit tendenciu vyustit do podoby symbolu udévajiceho
tomuto pocitu, aj ked len docasne, status objektivnosti. Tento proces je
presne tou hominidnou osobitostou, ktord, aj bez akéhokolvek

nebiologického dodatku, utvara skutoCnt priepast medzi Clovekom
a zvieratom. (Langerova 1988, s. 292)

Neoddelitelnost neurovedeckych a psychoanalytickych tedrii o mysli:
Langerovej doraz na jednotna vednu disciplinu

Susanne Langerovd a jej filozofické rozpoznanie logickej osobitosti
symbolistického spravania a prejavov poskytuje psychoanalyze nosnu
konstrukciu pre zahrnutie pokrokov v neurovedach, a to aj bez toho, aby sa
znevazovala sféra vyznamu, ktory vznika jedinecne prave u cloveka jeho
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imaginiaciou a moze byt pochopeny procesmi interpretacie. Neurovedecké
a psychoanalytické vyskumy Damasia (1994, 1999, 2003), Edelmana (1989),
Edelmana a Tononiho (2000), Modella (2003) a Pankseppa (1998, 1999)
vysvetluju tedrie mysle, ktoré st sice bohaté na opisy emociondlnych zakladov
empirického ,ja“, avSak neberd do Gvahy transformdciu afektu prostrednictvom
ludskej predstavivosti. Zatial ¢o napriklad Modell uznava za kltcova dblezitost
imaginacie, jeho definicia ju uz nevystihuje dost nalezite. Damasio, Edelman,
Modell a Panksepp su sice, ¢i uz vedome alebo nie, motivovani hodnotenim
zalozenym na emocionalnom zaklade, no vo svojich tedridach sa nedostavaju
za hranicu Iudského konania. Hodnota ako taka im preto slizi sice dobre, ale iba
Co sa tyka rozmedzia Cinu.

Pre Langerovu je vSak imagindcia prdve o tom nekonani. Ide o vlastnenie idei
kvoli nim samym, pricom tie si podla nej pre nas zivot samozrejme velmi
dolezité. Myslienky sa v ociach tejto filozofky sice nepretrzite utkdvané z nasho
neustaleho emocionalneho prepojenia so svetom, no ziskavaji zaroven aj svoj
vlastny zivot, a tym, o nam mo6ze dopomoct porozumiet tomu, ¢o sme vytvorili,
je prave psychoanalyticky proces.

Evoluc¢na tedria

Vsetka praca v neurovedach i v psychoanalyze je ukotvend v evolu¢nej tedrii a
kladie doéraz na aktivnu mysel. Nie inak je to u Langerovej, ktora presadzuje
tézu, ze evoldcia schopnosti Cloveka tvorit myslienky o svete bola jeho
adaptaciou danou samou osebe, pricom neSlo o ucely praktickej
aplikovatelnosti, ale expresie. Darwinova tedria sexudlnej selekcie podporuje
tento druh ludskej adapticie. Clovek by sa mohol domnievat, Ze ludska
schopnost kontrolovat imaginaciu a vykreslit svet pomocou symbolov
do podoby Iudského prostredia, typického komplexnym vyznamom, je
nadobudnutim tplne novej funkcie; Ze je to teda akysi ,prepdjaci oblik“ -
vedlajsi produkt uz skorsej adaptacie tykajlicej sa prezitia.

Geoffrey Miller predstavuje presvedCivy opis Darwinovej teérie sexualnej
selekcie v diele The Mating Mind: How Sexual Choice Shaped the Evolution of
Human Nature, kde vysvetluje jasny rozdiel medzi Darwinovymi myslienkami
o prirodzenej selekcii za dGcCelom prezitia a sexualnou selekciou
prostrednictvom volby partnerov. Vravi:

Viacsina ludi zrovndva evoliciu s ,prezitim tych najsilnejsich®
a vicSina tedrii o evolucii sa pokusala v skutocnosti najst vyhody
tykajuce sa prezitia pre vSetko, Co robi ludi tak osobitymi... A hoci sa
tento takpovediac na faktore prezitia postaveny uhol pohladu zda byt
od cCias Darwinovskej revolucie jedinou vedecky korektnou
moznostou, t4d ostdva stidle neuspokojujicou. Bez vysvetlenia
ponechava totiz az prili§ mnoho hadaniek. Iudsky jazyk sa napriklad
vyvinul vlastne v omnoho prepracovanejsi, nez ako je pre zakladné
funkcie prezitia nutné. Umenie a hudba sa z pragmatického
biologického uhla pohladu zdaja byt zasa iba nezmyslenym mrhanim
energiou... Tato kniha vs$ak tvrdi, Ze nase mysle sa nevyvinuli iba ako
,stroje“ pre prezitie, ale ako takpovediac stroje na vytvdranie
zndmosti... Ti praludia, ktori neputali sexudlny zdujem, nezaleziac
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pritom na tom, aki dobri v preziti boli, sa nasimi predkami nestali.
(Miller 2000, s. 1-3)

Podstatou sexudlnej selekcie je vyber partnerov, ktori buda prispievat
k potomstvu. Tie charakteristiky druhov, ktoré sa vyvinuli prostrednictvom nej,
boli uprednostiiované prive preto, ze boli ,chapané” ako indikatory
reproduktivnej vhodnosti (samozrejme nevedome). V skuto¢nosti tomu tak aj
bolo - typickym prikladom je pavi chvost; ten schopnosti prezitia samotného
pava kvoli velkosti, vdhe a priliSnému vycnievaniu vlastne prekdza, no zaroven
je aj ukazovatelom akejsi robustnej podstaty, ktord moze pavica pouzit
na identifikovanie dobrého partnera. V otazke ludskych druhov Miller
poznamenava:

Nasi predkovia sa inteligentnym vyberom svojich sexualnych partnerov
na zdklade ich mentalnych schopnosti stali inteligentnou silou ukrytou
za evoliciou ludskej mysle... Sexudlna selekcia, zdad sa, posava
v priebehu Iudskej evolicie svoj primarny ciel od tela k mysli. (Miller
2000, s. 4, 10)

Spominané ,prepdjacie obluky“ sU automatickymi vedlajSimi produktmi
evolucnej adaptdcie a preto su aj vzhladom na svoj povodny status pre sucasnud
Cinnost neprisposobitelné a nadbytocné (Gould 1997). Takéto postranné
funkcie, ¢i vlastnosti st ale pristupnymi nasledne k udeleniu novej funkcie,
kvoli narocCnosti ktorej si vsak Casto aj nespravne zamienané za primarnu
adapticiu. Gould vravi, ze prdve ,prejav hladania partnerov® je funkciou
schopnou osvojenia si spominanych ,oblikov“. To je uZz sexudlna selekcia.
Imagindcia znamena vSak podla vSetkého primarnu adaptéaciu
pre neuroregulacné tcely a nie je vedlajsim produktom nejakej inej adaptacie.
Aj napriek tomu bola ale pravdepodobne nasledne pridelena Gcelom ,prejavu
hladania partnerov®.

Presne tato biologickd schéma sexudlnej selekcie je pre psycholdgiu cloveka
dokonalym doplnkom tedrie mysle Susanne Langerovej. Ponuka totiz evolu¢ny
zdklad pre vSetky druhy kultdrnych symbolizmov transformujicich Iudskd
spolocnost prostrednictvom jej imaginacie.

Zakladny neurovedecky ramec

Dielo Damasia (1994, 1999, 2003), Edelmana (1989) a Edelmana a Tononiho
(2000) je pre tato stddiu osobitne relevantnym. Tito autori sa o svoj rozsiahly
neurovedecky vyskum, tykajlici sa vedomia, podelili v mnohych knihach
urcenych pre verejnost, ktora sa o tito tému zaujima. Damasio piSe:
Vedomie je akymsi udrziavanim postupu, umoznujiceho organizmu,
vyzbrojenému schopnostou regulovat svoj metabolizmus, teda
organizmu s vrodenymi reflexami a s formou ucenia sa znadmou ako
podmienovanie, stat sa podvolenia schopnym - t. j. takym druhom
organizmu, v ktorom su jeho reakcie na podnety utvarané mentalnym
podielom prevysujlicim aj samotny Zivot organizmu. (Damasio 1999, s.
25)

Na rozdiel od mnohych pocitacovych modelov mysle v kognitivnej vede, ktoré
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charakterizuji mentdlnu aktivitu ako naprogramované informacné
spracovanie, Edelmanova teéria o mysli hovori o trvalom seba-regulacnom
procese kategorizacie a rekategorizacie (tato charakteristika vlastne vytlaca
tieto pocitacové modely mimo evolucny ramec). Modely spracovania informacii
v nej zavisia na vopred dohodnutych, vo svete sa nachadzajucich kategoériach, a
na presnom nervovom ,softvéri“ uréenom na manipuldciu s kategorizovanymi
informéaciami. Prave podla tychto modelov st potom robené aj replikované,
uchovavané, ziskané a aktualizované képie informécii ziskanych zo sveta. Podla
Edelmana (1989) teda svet poslicha sice zdkony fyziky, ale nie je a priori
kategorizovany. Mentalna aktivita sa vyvinula podla neho preto na zaklade
neustalej dynamiky, v dokonalej zhode s touto schopnostou kategorizovat
a rekategorizovat.

Ja verzus okolie

Edelmanov vyskum podstaty vztahu mozgu a mysle sa opiera
o konceptualizaciu biologicky zalozeného rozliSenia ja/nie ja, ktoré je
neoddelitelnou sdcastou ludského nervového systému. Toto rozlisenie zahina
rozdielne strukturilne a fungujtce Casti mozgu, podporujice na jednej strane
hodnotové (seba/ja), a na druhej percepéné (kategorické, alebo nie ja)
posobenie. Edelman pise:

Zatial ¢o nervové casti prvého druhu [hodnota] (napriklad hypotalamus,
hypofyza, rozlicné casti mozgového kmena, amygdala, hipokampus
a limbicky systém) funguji v rdmci vyvojovom danych parametrov, tie,
ktoré sa tykaju druhého druhu [kategéria] (napriklad mozgova kora,
thalamus a mozocek) funguju zvicsa prostrednictvom neprestavajicich
extero(re)ceptivnych (tykajicich sa vnimania podnetov zvonka — pozn.
prekl.) senzorickych interakcii so svetom, t. j. skiisenosti a spravania.
(Edelman 1989, s. 94)

Neustdla interakcia medzi tymito dvoma systémami fungovania nervovej
sustavy je zdkladom pamdte i ucenia sa a je vylepSena evolu¢nym vydobytkom
vedomia. Edelman zobrazuje vedomie ako postupujicu, samozavadzaciu
skasenost, ktora sa objavuje vtedy, ked sa momentalna bezhodnotovd
kategorizdcia odohrdva v spojeni s hodnotou ovlddanou, t. j. hodnotovou/
kategorickou pamditou.

V zmysle dostupnosti a bohatosti ,topografického mapovania“, je
homeostaticky, alebo tiez hodnotu udrZiavajici nervovy systém, nepodobny
tomu percepénému. Stavy hodnoty, teda vyznamu, su sice ,jednym z hlavnych
zdkladov  primarneho vedomia, no nezabezpeCuji jeho hlavny
obsah.” (Edelman 1989, s. 101) To, ¢o sa do mozgu dostdva z tohto interného
homeostatického hodnotového systému dominuje nad tym, co donho
prichadza zvonku, t. j. zo sveta, prostrednictvom percepcie. Deje sa to pomocou
blokovania a sucasného uvolnovania, utlmovania alebo redukovania tychto
externych podnetov podla internych potrieb.

Podla Damasia mézu byt dve veci, ktoré musia byt vysvetlené na to, aby sme
pochopili vedomie, oznacené tiez ako ja verzus nie ja, a tie definuje takto: (1)
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LAlm“ v mozgu, alebo tiez filozoficky problém qualia a (2) vedomie o sebe
v akte poznania. Konkrétne hovori: ,Priekopnicka novost poskytovana
vedomim, bola vlastne moznostou spojenia  vnutornej  svityne
spatej s reguldciou zivota, so spracovanim obrazov.“ (Damasio 1999, s. 24).
A hoci o naSej sktsenosti, tykajicej sa sveta, nepremyslame zvicSa ako
0 ,filme“ v nasom mozgu, alebo ako o filozofickom probléme qualia, aj tak
presne rozumieme tomu, ¢o ma tymto Damasio na mysli. Rovnako vieme aj to,
o je mienené jeho vyjadrenim vedomia o sebe v akte poznania.

Tedria Langerovej obohacuje prave toto rozliSenie medzi skdsenostou
tykajucou sa nas samych (svojho ja) a tou, ktora sa ho netyka (okolie).
Dosahuje to jeho odstrdnenim uz na istom zakladnom stupni. Kym o poznani
seba samych premyslame totiz z perspektivy prvej osoby, o poznani toho, ¢o uz
nie je nami samymi zase z perspektivy tretej osoby - oba tieto sposoby
poznania zavisia na rovnakom procese - S. Langerova ho oznacuje ako vniitorne
organicky stav citenia, ktory sa objavuje spolu s dostato¢ne intenzivnou
mentalnou aktivitou. Intuitivne, ale zaroven Casto problematické rozliSenie
medzi sebou a tym, Co uz nie je mnou, medzi subjektom a objektom, je
v konceptualnom rdmci Langerovej jednak uchovdvané, no sicasne
eliminované dorazom na jednotny charakter schopnosti citit, ako zakladu
pre oba typy tohto nasho ludského poznania.

Primarne vedomie verzus vedomie vyssieho radu

Pankseppova praca v oblasti neurovedy zaoberajlicej sa emdciami zdoraznuje
ich vyznam ako trvalych zakladnych opor psycholégie Cloveka, ktorej neustéle
podliehaju nase prepracované intelektudlne poznatky. Okrem nich kladie vSak
tento autor v celom diele déraz aj na vyznam emociondlneho citenia. Zatial ¢o
emociondlne systémy ako také (Panksepp pripomina existenciu mnohych
rozlicnych emociondlnych systémov) funguji  ocividne velmi podvedome,
Panksepp sa opakovane vracia k dolezitosti vnutorne prezivanych
emocionalnych stavov pre celkové vytvaranie spravania. Nepokusa sa dostat
za hranicu tohto primarneho vedomia, takze vo svojej praci nezabieha ani
do problému rieSitelného pre tolkych teoretikov mysle prave filozofickym
rdmcom nastolenym S. Langerovou®, ktorym je posun od primdrneho
k sekundarnemu vedomiu a teda od skdsenosti k slovam. Pankseppovov opis
primdrneho vedomia je zrkadlenim jeho podania u S. Langerovej, pricom tento
autor poznamenava, ze prosta pritomnost, alebo skisenost pocitov je tym, ¢im
vlastne vedomie v skutocnosti je, takze rozpravanie o vedomi pocitov je preto
podla neho nevyhnutne nadbytoc¢né. Opis pocitov u oboch tychto autorov sa
dost podobd, no Panksepp o nich teda nehovori iba ako o emocionalnych
stavoch, ale prirovndva ich aj k takym veciam, akymi je napriklad ,,éervenost” -

6 V prvom vydani diela Neuropsychoanalysis (1999), kde je Panksepp vyzyvany k tomu, aby sa

venoval potencidlnym spojeniam medzi psychoanalytickymi a neurovedeckymi zaznamami,
naznacuje tento autor nasledovnym spOsobom pochopenie komplexnosti obsiahnutych v
pohybe od primarneho k sekunddrnemu vedomiu - tych, ktorych sa tak jedinecne chopila aj
Langerova: ,Modernd neuroveda nebola bohuzial zdatnym adeptom na konceptualizovanie
toho, ako utkdvaju interné neurodynamiky mozgu scelovanim evolucne poskytnutych
schopnosti s neurodynamickymi symbolizdciami pokracujucich svetovych udalosti
psychologické skutocnosti.” (Panksepp 1999, s. 33).
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Co je originalny priklad qualia. Vravi:

Cervenost, podobne ako vSetky ostatné subjektivne skisenosti, je
evolutnym potencidlom nervového systému, t. j. takym, ktory bol
Lhaprojektovany“ na to, aby ndm umoznil posudit zrelost ovoci,
sexudlnu vyspelost, ¢i dokonca ndsilie a vasen v krvi, vedice k jej
preliatiu. (Panksepp 1988, s. 14)

Edelman rozliSuje popri Langerovej spdsoboch uvazovania o mentalnych
schopnostiach zalozenych na znakoch a tych, ktoré st naopak zalozené
na symboloch, aj medzi primarnym vedomim a vedomim vyssieho radu, pricom
to druhé charakterizuje ako vedomie vedomia. Pre tohto autora predstavuje vSak
dané rozlisenie iba kvantitativny dodatok zdokonalenej fonologickej schopnosti,
ktord produkuje kvantitativny dodatok k poznaniu vo forme syntaxe pridanej
k sémantike.

Avsak Langerovad si, naopak, predstavuje mysel, pouzivajicu symbol, ako
kvalitativne odliSny druh intelektu. Jej konceptudlny skok zdoraznuje prave
evoluciu imagindcie, priCom presne u tejto Iudskej schopnosti ide osobitne
o upriamenie pozornosti na vznik ludskej potreby vyjadrovat myslienky, ktora je
pre cloveka jedinecna. Takato potreba je biologicky zhodnd s Darwinovou
tedriou o sexudlnej selekcii, alebo pridelovanim neuroregulacnej adapticie
(imaginacie) pre tcely zlepsovania procesu hladania si partnera. To, ako sme
teda navzdjom k sebe pritahovani, zavisi podla Langerovej na sposobe, akym
premysla nasa mysel.

Edelman uznéva sice posun vo vedomi a mentélnych schopnostiach, ktory sa
vyvija v principe z procesu pouzivania symbolov, no tomuto vedomiu zaroven
chybne prisudzuje iba dokonalejsiu funkciu prezitia. Tento autor si totiz nikdy
neuvedomuje aj na imagindcii postaveny aspekt symbolistickej mysle cloveka,
pretoze prenho poskytuju symboly iba presnejsiu nastrojovi podporu pre nase
praktické cCinnosti. Edelman teda nechdpe, ze fungovanie Cloveka
prostrednictvom symbolov, ktoré je od podstaty zaloZené na imagindcii,
vyjadruje vlastne skutocne odlisny ciel: hladanie vyznamu.

Na Langerovi nadvizuje, hoci nie az tak presvedcivo, Damasio vtedy, ked
premysla o rozdielnosti vyvoja vedomia. Odlisuje (1) emdciu, (2) pocit emdcie
a (3) uvedomovanie si stavu, kedy clovek pocituje emdciu, pricom prave s touto
poslednou poziciou zrovnava vedomie - to je prenho teda poznanim toho, ze
Clovek nieto citi. Langerovd prindsa rozhodujucejSie  stanovisko
prostrednictvom jednoduchej myslienky, podla ktorej vedomie nie je nicim
viac, nez iba pritomnostou citenia, Schopnost nieco citit je pre nu teda naozaj
nie¢im silnym. Ak clovek tvrdi, ze ,vie“, ze citi, tak je to podla Langerovej
stanovisko, ktoré je mozné formulovat iba v zmysle vysSieho usporiadania
vedomia, ¢o samo osebe hodnoti tato autorka ako ¢in imagindcie. Ani Damasio
a ani Edelman neuzndvaju teda radikdlny posun vo vedomi, ktory sprevadza
u cloveka nastup jeho symbolického premyslania. Tito dvaja vedci nechapu, ze
cielom takéhoto premyslania je spravit svet explicitne zmysluplnym, kedy
nezdlezi na akychkolvek, na prezitie zacielenych vyhodach, ziskanych
z konceptualizacie sveta a nasho miesta v nom.

Neuroveda a imagindcia. Vyjznam diela Susanne Langerovej...
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Imaginacia

Rovnakym otdzkam imagindcie a vyznamu, do ktorych sa ptista Langerova, sa
venuje Modellova posledna kniha (2003). Ani tento autor sa vSak nedostava
dalej, nez iba k pochopeniu radikdlnych transformacii vytvorenych nasimi
symbolistickymi myslami v procese pouzivania imaginicie a za tGCelom
vytvaranie explicitného vyznamu z afektu. Okrem znaCného vyuzivania
Edelmanovho diela, robi Modell to isté aj s filozofickou pracou Lakoffa
a Johnsona (1999), pricom prave ta ma unho osobity vyznam.

Lakoff a Johnson tvrdia, Ze ludska mysel je neodmyslitelne stelesnena, ze
myslienka je vdcsinou nevedoma a ze abstraktné koncepty s z vdcsej cCasti
metaforické. Tito autori dokazuji, Ze ludské rozumové zd6vodnovanie -
predmet skimania zdpadnej filozofie — sa opiera o prirodzenost nasich tiel,
mozgov a telesnych skisenosti. Rovnako namietaji, Ze zdbvodnovanie je
schopnostou, ktora sa vyvinula u zvierat, Ze je tesne spata s emdciou a ze sa
zrodila zo senzorickych, motorickych a inych nervovych systémov pritomnych
u vSetkych ich druhov. Modell sa ststreduje aj na myslienku metafory v ich
diele a schopnost jej vytvarania chdpe ako nieco pre ludskd mysel unikitne
a zadroven definujice imagindciu. Pri metafore ide teda podla neho
o prendsanie nasich zmyslovych skusenosti na svet, t. j. konStruovanie
vyznamu, ktory je zaloZeny na nasich pocitovo, emocionalne motivovanych
¢inoch.

Ja osobne mam vSak s Modellovym navrhom dva problémy. Prvy z nich
suvisi s mojim presvedCenim, Ze Lakoff a Johnson povazuju metaforickd
konceptualizdciu za zakladny kognitivny proces kategorizacie, zaloZeny
na fyzickej skisenosti a charakteristicky pre mentdlne poznavanie spité s celou
zvieracou riSou. Druhym problémom je, Ze obmedzovanie imagindcie
a vyznamu na oblast poznavania a ¢inu sposobom, akym to robi Modell (aj ked
ide o pocitovo motivované poznavanie a Cin), je presne tym obmedzenim, ktoré
Langerova v pripade intelektudlnych schopnosti cloveka prekondva. Tato
filozofka totiz pretvara stelesnenu ludski mysel do takého stavu, ktory Lakoff,
Johnson a ani Modell nerozpoznavaju. Pripomenme si teda este raz fakt, ze tito
teoretici mysle nechdpu skutoc¢nu rolu imaginacie v ludskom mysleni. Prave to,
ze ludska mysel umoznila cloveku (fyzicky) nekonat, ju viedlo k podnecovaniu
cieleného hladania vyznamu a rozkvetu ludskej expresie.

Filozof Rorty (1989) pokladd mysel za ironické pouzitie jazyka na osvojenie si
nepredvidanych skutoCnosti v nasom zivote, ¢im vlastne v imagindcii
vytvarame samych seba. Toto plne zodpoveda aj Langerovej vysvetleniu ako
produktu transformdcie, teda imagindcie. Na rozdiel od tejto filozofky nie je
vsak Rorty, rozpoznavajici sice vnutorné i vonkajSie obmedzenia tykajtce sa
vytvorov nasej imagindcie, ani tak zaujimajtcim sa a ani tak schopnym, aby ich
naozaj aj urcil. A podobne nedokaze vidiet ani to, Ze nasa imagindcia je
zalozend na naSej biologickej schopnosti citit. Rorty totiz nedocenuje
skutoCnost, ze nasa ludskd potreba utvdrat seba samych aj mimo hranic
instinktivnych cinnosti beznej sktsenosti, t. j. obvyklych metdéd, teda nasa
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potreba najst explicitny vyznam, je sucastou nasej prirodzenej evolucnej
histérie. Prave nedostatok tohto filozofa upriamuje vsak znova pozornost
na jedinecny vyznam Langerovej prace pre sucasné tedrie mysle — prave ona
totiz dokaze skombinovat humanistické aj vedecké tradicie vyskumu,
povazované az doteraz za nesumeratelné.

Zaver

Ako sme uviedli na zaciatku, vyzvou pre psychoanalyzu je pochopit, ako je
ludskd mysel popri udrziavani si svojho zakladu v zivocisnej prirodzenosti,
predchadzajicej v evolicii naSej unikatnej symbolistickej schopnosti nou
zaroven transformovand. Langerova vyuziva ako centrum svojej tedrie mysle
sice prosty, no silny pojem pocitu, ¢im rozvija ramec pre vzdjomné vclenenie
tychto dvoch velmi odlisSnych aspektov ludskych intelektovych schopnosti.
Prave citenie vykonava medzi tymito dvoma oblastami mysle nielenze akéhosi
vyjedndvaca, ale premostuje zdroven medzeru medzi objektivitou
a subjektivitou. Obe pochadzaju z nasej schopnosti pocitovat vlastnud aktivitu,
nezaleziac pritom na tom, ¢i uz ju pocitujeme ako vonkajsi vplyv a nazyvame ju
tak objektivnym svetom, alebo ako schopnost reagovat na podnety a nazyvame
ju preto nasim vlastnym subjektivnym Ja.

Langerovej rozvijanie konceptu citenia poskytuje presvedCivy ramec
pre vzajomné prepojenie viacerych schopnosti, ktoré su tak Iahko a prirodzene
kombinovatelné v nasej Iudskej mysli. Zatial ¢o Studentom psycholégie tvrdia,
Ze biologické a kultdrne stadia st pre stadium ludského spravania rovnako
relevantnymi, psycholdgovia v skutocnosti vidia tieto domény ako izolované,
nesuvisiace entity. Iba psychoanalytici, rovnako ako sam Freud, pojali istym
zlozitym spOsobom obe oblasti, avSak ani v psychoanalytickej teérii nie je most
medzi biolégiou a kultdrou nateraz ujasneny. Prave Langerovd vSak jasne
ozrejmuje neproblémovd vzajomnu integraciu bioldgie a kultiry, ktora je
zalozend na jednote celej vySSie opisanej ,drdmy”“ pritomnej pri kazdej
pocitovanej aktivite. Pre Susanne Langerovi su teda teld tym, Co nam
umoznuje citit a nase pocity tym, ¢o nam umoznuje tvorit nase charakteristicky
ludské mysle.

Translation: Agdta Kosicanovd
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Slavka Kopcakova zacina svoju publikaciu Aktudlne otdzky hudobnej estetiky 20.
a 21. storocia slovami ,Hudobnd estetika ako filozoficky fundovana vedecka
disciplina prechddza v poslednych desatro¢iach procesom svojej
sebaaktualizacie, o je do velkej miery vysledkom rychlosti a naliehavosti, s
akou sa vynaraji nové témy, nové média a nové civilizacné problémy
ovplyviiujice tvorbu, vnimanie, aperceptné navyky a samotnd recepciu
hudby.” (Kopcdkova, 2020, s. 5) Vytycuje tak problémy hudobnej estetiky
stcasnosti, ktoré povazuje za hodné skimania, zaroven ilustruje komplexnost
problematiky, ktorou sa dlhodobo zaobera. K problémom, ktoré si mapované
v recenzovanej publikicii, sa za posledni dekaddu pravidelne navracala
a vlastné pozicie neustile prehodnocovala, transformovala a dlhodobo
a systematicky rozvijala.

Predkladana publikacia predstavuje logické a premyslene vyselektované
zhrnutie autorkou doteraz skiimanych teoretickych problémov, ktoré povazuje
za Ustredné oblasti hudobnej estetiky, estetického myslenia ale aj hudobnej

NS Yok 001 o135



vedy, Ccomu zodpoveda aj ich usporiadanie do vlastného systému.
V prierezovom horizonte neustale, avSak velmi erudovane 'balansuje’ medzi
empirickym (muzikologickym) vyskumom, ktorého vysledky st nésledne
zhutnené jej estetickymi Gvahami o abstraktnych konstantach a ustrednych
problémoch estetiky, s dorazom na jej Specializiciu prioritne na tedriu,
systematiku a dejiny hudobnej estetiky. Autorka je vyrazne formovana
slovenskou hudobnoestetickou tradiciou, ¢o je potrebné v kontexte publikicie
a problémov, ktoré sd tu diskutované, rozhodne vyzdvihnut ako pozitivum
a silnu stranku monografie. Zaraduje sa tak do uzkej skupiny pokracovatelov
nasej myslienkovej tradicie, zaloZenej najmd Jozefom Kresdnkom, v novSom
obdobi Renatou Belicovou a Markétou Stefkovou. Sucastou tejto tradicie je
neustdly dialég s nemeckou muzikolégiu a jej autormi, ktori sa koncentrovali
prednostne na estetické otdzky hudby (Hans Heinrich Eggebrecht, Carl
Dahlhaus). Komplementarnym prvkom je komparacia s vysledkami
angloamerickej tradicie prezentovanej filozofmi ako Jerrold Levinson, Roger
Scruton a i.

Monografia je roz¢lenend na Styri hlavné kapitoly mapujice tstredné problémy
a samostatné teoretické celky sucasného diskurzu: 1 Hudobnd estetika (s. 8 —
52), 2 Hudobné myslenie (s. 53 — 80), 3 Hudobné dielo (s. 81 —123) a 4 Hudobnd
ontolégia (s. 124 — 168). Metodologicky autorka avizuje fokusovy pristup
namiesto obvyklej cesty prezentdcie historizujlicich rekapituldcii znamych
faktov. Pomocou starostlivo vybranych prikladov, ktoré predstavuju funk¢ne
zacielené historické sondy, publikacia pontika autentické a neschematické
skiimanie. Kapitola I Hudobnd estetika obsahuje historicko-reflexivnu
rekonstrukciu vyvojovej trajektérie, v ramci ktorej sa chapanie, obsah a metddy
hudobnej estetiky formovali: v zdsade ide o historicky prierez od antiky
vo forme rozvijania priorizovanych téz. Kopcdkova sice neslubuje 'dejepis’
hudobnej estetiky (a ani k nemu neskizne), ale bez toho, aby zobrala do tGivahy
zakladné kontury historickych kontextov vyvoja discipliny, pochopitelne,
skimanie tak, ako ho designovala, by nebolo mozné. Historicky exkurz je
nasledovany pokusom o definiciu hudobnej estetiky, ktorej bdzou je primarne
pomenovanie jej predmetu (kap. 1.2 Hudobnd estetika — predmet, aktudlne témy
a vyzvy). Hudobna estetika sa podla Kopcakovej (2020, s. 15) ,prezentuje ako
teoreticka filozoficky a sticasne muzikologicky fundovana veda, [...] je vedou
Ciastotne nomotetickou, [...] a Ciastotne idiografickou [...] usiluje sa
0 prepojenie oboch pristupov.” Komentovand c¢ast textu vrstvi vo velkom
mnozstve faktografickd bazu a nazorové konfrontacie, ¢cim vznika hutny logicky
usporiadany celok, ktory je aj napriek svojej Sirke a hilbke systematicky
a prehladny. Autorka hladd odpovede na dvojicu otazok (,¢i si hudobnu
estetiku stéle ‘prajeme’ [...] alebo ¢i ju redlne potrebujeme®, Kopcékova, 2020, s.
25), ktoré aktualizuju perspektivu hudobnej estetiky.

Provokativnu a odvadznu optiku voli Kopcdkovd v nadvidzujucej kapitole 2
Hudobné myslenie, ked sa usiluje skimat hudobné myslenie ako jednu z poddb
estetického myslenia. Hudobné myslenie definuje ako ,viacznacny teoreticky
pojem oznacujdci proces, superdisciplinu, ¢i teoreticky konstrukt, ktory je
pojmovym konceptom a produktom vylucne eurépskeho hudobnoestetického
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myslenia.“ (Kopcakova, 2020, s. 54) Dolezitd rolu v ponimani a vysvetleni
hudobného myslenia zohrdva jeho verbalizacia, nie jeho procesudlnost.
Pod vplyvom Wolfganga Welscha a jeho koncepcie estetického myslenia, kde
vnimanie, myslenie, imaginicia a reflexia nestoja proti sebe, autorka
sumarizuje a naznacuje, ze v pripade hudobného myslenia by mohla hrat
doblezitd ulohu ,mobilizdcia vnimavého myslenia a rozvijanie podnetov
reflektujlceho, uvazujiceho vnimania.” (Kopc¢dkova, 2020, s. 63) Opiera sa
sticasne aj o exaktnejsie hudobnoteoretické tézy Hansa Heinricha Eggebrechta,
¢im vnasa do problému systematické teoretické ramce, ked tvrdi, Ze ,hudobné
myslenie je nielen pramenom c¢i pévodcom hudobného produktu samotného,
[...] ale aj tedrie.“ (Kopcakova, 2020, s. 69) Hudobné myslenie (ako sumarizuje
autorka) predstavuje potom druh umeleckého myslenia, ktoré nie je myslenim
teoretickym, ale vysledkom spatnej rekonstrukcie vysledkov umeleckej tvorby.
Sprostredkovatelom hudobného myslenia je hudobny jazyk, ktory ma svoje
pravidla, limity a potencidl. Vysledkom jeho pouzitia je ,hudobné dielo
(kompozicia) ako koncentrat a zaroven zdroj ¢i navod (sled instrukcii)
smerujuci k zazitku esteti¢na. (Kopc¢akova, 2020, s. 80)

Ontologické otazky hudby, ktoré st autorkou vytycené a starostlivo
vyselektované, su rozvijané v poslednych dvoch kapitolach prace: v jednej
explicitne, v druhej implicitne. Kapitola 3 Hudobné dielo mé za ciel objasnit
pojem hudobné dielo z viacerych hladisk, kedZe sa na prvy pohlad zd4, Ze v ére
dominancie institdcii, umeleckej pluralite a fizovania ako modu vivendi, stratil
svoje opodstatnenie resp. prekonal cestu terminologického metamorfovania
ako rozostrenia svojich vyznamov. Autorka si sdcasne uvedomuje, ze ak je
hudobné dielo uchopitelnym produktom a do urcitej miery aj cielom,
predmetom a vysledkom estetického myslenia, nemozno suihlasit s poukazmi
na jeho neopodstatnenost ako pojmu a so spochybnovanim jeho existencie, o
sa sporadicky vyndra v teériach ako napr. fikcionalizmus, nominalizmus etc.

Na zdklade historickych pristupov mozno hudobné dielo vnimat na jednej
strane ako nieco statické (uzavreté, definované), na strane druhej ako nieco, co
je procesudlne, dynamické, plyniice a najméd interpretacne a vyznamovo
'otvorené'. Rovnako ako v pripade umenia (ako jeho pojmovej nadmnoziny) ide
o pojem, ktorého definicia nemoze byt nikdy dostatocne uspokojiva pre vsetky
zainteresované strany, hlavne z dévodu réznorodej metodoldgie, teoretickych
pristupov ¢i dynamiky umeleckého vyvoja. Autorka si je vedoma aj tejto
skutoc¢nosti, o dokazuje snahou o hlbsiu kategorizaciu, teoretické preverenie
pojmu hudobné dielo a hudobného artefaktu ako jeho existentného
komplementu, vydavaného pomerne casto (avSak nespravne) za jeho
ekvivalent ¢i az synonymum. Otdzku umeleckosti a problematiky takéhoto
statusu rozvija KopcCdkovd dalej, minimélne ked komentuje 'pominutelnost’
umeleckych produktov, alebo ked konstatuje, Ze ,nie kazdy umelecky vytvor
musi nevyhnutne nadobudntt status umeleckého diela. PriliSné akcentovanie
‘dielovosti’ nivelizovalo pojem a vytthlo ho =z jeho pbvodnych
kontextov.” (Kop¢akova, 2020, s. 106)

Ontologické otazky hudby (ako predmet subdiscipliny hudobnej filozofie,
ktorou je hudobnd ontolégia) st v sdicasnom prostredi dynamickej

137



transformacie umeleckej praxe velmi aktudlnou a zivou oblastou vyskumu,
kedze ponukaji metodologicky pomerne dobre uchopitelné nastroje,
napomadhajuice vyrovnat sa s (ne)existenciou hudobného diela. ,,Hudobné dielo
sa stalo nie¢im, co moze existovat aj za predvedenim a mimo predvedenia,
pretrvava v Case v textovej forme (notdcia, partitira), ¢im nadobudlo vyznamny
stupen objektivity.” (Kopc¢dkovd, 2020, s. 126) Ontolégia musi skdmat
a vyhodnocovat samotnu existenciu ‘predlohy’, ktora je nemennad a jej hudobnej
interpretacie, alebo transformdcie, ktord sa odliSuje od predvedenia
k predvedeniu. Hladanie arbitra v podobe jednej alebo druhej urovne
umeleckého diela rieSi autorka textu odkazom na autentickost, ktora
predstavuje dalSiu kli¢ovi (vyznamami nasytent) esteticki kategoriu.
Autentickost vSak problém neriesi, len ukazuje a naznacuje mozné Ciastkové
problémy, rieSenim ktorych sa pojem moze teoreticky objasnit, ako su
autentickost notacie, autentickost interpretdcie, autentickost pocitov,
autentickost predvedenia, autentickost ako otazka pravdy, autentickost ako
vernost notovému zaznamu a jeho realizacie atd.

V pripade publikicie Aktudlne otdzky hudobnej estetiky 20. a 21. storocia ide
o ambiciézny projekt, ktory mapuje SirSiu sféru hudobnej estetiky, a to
zamerne systematicky, aby Citatel nestratil nit a dokazal uchopit obsah textu
natolko, aby sa s nim dokazal stotoznit alebo s nim aj (na zaklade dalsich
vlastnych argumentov Citatela) nesthlasit. Autorka prindsa viaceré uzitocné
a origindlne sumarizacie pohladov na problém a obohacuje diskurzivne
kontexty sdcasnej hudobnej estetiky. Presved¢ivo dokdzala, ze estetika
a muzikoldgia si na podobnych $pecializovane orientovanych skdmaniach
zavislé a na lepsi prienik a teoreticku verifikdciu jednotlivych skutocnosti
potrebuju pristup Specializovaného hudobného estetika, ktory z instrumentara
filozofickych a muzikologickych metdd skimania dokaze navrhnat ¢i odporucit
metodologické néstroje pre adekvatne skimanie hudby ako estetického,
umeleckého (ale zaroven aj ontologického) problému. V rovnakej miere, v akej
je tato monografia zdsadna pre hudobnd estetiku ako dvojdomu vedeckud
disciplinu (stic subdisciplinou estetiky a sticasne aj muzikoldgie v ich starsich
systematikach), moze byt v mnohom inspirativna aj pre estetika, ktory
pri rieSeni vsSeobecnejSich teoretickych otdzok hladda vhodny sposob ako
preniknit do konkretizovanych diskurzov umeleckého esteticna v oblasti
hudobného a zvukového umenia. Monografia Aktudine otdzky hudobnej estetiky
20. a 21. storocia je v naSich podmienkach (nakolko komunita estetikov hudby
na Slovensku je prakticky spocitatelnd na prstoch jednej ruky) priekopnickym
Cinom, ktory prinasa podnetné a inSpirativne zadvery. Dokladuje autorkino
dosledne syntetické a celostné estetické myslenie ako spdsob uchopovania
problémov umenia, ¢im ju zaraduje medzi poprednych reprezentantov
discipliny.
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University of Presov, Faculty of Arts
Institute of Aesthetics and Art Culture
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Makky, Lukas: Osudy umenia v 20. a 21. storoci. Kapitoly z
estetiky. VysokoSkolsky ucebny text. Opera Philosophica.
Presov: Filozofickd fakulta PU v Presove. 2021. 190 s. ISBN
978-80-555-2670-6.

ka fakulta
V PreSove

Uplynula dekada (2011 - 2021) tvorivej ¢innosti pracovnikov Instititu estetiky
a umeleckej kultary Filozofickej fakulty Presovskej univerzity (dalej IEUK FF
PU) sa nesie v znameni zverejnovania vysledkov vedeckovyskumnej Cinnosti
intenzivne transformovanych aj do vzniku uCebnych textov a vysokoskolskych
ucebnic pre Studentov estetiky. Vyziadali si ich inovacné trendy v edukdcii
vysokoskolakov v ucitelskych aj teoretickych neucitelskych Studijnych
programoch a realizované boli zvyCajne za vyraznej podpory edukacnej
grantovej agentury KEGA. Iba letmo spomeniem texty venované bezprostredne
interpretacii umeleckého diela a estetickym tedriam potrebnym pre ich
analyzu a evaludciu: Interpretdcia hudobného a vytvarného diela (Kopcakova —
Dytrtova, 2011), Reflexie divadla, divadlo reflexie (Kusnirovd et al., 2011),
Hudobnd estetika a populdrna hudba (Kopéakova, 2015), Uvod do interpretdcie
obrazu (Makky, 2020), Uvod do stiidia divadelného umenia (Kusnirova 2021).

Dovolim si konStatovat, ze tento typ textov je velmi Ziadicim, ale pomerne
nedostatkovym a sporadicky vznikajacim artiklom, a to aj v celoslovenskom
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meradle. ESte viac ma tesi, ze strednd a najmladsia generacia pracovnikov IEUK
FF PU v PreSove sa velmi zodpovedne postavila k novym vyzvam. Akykolvek
teoreticky ndvod, pondknutd metéda na zmysluplnd realizaciu esteticky
fokusovanej analyzy, verbdlnej a zazitkovo-estetickej interpreticie umeleckého
diela st viac nez vitané a uzitotné. Opodstatnuju zmysel teoretického badania
realizovaného v odbore estetika a jej Specidlnych estetik, ktoré skumaju
estetiku jednotlivych druhov umenia. Iba na margo dodavam, ze v pripade
Lukasa Makkyho v tejto recenzii ide uz o druhy ucebny text autora, publikovany
v rdmci novozalozenej edicie Compendium Aestheticae (edicia ucebnych textov
pre Studijny program estetika na IUEK FF PU v Presove) ako vystup
rovnomenného grantu KEGA vedenom na tomto pracovisku v rokoch 2018 —
marec 2021.

V ucebnom texte autor obracia svoju pozornost na estetické otazky vizualneho
umenia eventudlne aj filmu, presnejsie na estetické tedrie, sprevadzajice
problém definicie a konca umenia, ktorym autor v minulosti venoval rozsiahlu
monografiu Od zaciatku po koniec a este dalej: umenie v definicnych stiradniciach
(2019). Tu sa prave ukazuje, ako vsetko so vSetkym suavisi, akd dolezita je
permanentne rozvijand vyskumna aktivita v oblasti teoretickej verifikacie
najnovsich poznatkov pre naplfanie poslania univerzity a potrieb jej Studentov.
Je velmi sympatické, Ze sa autor drzi svojej badatelskej linie a Spiralovitym
pohybom rieSi a navracia sa neustdle k otdzkam, ktoré ho zaujimaju,
znepokojujd, inS$piruji a sdcasne ich povazuje za doélezité. Recenzovany
vysokoskolsky ucebny text Osudy umenia v 20. a 21. storoci. Kapitoly z estetiky
(2021) v podstate prinisa kapitoly z estetiky vizudlneho umenia a hovori
o variete pristupov najvyznamnejsich teoretikov k jeho estetike, reflektujtc
Stylové zmeny vo vyvoji umeleckych prejavov v poslednom poldruha storoci,
ich dopady v recepcii a definovani novych pristupov k edukacii vnimatela
sticasného umenia.

Najprv mala reakcia na nazov ucebného textu. Slovo ‘osudy’ v nazve je trosku
zavadzajuce, ved Co je osudom umenia? Umenie - ¢o ako by sme ho
personifikovali - osud nemd, majd ho umelci, instittcie, niektoré umelecké
diela, ale aj teoretické koncepcie. Tedrie a ich proponenti totiz mézu byt
prijimané, nasledované, korigované (aby adekvatnejsie zachytili estetickd
situdciu, estetické objekty a subjekty v estetickej komunikacii), rovnako vsak
moézu byt aj ostro odmietané, vyvratené z dovodu ich Ciastotne chybnych
predpokladov a pod. Pokisime sa ndzov textu chapat v prenesenom vyzname
a teda z hladiska didaktického ako snahu uptatat pozornost Studenta.
Z existencie protikladnych teoretickych postojov a ich vychodisk vznikaja
vo filozofickom a umenovednom diskurze mnohé polemiky. Polemicky tén je
z Casu na Cas pritomny aj v mladickom zipale autora, ked citi, ze je potrebné
povedat vlastny nazor. Nikdy vsak nepresahuje ani nezatienuje didaktické
zamery a Ustretovost voCi potrebdm, intelektudlnym moznostiam
a predpokladanej empirii Studenta.

Jedna z mala veci, ktoré by sa dali vycitat autorovi je, ze ak vo svojich
monografidach (2017, 2019) a ucebnych textoch (2020, 2021) v ich nazvoch
deklaruje, Ze hovori vSeobecne o umeni, v skutocnosti je jeho vyklad
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po obsahovej stranke vidy redukovany viac-menej na vizudlne (praveké,
vytvarné, okrajovo fotografické ¢i aj filmové) umenie. Ale to len na margo.
Na druhej strane vysoko ocenujem, ze autor velmi origindlnym sp6sobom
uvazuje o problémoch, ktoré riesi v oboch svojich vedeckych monografiach,
krizivo sa objavujice motivy, témy a problémy (estetické, interpretacné,
umenovedné a i) dokaze priliehavo didakticky transformovat do formy
ucebného textu. Postoje, vychodiskd a ndzory najreSpektovanejsich teoretikov
dokaze podat voci origindlu o cosi stravitelnejsimi, jasnejsie formulovanymi
blokmi textov, oprostenymi od vedeckej hantyrky a pojmovych zaklinadiel.

Didaktizacia uciva je prave tym skasobnym kamenom, ktory vidy preveri
vlastny odborny, vedecky a badatelsky vyvoj autora samotného, ruka
v ruke s cibrenim svojej pedagogickej zru¢nosti. Mozno povedat, Ze tentoraz to
bola naozaj uUspesna cesta. V recenzovanom ucCebnom texte sa Lukasovi
Makkymu podarilo zlozité témy prerozpravat menej zlozitym jazykom a viac-
menej systematicky. Vysiel v Gstrety potrebam a zdujmom Studentov, hladnych
po takomto type textu, modernom, neopakujicom chronicky iba historické
poznatky a fakty, ale ktory ich vedie k vlastnému uvazovaniu a kritickému
mysleniu. Nie je cielom recenzenta knihu teraz vypreparovat po Castiach, i
uvadzat, s ktorymi ndzormi Ci teoretickymi parafrazami autora nesuhlasi,
pripadne popisat jej obsah s emfazou na to, ¢o sa podarilo lepsie a ¢o horsie.
V snahe priblizit obsahovii napln ucebného textu, teda problémy, o ktorych
pojednava a vysvetluje, za najefektivnejSie povazujem ilustrovat obsahové
zameranie cez nazvy hlavnych kapitol, ¢o zaiste vytvori potrebny obraz. Ide
o state: 1. Umeleckd produkcia 20. a 21. storocia ako historicky a morfologicky
problém; 2. ,Odbocka“ k problému populdrneho umenia/populdrnej kultiiry; 3.
Umenie ako interpretacny problém; 4. Umenie ako definicny problém; 5. Koniec
umenia ako teoretickd reakcia na problém a kritiku umenia.

Za mimoriadne vydarend a ‘¢itav’ povazujem druhd kapitolu, kde autor
racionalne vyselektoval nim favorizovanych teoretikov (Theodor Wiesengrund
Adorno, Walter Benjamin, Umberto Eco, Richard Shusterman a i.) a Studentom
zrozumitelne sprostredkoval zdkladné tézy ich ndzorovej sustavy. Ako bonus ju
ukoncCuje poucné pojednanie o problémoch populdrnej kultiry. Podobne
vysoko ocenujem piatu kapitolu, plati pre nu podobna charakteristika, navyse
autor ako lokalpatriot Citatela upozornuje aj na prace a vysledky ,presovskej
estetickej $koly” (Jana Soskovda, Adrian Kvokacka a i.), v oblasti reflexie otdzok
,konca umenia“ a jej inSpirdtorov zo spolupracujicich pracovisk (Peter
Michalovi¢, Maridn Zervan, Bohumil Fort a i.), hoci iba v malej mozaike.
S trochu mensim pochopenim prijimam fakt, ze ak autor v prvej a Stvrtej
kapitole riesi také zdvazné problémy, akymi su historicita, dejiny umenia,
definicia umenia, funkcie umenia, tedrie (koncov) umenia atd., neposkytuje
Studentovi osvedCené, alebo najmenej defektné definicie tychto pojmov
k osvojeniu. Povazovala by som to za velmi uZitocné, najmid z dovodu, ze
pri diskusidch so studentmi na seminaroch, skiiSkach ¢i kolokvidch je Student
spravidla vyzyvany k tomu, aby pojem, jav, fenomén najprv zadefinoval,
historicky zaradil a az potom nasledne vyjadril aj svoj postoj a interpretaciu.

Vysoko ocenujem obrazkové prilohy Galéria 1 a Galéria 2 vhodne zvolené
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a zaradené za prvou a druhou kapitolou ucebného textu. Tu vidno, ze autor
tomu, o com hovori rozumie, sdm aktivne vyhladava recepcné situdcie ako
vnimatel umenia, vyhladdava ich aj pre svojich Studentov. Kontrolné
a motivatné otazky na konci kazdej Kkapitoly nevyzyvaju Studenta
k Sablénovitému zopakovaniu povedaného, ale vyzyvaji ho uvazovat
o probléme dalej a hladat vlastné stanoviskd. To je velmi sympatické
a pribliZuje nés to k absolutnej priorite (nielen) vysokoskolskej pedagogiky 21.
storoCia, ktorou je rozvoj kritického myslenia, ako schopnosti tvorivo,
samostatne a autenticky uvazovat o informdciach vsetkého druhu. Je ich taka
zaplava, Ze neostava iné, nez dosledne viest nastivajice generacie k tomu, aby
boli schopné ich triedit, selektovat, filtrovat, slovom oddelovat zrno od pliev.
Tento trend nastolil aj Makkyho vysokoskolsky ucebny text, zaslizi si preto
pozornost studentov, ale aj odbornej verejnosti.

Zoznam bibliografickych odkazov textu mozno suicasne chapat aj ako register
literatry odporucanej k dalSiemu $tadiu pre zdujemcov o prehibenie svojich
vedomosti. Utebny text ma vdaka Tomasovi Timkovi, doktorandovi IEUK FF PU,
pekna grafickGi Gpravu, patavi obalku a obrdzkovy materidl. Tymto textom
(v rdmci menovanej edicie) presovska estetickd Skola naberd akoby ,druhy
dych®. Okrem toho, ze sa vzmaha vedecky, vzmaha sa aj v skvalitnovani
a napliani svojho poslania v duchu humboldtovského idedlu univerzitného
vzdeldvania — viest dialég so Studentom, badat do urcitej miery spolu s nim,
robit z neho partnera, nielen toho, kto je uCeny a poucovany. Priprava moderne
koncipovanych  ucCebnic, wucebnych textov, didaktickych materialov,
audiovizudlnych materidlov a e-learningovych modulov radi preSovské
pracovisko a jeho strednii a nastupujicu najmladsiu generaciu vedecko-
pedagogickych pracovnikov medzi lidrov v estetickom vzdelavani
vysokoskolakov na Slovensku. Tomuto cielu podriadil svoj ucebny text aj Lukas
Makky, insSpirativny pedagdg, angazovany a ambiciézny teoretik, svojou
komplexne uchopenou snahou o realizaciu vychovy k umeniu a vychovy
umenim v ramci vedného odboru estetika. Filozofickl disciplinu, v minulosti
zavrsujucu viaceré filozofické systémy, dnes vSak rovnako naslichajicu
otdzkam kazdodennosti, environmentu a mimoumeleckého esteticna, Lukas
Makky ako tému uchopil v nasvieteni otdzok vizudlnych odborov. Ucebnici
zelam vela vnimavych a zvedavych Studentov, verim, Ze ich bude motivovat
k prehlbeniu zdujmu o $ttdium, vizudlne odbory a vlastny rozvoj.
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